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B | 0|RECTORS GUILD LIFETIME ACHIEVEMENT AWARD 2001

" PETER BROOK

On the afternoon of September the Gth 2001 at the
Pictures Gallery of the Theatre Museum the Guild pre-
sented Peter Brook with his Lifetime Achievement

Award. In accordance with his wishes, the ceremony
was to be a close and modest affair attended by the
Ditectors Guild Councll members and a few of Peter's
friends and family. To mark the cccasion, our Honorary
President gave an exclusive interview to director Faynia
Wiilliams for direct magazine readers (see pages 24-28).

Janet Suzman greeted the gathernng and read a lette
sent by Terry Hands:

"Dear Peter,

| cannot be with you today. | wish | could, if only to be re-
inspired by a blue-eyed twinkle or to recall the day when
ane of my productions was going pearshaped (yet anoth-
erl and you sugaested aving the actors parachutes.

s Pater Brook recaves the Directors Gusd
Lifetime Achigvament from Dawid Lea

In 1is letter Terry Hands illustrated Peter Brogk’s ability to create where the mantra Is thal "there is no deeper reality thas
antartainment and art at the samea time and concluded tha bottom line’ — that a theatre director wha, unlike ths

novelist or the poat, must [ve and work In pubhe, 1
public, and be responsible for large - someatimes
ishingly large — sums of money — that a directar can five
fullly, totally in this world of mamman and under-3

Thark you Peter for all yvour work = for giving to so many of our lives
8 purpose. There is noone like you — there never has been and there
never will be "

David Lan, then took the podium to praise Pater's body of work and and be as much of a 'died In the wool’ artist, as Grand-
also the inspiration it has heen 10 everybody ed with his or her integrity like a stick of Brighton Rocs
. as — who! What are the appropriate clichés? &z Var
An empty space as a starting plece tor an act of theatre nesds 10 Gogh As Michaelangelo.

be genuinely empty. When 11 comes 1o being filled, this should be

with riathing but your — of you and your colleagues - own, individ- [T is important for us to have the chanc
ual neads, desires, hunches; (mprovisations, spontaneties. This is, breath and acknowledge this — and. | >
think, the much harder lesson that Peter has been teaching all hs real meaning of this linle mual performancs m whn e
working fife. And it is a hard lessan to learn are all 1aking part today.”
Doed he need thiz award? Pater Brook In s acceptance speech thanked svedy-

hody involved and described why this award bares 2

Mo dougbt he is pleased to receve it of e wouldn't be here. But particular significance

greatar than Patar’s need 1o recewe, | would Quess, 18 our neaaq 10
e, aur need as direciors to register and recond that i this world

— where so often compromise is equated with réesonableness,  real link with the aim of this £

s that makes me feal 2

There is somathing behind t

dy that calls irsalt a Guild

. GuildDirect...For all your financial needs...
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~ & David Lan, Sue Parrish and Herbers Wise

- Glenda Jackson with DGGB chair Sue Dunderdale and
DGGE cmef executive Malcolm Moore

Because one of the most curious and inergsting things
about bang a director s that one 5 part of a8 craft
People each in their own different field with 8 passion
far what they're doing are wiarking together for the qual-
ity af the craft itself. It s veary strong in film units, [t s
thera in theatre companies. Throuah being togethar,
working together, the qualty of their craft could be
anhanced in 8 way that they codldn't da I if they were
just working by thamsealves, When | was askad to bea
Prasident, some years ago. | really accepted becausea of
the word Guid, Seeing that there was something that
nirectors ware not sharing but could share through than
own and the art's benefit by baing part of the Guild; my
sgnse of it being not anly a Trade Limon recognising all
at the remendous historical importance of what Unians
achigved, not anly fighting for rights in the social aspect
of the word but also together being endlessly con
carned in the actual quality of what represents that

Peter Brook and friends
a Faynia Williams, Richard Crane and James Aubrey

-

concrete. Every time that we had meetings of 8 large
number of directors, one recogmises thal directing
covers so much that there can't be a single way. That
avarything is possible, evety technique, every device,
avary approach is patentially right, that we are |ust
touching the fringes of what will always been
developing and yet, when directors are together, same-
thing vary real can be shared and exchanged. So, in
gratefully accepting this award and hearing all the nice
things that have been ssid to my profound embarrass:
rmant. I'll naturally treasura it. Farticuiary, [ am happy
with If, as 11 15 Just one maore siep N this direction of
diractors feeling that they are not in nvalry, they are not
In competitlon but they are part of a chain and part of a
process and part of 8 Guild. 5o thanks to the Gulld and
thank you &ll very much.”

A tull transcript of David Lan's keynote address
and Peter Brook's acceptance speech will be
soon available on the website: www.dggb.co.uk

parmcular thing called directing

| always come back 10 someathmeg very practucal and vary

...Specifically designed with directors in mind...







PETER BROOK INTERVIEWED BY FAYNIA WILLIAMS

.

£

PETER BROOK

LIFETIME ACHIEVEMENT AWARD

) !

David Lan, in his witty speech as award presenter, was amazed at the ‘unlikely’ plays Brook had
directed. | saw those productions, almost all of themn, skiving off Thursday afterncon school to
aueue for the "gods’ at the Theatre Roval, Brighton. | suffer from vertigo, and | remember c¢ling-
ing to the balcony rail as | went on the exhilarating roller coaster ride of Venice Preserved, Ring
Round the Moon, The Little Hut, and all those others David mentioned. My heart and mind (and
stomach!) leapt at the sheer audacity of it all, and the performances of Paul Scofield, John
Gielgud, Irene Worth and Pamela Brown became-the measure of all things. Then there was the
RSC where Vivien Leigh sprouted neverending red ribbons from her mouth when detongued in
Titus Andromicus, my first glimpse of another theatre tradition from the East, and the taste of
Europe In films like Moderato Cantabile with Jeanne Moreau, and the event that made the pri-
vaie process ina limited way publhe, the Theatre of Cruelty season at LAMDA. For me; none of
this was ‘unlikely’, it was the way to keep curious, 10 keep questioning and 1o keep the theatre
alive and kicking, and the path to the productions that we now acknowledge with the Lifetime
Achievement Award, Even those who quail at Brook's current 'guru’ status acknowledge that he
has always made theatre an absolutely necessary and challenging place for the wark of the direc-
tor. So | relished the chance 1o talk with him about that work. The following is an edited version
of an hourlong interview in which he talked as he rarely does about the craft of directing.
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| began by saying that, although he was acknowledged right-
ly as a master craftsman, what interested me in his work
was that | felt he had never lost the sense of being an
apprentice.

PB: | think you can't lose this, because a craft has no end. A
craft is a ladder. There always has to be another level to
everything. Today people are so scared of any scale of val-
ues. Here's an example: Take the word 'icon’. This was once
a word of great meaning. Today a pretty girl, neither prettier
nor better than a hundred thousand others, is suddenly
elected by the press to be an icon. You see a word that once
had a great fine subtle meaning has now been degraded.
And that is a sign of our time, This shows a ladder in the
sense of going downwards. But a ladder also means that
going upwards |s equally possible. So, if one sees that there
is a ladder hidden in the word 'icon’, one can begin to won-
der what really is an icon? Then you realise the coarse has
hidden within it something finer. This is the great tradition of
all crafts, everything fine can become finer and finer. This is
what led to the guilds. In a guild, you start as an apprentice.
The first apprentice deals with gross matter. He or she goes
beyond that because there is a master calling them to inves-
tigate their tools, As they sharpen them and develop their
skills they recognise that the next level is just a shell hiding
something that is finer still. And in that way there isn't an
end to the process.

FW: What are those toals that an apprentice director needs?

PB: Every apprentice director has to work between two
extremes. There must be an aim, and an aim has no tools,
but a craft is only about tools. An icon painter starts not with
Jesus Christ but by finding earth and rubbing. Now what is
earth, what are you rubbing in directing? First you have to
develop a real living interest in relationships. It means that
you see that you and an actor, you and an author, you and
words are always in relationships. That demands your devel-
oping for yourself better observation, better listening, a finer
use of your own instincts and intuitions. Then you see very
rapidly that you can only develop this in yourself by helping
to develop it in others. A director who is shipwrecked on a
desert island, doesn't come back 30 years later infinitely
more qualified. The only work possible would have been on
imagination. That is very important, but it is only one very
limited aspect. The way to develop all those skills is in inter-
relation. All interrelations are important, above all, the sense
of the audience. If you have a total respect for an audience,
you see that, in being aware of what holds an audience and
what loses them, you develop more and more the aware-
ness that rhythm, space, all the physical sides of theatre are
playing on the audience, and it is in this way you develop
your tools. The other bridge that has to be made is between
what it takes to make an icon in the finest sense, and the
equal rightness of the crude incoherent craftsman who
comes and says, "Well, to hell with it, all | know is that you
need a hammer". That is why all the forms of crude, popular,
traditional theatre must never be despised. Recently, | talked
to young directors in New York, and the most important thing
| had to say to them was "Don't lose sight of the fact that the
great Broadway musical directors of 50 years ago sat in the
stalls and spent a lot of their time yelling “Faster, get on with
it, keep going!", With those crude words they were echoing
fundamental principles of the craft. At a recent young direc-

tors' workshop at the National Studio | said, "We have been talk-
ing about the higher aspects of the art of directing, but 'cut’, 'it's
too slow’, ‘speak up’, are as fundamental as 'where is the soul’,
‘where is the heart’, 'where is the meaning'?"

FW: You say 'there are no secrets’. We directors generally don't meet
each other, don't know what goes on in other people’s rehearsal rooms.
Can you tell us what goes on in your rehearsal room? You used to say,
for instance, that the first meeting was just to be got over and then you
start work. Do you still feel that?

PB: Yes. A lot of things that | could talk about as open secrets,
say 20 years ago, are now generally accepted. That's not through
me, it's just that times have changed. When | started it was
unthinkable for a director to get actors on the first day to do exer-
cises. Today there is hardly a production, hardly a director who
doesn't start with that. | personally believe in improvising any-
thing that will give actors security. That is the first step of the
process, whether it is through games or talk or reading or an out-
ing or doing samething unexpected, it doesn't matter. But watch
out how easily something becomes a convention, gets degrad-
ed. Today games have lost a lot of their value. The very first time

il i

a director said to a lot of terrified actors on the first day, "Now we
are going to play a game", this was extraordinary because it was
unexpected. Today, the way to really galvanise something new in
a group of actors who've come in track suits ready to play a
game, is to say, "We now start with a reading of the play".

. Everything has to be pragmatic and one has constantly to adapt.

When | was officially inaugurated as President of the DGGB, |
stressed that what is interesting about this Guild is that it is
called a Guild. Anything that makes it possible for directors to
meet one another Is of utmost importance. Every single time
I've had a workshop or even a half day meeting or just sat in a
circle with other directors, it's been rewarding, because nine
tenths of the time the directors say they have never had a chance
to meet one another, when this happens, something of the com-
petitive rivalry, which will always be there, falls away a bit, and
directors can look at one another with fellow feeling. This is very
important.

FW: When you improvise with an actor how much do they know before
about the project if it isn't a standard script?

PB: | don't think for a mament there's any virtue in keeping the
actors in the dark. The work we did on the Brain started with
Oliver Sack's book. Then we moved to a script. We started in
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All black and white photos
by Laurence Bums,

All colour photos
by Charles Marriot

what was the usual way, Then we found for this particular proj-
ect it wasn't going o work, So we abandoned it, and, a month
later, began again with a smaller group, We started all together
going to hospitals and maeting patients and doctors. Obviously
with Hamlet one can't start in that way. One has to come vary
fuickly to the words, because they are the starting peint and
there one is in touch with something everyone shares, | don't
think for Hamlet to go on a trip 10 Elsinore could be useful. | dont
think naturalistic present day improvisations, saying the King is
like a candidate for the hesd of the Tory party so lset's do an
improvigation on Claudius murdering the rival candidate, wiould
be usaful either, because the play doesn't operate on thal partic-
ular psychological naturahistic level. But when we did Woza Albert
we started with every day life improvisations, When we did Le
Costume we started with music, with South African jazz. Then
naturalistic improvisations became of vital Imporiance, 1o
explore the difference between a wife's relationship with her
husband in any Western city and how it was in the 505 in a town-
ship in South Africa, how different it was, It needed a lot of
genuing improwising to make those Issues clear and shared by
the actors

Peter Brook being
interviewad by
Faynia Williams.

]

FW: Oo your lighting and sound people come throughout all your
rehearsals?

PB: We've naver had specifically a sound person because that's
not a spacialised part of our work: But for lighting we have
Phillipe Vialatte, who was first with us as the theatre elactrician,
He has & real talent for lighting, and is now thers watching from
the first rehearsal, He is there as part of the theatre and |s doing
what | learned when we first went with Paul Scofield to Moscow
with Hamlet 50 years age. When we arrived in the Moscow Ar
Theatre, our own lighting man spent eight hours preparing about
200 cues. They were all faithfully noted down. Then he said,
“Let's run a few cues just to see”. He gave cue ane and nathing
happened. And he gave cue two and nothing happened. And he
realised that although they had written down this funny English
word 'cue’ nobody could understand it All they knew was that
somebody was shouting ‘cue’ and flashing a light. The Russian
glectrician just stood there not understanding what the panic
was about. So we said, "Well, how do you do it?" They said, “We
do not have a hghting man, we do not have an electrician, we
have somebody wha is all of that, he is there In every rehearsal
and thare comes a point when he begins to evolve the lighting.
In performance he feels it each time = without cues. It made
such sense. |t seemed to me to be the only way. That's also the
way our musician works. This is how Toshi Tsuchitor, our

Japanesa musician, develops his whole score. | make sug-
gestions obwviously and will disouss things with him, but he
does this real work by himself, organically, through
rehearsals. Gradually in rehearsal | suddenly notice a red
light coming on, then going down again and something blue
coming up, and then three days later we talk a bit about that
and the lighting electrician does something new bul he is
there watching and waorking all the time. And the actors
aren't in any way surprised to see that at one moment there
is a working light - then that light is getting a little darker or
a littke brighter — and meanwhile Toshi is trying a sound or &
new instrurment.

FW: Can you talk about your own journey with Hamlet, from
Scofield through Qui Est La? 1o this Hamlet?

PE: When | did it with Paul, the thrill, the triumph was Paul.
At that time | had done several what were considered axcit-
ing productions. The reason was that | wasn't afraid. |
folliowed convictions and ntuitions without any fear. And
far this reason | did very well with what in those days were
cansidered unknown Shakespeare plays; like Love's Labours

Lost. Then | came 1o Hamlet. And | was very, very respect-
ful, | read everything, | prepared myself carefully and |
remember that Kenneth Tynan, who was very perceptive,
wrote & notice which began, "Peter has shown that he can
be as dull as the next person if he really has to.” And it was
true, Paul was marvellous, so were many of the actors, but
it was an absolutely academic, dull, totally respactful pro-
duction — not a word cut. Then | never thought of doing
Hamiet again, Every time:| saw Hamlet | suffered. | felt that
there were great bits, but so many boring bits. | would be
counting up the scenes and thinking "Oh, my God, we
haven't got 1o the closert yet’, and when the closet was over
| would think, ‘Oh, my God, we've got Ophelia’s madness,
and when we gat through this thare's all that long scene
between the King and Laertes still to come, and then you've
got the gravevard, and then you've got Osric”, Then Charles
Marowitz, when we did our Theatre of Cruelly season at
LAMDA, did something that at the time was very daring and
very interesting. In a typically 605 way, we said we know the
story anyway - what if we take the plot out. So Charles did
a collage. He rearranged the lines in a very free order, voic-
es coming fram here and there, words and phrases echoing
one another, and it was vary beautiful, experimental. After
that | didn't think of Hamlet again untll we came to do &
director’s workshop in \Vienna with young directors from all
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over Eastern Europe. Looking tor & theme that could at once
bring all these different directors together | said, supposing
we were going 1o do a production of Hamlet today and there
is the Ghost. We can’t deny the Ghost, The audience has ©
he canvinced by the fact that there is 8 Ghost, one can't get
round it otherwise there is no play, Yet we know that any of
the apparent methods - smoke, areen liohts, projections,
waird sounds. none- of those can cut any 1ce with us any-
more. So, how do owe approach the Ghost? For the first
several days of the workshop everyone explored different
suggestions of how to do the Ghost, A couple of years later
we did another workshop i the Berliner Ensemble and
came once again back fo the scene with Hamiet and the
Ghaost. In fact, & year ago in Toronto | did the same thing and
it was quite extraordinary the different forms that were
thrown out by this particular expenment. In the meantime,
we devised a play, Oui Est La, which came out of our [ook-
ing for a form that could dramatise the voices of the early
directors of the century. And it was the need to have a form
that led to the idea of using & fragmentary version of
Hamlet. | took Hamlet and cut it down 10 & series of extracts
lasting about an hour, The joy of dong this, just taking odd
bits, gave me the courage 1o wondear whether a genuine pot-
ted version may be possible. &nd there we are. But it's ow
experiment — the full text is still thera, unharmed - and
tomorrow someone alse will find & differant aspect to
axplore

FW: That brings me really to what you said about the lack of the
English language having a good word for director, Why do you think
that is?

PB: | think one has to recognise in terms of craft, that this
naw craft of ours is very, very young. For the word ‘carpen-
tar’ or ‘stonesmaker’ or “jeweller’ o come Infe existence
thousands of years had 1o go by, But for directors, it's been
just & hundred years. | think that's why the sanse of coming
together and sharing experiences is linked 1o the fact that
campared with acting it's so new, that directors haven't even
an appropriate name because they are still finding their way

And 11's not for nothing that directing can bring 10 a play or a play-
wright the best or the very worst. One shudders sometimes o
think of what bad directing can da...

FW: But you came up with 8 wonderful word at a dinner with the Film
director Ermanno Olmi didn't you?

PB: That was of being a “distiller’, | think its a word we can use
amongst oursalves but one couldn't put that on a programme
But | came up with another word, ‘animator’. One is responsible
far seeing that what Is there comes to life. So there ane is like a
midwife, well more than a midwife, because one Is also going
one step further, trying to stimulate the actual ingredients that
make the life flow. In that way one is not only stimulating life, but
also taking away barriers that pravent life flowing through natu-
rally = that is ‘ammating. ‘Distiling’ brings us back to what wea
ara talking about in the icon. For life to flow, not in its crudest but
in its finest way, than you need filters. There |5 an energy In
evarything, but all energies are not of the same quality. There is
an energy in highly propelled mud, or like shit that comes out of
an orifice, at great speed, but diarrhoea is clearly not the same
as breathing. And so the transition Is through a simple process
that everyone knows - if you want to purify anything, you filter it
And then beyond filtenng it you get 1o the mystenous processes
af & distillar, whare you are going to need heat, a very precisa
blending of certain substances and chemicals and temperatures
and cooling processes and all that comes into tha art of distilling
So put the two together, the animating, which gets the raw
process going, it gathers the raw matenal, the crude fruit of the
vine and carries it into the distillery, Then distiling begins.

FW: Do you think you can train directors reatly?

PB: You can train anyane, but you train them not by telling or
showing tham what 1o do, but by giving them opportunities 1o
gxplare for themselves within certain given conditions. And the
given conditions are: something that a director can't practice
without, We are back to the desert island director. A director has
1o be putn a position where he or she has 1o relate 10 actors, ta
space, 1o different spaces, to different time slots — producing
samething in ten minutes, producing semething over a number




of days and weeks, recognising what happens when yoL are
working under rremendous pressura, and when you are working
in the great quietness and stiliness. Going through all those are
ways that a director can be trained, learning by trial and error, An
prgamisation with the means 1o do it can create conditions in
which a director can practice and experiment

FW: What about institutions that teach directing?

PB: Wall | would be very suspicious with anything that’s to do
with.... you quote two dreaded words, institution and teaching
But ohviously & good institution with the right teachers would do
much betiar than a bad Institution with bad teachers.

FW: You say somewhere, | think it's about an African storyteller that °|
lay down my story so that somebody else can pick it up.” For a new,
young director picking up that stary, in a sentence what would you say,
what advice would you give them?

PB: My advice is very, very simple. Everything Is possible but
you must find your awn way, Su, if you look at my work and
think, ‘Ah there is an example, | will start by what he's done’, you
are bound to go wrong, Because the work that | do today s the
result of all the work that I've done through trial and errar, N
changing times. And whar the young director can take from my
work (s not in the form nor in the result. 1tU's in the fact that I've
been going on for so long. This can encourage them to believe
that they mustn't give up, that they can go forward, that they can
have aims beyond what seems possible, that they don't have 1o
stay with all that other people tell them that they should be
daing. Today, it has become a cliche, to praise my work for its
simplicity, I've never aimed at simplicity. Simplicity happens
when things that once were interesting begin to fall away. But
whan | started work in the theatre. | saw the work of directors
of that time doing Shakespeare, who were highly praised
because they were so simple, And | looked at them with horror,
because thair simplicity was dreary. | saw they were aiming at
simplicity only because it was considered morally good 1o be
simple. It was like being clean or not showing off. | was so
appalled at the barren drabiness in which Shakespeare was being
daone, and |'d be told it was 5o good because it was simple — all
done in curtains’. And there were these grey curtains and
Shakespears, and they said that's beautiful because It 15 50 sIm-
ple. And it made me at once react the other way, looking far
anything that was elaborate, complicated, rich, startling, anything
was better than that dreaded thing called simplicity. Now, it's
taken me a long, long while to go through all that, but someone
today must go through it from a different starting point, because
the world |s different. There is always something to be found. But
never in imitating a form even if you think the form s absolutely
right. Only in asking aneself; “why did this form touch me? What
was behind that form? Can it lead me to anather form that can
capture the same thing in 8 way that's right for us today?"

FW: But having inspirations,

PB: That yes. One must, That's very, very important. One must
constantly be influenced as | was by the mere fact that someone
has managed at some time 1o do something of a certain quality.
That makes one know that & certain quality is possible. [t comes
back 1o the icon. Today | think that for a young painter it's vital
from time to time to go to a museum and look at the amazing
quality that was reached at certain periods of history that taday
is virtually impossible. Just to be reminded of that before you get
caught up in people saying that what you do is so wonderful, For
us in the theatre it is important to go back to Shakespeare just

~
far that. Come back 1o Shakespeare, for a moment. Then go
back to doing your own thing realising that whatever you do

gan never be all that good. This sense of perspective 1s. not
discouraging, |t's an inspiration,

FW: What do you look for in your collaborators, particularly your
actors?

FE&: First of all, what | always said about Paul Scofiald, an
actor who will listen ta you, let you explain with all your pos-
sible means of parsuasion something you think is absolutely
right, than do the exact opposite and make you realise that
this is what you really meant That's a creative collsboration,
But the actor who says, ‘Nao, 'l do the opposite because 10
hell with it, | don't trust you®, 1s a dead loss. That's a bad rela-
tionship and you both suffer You need opanness linked with
ahsolute independenca.

FW: And what about the future? What are you working an?

PB: God knows, |'ve always worked a bit like a cook in-a big
restaurant, where you've got lots and lots of things laid out
and you go and look into ane cauldron and you look into the
other and you see what's coming to the boil. I've got further
projects on the Brain, further projects with Africa, because
these are things and areas where one can never feel "ah now
wia've finished”. And also we need always to come back 1o
deing things that are unshown, unsung and untatked about
like these relationships with directars and with other people
These ara part of ongoing work

PW: You do a lot of work with other nations, other cultures. How
have you avoided that thing of taking something somewhere and
imposing?

PE: That to me s part of the inevitable but false English
hang-up. We've got to try to live down all our European hang-
ups and one atrocious colorwal history, In the theatrs,
becausa one is working with a limited number of people in
a limited space and time, there is no material in the wholeg
wirld that isn't legitimate. Nothing belongs to anyone. If one
has an International group ane knows that one’s making links
between cultures is possible. This would be ympossible on
the scale of Belfast, on the scale of Europe. But with twen-
ty pegple at the most, this is possible, and the moment that
you do that then you see that these things don't belong to
amyone. |'ve heard people say, 'Oh, you have taken the
Mahabharata, you're exploiting India, oh, you are pinching an
African legend’. But true themes link people. When we did
the Mahabharata; the most interasting thing was that every
one of the 20 odd nationalities and the cultural backgrounds
imvalved felt that the story was from their own cullure. |ts
meanings were their meanings. As 8 resull, wherever we
went, the audience didnt find it curious that there was
somebody from Africa, somebody from Japan expressing an
Indian story. They were in une with the meaning. Some peo-
ple who could look over Hamlet and say, "What are they
doing exploiting our English Hamiet with all these mixed
races"? Other people receive an experience that takes them
into what | call an essential myth, Who would dare say for a
second that this myth belongs only to pure Aryan white peo-
ple trom the region of Stratford-upon-fwvan? If you follow this
logic even & Jew from Birmingham is an outsider and can't
play Shakespeare, let alone a man ar & girl from Trinidad...

FW: | liked what you said about things not belonging to anyone in
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particular. Beckett himself was very strict about people following
his stage directions — Deborah Warner gol into trouble for that —
how do you feel about this kind of copyright?

PB: Every case is different, including Beckett, There |s every
ragson to observe Becken 1o the letter, | did so In'Oh, Las
Beaux Jours. He wrote with a8 passionate obsessive sxacti-
tude and unlike almost any other writer he actually had an
egual mastery of music and jmage, and gesture, sa that he
could write his stage indications like a choreographer or a
painter, or @ musician. Yet, | supported Deborah antiraly, she
had her own dea and things must change. | think these are
stupid quarrels. In exactly the same way, we had a press
conference & couple of years aga aboul the South Afncan
season in Pans, and somebody said to me, "Why are you
doing these South African plays with an all black cast In the
spirit of the International Center, why nat have white actors
1o play black? | said, "It's a specific case. We did the lk with
a JRPE!'IBSG acter, an American acton, an American actress,
differant people playing Africans, The African audiends was
very touched, and said they recogmised their willage life
through these forewners. But the specific suffenng of South
Africa is sarecent that it needs a differant approgch, it needs
documentary realism.*

| do niot feel that 1oday one can do 8 South African play say-
ing this is so univeraal that we can already forget about the
specifics of apartheid. But in ten years’ time, [ am sure

already now Woza Albert has been played by white actors -
wamen 1or men - 5o it (5 Just on the borderling, but | think
thare are specific cases whare the suffaring is too immed-
ate. Today | read a tramandously virlen article by Sheridan
Morlay in the Herald Tribune about & play-monologus on
Vivien Lemgh. And he is appalied by i, He is appalled as
somebody who knew her well He said that the play has
come at & momeant when there are relatives, there are
friends that are still slive and for something that is so lk-doc-
umented so false 1o facts, so much of a2 caricature, this |5
appalling, And there, | think, wa can ses this whole thing of
freedom, freedom of speech, protectiveness, must always
be re-examined casa by case. | am sure he is night about
Vivien Laigh, but if the same persen were doing something
about Mrs Siddons, Duse, Sarah Bernhardt, it would be dif-

tarant, There are legal and moral obligations — and thera are
Exceptlnns

FW: Thinking back to Vivien Leigh and Titus Andronicus, Laurence
Dlivier didn't do warm ups, did ha?

FE; Mo, no ona did those days.

FW: But when you have a star in a play as opposed 1o an ensamble
there are people who don't do warm ups. One imagines when they
work with you that they somehow ail do,

PR | hate the ward "warm up’ It's really a8 "coal down’ Whean
we did the first rehearsal of Oedipus a1 the National Theatre
| ‘had this whele young company and there was also |rens
Worth and there was John Gielgud. That was the 603, when
| had alreatly started with the Theatre of Cruaity and | think
1 was after Marat/Sade, so doing exercises was already a
waay of life. And the yeung company were thrilled at the idea
af doing all these difficult physical exercises to start 'wath,
and thera was Jahn sitting down and | hadn't spoken about
n ar wamed mim, | saig, "Now well do an exercisa™. Thean
everyons came and fried something difficult, saying a line
and doing something alse and doing a leap or 8 somersault
at the same time or some physical thing aleng with ft, and
orig after anather they all came {hrough excapt John. It was
a crucial moment because you could feel the whole compa-
ny walnng tensely. They knew that Oliver wouldn't have
[ined 0, Hea would have thought “this 5 ndiculous non-
sense’, becausa Oliviar in that way was sovary old schoal in
rehearsal, although he was new school as a performer. dnd
there was John, this ancient traditionalist - though in human
terms, completely different - sifting there To everyone's
amazement he got up-and threw himsall into the exercise,
and what was so marvellous, with sueh humility did nothing
o disguise the fact that with & stiff embarrassed body he
couldn't do it at all. But he wasn't ashamed of showing this
He was just admiring il the young people, seeing them do
things that he couldn’t do. And they were saaing this icon,
this realacon trying his best to anter inta their thing. In an
nstant, a real desp tesling of mutual respect began to flow
betwean him and all these rough, young long-haired actors
fram & different genaration

FW; What a lovely stary to end on. Thank you vary much.




