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Teacher’s Introduction

Antonin Artaud was a French actor, theatre director, dramatist, poet and essayist. He was born on the 47
September 1896 and died on the 4™ March 1948, His works and writings have influenced many theatre
practitioners including the playwright Peter Schaffer and his play Fguus. Artaud is most known for the
development of his theory of "The Theatre of Cruelty’.

For students and teachers, the study of the theories of Antonin Artaud can provide an exciting exploration of the
structure of theatre and how theatre can be pushed to its extremes. The extremes of Artaud’s theories provide
students with inspiration for their own practical work and provide techniques that can be used to explore texts.
While written primarily to support the work of students and teachers working with the Edugas AS and A Level
Drama and Theatre Studies speacifications, the activities and information within the pack can be applied to general
practitioner study. In the AS specifications, the work of Artaud can be applied to Component 1: Performance
Warkshop and in the A Level specification Component 1: Theatre Workshop and Component 2: Text in Action.

What is included in the resource?

This resource contains many different activities that will help guide teachers and learners through a study of the
techniques of Antonin Artaud. The first section in this resource will explore who Artaud was and the historical
and social context that Artaud lived and worked in. The second section will explore the technigques of Artaud and
will examine how the techniques can be realised through discussions, research, and practical activities. The final
section will explore how the work of Artaud can be applied to the Edugas AS and A Level syllabus.

How to use this resource

The analysis in this resource is not meant as a definitive guide 1o the work of Antonin Artaud but a set of
resources that can be given as student-led worksheets or some workshop ideas for teacher-led activities. Each
activity is labelled as either a discussion, research, practical activity, video-based activity, or script work. The
teacher notes sections provide some guidance as to expected responses to the comprehension activities. The
teacher notes will also provide starting points for discussion and will provide pointers for teachers to include in
the discussion to help steer it if needed.

Many of the practical activities will have no accompanying teacher notes as there are no right or wrong responses
for the students to have. However, some of the practical activities will have an outline as to the purpose of the

task and some given success criteria that will help teachers ensure the aims of the task are realised by the students.

lanuary 2022
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Assessment Objectives for AS and A Level Drama and Theatre |
The assessment objectives are the same for all AS and A Level Drama qualificati

AS Brama and Theatre Studies

Component
Performance Workshop

Component 2:
Text in Context

Create and develop ideas to communicate meaning as part of the
theatre-making process, making connections between dramatic the:
and practice :

Apply theatrical skills to realise artistic intentions in five performa

Demonstrate knowledge and understanding of how drama and th
are developed and performed

Analyse and evaluate their own work and the work of others

A Level Drama and Theatre Studies

Component 2: Text in Action

Component 3: Text in Performance 1] 4] 30

Total for GCE A Level 20 380 30

Create and develop ideas to communic
making process, making conry

n dramatic theory and p

stic intentions in live performance

| and understanding of how drama and theat;
et and performed

2 and evaluate their own work and the work of others
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This resource will explore same of the key principlas of the theories and method
practitioner Antonin Artaud,

Here is a summary of the key areas:

e Theatre of Cruelty

e  The summary of The Theatre and Its Double
e Artaud’s notion of cruelty

Artaud and the audience and auditorium

®

e Artaud’s view of making everything larger than lif

& Artaud and the actor and their training

e  Rhythm and rituals in Artaud’s wor
e Artaud’s view of the Balingsy 3 ¢ the impact this had on his theorie
®  Artaud’s view o style of language in theatre
¢ Artau . e surrealists

e Artaudy ¥ on the use of sound, lights and film in theatre :
e Afinal brietf look at Artaud’s own production of Jet of Blood {also known as “\
Further Study

Further study could be made of Alfred larry and his role in the development of D\‘

Aninteresting viewing and ultimate discussion on Artaud’s theories in performa 5
varsion of Marot/Sade. This can be purchased on DVD.

Make use of YouTube as there are many videos of people’s performance which ¢
your students, :

COPYRIGHT
PROTECTED
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Page Task type Description
5 Research Students to research Artaud and present their fi
& Discussion Class discussion on four key terms that Artaud
7 Research Artaud timeline with no gaps {optional discussi
8 Research Artaud timeline with gaps
14 Practical Fast-paced warm-up
14 Practical Pairs storvts
14 Practical - Quick Freeze
14 az;ge group task — Physical Theatre
14 Discussion on practical activities and on being ¢
16 Practical Solo work — Rituals to Rhythms
16 Practical Pair work — Synchronised Movement
16 Practical Pair work — Slow-motion Fight Sequence
16 Practical Whole group — Extreme Reactions
16 Discussion Discussion on exaggeration and siow-motion
18 Practical Pair work — Clapping Rhythm
18 Practical Whoie class — Follow My Leader Rhwythm
18 Practical Create your own ritual
17 Discussion Rituals
19 Video Watch video of Balinese dancers
20 Written individual reflection task
21 Practical Storytelling {no words)

21 Practical Developing performance
21 Discussion Using words
COPYRIGHT
23 Research Work of PROTECTED
25 Practical p — Greetings
25 Q\/hoie—ciass discussion on the themes explored
25 Small groups — Symbols
27 Practical Smali groups — Happenings
27 Practical Small groups — Putting It Together
30 Script work Whoie class read script of Jet of Blood
31 Video Watch a video of Jet of Blood
35 Exam Practice Artaud Essay Guestions

Artaud: A Complete Guide for AS and A Level Edugas Drama
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To start your journey with Artaud you need to put Artaud into context with his t

Using your research skills, find out as much information as you can in answer to

1. When and where was Antonin
Artaud born?

2. What family did he have?

4,  List his main career highiights.

What influenced Artaud’s work?

N

6.  What were his main pieces of
writing?

7.  Are there any theatre companies
who have used the technigues of
Artaud?

e Wﬁk;pedﬁap

pon'ty 1 find from pook

see what you &2
Reference your s

tiable SOUrce.
s or Google 5ch
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Do your own research into these key drama terms and then discuss them in you
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The Arlaud timeline
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Defining Artoud’s ‘Theatre’ and ‘Cruelty’

Theatre of Cruelty is often misunderstood as just relating to violence, and those
the narrow definition of cruelty. It would be useful when trying to get a deﬁniticé
explore the two words ‘theatre’” and ‘cruelty’ separately. Artaud wrote about hig
outlings both “theatre’ and ‘cruelty’ as being spiit from their everyday meaningswi
than a performance with an audience just observing the performance. The thea)
experience; the action within the performance engages the audience and can ali
experience. Artaud thought that good theatre would be & ering that WGUEC%
audience and arouse their capacity for change.

being about physica
version of :
which hav

unnecessary.

The Theatre of Cruelty explores situations that characters are in that put them n‘
Those events where we think that everything is conspired against us, f

The Break from the Western Tradition

Early twentieth-century Paris became known as a melting pot for new inventions 5
this time in Paris was heavily influenced by people who funded the theatres, man
had great influence. These people preferred to watch farces by writers such as G
weren't as experimental as those in other areas of the visual arts had become. Th
rise of the realist movement, but this made very little impact on French theatre.
his time he began to see that his ideas of what theatre is were different from wha
movemeant within theatre had placed the audience on the cutside of the perform
This style of theatre was the opposite of Artaud’s views. Artaud wanted the audig
being presented on stage. Artaud wanted to move away from the style of theatre,
that focused on the excesses that society experience and that the audiences wer&f

zjﬁ: Q
Who was Georges Feydeau? ;
Georges Feydeau {8 December 1862 — 5 June 1921 was o French playwright.
farces. He wrote over 60 plays and is said to have bee arting point for o ;

Using your ressarch skills, research ges Feydeau, and researcl

i

b

b

b

§

i

f

t

i

! Extension Research
}

f

§

f . .

i Questions fo consider ¢
: wrights written plays using farce?

: erence in style between British farce and French farce?
[}

Artaud: A Complete Guide for AS and A Level Edugas Drama Page 9of4l
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Artaud and Approaches to Theatre of Cruelty

The Theatre of Cruelty is a name given that covers much of Artaud’s work. This &
move away from the traditional Western theatre. Artaud wanted, through this ¢
senses of the audience and connect with their subconscious thoughts and emotis
was unable to see any play performed in this style of theatre, but he has influen
theatre, such as lean Genet, lerzy Grotowski and the acciaimed director Peter ‘
about these people in Section 19 of the resource.

Defining Artaud’s ‘Theatre’ and ‘Cruelty’

In many writings during his lifetime Artaud tried to define ‘theatre’ and ‘cruelty
from the meaning that people use in everyday life, Arnt ed to distance
performance on a raised stage with an audier ng the action. He f
theatrical experience ‘wakes us up. Ne w5 and that the audience e
action’.! Artaud wanted a theatg ce that inspires an audience and
that cannot be forgottes 5

Likewise, ¢ Not just about violence and abusing someone emotionally or
crueity nee be examined in a deeper way. It explores the tension we experis
tension that we cannot be bothered to remove from our life, £.g. the hustle an
In his Theatre of Cruelty, Artaud wanted a vehicle to express everything that he §
corruption in public office, over-indulgence in passion and the battle that peopie§

Break with Western Thealre

Artaud felt that the theatre of his time that he experienced only looked at socia

To Artaud the theatre had become very limited in terms of its portrayal of the s
particular social groups. in his writing we can see that he wanted to explore the
towards each ather the way they did. His idea behind theatre was that it shoul
believed that the theatre could help dispel all negative feelings people had and n

ineffectuality of the Spoken Word

Artaud wanted to shock his audience, but he realised that language was not the
to have ng meaning and even to the point of using the phonics of words. In his
wanted his performances to reveal real emotions and experiences that everyday ¢

impossible Theatre

Theatre of Cruelty has been referred 1o as an impossible style of theatre, mainl
given but also because of the lack of firm details Artaud gave 2o his concept. Th
replicate had others creating their own version of th f cruelty’ throug?
but many of these artists stated a link to .

e designed to be surreal and they inclug
bie being cruel. Artaud wanted the audience to be
d access the subconscious brain. :

in Artaud’s theatre his p

: Gorelick, Nathan {2011}, ‘Life in Excess: Insurrection and Expenditure in Antonin Artaud's The

Artaud: A Complete Guide for AS and A Level Edugas Drama Page 10 of 41
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To S5um Up:

@

L]

&

Artaud created the idea of a Theatre of Crueity.

His work has influenced many other theatre practitioners.

Artaud believed that theatre relied too heavily on the written word and rea
from this type of theatre.

The Balinese theatre influenced Artaud; he believed that theatre shouid bec\
dance, gesture, music and ritual. f

He thought that sound should be used more effectively. That screams and «
voiume to produce an all-encompassing sensory experience. 5

Huge masks and puppets would add to the spectacle tal sensory exper%

sive physical training

A

Artaud believed that actors needed to
energetic physical theatre.

5%

Training would also focy rol; breathing patterns and chants i
The actig A
There

Theatricd effects, if used, should be integral to the performance and enhané
used to mask it s

where; there is no need for a sat stage.

between audience and the actors created by lighting, se

The auditory and sensory experience and use of any technology should ove
coined the term Theatre of Cruelty’ not to describe a theatre full of torture
audience to be unsettled and powerfully affected by the intensity of the pes:

He saw theatre as a total experience that would be pivotal to the arts.

This theatrical style is not about the audience sitting on comfortable seats, &

Artaud: A Complete Guide for AS and A Level Edugas Drama Page 11 of 41
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Artaud wrote down many of his ideas about theatre and how he thought theatre shy
published a collection of essays and manifestos which Artaud himself decided to call

Artaud found within the theatre a range of what he calls the doubles, and they a

e Production and Metaphysics
¢ Theatre and the Plague
e Theatre of Cruelty, First and Second Manifestos

Production and Metaphysics

Metaghysics is something very difficult to d

is a way of expressing something t onal explanation, such as elems

attribute to hi‘% dpveiopmg notion of the theatre m‘ frueli‘y, and they are:
¢  Balinese Dancers

e Lot and His Doughter, a painting by Lucas van Leydan

e The Marx Brothers

Bulinese Dancers in 1931

n out of context. The

in 1931 Artaud saw a performance of Balinese dancing in Paris and this performang

inspiration for his own type of theatre. This performance became a major influene
also heavily influenced his theatre of cruelty. Artaud looked at several styles of the
some of them, such as Japanese Noh theatre, had some influence on his writings.
much as the Balinese dance theatre.

Artaud focused in on the movements and gestures from the Balinese dance thea
expressive and Artaud could see the emotions behind the movements. After wit
Paris, this was an opportunity for Artaud to see something that was a complete
abstract style he wanted for theatre. During the summer of 1931 he wrote sever
Theatre Balinals a 'Exposition Coloniale’, which appeared in the Nouvefle Revue

started to write his first manifesto of The Theatre and its Double and this saw th :

period of writing. For more detailed coverage on this, see section number 10.

Jepanese Noh Theatre:
Is a classical form of lapa
performances on trad:

Artaud: A Complete Guide for AS and A Level Edugas Drama Page 12 of 41
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Lot and His Daughter

in the Bible we are told the story of Lot and his daughters and
how God destroyed the town of Sedom. In the story we learn
how Lot seduced his daughters.

In the story Lot's family were allowed to be spared the fate of
their fellow residents of Sodom as long as they left and never
looked back. Lot and his daughters managed this but his wife did
ook back and was turned into a pillar of salt. Lot had to carry on
with his daughters. The two daughters had left their hushands
behind and they realised that no man would be coming to
in order to be able 1o carry on the family, so they de
{0 get pregnant by their father.

i

ar in the sixteenth
ting by Van Leyden is said to
be part of : a0 of paintings. If we look closely at the
painting we? ¥ the main focus in the foreground, which is
Lot and his two daughters, but the image on the right of the
destruction of Sodom provides a second focus.

The subject matter of the
and seventeenth ce

i

The Marx Brothers

Artaud saw laughter as a great liberator and an emotion as powerful as any creas
how it was possible through film to communicate 1o an audience the juxtapositi
thought that his theatre would be able to replicate this juxtaposition on stage a:

to laughter. :

Artaud described many of the films of the Marx Brothers as being close to the su
the films Animal Crockers and Monkey Business. In these two films, the Marx Br
and so, by having events that are opposite o what is physical and natural, the ag
becomes metaphysical. E

Theaire and the Plague

The second double that Artaud saw in the theatre was the plague. Not an actua
plague as an allegory for the theatre. in this double, which was recorded in a mg
pictures of the physical effects of the plague to represent the theatre, :

The idea came from a dormant image of a person lying ill in bed while the effect
pushing the body to the extremes. Artaud related this to thestre and the gestur
extremes. Artaud was also thinking about the break wciety during a play
pushed to its extremes. Artaud wanted t : bwn’ of the bourgeois:
the rich of Paris had on theatre and ation of their values. E

Theatre A
Cruelty is A double. We will explore the Theatre of Cruelty in the ne:
we are lookit®HT what Artaud meant by ‘cruelty’. He wanted directors and thea:

director can exert on the actor and the spectator.

As with Artaud’s thoughts on the theatre and the plague, here he is wanting to o
the audience to their end point of acceptability. :

Artaud: A Complete Guide for AS and A Level Edugas Drama Page 13 of 41
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At an initial glance, the term ‘Theatre of Cruelty’ is misinterpreted as relating ¢
element is being cruel to onesealf as an actor. This can include pushing yourself
possibie. Below are four exercises that will explore the notion of being cruel o
these, keep in mind that you need to push yourself to your breaking point.

' G %i -

This can either be o fast-paced game or an extreme movemn

sequence s e

¥

b

! In pairs, you are fo remain linked ot the elbow for the whole of this activity, W
! going to tell o story. You must also act out the story af the same fime as being |
i of the pair is only oliowed to tell one word of the story, e.g. One... day... L.
i

i

b

b

b

You will be given o sfory title and there may be o surprise.

T in i wn e A A AR AR AR IR W R e R R A A WA WA B W e A A AR A AR IR W e e R A Aa A WA WA W e Aae R AR AR AR AR an e e nr me R

Quick Freeze: :
As o whole group, find o space in the room. Your leader will count down 3-2-13
you have o freeze as, then on ¢ sound cue you are to bring the freeze to life on

i

t

i :

i Inalorge group, v short sequence which uses physical theats
i .

X ¥5%in the group.

}

i How did these activities explore ‘Cruelty’s

2. As performers, do we ever put o barrier in the way of our performance? ¢
3. Artaud said that actors must be cruel to themsealves. What do you think he my
4. Can cruelty be seen in today’s world? 5

Artaud: A Complete Guide for AS and A Level Edugas Drama Page 14 of 41
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Dverview of Theories on Audience and Auditorium

Artaud wanted the audience o be at the centre of the productions and not just

and the audience space to be one space with no separation.

Within the space created for his performances, Artaud wanted (o remove the stag

this he hoped that his performance could be received directly by the audience, an

themes, characters, etc. could be direct from actor to audience. He wanted the Cl

The Use of Stagecraft

In his writings Artaud gave an idea of ho
to have the lighting bright. As mery

ed a full body experience for the audience, Artaud wanted to e

spectacle, he

Diagram of Artaud’s View on Theatre

With the audience in the centre of the space and the actors around
the audience this wouid help the lighting to fall on both the actors
and the audience. This spacing would allow the audience, often
referred to as spectators, to feel part of the performance rather than
sitting on the outside. In Artaud’s pian, he wanted the audience
seated on chairs in the centre with the actors on walkways around
the audience, as can be seen in the diagram below.

To conclude this section we have covered Artaud’s views on the use
of the actor and audience space, in his writing Artaud describes how
he wanted to use giant puppets ‘animal movements’; ‘movements
portraying rmonsters’ and ‘gestures and movements with a ritualistic
quality’.? Artaud wanted the actors and the audience in the same

space therefore being the audience into the ‘happening’ Artaud wanted to breaké
theatre as seen in Paris at that time and this new idea of using the audience ang

and unheard of within theatre of this time. The space the performance was to ta
that all areas of the space could be used. Artaud wanted the audience sat in the
seen on the diagram above}, with actors on walkways around the space.

Craft being used. He wante:;

2 All quotes from Rose, Mark V. The Actor and His Double, Chicago: Actor Training and Resea rc‘
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In Artaud’s theories on the theatre, he wanted everything to be larger than life. H
of lighting, large puppets. As part of the actors’ rehearsals they will create aversiz
be heard over the top of everything else happening on stage. As with the previou
everything to the exiremes, so this section continues with this notion. However,

extremes were the focus of the work, this section deals with keeping the extreme

1. Solo Work _ :
You are to recraate an everyday ‘ritug)’ Sctcountof 1 -2~ 3,8
thrae movements that it 1o the

2. Pair Work
In pairs, crec

i
£
£
f
£
£
i
b
4
§
i
f
£
b
i 3. Bevw
3
4
}
i
£
£
£
£
4
i
b
4
]

In the SR pairs as the last activity, create o slow-motion fight {which must &
a fall to the ground, still in slow motion,

4, Exireme Reactions ;
Two paopie will present thelr sfow-motion fight sequence to the whole class.?
class are to stand facing each other. As the slow-motion is performed the |
provide the sound effacts. These sound effects need to be exaggerated,

]
]
]
’
1 *  How would you feel as an audience member if everything in u performan
: ° When would be the most appropriote time in o performance 1o use the te
]
]
]
R

would be the aim of using 12
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COPYRIGHT
PROTECTED




Artaud considered the actor to be like an athlete and he believed that
breathing was the way for an actor to create emotions in their performance.
For an actor, the use of breath can be the stimulus for many things such as
emotion ar physical movermnent. In his writing, Artaud was clear that
movement was to be used in an abstract way and that this would then form
the basis of theatre. Artaud was interested in the different uses of breath and
the different outcomes this would have on a performance. Inspired by his
viewing of the Balinese dancers and the spiritual influence on their
performance, Artaud wanted to explore the use of breath ts place in the
spiritual world. :

to be a regime, and in his writin
that for athletes. Artaud explored many
craining of his acters. These religions included Hind
amined the breath control required to perform these cii

Artaud wanted the training he gay,
ideal training for actors
formulating b
to their ch

The Primal Scream

In Artaud’s writing he refers to the primal scream and the effect on an actor. Arti
actors knew how to scream safely while alsg getting the most emotional effect.
to make the audience feel uncomfortable. In his performance work, Artaud dep!

between 1946 and 1948 during radic recordings, particularly in To Hove Done w
used this radio performance as a madel for his ideas for Theatre of Crueity. Betw
his idea of ‘the Scream” but it was viewed by critics as a failure. "Artaud’s screant
unrepeatable gesture, moving beyond any engagement with an audience.”® ‘

During his work as an actor, Artaud became all too aware of how ur1adventurous§
and Artaud wanted to free his actors from this monotony. Using the scream as g
seemed shocking to both actor and audience, but this was part of what Artaud w

How to create the primal screams :
When we talk about the primal scream, we are not talking o horror film scream.;

1. Start by sighing heavily.
Repeat this again but add more forced air. You may hove got o shight rqspé

Now take this rasp and accentuate that sound.

AW oW

Mow take this sound and add an ‘ol’ sound Thi
sound as though you are in o horror fi

e o sound that feels ag
comes from the depth of your '

3 Deleuze Studies. May2016, Vol. 10 issue 2, pl40-161. 22p.
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Everyday life has a rhythm and theatre can represent the rhythm of life. Through

a connection with a performance. Ariaud wanted the connection that audience
1o bypass the brain. Artaud wanted to bring in elements of ancient theatre form

which encompassed religion and the rituals of both theatre and religion, music ang

Split the class in half. You are to create your own ritual.

You are to include all the Artaudion ideoas explored so far:

¢ Rhythm

*  Exaggeraied movement

°  Slow motion

« You must fake everything o its exiremes

»  Llise the information in Section 7 and think about how you could use the acio
about how Artaud wanted the audience o be speciators involvad with the
observers.

° in our lives what rituais do we have? What rituals do we take part in every!
¢  What rituals do we have in the theatre?
»  Think about your ritual activity, How successful was i12

]

]

¥

[}

]

]

1]

P ° How did you engage the gudience in your ritual? He wld you have full
]

! :
]

¥

[}

ritucl?

«  What does brecking the actor /audier o o o performance?

Artaud: A Complete Guide for AS and A Level Edugas Drama Page 18 of 41

COPYRIGHT
PROTECTED




In 1931, Artaud watched a performance of Balinese dance and this had a major

Watch the following video:
I hitp:/frzed.uk/8217-balinese

This video shows a performance of traditional Balinese dance.
Watch the video through once and try to absorb the performance. Watch the vi

box below write down your ideas, based on the work coverssiso far, asto why y
infiuence Artaud. :
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As you have just explored, in 1831, Artaud witnessed a performance by Balines
performance helped him to develop his style of theatre. Artaud liked the spirit
the rituals that went with this performance style. From this performance Artau
piece of writing about his ideas about theatre and that was The Thegtre and its

suggest you get hold of a copy and read i, if you get the chance.

Artaud’s Theatre of Cruelty

Through his experiences and by writing The Theatre and ii's Double Artaud coul
time his vision for the Theatre of Cruelty. Belowisa
®  Theatre of Cruelty was a coliection of s
&  The content of performances shg
e Al movements were mati

audience

s and movement.
hing to everybody.
arsed but still gave the feeling that

not have to have a rational meaning.

e  The director was to lead the creation of the performance and a playwright v

¢  Performances are created with spiritual meaning.

A, T@é;

Using the following points, think about how you would incorporate them into a p

twenty-first century. Think about how the structure of the performance would che

i

]

1]

]

L}

i

]

1 Consider how you would engoage an oudience if:

e The amount of writien or spoken texi is limited.

i »  There is ne text within o performance,

e Artaud referred to spoken dinlogus os ‘written poetry’

: 8 Emphasis on improvisation, not seripts

i s

1 You should present your thoughts as o mood board thot you can share with the
]
]
L}
L}
B
]
L}
L]
]
1]
]
[}

Make sure you consider the following:
& Your own thoughts on the use of language in performance. s it always ne

e How can you ensure the meaning or plot is still communicated fo an audien
e Do we use taxt or longuage properly in the theatre, or even in films? For e
o World War | film historically accurate?

% of the main elem

t 1o a spontaneous reaction having been taken §

Artaud: A Complete Guide for AS and A Level Edugas Drama Page 20 of 41

COPYRIGHT
PROTECTED




Artaud had the notion of ‘universal language’. He wanted all words to be taken ot
Artaud considered words to be limiting as they defined the subject matter of the o
break away from the theatre of the day as he thought the content of performanceé
limiting. The popular theatrical style was realism, which went against everything As

(et -

e Ask one member of the group 1o tell a story of something exciting that has P
& While listening 1o the story the rest of the grou :

e MHaving listened to the story, ask o
8 What impact did this octiyiy

£
t
b
i
b
f
f locking for verbal ond non-verbal forms of
f
£
£
i
i
b

In pairs, create o simple scene where the husboand comes in late from work and t

The scene must be shown in each of the following ways:
¥ Using the diclegus created in rebearsal

¥ Using muted droma — how much can you understand?

v Using the commedia dell’arte convention of Gromalot. Watch this video for
https:/ /www.youtube.com/watchPv=9gTs9xWlcgg

v Once you have waiched each version, the audience are to dedide what the
based on the actions and gestures being shown :
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Through his plays Artaud wanted to create a new way of communicating with his
Sang) (1825}, a play which was the high point of Artaud’s early career {1924-193
Artaud gave to language within performance. The work is a montage of short, hi
experirment in the manipulation of language in Jet of Blood was considered by cri
disrupts the effect of the presentation. Artaud himself must have recognised the
using language because he did not utilise it again. Artaud thought that we must n
we consider sacred, and that we need to break away from theatre’s reliance on t
communication that is a new language with gesture and thought. In the theatre v
pronounced as well as the visuals that accompany the spe
makes to give us meaning. Also thrown into the t :

Artaud’s id age’ were difficult for him to express but his writis
essays and as in The Theatre and Its Double. Artaud suggested that com
of dialogue WWich he called ‘written poetry’ and that actors should use a new bog
contain words, but signs. These signs of language were revealed through a serie A
This bodily language was born out of Artaud’s inspiration from the Balinese dand

Language and the Surrealists

In much of the work of the surrealists, their interest in language was based on the
dreams. Artaud borrowed this premise and he used it within his poetry, which ca
cne of his stints in an asylum. Through his poetry he developed a use of repetitio

Here is an example of his poetry:

Klauver Striva
Cavour taving
Scaruvn Kaving
Akar Triva

This style of poeiry can be traced back to poets of Dada, which predated the sur

R R A G M AN AR AR AR R R AR AR B AR AR AN AR AR AR LA WA WU R AR AR AR R IR AR AAR RAP AR AR AN AR AR AR TAA WU AR R AR AR AR IR WA AR AR Res RR A3

¥

§

i

t

f

i What was the Dado movement?
: Dadae was o movement that waos onti-crt as people
b

§

i

f

£

£

i

contributed to the start of the First World Wes
created by u group of people who
Europe ond America in 19165
moving to cities such o

Am n e e e ks KRR R Rm AR e R e N RS RN AR AR R R G SRR KR R R RN AR Rk e

The main philosophy of the Dada movement was negative. Its main purpose wasg
ideas in new ways. There were several new art forms created during the Dada
Dada movement started to crecte several cabaret-style performances for which
start controversy and riots, :

H
i
i
i
i
: What are the key features of Doada?
:
i
:
i
i
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More information about surrealism con be found in section 14 of this resource.

What Artaud Himself Soid about Language

Artaud said in The Theatre and Its Double that language cannot be defined just by
opposed to the expressive possibilities of spoken dialogue’.® He wanted the langu
include gestures, symbols, movements, but that the v : the words becor
made out of these signs. Then, once there was ¢ His language in the s
become a language of sounds, cries, light oeia to create a sortoft

it should be used as a starting point in the same way laughter is used by audienc
performance. Speech in the theatre is used to show conflict and the daily reality
accustomed for years to a purely descriptive and narrative theatre — a form of st
responsible for this; this idea of the theatre which wishes a theatrical performan
spectator without showing one image that will shake the audience. Artaud said
is dominated by spoken language would create a performance that would not afg

4 Bentley, E. The Theory of the modern stage. Penguin 2008.
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Surrealism is a movement that started in the 1920s and is known for its artworks
by artists were irrational but had clear details. The movement used everyday obj
aim was to solve the earlier opposing forms of dream and reality into a perfect re
the component of surprise, with surprising juxtapositions; however, many of the
work as logical, with the works being an object. Leader André Breton was clear i
was a radical movement. Surrealisr was developed from the Dada movement d
19205, the surrealist movement spread around the giobe, and influenced the vis

What are the Key Characleristics of Su

e The movements explored dreams and the

»  Images of perverse sexuality, immo A

«  To push the boundaries of s svable behaviour.

e The notion of cha
¢ Theinfl tonary nineteenth-century poets, such as Charles Bay
e Focus nythical and the irrational.
®  Artists tsed their base desires, such as hunger and sexuality.

&  The birth of biomorphism and naturalist surrealism.

Biomorphism

Biomorphism is a design that focuses on natural patterns or naturally occurring
would take this to its extreme and would take naturally occurring shapes and pu

MNoturalistic Surrealism

Naturalistic surresalism described realistic scenes transformed into dreams, such as

What Are the Best Examples of Surrealism?

Best Known Surrealist Artists:

Max Ernst, 1924, {Museum of Modern Art, New York}.
foan Mird, Carnival of Harlequin, 1924-1925. (Albright-Knox Gallery, Buffalg
René Magritte, The Treachery of Images {Ceci n’est pas une pipe}, 1929. {Lo}
lean {Hans) Arp, Head with Three Annoying Objects, 1930. {Estate of the ary
Salvador Dali, 1931, (Museum of Modern Art, New York)

René Magritte {18 5

fean Arp {1886-1966} ®
Hans Belimer {1807-1975) s Henri Moore {189&:
Louise Bourgeois {1911-2010} s dré Masson {18

Roberto Matta (18]
Joan Mird (1893~13
Meret Oppenheim
e lsamu Noguchi {1¢
e  Pablo Picasso {188
e Man Ray {1890-1%
ettt {1901-1366) ¢  Kay Sage {1898-1
Frida K:Se8R1907-1954) ¢ Yves Tanguy {190
Wilfredo Lam (19021982} ¢ Dorothea Tanning

Leonora Carrington (b. 1317}
loseph Cornell (1903-1972)
Salvadore Dalf (19041988}
Paul Delvaux {1897-1994)
Max Ernst {1891

Artaud: A Complete Guide for AS and A Level Edugas Drama

Page 24 of 41

COPYRIGHT
PROTECTED




Surrealism and Symbeolism

1.  The whole group walks around the room. When you cross paths with some
polite sounds, but no words.

2. When given a signal, you are to increase the intensity of your sounds o shoy
are greeting :

3. This fime you are to replace the sound with the word ‘helle’. You can keep
last task.

. ifference between the communications with no words and thé
understonding of the situotion differeni? 5

e What is the impact of the visuals of the gestures? Does it anhance the wor
8 What images have you seen that make you recct emotionally?

1. In small groups, you are to create some symbols. You are only allowed to
yoursalves for o range of emotions that are going 1o be read out to you.

2. You are now going to develop this further to show one of the following:
8 Captivity
&  Parental love
8 Decait by a friend

3. As you wotch the symbols, think about what makes a symbol different from
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With reference back to the previous section on Artaud, audience and auditorium,
wanted to use the theatre. This section will continue to explore other areas of s :

Sound

in Artaud’s vision of the theatre he placed a big emphasis on the use of sound.
Cenci, he realised the Impact that sound can have on an audience. He would em
corners and play sounds at full volume. This was to help ensure that the audien
spectators. For example, in The Cenci Artaud had the sound of church bells ringi
volume as the audience entered the space. He also me of the Cenciw
and then suddenly stopped.

Artaud wanted to use live s
overall design : tions. Artaud wanted live instruments to be:
wanted the vibrations to be felt by the audience and h;
rin the performance. He also wanted his captive audience tg

they would find unbearable.

Lighting

e-recorded sound. He used music <\

By the time Artaud was evolving his lighting ideas, lighting technology had starte
develap. He could flood the stage with light or pick something out in a spotlight,
was constantly looking at ways to push the technology to its imit. He wanted o
explore the use of oscillating lighting effects. Obviously, we have now develope

and many professional theatres use moving head lanterns. :

Artaud saw lighting as a force and almost part of the action of the performance.

wanted to use lighting to distort an audience view and we can do this today witi‘%
use of {asers and strobes. Z

Artaud and Film

Artaud started his career as a film actor, vet in his writings he was very dismissiv

the theatre. Film can provide a clear juxtaposition between the live actor and thy

Artaud referred 1o the use of film as being the ‘optic shock’. He wanted film 1o
Despite his background and his attempt at film, his scenario for the film The Seg
not a success and this could have led to his dismissal of the medium of film. Twe
contemporaries Salvador Dali and Luis Bunel, Un Chien Andalcy (1929) and L’Age

To sum up:

are one space.

#  The actor and the
i Gry experience.

2  Spundj

e Filmca “used to shock through use of juxtaposition of imagery.

ould normally associate today with rock concerts was usey
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As we have mentioned before, Artaud did not want his audience 1o be observers§

with the performance. From this, people developed the idez of a happening, wh

the performance.

Happenings were popular in the 1950s and 1960s. The happenings ranged from '

more complex happenings where the audience are walked around to different |

cter in the performance. Read these messages out 1o the audienc
music underneath {remember Artaud’s theories on the use of musicl). Find o
messages o an audience.

8 3plit the class into smaller groups. Each group is to come up with a theme for

the rehearsal process you must consider not only the content of the perform
bringing your audience into the space. The ided is 1o moke the audience fe
involve them with the performance from the start.

e You must create and present an Artoudion performance. You will need to b

Don't forget to bring together the foilowing areos of study:

8 Physical Theatre ¢ Larger than life
e Total Theatre ®  Rhythm and rituaiy
& Visual Theatre ¢ The ineffec?uaiity%
e Theaire of Cruelty : Symbolism A

'
b
§
:
i
f
f
i
:
: learnt while studying Artaud.
i
f
i
i
'
'
:
i
E
i

R,
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Jet of Biood {Jet de Sang} is a play written by Artaud. The piece was completed of

Through the play Artaud wanted to show the audience a chronological story. T
stowed down. The play explored many themes which Artaud saw as prevalent i
violence, and also showed the contrast within these themes. Jet of Blood (which:

play} was designed to play on the senses of the audience with its sights and soung

face their fears.

The play inciuded some of the following themes:
Cruelty

How the world shown in the play w
A satire of current attitud
The reversal withi

estroyed
in subjects

stime of innocence and love, and lust an
ith perceived honourable standards and their im

Nature :
‘Le mal du ciel’ or ‘heaven-sickness’. The belief that Christians have that WH
can be made well by God as there is no sickness in heaven, f

& & ® ® & & & B

The images in Jet de Sang are repeated to show the destruction of the world bei

performance world being created is ordered and then through natural disasters
lives are thrown into chaos and these characters are to represent the people w

The full original title of Jet of Blood was Jet de Sang ou la Boule de Verre. 1t is tho;
as a parody of a play called Lo Boule de Verre by Salacrou. In both plays the mairy
»  AYoung Man f
&  AYoung Girl
e  AKnight

¢ ANurse

in both plays the young couple share their iove for each other and then disappes
and the Nurse are the Young Girl’s parents. Both plays explore the dependence (\«
fidelity and the idealism of the young. :

SR
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Watch the following video of a modern-day interpretation of Artaud’s script Jef
the performance 1o see how they have incorporated the theorias of Theatre of C
hitp://zzed.uk/8217-jet As you watch the video compare your design concepis

The Original Production

Although Artaud’s play fet of Biood was written in the 1920s, it was not staged u
reputation for being un-performable as it took 40 years 1o make it to the stage. |
and the character descriptions you can probably tell why., Artaud created the Th
getting into the actors’ sense and connecting wit hrough their emg
used. As we explored in an earlier section a #55% Of the surrealists, it s
Artaud was asked to leave the gro s gue to the ideas he had.

it is a play that covers love, beauty, incest ar
U would expect such as clearly defined characters and key

Jet de Sang is
aspects of

Jet de Sang is really a framework for a director to work from and create the perf :

Jet of Blood’s Lasting Impaci

Jet of Blood captures a moment in time when we can see into the mind of Artau
up as to whether he was a genius or a madman. The level of surrealism containe
pushes the boundaries of what we think theatre is. This piece of drama is a way
into practice and ensuring that he can be seen as a practitioner, and not just a th
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Artaud’s Influence

In terms of Artaud being influenced by other practitioners, Ariaud was influencel
by the work of Alfred Jarry. Even though Artaud was 11 years old when Jarry
died, he later went on to run the Alfred Jarry Theatre in Paris. Jarry was known ¢
for his play Ubu Roi {1896} and for being a symbolist writer. He created the term:
‘pataphysics’. ‘Pataphysics” is a branch of philosophy or science that iooks at
imaginary spectacles that exist in a world beyond metaphysics {philosophy lookir
at the essential nature of reality). §

B

HAetwork of Jarry A
e'Significance of the play is the !
ay goes against these rules. This A
' urrealist rmovemnent and eventually the Theatiy
specific id 15 play should be performed, even costume ideas for
cardboard P k¥head, for he intended to write a guignol. Guignol is the main
show which has come to bear his name. It represents the workers in the silk ind

In the performance of Uby Roiin 1896 we cang
infiuenced Artaud. Ubu Roiis a comic al
treatment of the cultural rule i
the start of the Dada m

Artaud’s Influence on Othe

Jean Genet {19 December 1910 ~ 155
In his early life he was a petty criminal. H
The Thief’s Journal and Cur Lady of the Fi}
The Maids and The Screens.

Within Genet's plays he uses stylised rity
the rituals are typically those in society
some way, The key types of people in so

Jerzy Marian Grotowski (11" August 1933 — 14™ January 1999) was a theatre di
from Poland who had specific theories about the training of actors and how thegy
shiould be presented. His directorial career started in 1959 with the play The Ch
Eugene lonesco. He founded a smal theatre in Poland in 1959, During the 1960s;
theatre company started touring and his work became more popular. In 1982 Gr
left Poland and started work in America. Grotowski’s and Artaud’s work are simil
terms of their concept of theatre as an almost religious experience.

isan English directos:
3 kespeare Company whe:
oduction of Marat/Sade in 1964,
rook undertook the Theatre of Cruelty
aiming to explore ways in which Artaud’s ideg;
performances as part of this season included the first p
Blood. Through his directing, Brook uses the same char
could be said that Brook was able to make Artaud’s the

Peter Brook {born 215 May
evern worked wit

Artaud: A Complete Guide for AS and A Level Edugas Drama Page 31 of 41

COPYRIGHT
PROTECTED




As mentioned at the start of this resource, for the AS Drama and Theatre Studies§
can be applied to Component 1, and for A Leve! to Components 1 and 2. ‘

AS Component 1: Performance Workshop

There are five stages in this component, but this resource is most suited 1o stage
internally assessed and has a total of 120 marks avallable and makes up 60% of ¢
Stages 1-3 are worth 40 marks for each performance and this is broken down in
and develop ideas to communicate meaning as part of the tre making proce
connections between dramatic theory and practice’
30 marks. The final 20 marks is for stage fiv
must demonstrate ‘detailed refere
text is reinterpreted for perf :

Stages 1-4
1) Tocr

wiing areas of focus:
elop and realise two pieces of theatre based on two extracts

piece must use the techniques and working methods of either an influential;

recognised theatre company.
2} Agroup performance / design realisation of two extracts,
3) Reflecting on the exploration process and the key extract performances,

Students can study this component either as a performer or as a designer. 3

e Lighting Design e  Sound Design

& Set Design {including props) &  Costume Design {i Z

G ETop T

in Stages 14 candidates are to use the work of a theatre practitioner to help them

design concept of two key extracts. The work in this guide can help students to devy
of Artaud and apply the techniques to a staging of an extract from a text either as &

e performances ¥
ation of your perfor
ctitioner or company technigus

the “Out damn spot’ section for Lady Mae

Lady M should move around the audience more an

of emotion.

) . We have removed language and used a series of sou
Artaud theories applied ,
wovement to veflect the extreme emotion of Lady

Evaluation . .
they need to be included more into the scene.

et steps ,
the audience.

This section works as an actor but the audience ave

To experiment With the use of music to get vibratic
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A Level Component 1: Theatre Workshop

There are three main areas of focus for the devising component: ;
1) To create a piece of theatre based ogn an extract from a text using the techn§

either an influential theatre practitioner or a recognised theatre company. &
2)  Agroup performance / design realisation of the plece of theatre created bay
3) Avreflection on the creative process and performance created. f

For this component you are required to create a performance based on an exira
work of a theatre practitioner to develop your performance. The component is
20% of the total marks for the A Level gualification. Your creative log and reflec
performance is worth 30 marks.

d in this resource to

The key areas In this resource that can be applied to the devising process are:

&  The Theatre of Cruelty .
s Being cruel to oneself and pushing the actor and performance to the extren:
e Rhythm and rituals '
s Ineffectuality of the spoken word

&  The use of surrealism

A Level Component 3: Text in Performance, Section B %

in section B of the written examination you are expected to discuss how the text
contemporary audience as actors, designers and directors, and in Section C o ex
performed in the theatre. Learners will be expected to approach the text as thez
designers. Component 3 is worth 120 marks and makes up 40% of the marks for

worth 40 marks and Section Cis worth 40 rmarks. :

in Section B you will be given the choice of one guestion for each set text thatis a
you as the actor, designer or director would realise this text for a contemporary awy

In section C you will be given one gquestion and asked how the text can be perforrr\%%

taud and how thi

For both of these sections you could discuss the techn
discussed in each section.

rmance, you can apply the foifowingéﬁ%

@
@
L]

Artaud’s break with the Western theatre

If your question asks about aspects of design, you can apply the following techni
e  Artaud’s view on sound effects
¢ Artaud’s view on lighting

e Artaud’s use of film in performance

®  Artaud’s use of large cbscure puppets and the use of masks for the actors
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General Praclice Questions

1

Exam-style Questions

While the whole play should be given consideration, your answers to the questic%
extract{s} provided by your teacher. ;

At the first rehearsal, Artoud rolled avound on the stage, assumed a falsetto
and fought logic, ovder and the “well-—made” approach. He forbade anyone
‘story’ at the expense of its spiritual significance. He sought desperately to
and not the words. :
Raymond Rouleau — actor in Artaud”’

(Taken trom Artaud’s The,

: ould apply rehearsa
character from your chosen texi s, i technigues of Artaud. ‘

: Hnfluence on many practitioners. With close referen
use the technigues of Artaud to stage your text and highlig
differentss from gther practitioners, ‘

Discuss how your creative chaices as a lighting designer could enhance your
contemporary audience.

Your answer should be based on the two key extracts you have been given

Your answer must include:
s analysis and evaluation of how live productions have influenced vour dy

Using the extract given to you, note on the text where lighting cues happen
ideas for lighting for the extract. :

Your answer must include:

»  analysis and evaluation of how live productions have influenced your di

e the type of stage you will be using
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Section 1 — Who wos Arlaud?

Here are some notes to guide you as to the content of the presentations.

1. When and where was Antonin Artaud bom?

Artaud was born in Marseille in 1896 and died in Paris in 1948. He was an ai

critic.

What family did he have?
Artaud’s mother came from a Greek background

What was his education like?
He was educated at the Cgll

areer highlighis.
o 1928 wrote the setting for The Seashell and the Clergyman. Appeared in
& 1935 staged his production of The Cenci. The play lasted 17 days.

e 1938: The Theatre and Its Double was published.

& 1947 recorded Pour en finir avec le jugement de dieu for the radio. It was:

2.  What influenced Artaud’s work?

e 1927: trained with directors such as Charles Dullin and Georges P toéff%

Paul Marat.
e 1931: saw Balinese dancers at the Colonial Exposition.

s 1936: travelled to Mexico, where he studied and lived with the Tarahun

3

What were his main pieces of writing?
The Theatre and Its Double (1938}, various essays and fet de Sang (1954)

4. Are there any theatre companies who have used the technigques of Ar’taud?%

«  The Living Theatre, based in New York

o Act 2 Cam {youth film company) use the teachings of Artaud to influen E

The presentations can be set as an individual holiday homework or can be d

mernber of the group has responsibility for one research question.

Section 2 ~ Key Drama Terminology

Below is some more information on the four
as a guide to help you steer the disg

Physical Theatre:
Physical th
the body, e
scenery. Thi
style of theatre relies on a greater power of suggestion and for the audience to us
objects are. Not all things created using physical theatre are accurate due to usin
often lend themselves to being more symbolic in siyle.

body is used to spark the audience’s imagination, E
, seating props, etc. are created using the actors rather than us

Total Theatre:
Total theatre is a notion that all theatrical elements are equal.

Y was a shopﬁtteré

Coeur in Marseilles, and at 14 fou;n;

les on the previous g

ows the audience a greater opportunity to engage with the worlad
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Visual Theatre:
Visual thealre is a performance style that does not rely on large amounts of speec;
behind a performance will be created instead using other elements, such as music
the plot of the performance or to communicate a character’s or characters’ emotio

Happenings: '
Happenings are often referred to in Artaud’s writing and relate to a performance.
is the idea that a performance was o be an experience that worked all the senses

"workout’ for the senses. :

Section 3 = The Artaud Timeline

The Artaud timeline can be used as a resource wi
page is a copy of the timeline with gaps;
round robin. :

&
o
&
&
o

5
=
B
-
3
g
=
3
o=
=
<
o
=
3.
=
o
o
s
P
=8
=2
o
P~
o
o
=n
=
=
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-
o
ot
[}
=
e
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&
ot
W
%
ot
o
-

work of Rirrealist movement, etc.
s Split the class into small groups and set each group at a different table of inf
¢ Give the group a set Hime at each table o read the information and fo fillin ¢
music in the background could help and then when music ends the group c
e Attheend, after all groups have been to each table, come together as a whole

Section 6 — To Thine Own $elf be Crual

The aim of this seciion of the pack is to get students to start pushing themselves ¢
Artaud’s notion of being cruel to oneself. Below you will find more information

Activity 1: :
The aim of this activity is to be fast-paced. Once you have told the students what sach
displayed it anywhere, remove it. This will push the students even more to their extre
what the mumber represents and push their imagination to come up with different me
off stowly and then build the speed, and start off calling the numbers in order and the

Activity 2: :
This is a fun activity and students will have to think fast. Don't tell them how long
(literally one mimute and not our drama teacher one mirate) stop the rehearsal proc
This will lead to improvisation and so they will bave to come up with narration and;

Suggested titles:
e Ajourney through a fridge

A fantasy plan:i%:«-s
e Ajourney through a sick body :

Activity 3
The same applies to this
freeze then qutis

a tambour

previous one; speed is of the essence. Call;
5-2-1. Then as soon as they are in the freeze, giv

Suggested thiiigs to freeze as: :
+ A piece of chewing gum being chewed e  Aspoon being:
e Anoxygen machine s A balioon bein

Activity 4:

As with activity 2 don’t give very long in terms of rehearsal time as this will help
An example story could start with a shopper entering a store through rofating do
choosing garments to buy. Other starting points might be a fairground, a hospita
group size of approximately five or six.
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Discussion:
The lack of time given meant that as a teacher you were being cruel to the student
the task you had given them and they must also use improvisation more, thus me
which is not prepared as much as usual. As performers, we may put up mental b

present what has been rehearsed so that we can keep our focus in performance. Ar
themselves by pushing themselves to the extreme physically. Have the students de;

Looking at events in the world, is the world cruel? You could use newspaper arti
discussion on the cruel world and maybe have a variety of articles that also look a

Section 8 ~ Extremes

Practical activities:

1. Solo work ~ The ritual created must
teeth, Once a ritual has bee
present the three mo counis.

v activity such as brus

J

2. nit here is for students to work together to create
ryday activity. The movements must match their parin
3.

reactions and how these reactions can be shown through the slow motion.

4. Extreme reactions - It is important for the students in the two lines to look ¢
sequence and look at the possible reactions they could show and how they ¢

Discussion:

must break it down into thred

work ~ Remind students of the need for a slow-motion mover}

+  How would you feel as an audience member if everything in a performan
Try to get the students to put themselves in the position of an audience mex
that constant exaggerated movement would have on an andience. Would t
with the characters and emotions? Would this style of performance make y
were watching?

#+  When would be the most appropriate time in a performance to use the te
would be the aim of using it?

If students struggle with this question, try to give them examples of moment;

drama that could incorporate slow-motion, such as highly emotional scenes

Section 10 — Rituals

Notes on practical activities:

For these activities to work, aim for you as the teacher to have as little input as po
task. Try to act as facilitator. This is a great way of getting students to listen to ez

focusing skills.

Performance activity:

This is the first opportunity to pu
the students’ first attempt a!
continually thi :
Discussion
Rituals are repeated actions. In ancient theatre, such as ancient Greek, these ritua
During the discussion try to get the students to consider the impact that rituals

actors, e.g. putting on make-up, the announcements at the start of a performance

audience back to the begirming of their theatre experiences and to show them ho
in previous eras, such as in ancient Greek theatre. These historical structures ga

theories. This could be a good point to look at how rituals impact our daily lives.
how rituals can enhance or detract from a performance if they are induded. For &

mental health, could rituals be used successfully in a performance with this type
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Section 11 ~ Artaud and the Balinese Dancers

As students watch the video the second time, iry to point out some key features, |
head movemenis. :

Below are some key things to look out for and discuss with the students:
1. The eye movements

2. The finger movements :
3. Think about the rhythm of the movements, think back to the work on everyg

rhythm. Look at the walking the dancers do. It's an everyday movement bu
4, What rituals can be seen? Look at the repeated moverents that the dancer

5. How does the musicimpact on the performance?

6. How have movements been pushed {o their extr

7. AL 557, what is significant about the use ¢f t
8.  How do the movements being sh ing cruel to oneself, and to §

Helpful informati
Balinese de
the people ¢

movements.

nicient dance form that is performed as part of religious
and of Bali in Indonesia. Balinese dance is very expressive ang

e dance performances created tell stories using the medium of day

gestures: gestures of fingers, hands, head and eyes. There are said to be a numb
part of the body that represent something within the Balinese culture.

The stories in these elaborate dance-dramas feature characters such as RANGDH/

As Hinduism is the main religion on the island of Bali, a lot of the dances are conne
Hindu faith. These include Sanghyang Dedari that is said to be done to invoke spir
the dancer and put them in a france-like state. Not all the dances ave linked to veligi
religion. Examples of those which are not are the Pendet welcoming dance and the
for enterfairment purposes.

Section 12 — Communication {0 an Audience

The list of elements of Artaud’s Theatre of Cruelty can be used as discussion po
their own views on the relevance of Artaud’s writings and his thoughts,

Individual reflection task:
This task is designed to help students to relate the writing of Artaud to twenty-fiy

Students need to consider the structure of the work being presented to an audie
structure be appropriate or would non-linear be more suitable? - and always ge
responses. Would this change in structure engage an aud
+  Your own thoughts on the use of language :
Try to guide students to a point wi
students to want to rem

. Isitalwaysn
nsidering language. This
ic'thus remove meaning, but more
emoved from a performance), but where
language.

where verbal co
but jusy

+ How Yensure the meaning or plot is still communicated o an aud
This relates to the point above in terms of how an audience can still unders
character without the use of language. Can movement or facial expression
Possibly guide thern towards examining and analysing silent movies to show

happen without the use of spoken language.

+ Do we use text or language properly in the theatre or even in films? For e\\
a World War I film historically accurate? 3
Guide students to think about the use of swearing in films. Is the use of sw
the film or is it put in to get a higher age rating, thus attracting the adult aud;
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Section 13 ~ Ineffectuality of the Spoken Word

With the performance work is it worth noting and therefore trying to guide stud
work. If students overcomplicate the situation then it will make it harder to corn
performance to an audience once language has been removed. Through your ob
towards a simpler plot but also remind thern that if specific information is neede
can use words. Artaud didn’t ban words completely, but wanted them used in a
focus to be on the sounds words make rather than their meaning. This was done
words in the opposite way to their meaning, and exaggerating words with emoti
language reduced things and detracted from the happenings on stage.

Discussion:
What was the difference between using words a
Try to get studenis to consider what peoy '
of a scene or a performance. You
:m, and then watch wi tb -

ind by actions only and
Video clip here without sound as

2o 1f they are right. Try posing questions ab
. For example, should the arts represent all reli

Section 15 - The Surrealist Tradition

FPractical activity 1

The focus of this activity is to create symbols of the emotions being explored. Th
of stylistic movement. You should push the students towards almost stereciypics
and away from naturalistic representations.

Discussion: .
Try to guide students towards thinking about the symbaols of the emotion they or

Ask students if the image or any words used were the more powerful. What do t
or the words?

When discussing the emotional response to images in the theatre and beyond, try to gu
question: if they saw a crucifix hanging at the back of a stage in a performance what erg

This can be done as word association. You could also do this as a piece of free w1

How to do free writing:
Ask students to find their own space in the room and find a comfortable position
sitting at a desk. They then put pen to paper and either write words or draw pick
emotions that the words you call out have on them. Thig, of free writing car.
discussion. 5

Practical Activity 2:
This is an extension ty 1 and is very much a focus on the use of «

ons or situations and not naturalistic represenfations

create sy

Pruring the retiection try to ask what use of theatre technology could add to the p
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Section 17 —~ Happenings

As we have mentioned before Artaud did not want his audience to be observers
thereby being involved with the performance. From this theory of Artaud’s peopls
happening as the audience are involved in the performanie. :

s Asstudents are working, remind them that simple is best. An example mig '
train {(and you may want to offer this as the starting point).

+  The messages you get are real-life participations.

e How can these participations be used in our drama?

Section 18 - Putting it All Together

As the students are working, try to gnt
this activity is to try to bring tug:

¢ together the previous work
‘work on Artaud covered so far.

Remind st ¢ requirement to consider how the audience are going
how they ar - to engage the audience in their small-scale performance. Fo
low in the performance space and then the audience are led into the space by act
facing different directions.

Students need to think about the following areas covered within this resource:
+  Physical Theatre e Larger than li

e Total Theatre s Rhythm and
s Visual Theatre ¢ The ineffectu
e Theatre of Crueity s Symbolism

Section 19 ~ Performance Focus: Jef de Sang

Activity 1

Remind students of the work done so far in this resource on the audience and ac
language and the symbols that he wanted language to make. Through facilitatin
consider Artaud’s theories on lighting and sound.

The script for jet of Blood can be found online by searching using a search engine. &

Activity 2:

Let students watch the video a few times as there is a lot to take in. There are m
this video has a good mumber of techniques from Artaud’s Theatre of Cruelty, A
n taken through
es, stich as use o

the end of the resource, it is assumed that the students hay
contained within this resource. Try to pick out an
students are watching the video.

Artaud: A Complete Guide for AS and A Level Edugas Drama Page 41 of 41

COPYRIGHT
PROTECTED




