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Negotiating Creativity: an analytical framework for the study of group theatre-making

processes

Abstract

This thesis serves two functions. Firstly, it proposes a framework for the analysis of theatre-
making processes. Such a framework is a necessary prerequisite for further developing the
“articulation of process.”1 currently occupying drama scholarship, especially in relation to
forms of practice that cannot be readily accessed through the semiotic model proposed by
Patrice Pavis.” The second function is to offer a partial survey of post-war British devised
theatre practice, an important subject that has yet to receive much serious analysis. Using
the analytical framework, this thesis begins to map out this “sprawling, fragmentary“3 and

relatively uncharted territory and prepares the ground for further critical works.

Part | of the thesis reviews the current knowledge on devising practice then introduces the
analytical framework. Part Il identifies seven models of devising process that relate to
specific traditions and areas of post-war British practice. The case-studies of Part lil provide

detailed analysis of leading devising companies that serves to illustrate selected models of

devising.

This thesis Is not intended as a practical guide for devisors: it is primarily a tool for
scholarship. In its focus on the processual and interpersonal nature of devising, the
framework allows us to take account of the transactional nature of theatre-making, conceived
here as a system of creative negotiation. Thus, the thesis not only begins to map out an
important field of practice but also proposes a framework for analysis that will have

application beyond the scope of this research.

' Gabriella Giannachi and Mary Luckhurst (eds.); On Directing: Interviews with Directors,
London: Faber and Faber 1999 p. xv

* ‘From Page to Stage, A Difficult Birth’ in Patrice Pavis; Theatre at the Crossroads of
Culture, London & New York: Routledge 1992 p. 24-25

> Alison Oddey; Devising Theatre: A Practical and Theoretical Handbook, London: Routledge
1996 p. vii
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CHAPTER ONE

Introduction

This thesis serves two functions: it proposes a framework for the analysis of group theatre-
making processes and—utilising this framework—it offers an examination of the commercial
sector of British devised theatre practice. The analytical framework, which is developed in
Chapter Two, provides a set of concepts and terminologies that facilitate examination and
discussion of the interpersonal and transactional aspects of theatre-making. Part |l of this
thesis uses these concepts to identify seven models of devising practice that are
distinguished according to criteria and variables highlighted by the analytical framework and
that each pertain to particular strands of devising practice. These are: the Collective model
that emerged from political theatre of the 1960s and 70s, the Devising Playwright which grew
from developments in new writing from the 1950s, the Participatory model in applied theatre
and drama practices, the Ensemble in physical and visual theatre of a primarily European
tradition, the System model of performance and live art, the Network model in design- and
technology-led theatre making and the Double-Act model in the emerging area of physical
comedy. Part It consists of three case-studies, that is, detailed accounts and analyses of
creative projects by three established devising companies: the David Glass Ensemble,

Forced Entertainment and Gary Stevens.

Of course, the two main components of the thesis are interrelated: the survey of British
devising tests the analytical framework’s ability to delineate methodologies according to their
model of process and the interpersonal dynamics of their representative companies. Not only
are the two components interrelated, they were developed reciprocally. The framework was
both determined and continually tested by the research into devising practice while, at the
same time, the studies and observations of devising practice were strongly focused by the

developing framework.



It is important to state here that this thesis is not intended as a practical guide for devisors.
Although the examples of practice that follow may be of value to practitioners, what is on
offer is primarily a framework for the analysis of the theatre-making process: a tool for
scholarship rather than practice. As will be demonstrated in the examination of devising
practice that occupies the majority of this research, the framework is designed to enable the
scholar to both formulate accounts of individual processes drawn from direct observation and
to identify more general models of theatre-making across a range of practices. it provides a
set of concepts and a vocabulary that allow us to describe key aspects of theatre-making.
While the analytical framework might have been built out of a study of any form of group
theatre-making, devising seemed a particularly pertinent body of practice because of the
diversity of methodologies it encompasses and because of the tendency of its practitioners
to avoid established techniques. A framework that is sufficiently robust and flexible to be

useful in the study of devising promises to have application beyond this particular field.

There are other reasons for choosing this area of practice. Devising Is a subject that is
important historically and in terms of current practice but has yet to receive much In the way
of serious analysis. It is an important area of practice In part because it Is the chosen
methodology of well-known international practitioners and companies such as Robert
Wilson‘*, Robert Lepage, Peter Brook, Lev Dodin and the Théatre du Solell, with UK-based
companies Forced Entertainment and Theéatre de Complicite gaining increasing recognition
on this scale. Through these figures, devising has become associated with successtul,
innovative and avant-garde theatre practice. Devising is also a key methodology in applied
theatre and drama practices that include the work of such pioneers as Augusto Boal and
Eugenio Barba and the development of Theatre-in-Equcation (TIE) in the UK. As a tool for
personal, social and cultural development, devising Is intrinsic to an area of practice that is

seen to reaffirm the value of drama at a time when theatre is suffering a crisis of worth.” Yet

* Details on all of the devising practitioners and companies mentioned in this thesis are
Erovided in Appendix One.

This view is promoted by the titles of some recent publications, such as Vera Gottlieb and
Colin Chambers (eds.); Theatre in a Cool Climate, London: Amber Lane Press 1999 and
Michael Kustow; Theatre@Risk, London: Methuen 2000. This sense that theatre is "at risk”
is perhaps contestable given that this is a period in which funding for the arts, and theatre
specifically, has increased.



despite the prevalence and prominence of devising on both the international and domestic
scale, there has only been one major study dedicated to the topic: Alison Oddey’s Devising
Theatre® defined the field and predicted that devising would continue to play a significant role
for the current generation of theatre-makers. This research develops Oddey’s objective of
‘laying down the foundations” of the field.” Even ten years on from the original publication of
her book in 1994, there is still considerable groundwork to be done in surveying a subject
that Oddey describes as “sprawling, fragmentary” before we can truly begin to answer her
demand for “more critically analytical works” to address the subject.® For this reason, this
thesis confines itself to mapping out an area of this uncharted territory—defining its borders
and visiting the major areas and sites—and to establishing an analytical methodology with

which to do this.

Let us begin this study with my definition of devising:

Devising is a method of making theatre in which the starting point is not a

conventional script.

There are three important implications raised by this definition. Firstly, devising is defined as
‘everything-but’ script-led theatre-making. What | have called ‘a conventional script’ Is an
important creative tool that puts in a particular and standardised written form (dialogue, stage
directions, division of acts, scenes and so forth) the intended or imagined play-to-be.
Because of the particularity of the script format, script-led creative processes tend towards
standardised models of process. These script-led models of process (which include revivals
of previously-produced plays as well as productions of new writing) are the predominant way

of making theatre in this country: they are inscribed into the productions practices of its major

° Alison Oddey; Devising Theatre: A Practical and Theoretical Handbook, London: Routledge
1996

"Ibid. p. 2

° Ibid. p. xil



theatre venues and to some degree they characterise the British theatre, which is historically

defined by its playwrights.”

Devising is defined here in contra-distinction to this existing creative methodology: it i1s not
script-led. Thus, devising accounts for a broad range of practices that include, but are not
confined to, those that sit outside of the dominant theatre culture that uses the conventional
script. To this extent, my definition of devising follows Oddey’s characterisation of it as

“aclectic” '’

A consequence of devising’s eclectic nature is that the potential scope of my research
becomes vast, encompassing a number of contexts, traditions and periods. The first step in
dealing with the potentially huge range of practices that this research might encompass was
to confine my study to the context of Britain, and England in particular. This was, at first, a
decision based on practicality. Having worked in England (mainly London) | had prior
understanding of its theatre context and the forces that determine its cultural climate,
together with some personal contact with companies that might be approached as case-
studies or illustrative examples. The focus on Britain is also strategically expedient, without
limiting the value of the research: a close study of devising in Britain can provide a model for
the study of the form in other contexts. Without compromising its value as a model for
culturally specific devising elsewhere, Britain also affords an interesting, and in some ways
unique, context. As a post-colonial country that has been particularly open to waves of
immigraticn, it has a complex cultural history. Many of the major devising companies—this
thesis’ three case-studies included—owe aspects of their approach, aesthetics and
methodologies to influences outside of the UK (though it is interesting that these influences
come mainly from France and the United States of America rather than the other

communities that make up Britain’s rich cultural heritage). In addition, a study of devising in

° See, for example, anthologies of modern British drama, such as Graham Whybrow's
Modern Drama: Plays of the '80s and '90s, London: Methuen 2001. The statement that the
script-led model of theatre-making is the dominant one may be a generalisation, but it is
justified by the observation that new writing and revivals of scripted plays form the
predominant output of Britain's subsidised producing theatres. | hope not to suggest,
however that script-led theatre is per se ‘conventional’ in the sense that it makes no formal
or aesthetic innovation.

' Oddey op. cit. p. 2



Britain is often a study of innovative practice and of work that sits uneasily with our
oredominantly ‘literary’ culture (this is particularly true in its earliest history; | will suggest that
there has been a standardisation of devising in recent years). The success of the British
devising companies and practitioners such as those mentioned above seems to have come
in spite of a cultural, and in many ways, a political and socio-economic climate that 1s not
generally conducive to their survival.!’ This becomes evident if we compare the relative

status of devising and script-led theatre in Britain with that of France.

In their important survey of French theatre, David Bradby and Annie Sparks describe a ‘qulf
separating the French theatre tradition from that of Britain and North America”'. While the
English-speaking countries value the playwright and conventions such as the dialogue-led,

realist mode (what is referred to here as the ‘literary tradition’), France enjoys a "vigorous
experimental or reforming strain” rooted in what the authors call "theatricality”. This ‘strain’ is
attributed to the popularity of the Absurdist drama in France as well as to the political ana
ideological changes of 1968"° and is associated with “la création collective” (the nearest
equivalent to the English term ‘devising’'*) of Ariane Mnouchkine and of other directors of
international reputation. This “Theatrical Tradition”, suggest Bradby and Sparks, was until
recently more important historically and culturally than that of what we might call new
writing": its companies are better funded than they are in the United Kingdom, audiences are
more open to the style of theatre they produce and its practitioners, particularly the directors,

are valued and respected. Thus, while both France and Britain make the same distinction

" All of these points may also be true of the whole of the United Kingdom, but the limits of
my research do not qualify me to speak of Welsh, Scottish and Northern Irish theatre in any
detail. When speaking generally, | will refer to the cultural, socio-economic and political
contexts of Britain: this is justified by my reading of surveys of the British context. It should
not be forgotten, however, that the theatre companies and practitioners discussed in this
thesis, including those that constitute its three case-studies, are all based in England.

"> David Bradby and Annie Sparks; Mise en Scéne: French Theatre Now. London: Methuen
1997. p xxlli

" Ibid. p. 11

" In a private discussion about this research, Patrice Pavis also suggested that this term
was the most appropriate translation of the English ‘devising’ (interview following the
Internationalism and the Paris Stage Conference facilitated by the Institute of Romance
Studies, University of London in association with Gresham College at Senate House, the
University of London, 14 — 16 October 1999). While a phrase that translates literally as
“collective creation” and that is so specific to the cultural shifts of 1968 seems to me unsuited
to the rather autocratic director-led creative approaches of Mnouchkine and others, there
seems to be no commonly-used alternative.

10



between script-led and devised theatre, the difference in Britain is that the latter tradition is
generally devalued: there is the classical repertoire, plays by new writers and then ‘the rest’.
One effect of Britain's perception that experimental theatre is more respected in France than
in Britain is that many aspiring devising practitioners go to France to study (the Lecoq school
in Paris is an important destination). While some follow Peter Brook's example by taking up
residence in France, most return, bringing with them not only their newly acquired skills and
aesthetic preferences, but also an awareness of the different attitude to experimental theatre

in France and the UK.

A second important point about my definition of devising is that it describes a theatre-making
method rather than a genre (as in ‘devised theatre’). This follows from the first point raised
above: there is no single ‘devised theatre’ form; rather, devising threads through many of the
major forms, genres and traditions that constitute the British theatre landscape. It Is a key
methodology in forms of drama practice that do not necessarily culminate in a public
performance such as some Drama-in-Education, Theatre-in-Education and community
theatre'>. While in Britain as in France, devising tends to be associated with more ‘theatrical
styles (abstract, expressionistic, image- and movement-based rather than character- and
dialogue-driven realist modes) the starting point of this research is that these may be cultural
associations. Some devisors or devising traditions may cultivate particular aesthetic

preferences, but these are not necessarily intrinsic or definitive of devising.

Moreover, looking at devising rather than devised theatre means that research on the
subject of devising must entail an examination of process. This raises some methodological
issues. Speaking at a conference on performing arts processes, Professor Susan Melrose
asked, “how do you show process: how do you word process?” She expressed the view that

“something very elusive, something vague” makes it almost impossible to describe creative

"> These fall outside of the scope of my research which has its focus of the creation of
theatrical works for public performance (what | refer to as ‘theatre-making’ rather than 'drama
practice’). |

11



practice.'® Melrose’s point was that a study of process forces the researcher to deal with
areas of subjective experience—a point to which | will return later in this chapter. A more
pressing irnpediment to the study of process is the scarcity of data on process: practitioner
accounts of process are limited and in many ways unreliable, access to the rehearsal rooms
of established companies is difficult to achieve and, most importantly, there are few existing
analytical methodologies or frameworks for its study. Without misrepresenting the
methodological issues, this thesis will demonstrate that research into process is possible
and, once issues of access are resolved and mystifying assumptions abandoned, relatively

straightforward.

The final point to note is that in making so simple a definition of devising, this research takes
a deliberate step away from the descriptions of devising that Oddey offers in the introduction
to her book. Oddey emphasises what will be termed the ‘organic’ aspects of devising: the
“freedom of possibilities” that she believes devising affords in terms of the creative stimuli
and tools that may be used and the value it places on “intuition, spontaneity and on the
accumulation of ideas”.'” Oddey emphasises the point that devising consists of “a group of
people working in collaboration”'® and that it is “fundamentally determined by group

dynamics and interaction”'”

—that it is a ‘collaborative’ practice. Moreover, she stresses the
ability of the devising process to support the personal, social and cultural development of its
participants and their community: what | will refer to in shorthand as its process-oriented
aspect. For Oddey, devising “is about the fragmentary experience of understanding
ourselves, our culture, and the world we inhabit”.*° While Oddey’'s emphasis on these
aspects of devising might have been appropriate at the time of writing and for her readership

of further and higher education students, my sense is that such characterisations of devising

are, at best, limited to certain areas of devising practice and, at worst. risk romanticising the

'® Professor Susan Melrose speaking at an Open Platform discussion at Nightwalking.
Navigating the Unknown, a conference presented by the Centre for Research into Creation
in the Performing Arts (ResCen) in partnership with the National Endowment for Science,
Technology and the Arts (NESTA), at the South Bank Centre, London and Greenwich Dance
Agency, London, 17-19 September 2002.

""Oddey op. cit. p. 2

" Ibid. p. 2

" Ibid. p. 3

“Ibid. p. 2
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practice to such an extent that we fail to see it for what it is. By offering such a basic
definition of devising, this research seeks to separate the qualities that have been
automatically associated with devising—the organic, collaborative and process-oriented
aspects—so that we can examine the full range of devising practices more objectively. It
becomes obvious if we consider that the wide range of practices that devising encompasses
means that it cannot be all these things all the time. While some examples of devising may
be organic, collaborative or process-oriented, other cases may display none of these

characteristics.

Oddey makes the following statement concerning devising’s eclecticism:

What identifies and defines devised theatre as a separate form worthy of

consideration is the uniqueness of process and product for every group

concerned ... %

It Is at this point that this thesis’ position most clearly separates from that of Oddey. While in
the mid-1990s there may have been some justification for Oddey’s belief that “every
professional company or group works in a unique way”%*, this research will demonstrate that
It IS now possible to identify a number of established models of devising that represent, to
some degree, standardised practices.”” In order to support this assertion, this thesis will
outline the characteristics of seven models of devising and trace their origins and
development through their respective contexts. One outcome of this is that, in charting these
models’ origins, this research also builds towards a history of devising (or more accurately, a
set of histories) in post-war Britain. What is offered here is by no means the comprehensive
history of devising that is evidently lacking in the literature. However, it will cover more

ground than either the cursory investigation that Oddey makes of devising’s origins or the

" Ibid. p. 2

°“Ibid. p. 2

> | am aware that the very idea of ‘standardised’ devising practice is contentious given that
important traditions of devising were born from an iconoclastic desire to break with
established ways of working. This is a theme | will return to in the conclusion of this thesis. In
the meanwhitle, | ask that the reader allow Part |l of this thesis to illustrate that what is meant
here by ‘standardised’ practice does not necessarily disaliow such methodological
Innovation.

13



partial histories that relate to particular areas of devising practice, such as the rich and

detailed history of physical theatre presented in Dymphna Callery’'s Through the Body.“*

Underlying the existing histories of devising are three versions of its origins: that it is born of
the alternative theatre movement, that it is an ancient form pre-existing the emergence of
script-led theatre practice and that it emerges from the twentieth-century ‘rise of the director’.
The first of these is most common and is exemplified by Oddey, who places British
devising’s origins within the “birth of new forms or styles of theatre” in the mid-to-late 1960s°"
as a reaction to script-led ‘bourgeois’ theatre. She identifies as its three tendencies of the
period: the desire for collective structures; devising’s distinction from “the production
hierarchy of a text-based theatre”*®; and developments in actor training (including the
establishment of degree courses) that she believes have “produced actors who wish to
engage intellectually in the discussion of work or practically in the creative process of making

a performance”™’

to a greater extent than they would in script-led practice. The validity of this
version of devising’s origins is reinforced by that fact that the earliest published uses of the
term ‘devised’ come from the literature, published in the 1980s, on the alternative theatre
movement: Micheline Wandor's chapter in Sandy Craig’s Dreams and Deconstructions®”
uses it to describe the Women'’s Street Theatre Group's The Equal Pay Show and Steve
Gooch defines it as a theatre-making process that has “the script as outcome rather than
starting point”.”” While there are references to and descriptions of theatre-making practices
that are devising in everything but name dating at least as far back as Arnold P. Hinchcliffe's

account of “producer’s theatre” in British Theatre 1950/70° and Ronald Hayman'’s

descriptions of Joan Littlewood and Peter Brook in British Theatre since 1955 >1 we will see

** Dymphna Callery; Through the Body: A Practical Guide to Physical Theatre, London &
New York: Nick Hern and Routledge 2001

*> Oddey op. cit. p. 4

“° Ibid. p. 9

" Ibid. p. 10-11

*® Micheline Wandor; ‘The Personal is Political: Feminism and the Theatre’ in Craig 1980 op.
Cit.

® Gooch op. cit. p. 51

°® Arnold P. Hichcliffe; British Theatre 1950/70, Oxford: Basil Blackwell 1974

*" Ronald Hayman: British Theatre since 1955 A Reassessment, Oxford: Oxford University
Press 1976

14



that previous to the 1980s both scholars and practitioners resorted to rather clumsy

descriptions of their processes before the coining of the term ‘devising'.

While the generally accepted version of devising’s origins is that it emerges from the
alternative theatre movement, some writers tend to see devising as a form that pre-exists the
literary culture that defines twentieth-century Western theatre. For example, Clive Barker's
foreword to Tina Bicat and Chris Baldwin’s Collaborative and Devised Theatre> suggests
that:
In a sense, devised theatre has always been there, and we could more easily try to
establish at what point the producer took on the power of executive, the playwright

rose to eminence as proprietary rights were established in the text ....™

Jonathan Neelands and Warwick Dobson's Drama and Theatre Studies at AS/A level*
shares Barker’s longer historical view, listing Greek and Roman satyr plays, pantomime anad

Commedia Dell'Arte as forms that “were devised by the performers”.*

To these authors,
devising is a sort of oral (or perhaps somatic) tradition, one that is associated with popular
forms (particularly Commedia). The third version of devising’'s development can be traced
through the canon of twentieth-century European and American directors and practitioners:

Antonin Artaud, Eugenio Barba, Augusto Boal, Jacques Copeau, Jerzy Grotowski, Robert

Lepage, Vsevolod Meyerhold, Robert Wilson and others™ who represent the ‘rise of the

*2 Tina Bicat and Chris Baldwin (eds.): Devised and Collaborative Theatre: A Practical
Guide, Wiltshire: The Crowood Press 2002

> |bid. p. 6

4 Jonathan Neelands and Warwick Dobson:; Drama and Theatre Studies at AS/A Leve/
London: Hodder and Stoughton 2000

3° |bid. p.165. The brief history also includes a number of European and American laboratory
theatre ensembles as key influences and focuses on Joint Stock and Mike Leigh. Although in
many ways a partial history, this has an advantage over Oddey's in that it recognises distinct
traditions and models of devising.

*® This list is derived from survey-style volumes including Michael Huxley and Noel Witts
(eds.); Twentieth Century Performance Reader, London & New York: Routledge 2002,
Rebecca Schneider and Gabrielle Cody (eds.); Re:Direction: A Theoretical and Practical
Guide London & New York: Routledge/TDR 2002, Alison Hodge (ed.); Twentieth Century
Actor Training, London & New York: Routledge 2002, and Jane Milling and Graham Ley
(eds.); Modern Theories of Performance: From Stanislavski to Boal, Hampshire and New
York: Palgrave 2001.
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director’.®” In this history—which has yet to be framed as such—devising is an avant-garde

practice distinguished by its innovative nature: its ability to forge new forms of theatre.

In all these histories, devising is defined in relation to cultural shifts in the status of various
practitioners’ roles: the emancipation of the actor from the interpretive role she is seen to
play in script-led practice (Callery uses the term “"actor-as-creator’, which she distinguishes

from “actor as interpreter”®)

. collective practices that exemplify a reaction against the
hierarchy of the director™ or, paradoxically, as the reconstitution of the director as a creative
artist free from the constraints of a pre-established script. These historical fluxes in the

conception of practitioner roles echo this research’s focus on the ‘interpersonal dynamics’ of

devising.

This thesis leans towards the third version of the history of devising in Britain: it rejects
Barker’s longer historical view and confines itself to the twentieth century. Not taking
Barker's view is partly a practical decision: a study of devising as the original form of theatre-
making would not only be a vast undertaking but would also become an exercise In historical
research. The effect of locating devising In the twentieth century is to characterise it as an
alternative practice to the dominant modes of theatre-making in that century, as appropriate
given the definition of devising set out above. At the same time, the version of devising’s
history offered here predates Oddey’s. While it Is important to recognise the proliferation of
experimental practices that emerged during the alternative theatre movement (classically
defined as beginning in 196840), we also need to acknowledge that important devised work

occurred before that date: for example, Joan Littlewood and The Theatre Workshop's Oh!

*" See, for example, Peter Brook’s foreword to Gabriella Giannachi and Mary Luckhurst
(eds.); On Directing: Interviews with Directors, London: Faber and Faber 1999 pp. ix—xvi.
However, it would be problematic to suggest that there Is a single line of development uniting
these practitioners.

> Callery op. cit. p. 5

*¥ Barker suggests that, “It would not be stretching things too far to see this process i.e.
Devising as attempting to supplant oligarchic or even dictatonal control by a more
democratic way of working". Bicat & Baldwin op. cit. p. ©

* See, for example, Catherine Itzen; Stages of the Revolution: Political Theatre in Britain
since 1968, London: Eyre Methuen 1980 and Peter Ansorge; Disrupting the Spectacle: Five
Years of Experimental and Fringe Theatre in Britain, London: Pitman 1975

16



What a Lovely War’" and Peter Brook’s US¥ represent examples of devised work that

occurred in a relatively ‘mainstream’ context.

While restricting devising to the twentieth century and the post-war period in the main, this
thesis also includes a range of contexts (for example, physical, dance and director's theatre,
new writing and live art), each of which is traced through a lineage of influential and
representative companies and discussed in relation to the particular model of devising
practice to which it pertains. As stated earlier, Part |l of this thesis will distinguish three main
models of devising in operation in the today: the Participatory model (relating to applied
theatre practices), the Ensemble mode! (physical, visual, dance and director's theatre) and
the System model (performance and live art). A further two models that are historically
important though less commonly used now (the Collective in politically-motivated devising of
the alternative theatre movement and the Devising Playwright model in hew writing) and two
emerging models (the Double Act in physical comedy and the Network model in design- and
technology-led theatre) will also be outlined. Each of these models is characterised by a
distinct culture, organisational structure and working process. According to this thesis, the
majority of today’s professional devising companies will fall predominantly into one of these

models of devising, though they may take on aspects of other models.

Part Il examines three examples of devising processes by established commercial devising
companies and practitioners, which represent the Ensemble model and two versions of the
System model of devising. Some background to each of the case-study companies positions
them in relation to the history of devising sketched out in Part Il. The accounts of their
processes will describe in more detail how the models operate in particular cases and will
analyse key aspects of what will be identified in this research as their interpersonal

dynamic"+3 and their process.* Looking at individual cases also reintroduces some of the

*" Theatre Royal, Stratford, London, 19 March 1963

*> Aldwych Theatre, London, Theatre of Cruelty Season, October 1964

* This aspect was originally to be termed ‘politics’, which more accurately captures the
sense of toth formal and informal structures, but that also conjures misleading notions of
party politics.

17



complexity and individual variation that is necessarily omitted in Part li, where a panoramic

view across decades and a wide range of practices requires me to work in broad

brushstrokes.

In summary, this thesis aims to contribute the following original pieces of research to an

underrepresented fiela of study:

e A framework for the study of the mechanisms of theatre-making. Its focus on
interpersonal dynamic and process model makes it particularly suited to the study of
devising practice (Part |).

e Some important models of devising in terms of the lineage and contexts in which
they operate (Part |l).

e A history of British devising across a broad range of practice. In outlining the models
above, Part ll of this thesis will collate the data required for this history.

e An original and exclusive documentation of the creative work of leading devising

companies. This will take the form of three case-studies (Part l]).

“* This term will be used to refer to a specific phased series of activities that will be outlined
in the following chapter as a generic model of devising. When referring to a particular
creative process, the terms ‘rehearsal’ and ‘creative process’ will be used interchangeably.
This may be deemed problematic because the term ‘rehearsal’ is also used to refer to a
particular phase of the model of devising process outlined in Chapter Two. However, it
seems less clumsy to use the terms ‘process’ and ‘rehearsal’ both as precise and general
terms than to proliferate the total number of terms used.

18



Background

That devising is a significant methodology among professional companies is borne out by an
examination of The British Council's Theatre Directory.” The Directory (which acts as a
showcase of British companies whose work is considered suitably consistent and interesting
for touring abroad) reveals that between 39 and 59*° of 90 small-scale touring companies
and between 9 and 11 of 25 middle-scale companies devise most of their work.”” These
figures not only indicate that devising is associated with work of sufficient quality and distinct
style as to merit listing in the Directory, they also confirm that it is a successful and reliable
methodology. Drawing on Jen Harvie's analysis of the British Council’'s ‘British Theatre’
promotional video (which features the same companies as the Directory)48, the editors of The
Contemporary Theatre Review’s special issue on Contemporary British Theatre® make the
point that new approaches to theatre-making, including collaborative and interdisciplinary

devising, are pbeginning to overtake the classical revival as Britain's major cultural export:

While the history of British theatre has been constructed as the development of
powerful individual authorial voices, the past ten years have seen a range of
companies, artists and organisations probing more interdisciplinary approaches to

theatre-making.>

* The British Council: The Theatre Directory; originally accessed on
www.britishcouncil.org/arts/theatredance/theatreindex.html (visited 04/06/03). The directory is
now available at www.britishcouncil.org/arts-performance-in-profile.htm (visited 04/07/05).

*® These figures are given as a range to account for varying definitions of devising—the
larger figures include street theatre, puppetry and companies working with digital technology.
These are methodologies that some might not regard as devising.

*" Devising in not the predominant methodology in the 25 building-based companies listed—
In fact, only two of these devise. This reinforces the statement made earlier in this chapter to
the effect that script-led practices are the mainstay of theatre institutions.

8 Jen Harvie ‘Nationalizing the Creative Industries’ in David Bradby and Maria Delgado
(eds.); Contemporary Theatre Review special issue on Contemporary British Theatre:
Playwrights, Politics, Performance, Vol. 13, Issue 1, February 2003 pp. 11-32

“° David Bradby and Maria Delgado (eds.); Contemporary Theatre Review Special Issue on
Contemporary British Theatre: Playwrights, Politics, Performance, Vol. 13, Issue 1, February
2003

*® David Bradby and Maria Delgado ‘Editorial’ in ibid. p. 2
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The same view was taken a number of years earlier by Andy Lavender in his contribution to

Vera Gottlieb and Colin Chambers’ millennial Theatre in a Cool Climate™' (a publication that

defined itself as “an informal snapshot of contemporary theatre”).> Here, Lavender listed as

one of three “major explorations in British theatre in the 1990s” “an evolution in the nature of

‘writing’ for the theatre” and cited a number of British companies that “favour methods of

devising” and that were breaking into the mainstream.” This same scenario is painted in an

even earlier survey of British theatre: Theodore Shank's edited volume entitied
Contemporary British Theatre.” Shank’s introduction describes the importance of “those

[companies] which emphasise visual imagery and those in which the principle means of

expression is physical movement’. People Show, Hesitate and Demonstrate, Lumiere & Son

and Welfare State International are given as examples of the former and DV8 as an example

of the latter.>> Tim Etchells’ contribution to the same volume discusses the work of DV8 and

other “fine art performance, experimental theatre and new dance” practitioners of the 1980s

and 1990s—Impact, Gloria, Station House Opera, Gary Stevens, and his own company,
Forced Entertainment.”® Together, Shank, Etchells and Lavender sketch a continual
‘mainstreaming’ since the 1960s of physical theatre and of live art, and with these, the
increasing recognition of devising as a successful practice. This trend is also noted by
Michael Huxley and Noel Witts, who suggest that this movement from the margins to the

centre of an expanded range of “performance possibilities”, including that of “'physically’

based performance” and site-specific performance57 IS occurring on the international scale.

Further confirmation of the popularity of devising in England can be drawn from the Arts

Council's Spending Plan 2003-2006, which lists companies in receipt of Arts Council

" Andy Lavender; ‘Turns and Transformations’ p. 180 in Gottlieb and Chambers op. cit.
*2 Gottlieb and Chambers op. cit. p. 9
>3 Andy Lavender op. cit. p. 180
2: Theodore Shank: Contemporary British Theatre, London: Macmillan 1996 p. 8

Ibid. pp. 9-11
% Tim Etchells ‘Diverse Assembly: Some Trends in Recent Performance’ in Shank ibid.
*" Michael Huxley and Noel Witts (eds.); The Twentieth-Century Performance Reader
London & New York: Routledge 2002 p. 2
*8 Arts Council Spending Plan 2003-2006 downloaded from the Arts Council website
(www.artscouncil.org.uk, visited 04/06/03). As this is no longer available, a copy of the
document can be provided on request. The latest version, Spending Plan 2006/2007 and
2007/2008 is available on www.artscouncil.org.uk/downloads/regular_funding.doc (visited
04/07/05).
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subsidy. As there is fierce competition for Arts Council grants, it is sate to assume that those
companies in receipt of project grants—and especially of core-funding—have been deemed
professional in their organisation and successful, or at least promising, in their work.” The
Spending Plan indicates that the Arts Council is regularly funding as many independent
devising as script-led companies. The Spending Plan is also a useful measure of the
prevalence of devising in applied theatre and drama contexts such as TIE and community
theatre. Of the 60 or so devising companies included in the Spending Plan, approximately

one third are dedicated to such work.

Even this cursory analysis of the documents leads us to begin distinguishing different fields
of devising practice. The British Council document makes it apparent that devising is an
important method of making innovative, avant-garde theatre (an area of practice that |
shorthand as ‘commercial’ theatre), utilising methodologies that are termed here as product-
oriented devising. The Arts Council document indicates that it is also an important practice
in applied theatre and drama contexts, such as TIE and community drama, where it Is used
as a tool for personal, social and cultural development (the process-oriented aspects of
devising). The feature that distinguishes applied theatre and drama from what | have called
‘commercial’ theatre is what Helen Nicholson defines as “its intentionality—specifically an
aspiration to use drama to improve the lives of individuals and create better societies™”,
commonly manifested in the use of methodologies favouring “involvement, participation and
eng:;agement”e'1 and its primary existence “outside conventional mainstream theatre
institutions”®*. The term ‘commercial’ is not a totally satisfactory designation for practices
other than applied theatre: it has connotations of profit-driven enterprise which are, in reality,
often far from the devising practitioner’'s mind. In fact, most devising practice in Britain

requires external funding and charitable status in order to survive. However, it is befter than

alternatives such as ‘professional’ (which fails to recognise the professionalism of applied

>® Of course, the Arts Council often has agendas to develop certain areas of practice and
some may argue that it reveals tacit preferences and biases in relation to particular genres or
even companies.

50 Helen Nicholson: Applied Drama — The Gift of Theatre, Hampshire & New York: Palgrave
2005 p.3

°!ibid p.8

°% ibid p.2
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theatre), ‘pure’ (because this has connotations of superiority over applied practice) or

‘mainstream’ (which is simply inaccurate).

There is, of course, "a reluctance”, particularly among applied theatre practitioners, "to make
a neat separation between process and performance-based work”””: all forms of drama and
theatre practice involve process and all “rely on artistic engagement for their power ana
effectiveness”™. The distinction between product- and process-oriented models of devising
is, nevertheless, a useful tool for broadly categorising the range and seeming diversity of
devising practices touched on in this research. However, the fact that devising encompasses
these different orientations has led to some confusion in the literature and among
practitioners. This confusion might be traced to the historic importance of process-oriented
devising in the school context since the 1950s. Educators such as Brian Way, Peter Slade,
Gavin Bolton and Dorothy Heathcote®™ pioneered models of drama designed for schools on

the principle of “conscious employment of the elements of drama to educate”.®

At the same
time, TIE programmes, such as those developed at the Bolton Octagon and the Belgrade
Theatre in Coventry in the early 1960s°’, were becoming more commonplace across the
country. Devising in TIE and Drama in Education (DIE) tends to be child-centred and
process-oriented (in some cases, particularly with younger participants, there is no formal
performance). Many of today’s practitioners first encountered drama, and devising In
particular, in the form of a TIE programme® or in pedagogic practices that placed it “at the

centre of the curriculum”.®® The important development of devising in schools has thus left us

with several generations of theatre practitioners who are at least as likely to devise as they

*° ibid p.5

** ibid p.6

5 See Tony Jackson (ed.): Learning Through Theatre: New Perspectives on Theatre in
Education, London & New York: Routledge 1993, and John O'Toole; Theatre in Education:
New Objectives for Theatre — New Techniques in Education, London: Hodder and Stoughton
1976 for accounts of these practitioners’ contributions to the field of educational drama.

°° Betty Jane Wagner; Dorothy Heathcote: Drama as a Learning Medium, London:
Hutchinson 1979 p. 13

57 See John O’'Toole; The Process of Drama: Negotiating Art and Meaning London & New
York: Routledge 1993 for an account of the development of TIE.

°® In ‘Devising for TIE’, David Pammenter suggests that TIE companies invariably use “self-
devised work either with or without a writer’ so that "the central activity of most teams has
been devising”. Jackson; op. cit. p. 53. However, it should be noted that not all TIE
companies use devising as their principle methodology.

°® Gavin Bolton: Drama as Education: An Argument for Placing Drama at the Centre of the
Curriculum, Essex: Longman 1984
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are to work with other methodoiogies. This accounts for the seminal influence TIE and DIE
have had on commercial devising practice. The basic principles underlying the growth of
devising across the school curriculum continue to chime with current educational aims’®, the
most recent manifestation of which is the promotion of “creative and cultural education”, as
outlined in All Our Futures (the Robinson Report)”, the government’s report into creativity In
education. Although it is now relegated to the drama curriculum, where the ‘devised project’
occupies an important place’?, school-based devising looks set to remain the first drama

experience of future generations of practitioners.

The value of devising as a pedagogic tool and in the school context should in no way be
underestimated: it is, as | have said, one of the most important starting points for the
development of devising in this country. However, my view is that the emphasis currently
placed upon devising’s process-oriented aspects (which may be due to the fact that the
dedicated literature on devising is dominated by publications aimed at the schools market”)
somewhat eclipses objective studies of its nature in the other main field of devising
practice—the commercial context. The confusion lies is the tendency for practitioners ana

scholars to define all devising in terms of the characteristics of pedagogic devising—as a

® The Quality Assurance Agency for Higher Education (QAA) Subject Benchmark Statement
for Academic Standards in Dance, Drama and Performance notes that, “experiential learning
is a key principle of study” and students’ work will “normally reflect the collaborative nature of
their subject” (8.1); The Quality Assurance Agency for Higher Education (QAA); ‘Subject
Benchmark Statement for Academic Standards in Dance, Drama and Performance’ on the
QAA website at: http://www.gaa.ac.uk/academicinfrastructure/benchmark/
honours/dance.pdf. (visited 03/07/05). To Ruth Quinn, drama’s ability to fulfil the stated
demand for experiential learning is surpassed by its ‘value-added’ ability to teach students
the skill of improvisation, which she regards as valuable for personal, social and spiritual
development. She states that, “... the place of drama and the arts within the curricuium
cannot be overstated, as they not only enable our students to learn through ‘doing’ but also if
taught well give young people an opportunity to experience that uncharted, unplanned space
and so develop the skills of improvisation”. Ruth Quinn ‘The Performative Self: Improvisation
for Self and Other’ in New Theatre Quarterly Vol. 73, Part 1, February 2003 pp. 20-21

"" DFEE: All Our Futures: Creativity, Culture and Education, National Advisory Committee on
Creative and Cultural Education 1999

"2 The practical devised project can constitute a substantial proportion of the GCSE Drama
assessment. In the Edexcel syllabus, for example, the practical project (which can be
devised or a scripted play) accounts for 40% of the marks. See Ken Taylor and Jos Leeder;
GCSE Drama for Edexcel, London: Hodder & Stoughton 2001

" Lamden (op. cit.) complements the syllabus-based course books such as Neelands and
Dobson (op. cit.), Sally Mackey and Simon Cooper, Drama and Theatre Studies,
Cheltenham: Nelson Thornes 2000, its companion Sally Mackey (ed.) Practical Theatre: A
Post-16 Approach, Cheltenham: Nelson Thornes 2000, and Andy Kempe’'s GCSE Drama
Coursebook, Cheltenham: Nelson Thornes 2002, all of which contain sections on devising.
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system for teaching-and-learning, self-development and empowerment, aimed at a broad
and predominantly ‘unskilled’ participant group. As stated previously, my position is that not

all devising can be characterised by this process-oriented aspect.

The publication of David Hornbrook’s On the Subject of Drama’ represents a timely
challenge to this somewhat romantic view of school-based drama and of devising in general.
Stephen Daldry’s introduction to this publication expresses impatience with TIE's assumption
that “the aims of education and art are the same”’® and calls for a return to a conception of
drama practice as a craft, as part of a heritage and as a career choice requiring a particular
set of skills. However, it is somewhat short-sighted of Daldry to express his call to reclaim
drama as art rather than education (a methodology rather than a pedagogy) as a return to
script-led practice and a rejection of devising. In doing so, Daldry falls into the trap of failing
to recognise that there are several models of devising, some of which are as much a skills-
based craft as script-led drama and have as long a heritage. Daldry's failure to recognise this
point is perhaps understandable given that even Oddey—a keen defender of devising anad
the key writer on the subject—tends to characterise devising in terms of its supposed

pedagogical aims rather than as a methodology used in the creation of art.

Daldry’s challenge is just one expression of a long-standing animosity between new writing
and devising practitioners. While script-led and devising practices are in many ways
methodologically different, there is a cultural divide between the camps that is often
expressed with surprising hostility. In fact, in his survey of the fringe, Roland Rees
characterises the ‘early days’ of fringe theatre as a split between new writing (exemplified by
Portable) and ‘anti-script’ companies, such as Pip Simmons’, who “improvised their shows

around a theme” and “relied on the inputs of his group of actors to make their shows, under

his direction”.”®

A recent articulation of the new writing side of this split comes from Ella
Wildridge’s contribution to Theatre in a Cool Climate. Like Daldry, Wildridge suggests that

devising is an amateur, and by implication, inferior form of theatre-making:

"* David Hornbrook (ed.); On the Subject of Drama, London & New York: Routledge 1998

’® Stephen Daldry: ‘Foreword’ in ibid. p. X

® Roland Rees: Fringe First: Pioneers of Fringe Theatre on Record, London: Oberon Books
1992 p. 21
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If in spelling out my commitment to the play, the script and the individual playwright, |
seem to be stating the obvious, my defence is that it has become far from obvious in
recent years when ‘devising’ plays, with or without the involvement of a writer, has
become so popular, and words improvised by actors have come to be regarded, by
some, as every bit as good as words put down by a writer as a unified text on a

page.’’

Criticisms of devising are not confined to its perceived amateur status. For example, in his
1975 lecture ‘Playwrights and Play-Writers’, John Arden characterises the work of his
devising contemporaries (particularly devising collectives) as vague, overly abstract and, by

implication, politically ineffectual.

If there is no Playwright, but merely a Director and Actors developing ‘non
verbalised’ images in an ‘integrated’ manner ‘not limited by place and time’, the style
of the presentation is likely to be so abstracted and so dependent upon generalized
emotional responses rather than precise analysis that very few people ... could

possibly be upset.78

Devising practitioners, on the other hand, see their own practice as more democratic,
collaborative and creative than script-led practice. John Ashford expressed the adistinction

between devising and script-led practice in rather contentious terms:

" Ella Wildridge ‘New Plays: We Need Them'’ in Gottlieb and Chambers op. cit. p. 160

’® John Arden ‘Playwrights and Play-Writers’ in John Arden; To Present the Pretence:
Essays on the Theatre and its Public, London: Eyre Methuen 1977 p. 177. In the same
essay, Arden criticises devising companies (specifically those operating a collective model of
devising) for failing to meet their own ideological agenda in terms of their organisational
structure: “... there are many alleged collectives which in fact are delusory. Their work has
the appearance of a communal effort but has really been conceived, controlled and brought
to fruition by one concealed individual ..." (p. 176). As we will see in Chapter Five of this
thesis, this is one criticism that does hit home. it should be noted that Arden had some
experience of participatory drama practices through his Kirbymoorshire project with
Margaretta D'Arcy in 1963. See Baz Kershaw; The Politics of Performance. Radical Theatre
as Cultural Intervention London & New York: Routledge 1992 p. 107
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There is a catholic and a protestant model. The catholic model is ‘there is the word’.
It is interpreted by the Pope—the director—and is made flesh through the actors.
The protestant model is much more to do with individual creativity and the joint

creation of work.”

Ashford associates script-led theatre with iogocentrism—uwith the director as 'Pope’ (the
representative of the Word that comes from some higher source) and with the act of
interpretation by the actors. He goes on to criticise the Catholic model's “singularity of

n 80

meaning”.”" Devising (the Protestant model) is associated with "collective responsibility” and

n81

“ensemble creation”™ ', with democratic structures (no Pope) and perhaps with the notion of a

‘work ethic’.%

There are, of course, some discernible differences between script-led and devising practice
in this country that may in part justify some of these statements. It is true that, in the
commercial sector, the standard system by which theatre venues accept new work for
production is through reading a written script, whether proposed by a director or
‘management’, commissioned by the venue or read as an unsolicited manuscript. The
practical reason for this is obvious: a script can give a fairly accurate measure of the quality
of the proposed production well in advance of any major expenditure. The resulit Is that
devised productions are more likely to be produced in either ‘experimental’ fringe venues
(the Battersea Arts Centre in London has a particularly developed policy for nurturing such
work) or such venues that will accept them on a space-rental system—at least until a
company has established a reputation for reliably creating successful work. This
‘marginalisation’ of devising from established systems makes the issue of funding particularly
acute for devising companies. Excluded from the supporting systems of a producing venue,

devising companies are more reliant on state subsidy or—more often—on self-funding than

® John Ashford interviewed by Roland Rees in Rees op. cit. p. 286

80 A similar analogy is made by Herbert Blau in ‘The Thought of Performance: Value,
Vanishing, Dream and Brain Damage’ in Blooded Thought: Occasions of Theatre,
Performing Arts Journal 1982. See, for example, p. 29

°" Rees op. cit. p. 286

%2 This thesis sides with Rees’ counter-argument that such a distinction is unhelpful and
agrees with Rees’ point that, even in the most democratic processes, “there is a clandestine
author”, usually the participant who initiated the production (Rees op. cit. p. 287).
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script-led counterparts, particularly as devising is less cost-effective in the initial phases of
creating a new play than writing (it requires a group of peopie to meet regularly in a
designated space rather than a single person working at a desk). The fact that devising often
takes place outside of the established systems of funding and production ties in with the
historic association between devising and anti-establishment orientations or excluded
communities. An important manifestation of this is the feminist theatre of the 1970s. As we
will see in Chapter Three, companies such as the Women’s Theatre Group and Monstrous
Regiment saw self-devised work as an emancipation from patriarchal production systems, an
opportunity to forge a methodology more suited to what were perceived as feminine traits
(the ability to work in non-hierarchical structures for example) as well as a means of creating

more relevant representations of women on stage.

Having made the point that there are some historic and some practical distinctions between
devising and script-led practice, it is important to emphasise that these are cultural and not
fundamental or definitive of either form of theatre-making. As we will see in the following
chapter, theatre-making (both devising and script-led) is defined here as a process of
negotiation through which an initial vision is gradually realised, via a series of successive
approximations, into its stage form. Whether this initial vision is formalised as a written script
or emerges from a group’s practical experiments, and whether what eventually appears on
stage was ‘written’ by a playwright or improvised by the performers in rehearsal, is but a
matter of degree. Such characteristics are permutations that will place a particular creative
process at one end or the other of a spectrum that spans processes in which the intendea
outcome (the vision) is more or less pre-established, with more or less tight scores and more
or less collaborative interpersonal dynamics.> A key principle of the analytical framework is
to encourage a focus on the discernible facts of working practice, a principle which may well
have the effect of exposing the assumptions—even prejudices—that we may harbour In
relation to one form of theatre-making or another. Thus, we might begin to see the anti-
devising positions represented by Daldry, Wildridge and Arden as knee-jerk defences of their

own practice. At the same time, the pro-devising camp might be rightly accused of its own

53 Further discussion of what is meant by these variables will take place in Chapter Two.
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set of prejudices and generalisations, both in regard to what they see as “the patriarchal,
hierarchical relationship of playwright and director”® in script-led process, and in the rather
romanticised view of devising as intrinsically collaborative, organic and individually, socially

and culturally beneficial in its process.

The sort of generalised descriptions of devising made by both camps draw attention to an
important blind spot in the dedicated literature: Oddey and her followers fail to recognise that
there is, in fact, more than one model of devising. Daldry’s criticism that school devising Is an
inappropriate preparation for professional (by which he seems to mean script-led) practice,
Wildridge's that its practitioners lack the skills of their script-led counterparts, and Arden’s
that it results in work that is too abstract to be effective, may all be true, but only for some
forms of devising, in certain contexts. Likewise, Oddey and Lamden’s conception of devising
as a tool for self- and social development is most appropriate to devising in applied theatre
and drama—particularly in the education context—and not especially to the models of
devising practiced in the contexts of physical theatre and live art. In mapping out models of

devising, this thesis aims to recognise that the practice encompasses distinct traditions.

Although | have stated that this thesis does not offer a model of theatre-making, it is hoped
that this exercise of mapping out models of devising will be of some use to the student
deviser. Currently, students in search of role models are faced with an overwhelmingly
eclectic field of practice. Oddey’s solution is to encourage them to engage in a critical, self-
reflective ‘pathfinder’ approach, looking to examples of successful practice outside the

schools context for inspiration rather than for emulation:

Reading about the work of professional companies and their approaches to devising
theatre provides a useful comparison of working methods, not to be replicated but

rather to provoke or stimulate further thinking about the ways and means of devising

theatre.85

4 Oddey op. cit. p. 4
*>lbid. p. 155
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There is no doubt some value in holding to this pathfinder approach to devising. For one, it
encourages independent learning and the acquisition of social and other personal skills for

. il = B - 1186
the student deviser. It also encourages a “sharp critical awareness and analysis™ —

a
recognised educational aim. On the other hand, without a clear framework with which to
analyse and assess the work of these example companies as well as their own processes,
student devisors are ultimately condemned to continually re-invent the wheel, overanalyse
their own process and thereby risk stunting their methodological development. Moreover, the
assumption here that each devising company must forge their own creative techniques

rather than becoming skilled in existing practices effectively plays into the hands of those

who consider all devising as an inherently amateur and thereby inferior practice.

The view that devising is an unskilled practice is unfortunately corroborated by the surprising
scarcity of guides on devising. Granted, almost all of the recently published books on
devising are practical guides, but even so, there are considerably fewer of them than there
are practical guides to writing plays. The relative scarcity of published texts on how to devise
may be partly explained by the perception of devising as an eclectic practice and the view—
expressed by Oddey—that there is no single model of how to devise. This presents a
dilemma: how to give guidance that is on the one hand, precise and simple enough to be
practically useful and on the other, general enough to be applicable to the wide variety of
devising contexts. A second reason for the scarcity of texts on devising is perhaps the
perception that it is a practice that requires no specialist teaching. Chris Johnstone, for

example, suggests that drama is a uniquely accessible practice, even to the amateur

participant:

There are no scales to be learned or arpeggios to be practised, we can begin
creating material straight away. Drama’s language is simply the language of social
experience—what it ‘feels like’ to be alive—borrowed and fashioned for other

purposes. So it's easily accessible to those who lack professional arts training.87

*°1bid. p. 102

°’ Chris Johnston: House of Games: Making Theatre from Everyday Life London & New
York: Routledge and Nick Hern 1998 p. 3
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To Boal, who is a key influence on devising in the community and educational contexts, it Is

a matter of policy that “theatrical performance should not be solely the province of

- n B
orofessionals”.®®

Both of these implied assumptions—that devising is too ‘eclectic’ to account and that its
accessible nature negates the necessity for practical or theoretical literature—not only
contribute to a deficit in useful guidelines on how to devise but also restrict the quality of
guidance that existing handbooks provide. Bicat and Balwin's approach of using ‘jobbing’
practitioners to explain their particular role responsibility and craft seems promising as it
represents an attempt to collate the potentially conflicting experiences of different
contributors and implies an ambition to represent a broad range of devising methodologies
and theatrical genres (though, in fact, the contributors’ biographies reveal a very narrow
range of devising practice). The element-specific chapters also suggest an underlying
assumption that devising is a skilled practice. However, the guidance itself is often not
specific to devising and Is rather basic, even patronising. For example, would-be set
designers are advised that, "if certain elements are too big or heavy, the designer must work
out a way of making them more mobile”.®” Such specificity seems all the more gratuitous
when it is offered without questioning the implications, as when stage managers are told to

bring “notebook/pencil/pen/rubber/hole punch/stapler”™

- with no discussion of the
complexities and issues surrounding notation and writing in the devising context, no offer of
alternative methods of notation (such as video, physical memory and so forth), no

guestioning of a creative methodology that aims towards a full prompt-book.

As can be seen from the existing texts, the subject of devising is threaded through with
generalisations and misapprehensions expressed by the leading writers and practitioners
within the field as well as devising's detractors. By distinguishing the different fields, contexts
and models within a major area of devising practice, this thesis will allow the reader to

identify more clearly the characteristics of devising as they pertain to specific rather than

°° Adrian Jackson’s Introduction to the First Edition of Augusto Boal, Games for Actors and
Non-Actors London & New York: Routledge 1992 p. xxil

> Bicat and Baldwin op. cit. p. 43

* Ibid. p. 132
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generalised examples of practice. it will lead, it is hoped, to more accurate assessments of

devising's strengths and weaknesses.

Research Methodology

It is perhaps with good reason that Oddey described devising as a “sprawling, fragmentary”
subject and left the job of untangling its various lineages and practices to others. The task is
beyond the scope of a single doctoral thesis and so, in developing her work, | have chosen
to focus on a particular area of devising—that of commercial practice. This choice of focus
means that there will be no dedicated chapter on the history and practice of pedagogic
devising (drama-in-education or drama training) and that a discussion of devising in the
applied theatre context is confined to a single chapter dealing with forms of community
theatre that might be defined as commercial by dint of their scale. This choice of focus is a
matter of practicality (giving due attention to the full range of devising practice is beyond the
scope of a single thesis) and also a strategic calculation: it quickly became apparent in my
inttial research that while the areas of pedagogic and applied theatre are well documented
and theorised, devising in the commercial sector has yet to be examined with the same
thoroughness. The decision to focus on the commercial sector therefore represents an
attempt to make the most useful contribution to current knowledge. It hardly needs
mentioning that the research does not underestimate the importance of school-based
devising as a central line of development for commercial practice as well as a significant
area of practice in its own right; nor does it seek to devalue the enterprise of theatre

practitioners in the applied theatre context.”

Despite confining its research to the commercial field, the thesis is still ambitious in its scope.
The research covered diverse areas of theatre practice that the dedicated literature on

devising at best just touches upon ana this necessitated an engagement with a large number

" The choice of focus does not mean that this research completely ignores the process-
orientated aspects of devising associated with pedagogic and applied theatre. As previously
stated, the principles that motivated the innovations in pedagogic drama and applied theatre
and drama during the alternative theatre movement continue to underlie current devising
practice in many of its forms. This, in turn, raises interesting issues in terms of both the
process and interpersonal dynamic of today's devising companies.
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and a broad range of publications. The first step was to establish some background
knowledge of practitioners (Including those outside of Britain) who have contributed to the
development of devising in this country: what was earlier referred to as the canon of
practitioners. Edited volumes, such as those of Michael Huxley and Noel Witts*™: Rebecca
Schneider and Gabrielle Cody™: Alison Hodge™: and Jane Milling and Graham Ley™,
allowed me to identify the following practitioners as significant influences: Antonin Artaud,
Eugenio Barba, Augusto Boal, Jacques Copeau, Jerzy Grotowski, Tadeusz Kantor, Robert
Lepage, Vsevolod Meyerhold and Robert Wilson.™ Figures such as these serve to confirm
that there Is a strong ‘theatrical’ tradition in Europe and beyond, one that sits outside of the
literary’ tradition that has come to define British theatre and that there is a body of
practitioners who pioneer and develop theatre-making methodologies that do not necessarily
begin with a conventional script. While it would not be accurate to define all these
practitioners as devisers, they are significant to the development of British devising
traditions, inspiring companies such as those surveyed in Part Il of this thesis either in direct
imitation of their style or practice, or, more generally, by widening British theatre’s awareness
of alternatives to the predominant ‘literary’ mode. We will see, for example, that Artaud’s
theories were significant in establishing a seam of experimental explorations into a more
theatrical’ performance sensibility from the immediate post-war period. This stage of the
research also served to define the place of devising in relation to ‘the rise of the director’ in
late twentieth century Western European theatre®’ in which directors such as those included
In the canon listed above were seen to take control of the entire performance event, thus
usurping the writer or the actor as author of the production text. We saw that Barker
suggested, in his introduction to Baldwin and Bicat™, that devising represents an opposition
to what Is perceived as the director's domination of theatre practice and of the theatre-

making process. However, this thesis will demonstrate that some models of devising in fact

> Huxley and Witts (eds.) op. cit.

*> Rebecca Schneider and Gabrielle Cody (eds.) op. cit.

** Alison Hodge (ed.) op. cit.

*> Jane Milling and Graham Ley (eds.) op. cit.

*° |t should be recognised that these instances of devising practice represent just a fraction

of the full range of devising that occurs in amateur as well as semi-professional and
rofessional contexts.

! See, for example, Peter Brook's foreword to Gabriella Giannachi and Mary Luckhurst

geds.); On Directing: Interviews with Directors, London: Faber and Faber 1999 pp. ix—xvi

° Baldwin and Bicat op. cit.
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offer the director greater authorship in the production than script-led models: devising exists
within ‘director’'s theatre’ as well as in opposition to it. In the same way, we will also see that

devising exists within the script-led practice.

The second stage of background research focused on post-war British theatre. The richest
source of information is that surrounding the British alternative theatre movement of the late
1960s and 1970s. While It is possible to exaggerate the importance of this period for the
development of devising, it is nevertheless significant for a number of reasons. As a

fractured landscape of “abrupt transformations”®

, It partially accounts for the contemporary
perception of devising as eclectic. We can also point to this period as the origin of some of
the continuing preoccupations of devising practitioners and theorists. The alternative theatre
movement, for example, positioned devising as a counterpoint to script-led practice and to
the auteur-director hierarchy—a view encountered earlier in this chapter in John Ashford’s
concept of the Catholic and Protestant models of devising. The alternative theatre
movement, and particularly the feminist movements within it, also drew attention to issues of
organisational structure and practice—the interpersonal dynamics—of the devising group as

"™ Lizbeth Goodman's Contemporary Feminist Theatres'®’

an important area of concern.
surveys the range of working methods developed by feminist companies, including both
devised and script-led practices and some that lie between the two, such as ‘collaborative

writing’ and ‘commissioned-devised work’.

While the two bodies of literature discussed above allowed the various lineages, traditions
and debates that constitute post-war British devising to be mapped out in broad terms, what
proved mcre problematic was finding accounts of theatre-making processes. This scarcity of

process accounts is acknowledged elsewhere. Maria Di Cenzo, for example, points out that

> Sandy Cralg; ‘Reflexes of the Future: the Beginning of the Fringe’ in Sandy Craig (ed.)
Dreams and Deconstructions: Alternative Theatre in Britain, London: Amber Land Press
1980

"% See, for example, Steve Gooch: All Together Now: Alternative Theatre and the
Community, London: Methuen 1984, and the introduction to Maria Di Cenzo: The Politics of
Alternative Theatre 1968-1990: The Case of 7:84 (Scotland), Cambridge: Cambridge
University Press 1996

"' Lizbeth Goodman: Contemporary Feminist Theatres: To Each Her Own, London & New
York: Routledge, 1993. See, in particular, Chapter Four ‘Common Working Methods’ pp. 88—
109
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even in the literature dealing with the post-war period, the work of theatre companies is often

102

neglected at the expense of the playwright and, more generally, the director. ™ Glannachi

and Luckhurst attribute the scarcity of material on directing practices in Britain to “the

absence here of both oral and written traditions in the articulation of process” and the lack of

the dramaturg as the "consciousness of process”.103

One potential source of information on working practices in devising came from practitioners’
self-accounts of their approach and methodology. Peter Brook’s many publications'™*

dominate the literature but we also have Littliewood’s rather anecdotal and discursive Joan’s
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Book'® and Etchells’ Certain Fragments.' Interviews with practitioners not only provide

useful personal accounts but, in edited volumes such as Duncan Wu's Making Plays'’ and

108

Giannachi and Luckhurst’'s On Directing ', they also give a sense of the range of devising

methodologies and allow us to make comparisons between the approaches of their
contributors. Another important source of process accounts is article-length accounts in

Jjournals and magazines, which range from the brief and anecdotal (Russell Hoban's account

109

of Impact's Carrier Frequency ) to more in-depth and analyticai studies, such as Lloyd

Newsome and Rob Tannion’s account of DV8's The Cost of Living.''° Total Theatre
magazine—essentially a quarterly newsletter for the Total Theatre network—regularly
iIncludes ‘“artists’ diaries’, in which practitioners give accounts of the making of their
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productions. '~ Accounts such as these are used in this research to give illustrative

examples of process for the modeils of devising outlined in Part Il of this thesis. Because of

102
103
104

Di Cenzo op. cit. pp. 6-7

Giannachi & Luckhurst op. cit. p. xv

See, for example, Peter Brook; The Empty Space, London: Penguin 1968, and Peter
Brook; Threads of Time, Washington: Counterpoint 1999

'® Joan Littlewood: Joan’s Book: Joan Littlewood’s Peculiar History as She Tells It, London:
Methuen 1995

"% Tim Etchells: Certain Fragments: Contemporary Performance and Forced Entertainment
London & New York: Routledge 1999

" Duncan Wu; Making Plays; Interviews with Contemporary British Dramatists and Their
Directors, Hampshire and London: Macmillan 2000

""® Giannachi and Luckhurst op. cit

" Russell Hoban ‘Working with Impact’ Performance, issue 32 Nov./Dec. 1984

" Lloyd Newsome and Rob Tannion ‘Perfection and Pretence’ Dance Theatre Journal
Vol. 16, Issue 3, 2000

""" see, for example, Emi Slater’s ‘Life Isn’t Perfect’, concerning the work of Perpetual
Motion in Total Theatre Magazine 14/4 2002/3. Accounts in this publication are anecdotal
rather than analytical or strongly self-reflective.
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the scarcity of such accounts, | have not always been able to use my first choice of
representative companies. Moreover, there is some unevenness in terms of the level of

detail | was able to access for these illustrative examples.

However, while self-accounts by practitioners were of great value in this research, it is
important to bear in mind that these represent the views of a single person (invariably the
director) about what is a group enterprise. This may raise issues concerning individual's
interpretation of events. An example is Robert Lepage’s account of the making of his A
Midsummer Night's Dream''?, in which he describes his decision to have the character of the

Indian boy represented as a baby:

The actress who played Titania didn't agree because she thought that, If he were a
baby, there would be no sensuality to justify the jealousy and the conflict. But | see
the relationship between a mother and her newborn as very carnal .... | suggested
Titania breastfeed the child. It was hard to convince her, but when she finally
revealed a breast, the impact of the gesture was quite powerful .... With her exposed
breast feeding the baby, the audience could grasp all the sensuality, all the erotic

pleasure expressed in the act ... "

Because we are solely reliant on Robert Lepage’s account, we can only surmise at
alternative readings of the event. It is not inconceivable, for example, that the actor’s
resistance may have stemmed from reasons quite other than those that Lepage attributes to
her. While 1t is not here suggested that Lepage’s incident was anything other than what he
claims, it alerts us to the fact that single-person accounts such as this have no defence
against accusations of inaccuracy based on individual misreadings of events or faulty

memories and of unconscious motivations that justify or distort the retelling of events.

"> The Olivier, Royal National Theatre, London, 9 July 1992
""" Robert Lepage and Remy Charest; Connecting Flights: Robert Lepage in Conversation
with Remy Charest, translated by Wanda Romer Taylor, London: Methuen 1997 pp. 82-83
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Because of issues such as these, accounts by outside observers seemed particularly
valuable to my research. A.C.H. Smith's account of Peter Brook’s Orghast at Persepolis'*
and Leon Rubin’s account of the Royal Shakespeare Company’s production of Nicholas
Nickleby'' are rare examples of book-length accounts by ‘outside’ observers. More common
are accounts of single processes within broader publications, such as the case-studies that
feature in Oddey and Lamden. Ruth Ben-Tovim’'s case-studies in John Deeney’s Writing

Live''® give examples of the role of the writer in live art and Samuel L. Leiter's Belasco to

Brook''’ focuses on the approaches of what he calls “representative” directors in rehearsal

There was sufficient information in the bodies of literature described so far to map out In
broad terms the various lineages, traditions and, ultimately, models of devising that | will be
outlining in Part |l of this thesis. However, in order to provide more detaill and deeper
analysis of the process and interpersonal dynamics of individual cases of devising practice
than the literature can provide, it fell upon me to generate additional material through the
direct observation of companies in the process of devising. This project occupies Part |li of
the thesis. While the practice of direct observation is an established research methodology in
fields such as social science, anthropology and ethnography, it is relatively new and untried
In the discipline of theatre studies. This meant that | would be entering into this aspect of the

118

research with only a handful of precedents—Mark Bly's Production Notebooks ', Lavender's
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Hamlet in Pieces''"” and Susan Letzler Cole’s Directors in Rehearsal'“°—and a set of

quidelines borrowed and adapted from Clive Seale’s Researching Society and Culture (a key

text for students of social :sc:ience).121

" A.C.H. Smith; Orghast at Persepolis: An Account of the Experiment in Theatre Directed

b1y Peter Brook and Written by Ted Hughes, London: Eyre Methuen 1974

'™ Leon Rubin; The Nicholas Nickleby Story: The Making of the Historic Royal Shakespeare
Company Production, London: Heinemann 1981

1% John Deeney: Writing Live: An Investigation into the Relationship between Writing and
Live Art, London: New Playwrights’ Trust 1998

""" Samuel L. Leiter; From Belasco to Brook: Representative Directors of the English-
speaking stage, London & New York: Greenwood 1991

"'® Mark Bly (ed.): The Production Notebooks: Theatre in Process, Volume 1, New York: The
Theatre Communications Group 1996

"% Andy Lavender: Hamlet in Pieces: Shakespeare Reworked by Peter Brook, Robert

[ epage and Robert Wilson, London: Nick Hern 2001

'“Y'Susan Letzler Cole; Directors in Rehearsal, New York and London: Routledge 1992

'“! Clive Seale (ed.) Researching Society and Culture, London: Sage Publications 1998
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The value of rehearsal observation as a research method lies in its ability to produce
relatively objective accounts. The nature of work on a theatre production is such that those
taking part are often under immense pressures of time, workload and budget. There may
also be Interpersonal concerns, as participants have personally invested in the success of
the work in progress and are loyal to the company with whom they are working. In many
ways, these people are pertfectly positioned but highly unsuited to the task of producing
objective accounts of the work in process. While Mark Bly, in the Introduction to The
Production Notebooks, suggests that it is the dramaturg—"a writer, versed in all aspects of
theatre ... who would be intimately involved in the work from conception through

n122

closing” ““—who can best promote understanding of rehearsal room practices, this ‘in-house’

writer is precisely who was not required for the case-studies in this thesis.

As these considerations suggest, this thesis characterises devising as an interactive activity
iIn which interpersonal dynamics and social processes play an important role. This emphasis
on social dynamics has implications for the research methodology. It means attributing
significance to aspects of the process that might elsewhere be deemed trivial. Observing
modes of dress and address and behavioural rules—such as who makes the tea—might
become significant indicators of a company’s ethos. Participants’ expressions of contentment
or ‘'stress’ may indicate the effectiveness or otherwise of particular creative strategies. The
case-study accounts needed to retain this attention to significant social detail without
becoming overly ‘gossipy’ or allowing me to become personally involved in the interpersonal
dynamics. Becoming an outside observer in the rehearsal room also necessitated
consideration of what social scientists would call ‘researcher position’. Wanting to observe
the participants ‘in their natural habitat’ | tried to ensure that my presence made the minimum

possible impact on the process. Even Forced Entertainment, a company fairly accustomed to

'“2 Bly op. cit. p. xiv
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being observed, could become self-conscious when subjected to the continuous—and

perhaps unusually intense—scrutiny that these observations involved. '

My first instinct,
followed in the earliest observations'**, was to try to be as unobtrusive as possible, ‘hiding’ in
dark areas of the auditorium and disappearing during breaks. | soon recognised that this had
a negative impact (participants got the impression that | had something to hide) and
developed a more sophisticated approach, based on the principles outlined by David Walsh
in ‘Doing Ethnography’.'*® Here, Walsh defines the observer as a “marginal native” who
cultivates a position “poised between a strangeness which avolids over-rapport and a

familiarity which grasps the perspectives of people in the situation”.'*

In the case of this
research, the approach consisted firstly of a policy of transparency: being as clear as
possible when first approaching the company as to what would be involved and answering
as clearly and fully as possible any questions from participants about the research (thus
avoiding a ‘strangeness’ that causes distrust and fear of judgment). The second aspect of
this ‘impression management’ was to consciously observe and take on the culture of the
rehearsal process, seeking to blend my behaviour and even appearance with that of the

dominant group.’*’

'**In fact, the impact that my presence made was rather poetically demonstrated by a dream

that Etchells related in which he found my notebook on his bedside table. in the dream, he
made a sneaky attempt to read my notes but | came into the bedroom and caught him at it. |
cannot help but sympathise with his sense that | was invading his privacy while keeping
secrets from him.

%% | undertook two pilot studies of fringe productions (Sprog at Rose and Crown Theatre,
Hampton Wick, 25 April 2000 and Silent Movie at Camden Peoples Theatre, 28 November
2000). | also conducted other case-studies that, for various reasons, were not included in
this thesis. These included the Young Vic's Monkey! (The Young Vic Theatre, London, 22
November 2001) and the first phase Told by an Idiot's I'm a Fool to Want You (scratch
performance at the Battersea Arts Centre, 29 May 2003). My professional work with
Lightwork included London/My Lover (International Mime Festival 2002, at the ICA, London,
21 January 2002) and Here’s What | Did With My Body One Day (The Pleasance, London, 7
October 2004).

'2> David Walsh ‘Doing Ethnography’ in Seale op. cit

"% |bid. p. 226

'“’ |t became apparent that different rehearsals have their own behavioural currency and
even a tacit ‘dress code’, sometimes to the point of caricature. For example, it was a point of
comment that participants in the Lightwork company all used stationery from Muji (a
Japanese chain with a distinctive functional, design-orientated aesthetic); and | found that
certain ‘quirky’ items of clothing (colourful, striped toe-socks) that might break the ice and
establish rapport in one context (Told by an Idiot and Forced Entertainment) may be frowned
on as indicative of frivolity in others (the David Glass Ensemble and the Young Vic
company).
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My background as a theatre practitioner became a significant aspect of this research
method. Following a year’s training in writing for theatre, screen and radio in 1995, | had
some moderate success as a playwright (productions at Battersea Arts Centre, the LyricC
Hammersmith and various fringe venues) and as what might be called a dramaturge with a

London-based devising company'*°

. The most obvious advantage of this experience was
that it seemed to facilitate access to company’'s rehearsal rooms: | had more success in
approaching companies as potential case studies once | had mentioned my own practice
and particularly when | was able to ‘'name-drop’ practitioners that we knew in common.
Moreover, my experience as a practitioner meant that | had a better understanding of the
behavioural codes of the rehearsal room and of the pressures of creating work for public
performance. Like the dramaturge described by Mark Bly above, | am ‘versed in’ aspects of

theatre-making and had a better sense of how {o conduct myself in the rehearsal room than

might be the case with researchers without this experience.

Another area of consideration in respect of the case-study component of this research was
the selection of companies to approach. Bly, Letzler Cole and Lavender had all chosen
pioneering, international-level companies as their subjects. Bly's criterion for choosing
companies for observation was that "the individuals collaborating on the production must be
artists of consequence who have a history of imaginatively conceived productions”.'*” The
only criterion used in selecting potential case-studies for this thesis was that the company
must have been in operation for a minimum of ten years. It was assumed that, in ten years, a
company would have developed its practice and creative methodology through a series of
productions and in relation to a range of training, experience and experiment, rather than
simply continuing the single model they had encountered in their formal training. The fact
that all my case-study companies forged their methodologies in the 1970s (a period in which
TIE and alternative theatre asserted their influence on commercial theatre) also meant that

their cultures were infused with ideologies derived from these contexts and that their practice

'“® In fact, my original intention in conducting this research was to examine the role of the

writer in the devising context, an area of study motivated by my experiences as a writer in a
devising company. While | quickly realised that a more general study of devising in Britain
was a more urgent line of enquiry, my focus on the power dynamics of the rehearsal room
remains at the heart of my research.

129 Bly op. cit. p. xiv
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raised the sort of issues of interpersonal dynamics that continue to impact on devising
methodologies. Above all, the survival of a devising company for this length of time was
taken as evidence of its success, both as creators of innovative work and in forging
methodologies that successfully negotiated issues of interpersonat politics that—as we will

see in Chapter Three—had killed off other companies.

The number of commercial devising companies that had been in existence for at least ten
years and were eligible for this research was fairly small: an initial short list of 20 or so
dedicated companies was drawn up from the Arts Council Spending Plan for 2003-2006 and

the British Council's Theatre in Profile Directory ™"

, though devising projects by other
companies, including predominantly script-led ones, would not be excluded. By selecting
companies from these directories, my short list of potential case-stuay subjects inevitably
reflected certain biases, most evident in terms of race and gender representation. There
were only two women-led companies on my short list and, as far as | could ascertain from
the published information on my short listed companies, none are run by non-white
practitioners. Whether this is due to institutional prejudices surrounding which companies are
supported by these institutions or to wider cultural, social and economic factors that
determine the means by which—or indeed whether—individuals choose to create theatre,

the evidence is that, unfortunately, it is the white male practitioner who tends to dominate in

the context of British commercial devising practice, as in many others contexts.

The possibilities were further limited by practical issues. The time-scale of this research

(between 2000 and 2003) excluded the possibility of observing Improbable Theatre, Frantic
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Assembly and Told by an Idiot ™', among others. Practitioners’ willingness to allow an

"% In the East: Hoipolloi and Trestle Theatre Company; Reckless Sleepers in the East

Midlands: Blast Theory, Daily Life (Bobby Baker), David Glass Ensemble, DV8, Graeae (who
also engage in new writing), Improbable Theatre, the People Show, Station House Opera,
Complicite and Told by an Idiot in London; the Northern Stage Ensemble in the North East;
Welfare State International in the North West; Forkbeard Fantasy and Kneehigh in the South
West: Foursight Theatre Company and Stan’'s Cafe in the West Midlands; and Faulty Optic
and Forced Entertainment in Yorkshire.

11 conducted observations of one phase of the creative process of Told by an Idiot's I'm a
Fool to Want You. A change to their funding situation meant that the second phase of the
process was delayed and | had to take the decision to drop this company as a case-study
because of the delay it would represent to the completion of this thesis.
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outside observer into the process was also a major factor. While Bly and Letzler Cole’s

52 it seems to be

publications suggest that ‘open rehearsal’ is a common practice in the USA
relatively novel in Britain: for most of the companies approached for this research, mine was
the first request for access they had ever received. Companies’ own decisions or policies not

to grant access eliminated Complicite'™ (

arguably the most successful and influential
devising theatre company), the People Show (the longest running) and the Royal National
Theatre's production of The Power Book. The latter was a particularly disappointing rejection
as the production was unusual both as an example of devising at the Royal National Theatre

and as a predominantly female company. ' It

IS easy to sympathise with those companies
and practitioners that refused access in the belief that the rehearsal room should remain
what Letzler Cole called a “hidden world”">®, particularly among experimental companies that
might feel that their ‘right to fail’ in rehearsal is inhibited by the presence of an onlooker. Until
rehearsal observation becomes a more widespread methodology in this country, it is likely
that ‘outsider’ accounts of rehearsal process will continue to be rare and that companies will

continue to be suspicious of requests for access. However, my feeling is that the practice will

become more widespread as the links between HE/FE institutions and companies grow

1
stronger. '

The case-study companies that proved eligible, available and willing to collaborate in the
process were: The David Glass Ensemble, identified here as a physical theatre company;
Forced Entertainment, an example of a live art company; and Gary Stevens, a company

specitalising in performance art. It is inevitable, given issues of representation already

2 \When observing Forced Entertainment in Frankfurt, | was made aware that the practice of

‘ogJen rehearsal’ is also relatively common in Continental Europe.

>3 Théatre de Complicité changed its name to Complicite (no accent) in 1999. In this thesis,
the most appropriate name for the context will be used.

"** The Cottesloe Theatre, Royal National Theatre, London, 9 May 2002. My approach to the
company was unsuccessful despite the support of Mick Gordon, who was at the time
working as director of the National's Lyttleton project.

19 Letzler Cole op. cit. p. 2

"*® |t was already apparent during my research that requests for access were more readily
granted by those companies with a more sympathetic attitude to academic institutions. This
IS perhaps a reason why two of the three case-studies stem from the area of
live/performance art, which has traditionally had closer links to academic practice and critical
thinking than the physical theatre or comedy context (though the gap in the latter case is
closing, as evidenced by Ridiculusmus’ engagement with the MA Practice as Research at
Canterbury).
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mentioned, that all three companies have white, male directors. it may well be argued that,
had | succeeded In gaining access to The Power Book or another women-led creative
process (or indeed to companies with a greater number of non-white participants), my
conclusions as to the nature of contemporary devising may well have been different.
Moreover, it would have been immensely satisfying on a personal basis to be able to report
that the important contribution feminist companies made to pioneering non-hierarchical
models of devising in the 1960s and 1970s had had a lasting impact on commercial practice.
Unfortunately, it seems that women continue to be excluded (or to exclude themselves) from
the area of commercial practice supported by the Arts Council and the British Council. It is
the work of another thesis to explore the examples of women'’s devising practice that no
doubt exist outside of this context or to account for contemporary female practitioners’
seeming preference for script-led models of theatre-making. One potentially wo<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>