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THANKS… To Lois Brown, Nicola Cavendish, Bill Courage, Brad Fraser, Jenn Griffin, Bill Millerd, Richard Rose, Sandhano Schultze, Richard Side and Denis Simpson… thank you for the lessons and the opportunity to learn them. Also thanks to Ellen Stewart and everyone at LaMaMa E.T.C.
DRAMATURGY AND THE NEW PLAY…
ELLIPSIS… 2005 MANITOBA ASSOCIATION OF PLAYWRIGHTS NEWSLETTER

When I first heard the word ‘dramaturgy’ I knew exactly what it meant. In fact, I was relieved that there was a word to describe what I had been doing for years as a director, working with playwrights, on new plays. Then, I discovered the Literary Managers and Dramaturgs of the Americas. An association of professionals, scholars and students dedicated to the same craft, people who travelled across the continent annually to discuss their work. I always learned something practical from the ‘Turgs, and found a place to share my lessons. At the last conference, I had an experience that further solidified what dramaturgy means to me.

On the first lunch break, I wandered across the street to a restaurant and sat a table in the sun. I pulled out a pen to jot down some notes and ordered the all day breakfast. Before long, five other participants strolled in and we pulled our tables together. A lovely strawberry-blonde woman, with a distinctly Canadian accent, sat down across from me. Naturally, we started talking about our work. As she shared bits and pieces of her experience, she politely prodded with questions about mine. I spun my true-life tale and she marvelled in every word. She encouraged me to write this story down, but I scoffed and said that I needed to find a way to make it interesting. She assured me that it was interesting right now and that I should not wait. She wanted to hear more and I was suddenly able to tell my story in a way I never had before. I was inspired.

On the second day, when I saw my strawberry-blonde friend, I shook her hand and asked her name. Lois Brown. “You’re a good listener, Lois Brown.” I said. “It was a good conversation,” she replied. “I felt listened to and understood,” I beamed. A quiver came into her voice, “Now you are going to make me cry.” “You inspired me,” I celebrated, “So you go ahead and have a little tear. It was worth it.”

Upon closer inspection of the conference calendar, I discovered that Lois Brown, a dramaturge from Newfoundland, was the final speaker that afternoon. During her session, she referred to a dramaturge as “the other.” Someone… anyone you can bounce stuff off of. “As a performance needs an audience, as a cast needs a director… a playwright needs a dramaturge.” She spoke of everybody needing a dramaturge in every aspect of life, not just in theatre. She talked of wanting “more theatre now”. As I sat there, I knew that in our short time together, Lois Brown had been my ‘other’. She listened to me and understood me. She was my lunch break dramaturge.

That night I chatted with my friend, actor and playwright, Dmitry Chepovetsky. Before I got the chance to tell him about my inspirational encounter with Lois Brown, he stopped and said, “You know the great thing about a conversation with you Liesl… I feel listened to and understood.” That was exactly what I said to Lois Brown! She was right. We are dramaturges in everyday life, not just in theatre.

For years as a director working on new plays, I found that playwrights needed to be listened to, so they could ensure the story they were trying to tell was in their script. I found that playwrights needed to be understood, so they could secure a foundation for their inspiration. I found that being that ‘other’, the person to bounce stuff off of, is what dramaturgy has always meant to me.

Stage Ability: A Terrific Theatre Experience
Canadian Theatre Review – Spring 2005

In April 2001, when I became the artistic director of Theatre Terrific Society, western Canada’s oldest theatre company for people with disabilities, the company had been dormant for over a year. I had no previous experience in the disability field, so I really had to start from scratch. My only assets were the habits I had developed as a dramaturge/director to question the things that were unclear and follow the things that flowed. I hoped the same rules would apply here.

To begin with, I designed a performance-based program that provided students with the freedom to create, while training them in theatrical skills, such as mask, movement and storytelling. There were five people in the first two-month summer camp. One of the disciplines that was challenging to this particular group was improvisation. I tried a few times, without success. Then, I brought in a couple of “improv experts” and still no luck. The day the second expert was there, I could hear the frustration in her voice from across the room. She was trying to teach Freeze Tag, but the students would not switch topics. And, if they did, it was the person who stayed on stage who sparked the new idea, instead of the person entering the scene. The expert persisted in shouting instructions from the sidelines. Finally, I asked her to let them go, just to see what would happen. They kept going and going. They were doing it, or something like it. They yelled “freeze” and switched partners – and the rest, well … they improvised. Once the actors were freed from restriction, they flourished. Most importantly, they took care of each other on stage beautifully.

The second summer camp culminated in a fringe show. One of my favourite performance stories stars Margo Brisdon. When I first spoke to Margo, she didn’t respond, so it was hard to tell whether she understood. When she did talk, she mumbled very quietly in half sentences. It occurred to me that a microphone would help. Once she held that mike, she would not let it go. Being heard brought so her so much joy, I had to create a spot in the show to give her the chance to say whatever was on her mind. During the first two shows, the volunteer cut Margo’s cue because she paused too long before she spoke. On the third night, Margo’s parents were in the audience. I implored the volunteer to hit Margo’s cue no matter what and to keep believing. The moment arrived and Margo received the mike. There was an excruciatingly long pause. A voice from the audience exclaimed, “They are giving Margo a microphone!” The room silenced in anticipation of what would happen next. More silence. The volunteer was ready to bail and tried to retrieve the talking stick, but Margo pushed her away and very slowly began a striking impromptu speech in her piecemeal fashion. She thanked her parents and the audience for coming. She thanked the other actors for sharing the stage and she invited me for coffee. Then more silence. Suddenly, she was holding the mike like Dionne Warwick and she broke into an a cappella version of her mother’s favourite song, “Do You Know the Way to San Jose?” Complete with the “Do, do, do, do, do, do, do’s …” As she finished, she bowed her head and the audience erupted. She really looked like a rock star. The only place I could hear her voice was on stage.

Every student benefited from freedom of expression. When George Lawson signed up for summer camp, he said that, due to his disability, he was not allowed to take drama or creative writing in school. Now, he wanted to tell his life story, paralleled with The Elephant Man. I asked him to relate five of his impressions from the classic play. Then, I had him connect those images to five events from his life. He told me of being picked on and laughed at. He told me of his low body image and his first kiss. He told me things he had never told before. As he spoke, I jotted down a line from each of his stories. Then I encouraged him to write it all out. He returned the next week with five monologues, called The George Man. The piece was dark, but funny. We removed some repeated words and massaged a few sentences. The night of the performance, George stood on stage and shared personal, often painful revelations. He had worked through his low self-esteem and achieved his ultimate goal of having people laugh with him instead of at him. After the show, George’s father shook my hand, “You did more for George in the last nine weeks than forty-two years of therapy.” All I really did was type up his story and pester him to memorize his lines.

Now, Theatre Terrific holds performance-based classes three times a year in four communities throughout Vancouver and the Lower Mainland. Hundreds of actors have been through our program, and each of them was freed from restriction and allowed to express herself. As the student numbers increased, so did the pool of talented teachers and generous members. Eventually, the gods were granting money to us again. Our dedicated Board of Directors and vibrant volunteers contributed to all activities, from fundraising to production. As a result, the theatre company was revived.

When I resigned from Theatre Terrific in November 2004, I realized that I had learned a lot about accounting but still knew very little about people’s actual diagnosed disabilities. It never really came up. We were too busy rehearsing and following the things that flowed.

Dedicated to the memory of Margo Brisdon … as an angel, she is surely singing.
PROCESS OF CREATION… 
Inspiration…

· Brainstorming… What do you want to say? What do you know? What do you think? What do you like? Focus on your passions, skills, abilities and interests.

· Collection… Find treasures to show and tell. Or give anonymous gifts and make up stories to go with them. Choose objects relevant to the theme.

· Reflection… Keep a daily journal. Write three pages a day. Try to write for thirty minutes without lifting your pen off the page.

· Improvisation… Don’t talk: do. Improvise about the past and the future. Character Interview; cover the highlights of the life and give examples.

Documentation…

· Research… Read and interview.

· Notation… Record good lines and stories.

· Sketching… Draw images of your ideas.
· Write… Some write to structure, some write and find structure later
Launching… Put up a first draft even if it means having friends read it out loud. Pay particular attention to punctuation as a tool to communicate how your characters speak. Where will you perform the play when it’s ready? Who is your audience?
Feedback… Ask people to tell you something positive about your work. Get them to ask you questions about anything that was unclear to them. Anyone, and everyone, has a valid opinion. It is great to have them write their thoughts out on Feedback Forms.
Review… Weigh your reaction to the notes that both support and conflict with your ideas. Clarify the important issues and create new ways to express your ideas.

Edit… Write and re-write. Cutting is the hardest part, but editing leads to an efficient and clarified story. Get help.
· Editing is terrifying for the writer. Keep in mind that it is a tool for clarifying the story. If it does not relate to the spine of the play, it is on the cutting board.
· Comedy happens in threes. This is true of lists, words and sentences in a scene, or a gag that runs throughout the story. If you find a particularly great punch line, try to incorporate it two other times. If you find a sentence that gives four examples, cut it down to three.

Re-mount… Re-read the script aloud… with the same group or a new one.
NEW PLAY DRAMATURGY IS THE ART OF…

· Directing the writer to generate a script that is viable

· Asking questions about anything that is unclear in the story

· Providing accessible feedback throughout the entire creation process

How it works…

1. The Neutral Read… I read the script straight through and make primary notes reflecting my gut impressions. (2 hours)

2. The Red Pen Read… During my second and third reads, I formulate questions and deeper notes on things like action, character, plot and structure. Also, I highlight finishing notes, pertaining to details like punctuation and formatting. (4 hours)
3. The Meeting… In person or over the phone, it usually lasts an hour or more. We will answer to all of the above, review methods for fostering new ideas and set a deadline for your next draft. You also receive a copy of my notes for your future reference. (2 hours)

THE HOMEWORK…
The following section is based on notes from a directing workshop with Richard Rose, Founder of Necessary Angel Theatre Company and current Artistic Director of the Tarragon Theatre in Toronto… He says, “Theatre is an imaginary act of life. The structure of theatre, what a director works on, is the action in time and space. Action is the story of the particular life the characters in effect the result of what they are doing to each other. The director's work is to elucidate, clarify and manifest what's in between the characters as they evolve through time and space.” Completing the Director’s Homework will clarify your vision for the production and provide you with a concise framework to share with other artists before you begin rehearsal.

A. MAINTAIN A DAILY REHEARSAL LOG! Your Rehearsal Log should include Director’s Homework, research, newspaper clippings, sketches, photos, daily rehearsal goals and results. Keep all notes given to all artists. If you come across a word you don’t know, look it up and keep a list. Put the date on every piece of paper you write on.

B. Based on notes from THEATRE: THE REDISCOVERY OF STYLE, by Michel Saint-Denis…

WRITE A HISTORY COVERING:
1. Cultural background of the play as it relates to the life and times of the period in which it was written.

2. The Playwright’s life and ideas.

3. The history of the play and its presentations.

4. Ideas and themes of the play and how they are expressed.

5. The style of the play; as set in its historical period and as you interpret it in the scheme of your production. “Style equals quality. Style is the perceptible form that is taken by reality in revealing to us its true inner character.”
C. Based on notes from ON DIRECTING, by Harold Clurman…

WRITE A STATEMENT OF THE PLAY:
1. Title. Author. Performance date. Theatre space. Who is your audience?
2. Gut impression; what image does the play stimulate in you?
3. The idea of the play. “The Title is about The Protagonist who wants to Super Objective, but can’t at first because of Obstacles. When finally faced with the choice between two irreconcilable goods, ______ and _____, our hero chooses _____.”
4. The genre or perspective of the play. Tragedy ends in a question, comedy has a future, melodrama ends in answer, and farce has violence.

5. The style of the play; use of time and space as perceived by audience. Which of the four isms? Realism depicts persons or scenes, as they exist. Naturalism depicts life without imposing judgments of value or avoiding what is considered ugly. Impressionism is the artist’s view of the outside world. Expressionism is the artist’s view of the inner world.

6. The period in which you set the play.

7. The theme of the play with a ‘conquers’ or ‘leads to’ statement, i.e. in Romeo and Juliet death conquers love.

8. The spine of the play. State the basic action of the play, i.e. “to find a better life” or “to seek love”. How the play is carried out? Link the first line of the play with the last line of the play.

9. A dramatic metaphor for the play will ground set design and action, i.e. it is like a circus or an ocean voyage.
10. Character descriptions including an outline of each character’s spine as related to the spine of the play, basic traits, background, objectives, actions, progressions, relationships, level of empathy, virtues and stakes.
11. Identify the protagonist’s basic human instincts…
· Response… humans desire intimacy and companionship

· Recognition… humans desire to gain influence and authority

· Adventure… humans desire the new and thrilling

· Security… humans desire the safe way

12. Identify the structural elements. Graphing the structure is helpful.
a. the exposition, the relevant background and set-up information

b. the inciting action, where the world is shaken up and the protagonist is faced with the dramatic question
c. the complication, the major points of action, increasing stakes, obstacles, surprises, decisions and revelations
d. the climax, where the protagonist has to chose between two irreconcilable goods to answer the dramatic question
e. the denouement, the resolution or how it all works out in the end

D. Based on notes from FUNDAMENTALS OF DIRECTING, by Dean/Carra…

WRITE A STATEMENT OF YOUR APPROACH TO THE WORK:
1. Concept: How do you see the play as a universal experience? What image of an external object comes to mind?

2. Discuss:

· Composition. Who is the most important person in the scene? Where are they? Where is everyone else?

· Picturization. Telling the story in visual terms. The emotional story.

· Movement. An actor should only move on his lines.

· Pantomimic dramatization or “stage business”. Note the action of the emotion through movement without words.

· Rhythm and drive of action. The rhythm is based on heart beat. Where is it faster or slower?

3. Consider the scheme of production: space, acting space, audience orientation, set, costumes, lighting, sound, and the staging of the major points of action.

4. The world of the play: What are the realities of the world in which the play takes place, i.e. Peter Pan can fly? Why may such events occur? What actions are typical of the world? What do the characters have in common with the world of the play? Or not. How do actors speak in order to fulfil that world?

5. Note special features: chorus, music, choreography, singing, original script, strengths, weaknesses, and possibilities for rewrites.

6. Draw a ground plan: to scale.
7. Analyse the script. What happened before the play? What happens after the play? Draw pictures of the beginning and ending of scenes based on objectives, to learn about entrances and exits. Identify important lines of dialogue. When the dialogue becomes monosyllabic it is the bottom line.
THE THREE MAPS

The three maps represent decisions. By making choices and remaining open to change, you provide a place of freedom for the actor to create. When an actor asks a question, ask them what they think the answer is. It is usually a choice between one of two things, and one is clearly more interesting. Don’t be afraid if you don’t have the answer to every question, it will be found in the rehearsal. The biggest challenges always have the most theatrical solutions.

The Word Map…
The script is the source. Stick to the facts. Be word perfect and follow the punctuation.

The Emotion Map…

Break the script into units, wherever there is a shift; a physical or emotional change in the action. Mark each unit in pencil and assign it a label, to forward the character toward their objective. This practice leads to creative and specific thinking about every individual moment of the play. Please note; actors may verb every line, with an active verb that identifies what their character is getting from or doing to the other character in the scene… ‘I must crush her’ or ‘I want to convince him’. Be open to changing your units or verbs when ideas come together.
The Blocking Map…
To prepare for blocking rehearsals, know where actors have to be, and always work with set and props. The pattern of movement evolves from the first two maps. Actors must be clear on their objectives as they advance and retreat through the decisions in their character’s arc. Use the actor’s impulses, skills and abilities, (i.e. music, dance, juggling, cooking,) whatever, wherever possible. Any skill that can be performed with intention can be part of a performance. To capture and maintain the audience’s focus, movement on stage should be efficient. Actors should only move when they have a line and they should not be moving while other actors are talking, unless it is synchronized or counter-movement. Any business that is in the script or created by the actors must inform the larger action of the play. As an exercise, try alternating between units from an active or moving unit to a still or stationary unit. The result is a physical punctuation of the emotions. Block the play as quickly as possible. Always give the actors time to write down their moves. There is no acting during blocking. The actors will want to keep going back over it, but you are working on a structure for the whole play. Stay focused on creating the blocking map. You will practice, experiment and perfect the moments later.

THE REHEARSAL SCHEDULE…
All plays are different. This is a sample how to divide your time. The more meticulous you are with THE HOMEWORK, the less time you will have to spend around the table with the actors. Also the director must have design and production meeting before and during rehearsal. Rule of thumb: A letter size page of double-spaced dialogue yields about a minute of performance. Read a few pages aloud to time a page. You should rehearse (not including tech time) at least one hour for each minute of performance. For example, if you have a 60 page play, it will have a 60-minute performance and you should rehearse for at least 60 hours. Schedule 80 hours, flexibility is a bonus. (Field trips to a relevant location can be interesting.) The following is a sample schedule with sixteen rehearsals at five hours each (16 x 3 = 80). Then tech, etc…

Rehearsal…

1. Have fun. Sign Artist Contracts. Describe your process and provide THE HOMEWORK. Review the schedule and responsibilities. Conduct casual interviews covering personal histories and make note of skills and interests. Read through the script.

2. Warm up. Table, focus on labelling units. Try to keep the discussion brief.
3. Warm up. Table, focus on labelling units. Briefly discuss character and scene.

4. Warm up. Table, focus on labelling units. Read through the script and have the actors say the verb out loud before each line.

5. Warm up. Blocking with props. End with a run-through of the blocking set that day.

6. Warm up. Blocking with props. End with a run-through of the blocking set that day.

7. Warm up. Blocking with props. End with a run-through of the blocking set that day.

8. Warm up. Blocking with props. End with a run-through of the blocking set that day.

9. Warm up. Actors off book, with the THREE MAPS memorized. Attempt a stumble-through. Run the play from beginning to end, try not to worry about getting everything right. You should be able to see what areas will need the most work.

10. Warm up. Stop and start work-through. From the beginning, work by unit. The director can begin to transfer ownership to the actors by encouraging them to experiment. Let the actors try anything it takes. As Daniel Brooks says, “Attack details with rigor.” Watch pattern, pace, tone and rhythm. The next day start where you left off, until you are done.

11. Warm up. Stop and start work-through. Experiment and play. Attack details with rigor.

12. Warm up. Stop and start work-through. Experiment and play. Attack details with rigor.

13. Warm up. Work Bits. By this time, you should be ready to run the play many times. Take an hour or so to practice the moments that need it. Warm up with an Italian Run, where the actors speak their lines as fast as they can without stopping (blocking is optional). Set the run-through at the same time each day, leaving half-hour for notes.
14. Warm up. Work bits. Run-through. End with notes.

15. Warm up. Work bits. Run-through. End with notes.

16. Warm up. Work bits. Run-through. End with notes.

(continued on the next page)
Technical Rehearsal…
Prepare actors to work hard and be ignored at the same time.

Dress Rehearsal…

The play should be run exactly the same as it will be in front of an audience.
Free Preview…
Please have an audience before you invite people and sell tickets.
Opening Night...

Do not give any more notes, unless you are asked. Congratulations, you are done.

ETIQUIETTE AND TIPS…
1. Safety first. Never put yourself or others at risk. Always warm up, practice bits, business and fight sequences.

2. Have fun.

3. Know how to give a note… say something positive or ask a question about something that is unclear. Once I heard a story about a director who only ever gives a note by saying, “clear” or “unclear”. It doesn’t matter whether or not she likes something, only that the moment is contributing to forwarding the story. Is it clear? Ask questions… instead of saying, “She has no redeeming qualities.” Ask, “Why does he love her?”
4. Know how to take a note. It is never personal. No excuses. There are two responses to a note, “Thank you” or “I don’t understand”.
5. Never give a line reading, please. That is, never tell an actor how you want a line said by reading it out loud.

6. “No blocking, No wimping,” is a TheatreSports tradition. You have to say ‘yes’ to every idea and comment fully to trying to make it work. Also known in improv as ‘Yes and…’ The, once you have said yes to the idea, you can add your own idea. According to Dr. Phil, ‘every idea is the best idea for fifteen minutes’. Especially when you disagree, spend fifteen minutes considering the other person’s view as the best. All notes are good notes and the best idea wins.

7. Artists must write all notes down and practice them, so a director never has to give the same note twice. Rehearse at home and perform at rehearsal. Do majority of the work outside the hall. Be prepared. Be specific. Then you will be open to changes that will be worthwhile.

8. Directors should not give notes one half hour before or one half hour after a public performance, unless an actor requests it.

9. Artist Contracts. Image the play has the best outcome possible and the worst outcome possible and consider how you feel about your title either way.

10. Know the schedule and your responsibilities. Be on time every time. Or arrive early and set up or work. Also, stay late to help strike the rehearsal set and clean up.
11. Do something for your career every day. Discipline equals freedom. Set deadlines for yourself.
INSPIRATIONS…
OBJECTIVES ACCORDING TO DAVID SUZUKI… from THE NATURE OF THINGS; “Why Sex?” I have included these notes, because they explore super objective of all creatures…
· Reproduction is one cell turning into two, and sex is two cells turning into one.

· The goal of males is to exploit females to produce their offspring. And the goal of females is to exploit males to invest in their offspring.

· It is believed sex originated billions of years ago between cells of equal size. But as time went on it became impossible for each cell to be both rich in nutrients and mobile. What evolved may explain the differences we now see between sperm and eggs. Each became a specialist.

· Males always go for quantity and females are interested in quality.

· Men universally want a mate who was younger than they are. Both monogamy and adultery occur in nature.

· We are the only species who can choose not to reproduce at all. As much as we consider ourselves rational beings, something we call chemistry still plays a role.

· Love is a peacemaking emotion, to ensure males and females can get together and have children; then remain together long enough for those children to survive.
REMINDERS FROM ANNE BOGART’S BOOK A DIRECTOR PREPARES…

Memory… Every time you stage a play, you are embodying a memory. Your personal history and society’s history are continually brought into question. Explore them.
Violence… To be decisive is violent. Once a strong decision is made, there is room for the freedom to discover more.
Eroticism… Some thing stops you in your tracks. You feel drawn to it. You sense its energy and power. It disorients you. You make first contact, it responds. You experience extended intercourse. You are changed irrevocably.
Terror… Use your terror of differentiation and your terror of conflict. The result is an offering of new ideas. “Yes, I will include your suggestion, but I will come at it from another angle and add these new notions.”
Stereotype… If you light a fire under a stereotype, it will transform into authentic, personal, expressive moments.
Embarrassment… A good actor risks embarrassment in every moment.
Resistance… To meet and overcome resistance is a heroic act that requires courage and a connection to a reason for the action. Laziness, impatience and distraction are those constant resistances we face in almost every moment of our waking life.
CHARACTER AND SCENE…
Acting Guide based on notes from Audition, by Michael Shurtleff…
Objectives… Identify the super objective or the goal of the lead character in life, that thing that motivates a character to the take action to change their situation. An objective is the goal of the character in the play, the scene and the unit.

Character Arc… Track each character’s arc, or the shape of the journey from the exposition of their desires, through their obstacles, to their climax and denouement.

Relationship… Who is your character talking to? Do they have a higher status, lower status? Are they a peer or a love interest? How much do you need this person and what for? What does the character do? What do they say? What do others say about them?

Conflict… What is your character fighting for? Do they want respect, justice, peace, love or control? At first, the character may not be aware of this conflict or its significance.

Humour… Identify your character’s specific sense of humour. Humour is an essential ingredient to any relationship; the more serious the stakes, the more important the humour. Find humour in every scene, event and relationship.

Opposites… The opposite is also true. Find the places in the scene where your character goes directly against their best interest, either through words or body language or both. Find the inner life; i.e. if the character is seeking a love relationship, be independent and able to stand on your own two feet.

Discoveries… What’s new? What does your character find out during the scene that creates change? What happened in the moment right before the scene? What happens in the moment right after the scene?

Communication and Competition… What does your character have to do to be heard? Who and what must your character overcome to achieve communication? Explore the consequences of confrontation.

Importance… What is specifically important to your character? Need something NOW. Make concrete choices. What do I want? What interferes with me getting what I want? Keep stakes high, every scene is the day that will change your life. Don’t start without it. Relate everything to your own life. Tap your fantasy life as well. Circle a word in each sentence that needs to be punched.

Events… What physical action actually happens in the scene? Do you enter or exit? Do you receive a message or a massage? Find the events.
Place… Where is the scene happening? What are the circumstances? Is it summer at the lake or someone’s wedding day? Use the place and the space.

Game Playing/Role Playing… What role is your character playing? Are you a mom or a friend? And what game does your character play to survive? Are you the class clown or the cool guy?

Mystery or Secret… What could your character never admit to? What does your character expect people know without telling them?

WARM UPS AND IMPROV GAMES…
At the beginning of each rehearsal have some physical and vocal warm ups prepared and encourage the others to contribute their favourites. Improv is a great way to get the actors in touch with their tools before they begin rehearsing. Try to build the improv throughout the rehearsal process by beginning with silent improv while you are doing table work, then add talking, eventually improvise scenes from the play.

Stretches and Shakes… Isolations, then add vocalisations. Anything from relaxation exercises to Jumping Jacks.

Boneless Chicken… Attempt tasks as though you have no bones.

Finding Centre… With eyes closed, trace your entire body with your hands.

Personal Interview… Split into pairs and ask questions for ten minutes. Then, take turns introducing your partner to the group.

Character Interview… Based on what you know about your character, take questions from the group and improvise answers about the past and the future.

Noise Machine… A single person begins a movement and a sound. Then, the rest join one at a time, with a different, yet compatible, movement and sound.

Hug Tag… Wander around aimlessly, leader shouts a number and you jump into groups of that number. Extras are out.

Zoom Zoom Zorch McGillacudy Fraser… This is a word passing game. In a circle, say “Zoom” to the person beside you and they pass it along to the person beside them. “Zorch” switches the direction. McGillacudy makes it skip a person. Or one can point across the circle and say “Fraser”, and that person must pass the Zoom. If you screw up you are out.

Genre Game… Begin with a two person scene on a random topic, then change genres on the fly by shouting out… comedy, tragedy, film noir, silent film, western, melodrama, cop show, soap opera, absurdist, talk show, documentary, game show, mystery, disc jockey, BBC news, sports caster, musical, opera, Shakespeare, clown, sci-fi, Children’s theatre, etc.

Freeze Tag… Give two people a location in which to improvise a scene. When they are in interesting physical position someone yells, “Freeze!” The actors on stage freeze and the person who shouted taps either of the actors on the shoulder. The tapped person goes out and the new person assumes their exact position and continues the scene with a new idea, location, direction, etc.

Attack and Advance… One-person begins a scene, with a random activity. When someone says “attack” and you must do the activity with vigour until you are released with “advance”, then you carry on with the scene.

Free Associating… This can be done in pairs or in a firing line of three people free and one person associating.

One word at a time… Two or three people in a line are given a topic and must tell a story one word at a time. Ends with “the moral of the story is...” If you screw up you are out.

Importance of offers… Try a scene with blocking and wimping, that is, say ‘no’ to the ideas of others and do not commit to their ideas at all. Then try it with yes, yes, yes!

Storyteller… In pairs, one person tells a story and the other throws in related and unrelated words. The storyteller must incorporate the words. Or the listener asks questions to mix it up.

Mirror games… One person leads, the other follows. Then reverse. Then both lead and follow, make it seem like no one is leading or following.

One person speaks… for one minute about self. Then audience adds an activity and they try to tell the story again while doing the activity.

Party Host… One person is the host and guests arrive one at a time. The host must try to guess what each of their guests does for a living, or what is special about them.

Stand, sit and lie down… Given a conflict, three people do a scene. At all times, one of them must be standing, one sitting and one lying down. If they screw up they are replaced.

In circle… with eyes down, one person counts to three and you look up, either straight ahead, left or right. If you establish eye contact you scream and you are both out.

What are you doing? One actor improvises an activity, like tennis. Once the scene is established, the next actor comes on stage and asks, ‘What are you doing?’ The first actor answers anything except what they are actually doing, like “baking a pie”, while they are clearly swinging a racquet. The second actor begins doing the activity that the first actor answered and the first actor leaves the stage. Repeat.
Group Juggle… In a circle, start with one tennis ball and establish a pattern. Throw the ball to a person across the circle. Each person catches and throws the ball once. You can’t throw it to the person beside you and the last person to have the ball can’t be beside the first person to throw. Once a pattern is set, keep going, then add more balls. Very cool!
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SUMMER IN SPOLETO 2007; EXPOSURE TO THE EXPERIMENTAL www.lamama.org
Last summer, my co-creator Jenn Griffin and I attended a three-week International Symposium for Directors in Italy, held by New York Company La Mama E.T.C. In this exceptional opportunity, we participated with twenty-five other mid-career directors, taking intensive workshops lead by six prominent, world-class teaching artists.

My work was impacted deeply by each of the teaching artists. Putu Wijaya (Indonesia) meditatively stripped us down to our rawest selves with slow motion and concentration exercises. Then, we harvested inspiration from our surroundings to build monologue stories on the spot. Petar Todorov (Bulgaria) experimented with physical techniques to illuminate the human impulses in the text of Strindberg’s Miss Julie. Yoshi Oida (Japan) reminded us of what he calls “Jo-Ha-Kyu”: the importance of beginning, development and climax in story-telling and in life. With Yoshi, we also explored many of his “actor’s tricks”, including a method of breaking down ancient Greek text into syllables to demonstrate the theatrical relationship between sound and emotion. Andrei Serban (Romania) showed his methods, which were most similar to my own, due to his relentless drive for action on stage. He assigned us scenes from Sarah Kane’s Cleansed, which we performed in diverse locales throughout our Italian country-side estate. Enrique Pardo and his wife Linda Wise (Peru/France) incorporated choreography and voice to bring forward meaning in text. Annie-B Parsons (Untied States) worked quickly to lead us through the creation of an enormous amount of choreography. I was able to discover practical and philosophical tools of creation.

Those were just our formal teaching artists. We also had evening sessions in things like; voice, career coaching and I lead a discussion on dramaturgy. We were visited by the incredible Italian actor Dario D’Ambrosi, who talked about his experiences filming the Passion of the Christ, and working for and opening a new space for his work with people with disability. Neville Boundy, playwright from the Royal Shakespeare Company, spoke one evening about his life as a playwright. He gave tips and encouraged dramaturgy. And he reminded us to create a life for your characters internally that is parallel to our own, yet different enough to allow for the imagination to work. Draw on your facts, but do not get bogged down by them. Then, even Oliver Stone dropped by for a chat one sunny afternoon.

Videos… www.youtube.com, search “lamama umbria” to see 3 nine-minute videos of Yoshi Oida and 3 nine-minute videos of Andrei Serban
PUTU WIJAYA, INDONESIA… THEATRE MANDIRI

‘“Mandiri” is Indonesian for self-sufficient and independent but at the same time working together as a team. Teater Mandiri believes that theatre is a spiritual expression and therefore strives to create a lasting and spiritual experience deep in the heart of the audience.’

· 4-hour workshops, no talking, no drinking, no washroom, no eating

· To begin each session we cleaned the studio or stage with no plan, no talking, when we were done, there was more to do

· Breathing exercises based on five count in, five count hold, five count exhales, “Take 1, 2, 3, 4, 5, Hole 1, 2, 3, 4, 5, Release, 1, 2, 3, 4, 5,”

· Dead tree, living tree… eyes closed, as slowly as you can, take the form of a tree, die and then live again. Then move across the room as the tree, if you touch anything or anyone, you die and live again to continue to your goal… as slow as you can

· Running around fast, zig-zag, drunk

· Stare at spot for as long as you can, until tears, then close eyes, look left, then right, up then down

· Movement exercise, “As slow as you could… as slow as you could”, move around space… turns into ritual dance… into three groups… 1, 2 and 3

· Then in a long line, holding hands with eyes closed, we went on a long walk, we behave as one and become a family, then we lied down to rest and he stomped his feet close to our heads

· In our groups… 1, 2, or 3… the 1’s talked for twenty minutes straight, without stopping, about their personal lives, strengths and weaknesses, while 2’s and 3’s listened without talking… then we switched until each had had a turn… we sat in our groups and discussed what we had heard with the idea we were to create three characters, there was lots of talk about family and whether or not we would reveal the secrets people told us. We thought we were going to have to perform little scenes, but we formed a giant circle on the stage, Putu asked us to tell individual stories, in whatever way we wanted. He preferred to be told a story than shown one, but whatever. Right now… go! It was awesome to watch how different everyone’s bits were. Mine was a story about a little girl, or was it a little boy, growing up and learning how to cope with life. It had its moment of poignancy as I kept switching the gender, but I wrapped it up with comedy, a quote I heard in someone’s story, “It doesn’t really matter, because it all ends in a box.” Jenn’s was awesome as she waited until the end, as the last person to go, she came out of the gate fully in character and everyone was taken on a ride.

· Day two… we met and told very brief anecdotes and funny little stories from our lives. Then we had an hour to move from where we were to directly outside. No talking, we moved in the slowest motion you can imagine. All the while we were to describe to ourselves our surroundings, as though we were a Movie Director asking for what he wanted. 

· In our three groups, slow motion, no words, we lead each other doing… “The same thing but differently.” On my turn, we built Inukshuks. It was a rehearsal and then we had to present, without warning, a three-minute group piece. Putu was frustrated because we were not achieving this task to his satisfaction, so he made us move through it faster. Then we had to torture each other

· Day three… we cleaned the outdoor stage

· In group we spent an hour, with no words, on the mountain-side to create a story. Again we thought we would present in a group, but ended up doing an individual presentation. I created six faces with the twigs, stones, shells, garbage, etc. From the circle, I told everyone to study each others faces, and then really concentrate on, me, Jenn, Jen, Evelyn, Coley and a mystery person. After they were sure they had those faces in there minds, I lead the single file past the faces I had made.

· Day four… we cleaned the studio again, no words, no water, due to the drought (P.S… There was a drought most of the time we were there. Another upshot of the lack of water was that the wild pig came down for the mountains and sniffed around for a drink.) 

· In a circle we had to say what are dreams and goals were, then we crawled around in an earthly way, our feet and most of our bodies on the floor… had to cross the room, if you touched somebody, you had to stop, or die, then live again and keep going. For me was a great parable for life, because I was always running into people who stopped my progress. Some people moved faster and just seemed to literally climb me to get past me. At one point, I saw that two of us were heading for the same tiny gap, so I generously let the other person go first, but by the time they had cleared, the hole was gone. 

PETAR TODOROV, BULGARIA… MISS JULIE AS DANCE DRAMA

‘The workshop is the artistic exploration of the connection and unison of movement and text as equal means of expression on stage, far away from the psychological approach to the classical play by Strindberg. The desires of the characters will be approached with theatrical and chorographical tools.’

· We began and ended every session with holding hands in silence

· Big name passing game… Say one name to the person to the right of you, then two and so on until you can say all of the names. I think we went up to five them we were able to go around the circle

· He handed out numbers and he assigned characters for our performance in Miss Julie. I became Jean. It was truly the last thing I expected

· All of the Jeans began to move to Miss Julie-type music and we did so for an hour as ourselves. I marched around and around in a square around the stage. I felt way more like Jean as I was listening to his music. I kept looking back at the moon and I behaving as though I was on watch. Fun. I ended up making circuits of the entire stage, (about 25 feet square) and filled with other Jeans, with my eyes closed the whole way

· I wish I was encouraged to explore more types of movement

· We read scripts and discussed characters, with the request to learn all of the lines by the next day. He watched us do a read-through and we picked two words for our characters, an adjective and a noun… POWERFUL and EGO… to describe your character

· Then we walked the stage for an hour as our character, while listening to the same music. I brushed my horse, cleaned hooves, did many push ups and fixed my hair

· After ten minutes rehearsal, we did our scenes, with one of our moves. As the scenes progressed, the rules changed… loosened. More movement the better… the challenge was to explore while bouncing of the text… less thinking

· The whole thing was a bit of an experiment. Petar’s favourite part was on the third day, when we were all moving around in our own characters to the music, each doing our individual moves… he thought we could do performance just like that. He would never use the whole text, because it is way too literal. The whole story really is in those first six pages

YOSHI OIDA, JAPAN… NATURALISM AND PERFORMANCE

‘During the early 1960s, Oida traveled the world, to Iran, Africa, the USA, and within Europe, with Peter Brook’s experimental company, encountering audiences of every type and culture. In Spoleto, Yoshi lead us in an intensive workshop featuring an exploration of the subtleties of naturalism and performance through scene work. His books are An Actor Adrift, The Invisible Actor and An Actor’s Tricks…’
· “What is theatre?”, “What is an actor?”, and “What is the relationship between the actor and the public?”

· “Physical imitation gives us some kind of understanding of the inside… If you take a precise body position, the corresponding emotion will come.”
· “You rehearse in order to define the mise-en-scene, using the elements of space, character, action and thought. Then you follow this design from moment to moment as you perform.”
· “When an actor is shouting or angry or moving strongly, it is a good idea to tighten the anus… the two ends of the spine seem to be related and our energy passes between these two points.”

· JO HA KYU… every phrase, passage and story has a beginning, middle and end

· A natural example of JO-HA-KYU… In a large group begin clapping with eyes closed. The pattern begins slowly and it is hard to clap together, so the pace naturally increases, climaxes in a fury, and then slows to an end. The pattern is the same in China, Africa, India and when making love. The Climax is preparation of the next starting point. Yoshi states that the JO-HA-KYU is such a common pattern in life, it is a natural tool for your artistic creations

Yoshi Exercises and lessons… lots and lots of Yoga, and these…

· Body is divided between forces of sky and the weight of gravity… lead by string at the top of the head… spot found at crosshairs between the ear to ear and a line from nose to back of head

· Also walk around as though you are full of water inside

· Stronger position when body is leaning forward, one foot forward and shoulder-distance apart, we tested this by trying many positions

· Same with breath, stronger position when exhaling

· Stage movement toward audience-right is strong… off to war

· Stage movement toward audience-left is weak… going back home

· We performed our prepared monologues, observing the JO HA KYU

· Holding onto a big invisible ball, move it around in circles and infinity sign, bigger, smaller, stop. Then big ball towards heaven, from far right, taking wind to re-direct in a circle and send out far left, repeat with full body spin, repeat fast and slow

· Breath coming through feet, think about anus, breathe in and go half-way to tippy-toes, breathe in again and go full tippy-toes, hold as long as you can, then even longer, until you are almost dead, as you let go slam heals, bend knees, throw arms forward and feel energy shoot up spine between anus and tailbone

· Sound and breathing… Make the MMM sound into an AAA while looking up and exhaling, you feel light. Breathe into neutral. Make the MMM sound into an EEE while looking down and you feel heavy

· Pair-off and try to lift each other while attempting this lightness or heaviness as above or, EEE to AAA for light and AAA to EEE for heavy

· "To be, or not to be, that is the question." The sound is important; the words are short and choppy, just like the emotion. We also worked on Greek text that we did not know the meaning of, and just reading it and playing with TEMPO, PITCH and VOLUME, we were able to accurately guess what the words meant. I found different people brought different stuff to it. Then, in partners, we recited the text in alternating lines as a dialogue. We tried to communicate different things to each other, as we bounded and chased each other across an Italian hillside.

· Clap exercise… Clap 1, 2, 3, 4, 5, then loud clap on each number consecutively, 1, 2, 3, 4, 5, 1, 2, 3, 4, 5, etc… then accent with a pause replacing one number each round

· Un/ding/guer/ree/eh/ma, Un/ding/guer/ree/eh, clapping and in rounds… we began in a very controlled pattern in a circle, singing in rounds and then busted out and we were all over the place, eventually we fell back into organized pattern and brought it to a natural end. It is an African chant, welcoming the gods of theatre into our circle so we can tell stories

· Walk around two trees in figure 8, with imaginary stick in flat hands and snake spine

· Big ball stretch way back and hold

· Right hand over left hand as though holding a tube, then upper hand pushes up to the sky and lower hand pushes down to the earth, finish

· Lean forward, breathe to earth, tongue in front… lean back, breathe from earth, tongue back

· In circle, every sixth person step in and out to a four count, and then add single clap in opposite direction

· Breathe in hands over head, exhale arms down, inhale, exhale bend over, inhale arms in Jesus, exhale hand to opposite ankle, hold breath, inhale to stand and finish

· Legs wide, look full left on exhale, hands on hips, then full right

· Nine person exercise, fast, single clap around circle, then switch direction, then give across circle

· Walk around randomly and use each other telepathically to stop at the same time without saying anything, then two people start to walk, then two more

· Twelve in square, four sides of three each, counting to six, on six the ones cross to other side without touching, then twos from next side, then threes, fours, threes, twos, and then ones

· Stand in circle, left hand on top of one neighbour’s hand and right hand on bottom of other neighbour’s hand… try to breathe at the same time as the people around you

ANDREI SERBAN, ROMANIA… THE ACTOR/DIRECTOR RELATIONSHIP

‘The workshop will explore tools directors can utilize with their actors as they begin their work process together. Participants will delve into exercises and improvisations as a means to develop the attention and sensitivity of the actor’s instrument, the body, as well as developing their own sensitivity as directors. Scenes from Sarah Kane’s Cleansed will be used.’

· It has to be real

· Scenes were assigned. I picked Scene 1, Cornell was my partner, I felt lucky because he is an actor and a director, and he knew about the history of the playwright and previous productions of the piece. I was Graham, we discussed the meaning and Andrei joins us for a time

· Next day, we rehearsed the scene beside the chapel, off-book, and Andre came by for a chat. Then we went around to all of the locations in a convenient order, which made the scenes come in random order. We also did not applaud and we remained silent between locations to keep the integrity of the piece as a whole. They were excellent and in crazy locations

· Then we had an extra long class of Andrei rehearsing our old scenes with us on a new space, the stage. He wanted to show the whole thing to Mama, but it didn’t really work because the unusual locations were so important to our interpretations

· The next day we were assigned different scenes, I was Grace under the stage, and we cruised around to new locations, this time blocking, getting off-book and presenting on the same day

· On the final day, we got into groups of three or four and each group presented the whole play in a three minute scene. Our group did it with movement and the Greek lines Yoshi had given us. Again the performances and interpretations were excellent, very fun to do and watch
Andrei Exercises…

· Concentration exercise… In random areas facing the same direction, step and count, one forward, two backwards, three forward… up to ten. Then add arms, one - right arm out straight forward at shoulder height, two - bend to stop sign, three - straight up palm forward, four - bent over head, five - on heart… six - left hand on heart, seven - 45 degrees down, eight - bend to stop, nine - straight up palm in, ten - on stomach… Then add a head, one - right, two - centre, three - left, four - centre, five – up, six – centre, seven – down, eight – centre, nine – right, centre and left, ten – up, down, finish centre with feet together

· In a circle, count-off to the right a number per person, 1, 2, 3, 4, 5, at 5, they repeat 5, and then the count down goes to the left 4, 3, 2, 1. Then, 2 becomes 1 and counts of to the right. Repeat. Add a gesture one as it goes to the right, and then change at 5 and send a different gesture back to the left

ENRIQUE PARDRO, PERU… TAKING POSITION ON COMPOSITION

‘Working with the voice to discover plot, place and story, the workshop looks at discovering meaning through choreographic context. We will work with all these poetics and call on mythology to comment on our wanderings. The practical work will consist of composition sessions based on ensemble improvisation disciplines, with the gradual inclusion of voices (on and off stage), with piano and recorded music. Texts are explored through actor’s exercises before their inclusion in complex choreographic contexts.’

· Doubles exercise, like mirroring and mimicking, but not. You were to follow your partner, matching energies, but not doing the same thing, don’t be seen following the leader

· The leader is not a teacher and does not care if you are following

· Yield, if you fall into a set up, yield… texts do not rule

· In the whole group, there were three leaders moving around and we all picked one to follow… be aware of your position and your place and the formation, as you are always a part of something bigger

· Disassociation… never on cue… during our prepared monologues, Enrique sent two extra people on stage to contrast the speaker. The three must yield to each other.

· For example: Memo started his monologue, and then Enrique directed Memo to speak Peter in the corner, and say Peter’s name in non-obvious places in his text, but never look at him. Then he added Akiba saying “Stop whining, Memo”, whenever she wants. Bring presence of mind and presence of spirit

· We repeated the above exercise again and again

· The monologue or text’s story is already there

· Mobility… don’t lose your capacity to change

· Arrogance… take something for yourself

· Jealousy… watch for triangles, Pinter is full of them

· Consider… stars are siders, you are looking at people’s stars

· Impress… be impressed by what you are saying

· Express… inhale, transfer, exhale, like smoking

· Depression… re-live the pressure to clarify meaning

· Repression… shut up before you voice

· Listener… make your listener you priority

· Boundaries… once there is a boundary we are dying to see someone break it

ANNIE-B PARSON, UNITED STATES… DIRECTION AS CHOREOGRAPHY

‘This workshop, takes a look at a formal approach to creating movement phrases and movement events. Students will be hyper-generative, making piles of movement phrases and theatrical events including such trademarks of post modernism as appropriation, rubric driven structures, and blending the boundaries of what is generally proscribed as theater and dance.’

· Warm up with a lot of yoga

· There were so many of us, when it came time to present our pieces, we did it ‘parade’ style by lining up and going on stage one after another rapidly, with no pause or applause until everyone had gone

· Shoe dance… sit beside shoes, take one and draw shape, place it somewhere else, move shoe in odd way, then change your position so you can see it differently, be the shoe, put it on… repeat… go to somebody else’s place… repeat… in partners, with one as slave retrieving your shoe for you, repeat motion with other shoe… do moves without shoe

· Chair dance… accumulation of movements… with chair create movement 1 trough 8, and you repeat 1 every time… that is, in the pattern of 1, 1, 2, 1, 2, 3, 1, 2, 3, 4, 1, 2, 3, 4, 5, etc… create the moves thinking of the relationship between your pelvis and the chair’s pelvis. Perform, then remove the chair, rehearse and perform again… then remove the accumulation

· U’s and O’s… U and O describe the shape you will make with your body… e is for external and i is for internal… create a dance in the following pattern… Ue, Oi, Ui, Oe, Ue, Oi, Ui, Oe, then small i… no repetition, no symmetry, trash compactor

· Then… with a list of movement verbs… walk, transfer, skip, roll, jump, lunge, slither, axel, run, moonwalk, slide, sea song, and then we picked five move and added them to our U’s and O’s Dance.

· Monologue plus movement piece… fit the text into the movement phrase, in three places - move only no text, in one place - text only no movement

· Duet instructions… take weight, give weight, levitate, rotate, divine, circle, drop catch, assist politely… no repetition, no symmetry, trash compactor

· Folk dance… we selected 6 moves from the description of a folk dance and came up with our own

· Dance of the Five Lovers… come up with a few words that describe each of five lovers. Form piece by writing in journal a move that expresses the words you have chosen. This was fairly complex, so we were allowed to take or note books upstage and if we forgot a part, we went upstage put on sunglasses and with a flashlight read the notes until we were ready to jump back in the parade

· Mundane activity… with a partner, we picked a mundane activity and broke it into four parts and do one of your dances in between

· To create a piece, Annie-B gets a huge pile of source material including all elements and artists, and then they draw from that to create

· She bring things that contrast in big ways and in small ways

Ellen Stewart a.k.a. Mama of LaMaMa Experimental Theatre Club, NYC…

· Mama does plays with no words, so she can do it in any country

· She researches myths and writes her own stories

· Dance and theatre are the same
A personal highlight for me was the chance to work with the great Ellen Stewart on our piece. In her two-session workshop, we watched a video example of her work and then she asked to hear the stories that the playwrights in the crowd were working on. She selected Drinking with Persephone to interpret and write her own piece about. Jenn told her the myth in more detail, and we gave her a copy of the script. A few days later we all met again, with a keyboard in the room. Mama had written a poem, based on the script, as she sang it James wrote down the music and then Ellen O, James and Andrea sang as he played. The dancers started dancing, Anna, Judy, Angelisa, Akiba… Deb and Tony were the couple. Jenn wrote another stanza to the poem. Mama had started us off, and then she encouraged me to take over the direction and do whatever I wanted. Cornell banged on a big drum and Memo played the spoons. Jesse and Jean-Daniel were singing bass vocal improvs and Emma and Coley were laughing like little children. We got the Greek pages from the script and Mia read the in the “Mama” Greek-moaning-tragedy style. As it came to a natural close, we called the first round a rehearsal and did all of our single parts together again. For two hours, I directed our entire class, through an experimental version of our ten-year-old, well-toured, multi-award winning play. It was delightfully moving. Experimental theatre is a Gestalt.
Cornell - Exercises for Early Actors…

· Shake hands 16 times counting out loud, then left foot, then right foot, then 8 times, then 4, then 2, then 1

· Walk around randomly in space, pick someone to have a secret crush on and keep 15 feet between you, then have two crushes and keep equal distance between both

· Dowel dance, place a skinny, long stick on the tip of your finger and on the tip of your partner’s finger

· In very tight circle, randomly count to 21, without talking at the same time, if you do, you have to start again… you can also loosen the circle

· Walking around randomly and quickly, stop, close eyes, where is Anna? Point to her, without looking first

Jesse Voice Workshop…

· Linklater Method… begin with relaxing and releasing exercises to open

· Warm up the voice to loosen whole head and chest area, physical with sound

· Find string on top of head, arms up and throw down or into circles, shimmies, shakes and head shakes

· Resonators… hard palate which you can hear if you do Fran Dresher ‘Ha’, teeth, head, mask, chest… exhale with nose and pound chest

· For my ‘clickies’ use hands to loosen jaw, use thumb to massage tongue muscle under chin, massage jaw points at the corners of your forehead, tiny tongue rolls to big ones, drink lots of water

David Diamond - Career Coaching…

David is a career coach and he gave an evening chat about how to make your dreams comes true by de-constructing your big desires into smaller, accomplishable steps.

· Complete sentence… “When I die, I know that I lived a happy life because…”

· Make a clear mission statement

· Break it down into goals

· Come up with strategies to achieve those goals

VERN THIESSEN – MARKETING THE PLAYWRIGHT… www.labellavista.com
Vern runs a playwright’s retreat in Tuscany in June that looks fantastic. I was lucky enough to take a workshop on “Marketing the Playwright” with him in Winnipeg, shortly after I returned from Italy. The two seemed to fit together perfectly.

· Taking stock of what’s inside… Why do you write? What are your strengths and weaknesses? Why are you unique artist? When is your art finished?

· You want to create a great product, how are you going to make it outstanding?

· We listed our projects into three categories… Produced Plays, Plays in Development, and Play Pitches… you always need to have a pitch up your sleeve 

· Write out your support network, names and theatre companies who will champion your cause, include indirect associations that have a relationship to your topic, if not you… and who is you audience? Write it out and match to project

· Write out a dream sentence for each project… “In my dreams… ”

· Then… one year from now… six months from now… three months from now… one month from now… what do I need to do to get these goals accomplished in the next four weeks?

· Deadlines… write out plan, week one, week two, week three, and week four

· When you hand in a script, have a goal attached to it, i.e. a reading next week, and why they need the play?

· Don’t limit yourself to Canada

· Don’t send you stuff out until it is ready, then apply, apply, apply

· Join the Guilds and associations

· When you play gets selected by a theatre, remember all of the ramifications of the partnership you are entering, because unlike the other artists it is not just a gig, you are paid by each person that comes to see the show, so if you want to select the colour of the poster, make sure your voice is heard

· How do you make money? 6 ways… Royalties, including options, advances, and 10% of box office gross, less in US… Commissions… Grants and residencies… Publications bring in money by sales and an ISBN allows you access to ‘public lending rights’ through Canada Council, library usage and photocopying… Competitions, there are lots, stay away from publication here… Workshop and development…

· What tools do you have? Email, phone, mail, visit – nothing beats it, word of mouth, vouchers, website, business or postcard, conferences… a produced play and its audience, free performances, good photographer, good videographer with reaction clips, CBC radio, buy a PACT book, get money and take it to theatre for reading, PT Montreal, fall/winter is reading season, have PDF of full script and reviews, follow up with phone calls, develop relationships, meet with people, start at small theatres and build audience, check UK

· Money made as playwright… add $2000 per year, once you get to $50,000 in royalties, you need an agent
PLAYFINDING WITH DANIEL MACIVOR, BANFF 2009…
On a chilly December day, I travelled to the Banff Centre for a three-day intensive with nine other playwrights.
Day One… MacIvor read all of the material we sent in with our applications. One by one, he used our ideas to brainstorm more ideas. Our homework was to write on the theme we had uncovered or developed that day. MacIvor likes to start with a title.
Day Two… We went into the theatre and read our fresh material out loud. Then, we did more brainstorming. After lunch, we listened to music and we tried to guess who brought in which song… more brainstorming. Then we had to put pen to paper for a half hour straight while our collective song-list played. We read that out loud and talked. Our homework that night was to write the end of the play.

Day Three… We read and discussed our homework and set deadlines for completion of our plays. 
I found the workshop extremely useful and very fun. Daniel MacIvor was brilliant, intuitive and kind. While it would be difficult to re-create those qualities here, I must say, throughout the whole weekend, I was most struck with how MacIvor and Joan McCloud reacted to the thought of a dramaturg. Both were exceptionally keen on the idea and MacIvor recommended it for a couple of the playwrights. After all of the brainstorming we had done, while conspiring under the snowy blanket in Banff, it was easy to appreciate why the notion of somebody to bounce ideas with was so attractive to our top Canadian playwrights.

