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The Chinese Boxes 
Dramaturgical processes: theories in practice
Bent Holm   
Premises. 
According to conventional assumptions, there are, generally spoken, two main categories of dramaturgs. The repertoire dramaturg, and the production dramaturg. This is the classical, meaning German, classification, to which could be added the text dramaturg, referring to the collaboration with playwrights. In practice, for instance my own personal practice, the distinctions dissolve themselves, the functions merge. I participate in processes that concern the artistic strategy, the developing of text, even understood as performance conception, the staging and so on, in close connection with stage director and set designer. The important thing in this context is to maintain a clear, and at the same time complex professional identity. Dramaturgy is a profession per se. Invaded, however, by swarms of wanna-bees, who have the dream, the ambition, of being typically stage directors and/or playwrights; and who maybe try to make their artistic dreams come true, simply by knowing better. This tends to imply a certain disrespect and depreciation of the artistic practitioner
. The intelligent stage director should be looked upon with respect. He can be seen as a novelist, a chief psychologist and a chief commander in one person.


Respect and even confidence are crucial, even though they are not necessarily an integral part of ordinary academic education. Furthermore, the respect must be mutual. The dramaturg must be able to obtain a professional respect; to gain and deserve and maintain it. That cannot be done without mastering certain specific techniques, that on the one hand are different from those of for example playwrights, stage directors, actors, but on the other hand also imply a knowledge of basic principles embedded in theatre as an art form and in theatricality as a phenomenon,  and which all have to do with space and body. It is a question of techniques. And of a training that aims at transforming one’s theory founded knowledge and skill into tacit knowledge, that is: practice. 

I shall make some general remarks first. And then present a case story. The overall viewpoint concerns dramaturgy as a practical discipline. 
Principles. 

Nobody has recently described the notion of dramaturgy better than Lars von Trier in his essay published in 2006 about the Enriched Darkness, concerning his own abandoned Ring-project for Bayreuth. He compares staging to the art of magic. The magician establishes the formula A-B-C by suggesting only A and C, eliminating B, which he makes the audience generate. Hocus-pocus: interactive playing. You could also refer to Wolfgang Iser’s Leerstellen
. 

The audience is the true creator of the performance. Then who is the dramaturg? He is the right-hand man of the audience, the ideal spectator
, operating in endless, dynamic processes of interactivity and inter-textuality. This presupposes a notion that some kind of communication in three dimensions and five senses is possible, and maybe even desirable. That theatre as an art form is or should be dialogic, meaning open. The deliberate exclusion of communication, including an interpretation of moments of contact as technical errors, is mostly found in the epigones; whereas the masters frequently are clear and simple: Kantor or Wilson, for example, or Lepage, or Ostermeier. The wanna-bees feel obliged to be obscure and inaccessible, assuming that accessibility is artistically a compromising Fall; that not being boring means not being artistic. 

The dichotomy logocentric versus performative, as actual categories, rather than analytical strategies are theoretical; picture good, words bad, seems even sometimes to be the sub-text, paraphrasing George Orwell. The same thing goes for the categorizations, the distinctions between theatre of text and theatre of picture. The main character, the spectator, is not logocentric or performative, textual or pictorial. Those are abstractions. The spectator is body in space. Theatre is body in space. The true stage is the imagination. 
The discussion has to do with the idea of text. In a theatrical context text is not just an intellectual or literary component. Respiration, sound and rhythm belong to such bodily activities, which in the total perception communicate to an astonishingly higher degree than the seven percent that belong to the words’ semantic implications. It is known from neuropsychology and brain research, that the musical and metaphorical qualities have a remarkable impact on a recipient
, which apart from spectator in this connection includes also director, designer, actor. Text simply integrates states of body and states of mind.  

The simplified way of opposing various categories of theatre, including a widespread disregard of text, is a methodological cul-de-sac, in academic theatre research and in artistic theatre practice as well. It implies risk of cementation of conventional notions, instead of opening for different strategies, concerning even historical material. In creative practice the underestimation of “text” leads to a disregard of one of the actor’s most valuable instruments, from for example a musical point of view. It means that the voice as a corporeal fact is given a low priority, presumably as it is imbued with “text” in the meaning of literature
. 

The problem is enormous. No wonder if the results from time to time happen to be boring, even when they are not intended to be so. Actors in much allegedly radical theatre are actually talking heads, who reproduce outdated acting clichés, because of that fear of contact with the text – in an unholy alliance with a powerful trend based on 
· The (academic) intellectual’s typical self-contempt. 


· The tendency of thinking in camps and clans, clubs and castes. Either you are one of us, logophobic and intellectuality-rejecting; or you are one of them, logomaniac and reactionary. 
This is the conventional way of tribal thinking. I refuse to belong to any school. I shall try to argue in favour of strategies that are more polemical and more polysemical.

Strategies. 

One should not talk about one dramaturgical technique, or one model. A plurality of techniques, of combinations of strategies must be mastered. From a generalizing point of view, however, there are two kinds of dramaturgical processes. The one that consists in the minute preparatory work as a point of departure, a basis for improvisation during the rehearsal process. And the other one the other way round, where improvisation is the preparation. In practice one cannot distinguish completely the one from the other. However, in both cases technical competence is requested, in combination with methodical training of the empathic and associative musculature, a special kind of sensuous and structural agility, common to all professional approaches, regardless of artificial distinctions between words, picture, music etc. The main focus will be on the first track, the minute preparation as point of departure for the rehearsal process.  
Dealing with the staging of a written text, a preparatory process may concern pre-text, context, text (re-text, inter-text). These processes approximately take one or two years. During the entire process considerations of which questions the text may be the answer to, in historical and contemporary perspectives, will be of growing importance.  

Pre-text is, apart from of course the pretext, the motive, for why making the production, all kinds of mythological-magical-metaphorical, existential-philosophical-cultural, historical-political-artistic associations, conceptions, reflections. In this phase surprising and disordered material may turn up, which later on turns out to be inestimable energy sources, reference points and cues for staging and set design solutions, outlines of the scenic universe to investigate and develop. Preliminary intuitions of the project’s what and how are emerging. 
If it is about a classical text, context involves a more specific research. It aims for example at encircling the text’s Leerstellen, thus reducing it to a minor text
, in a paradoxical way to de-historicize the text by contextualizing it; to dig out raw material in and around the text in order, later on, to confront and contaminate it with the pre-textual dimensions and the textual imagery. A special focus is put on circumstances that to posterity appear peripheral – maybe even absent, if they are found only in the context – but which on the other hand to that age were central.  

Talking about text a meticulous analysis of its structure is required (structure is optics), its musical composition and instrumentation (characters are instruments, voices), its urging antagonisms in terms of motives and themes, its degree of compositional radicalism or conventionalism. The overall priority concerns rhythm; imagery; materiality; physical states; body in space. 
All of this aims at creating a new text (re-text, inter-text), in a constant respect of the true author: imagination, the audience’s combinatory intelligence. That means to develop contemporary rhythms, to re-contextualize the text in ways that imply pre-text and inter-texts, to challenge the spectators, be it by reducing, removing, synthesizing, rather than overdoing, the utterances, maybe even transposing them to other expressive registers, be it by re-mounting, re-elaborating, re-focusing composition and connotations. This is a process that takes place among director and dramaturg in recurrent dialogue with the set designer. Decisive discussions between director and dramaturg concern the casting. The instrumentation is crucial. Important focus displacements are related to the casting, to bodies, voices, ages, moods, charismas. It takes weeks, sometimes months. It presupposes a thorough analysis of the whole project, including stringent considerations about the characters’ interrelations, implying an understanding of the new text’s impetus – and, in a broader perspective, of its universe, its visual appearance, its dialogic imagery. Further important co-creators in the process are composer and choreographer. 
This creation of the new text is strictly connected with the development of the conception. Conception is a topic of devastating discussions, since the introduction of the dichotomy between performance as interpretation of literary text on the one hand and Regietheater and Konzepttheater on the other hand. I shall therefore insert a couple of remarks on conception. 

· Interpretation is an illusion; choices by addition or rejection have always to be done. Staging means conceptualizing, more or less thought-through and conscious. Directors like Ingmar Bergman and Giorgio Strehler who are conventionally categorized as Interpreten, happened in practice to have very liberal ideas of Werktreue. When Bergman had the right (subjective) feeling about the work he thought he was faithful to the text. In reality, he was faithful to his own artistic instinct. Strehler made drastic interventions in for instance sacrosanct Brecht
. However, his solutions were so convincing that they were not thought of as sacrilege. He created original works of art. 
· One conception is mortal; one should operate with at least two. Thomas Ostermeier’s Nora, 2002, was one-dimensional, fast-food like. Ostermeier’s Hedda, 2005, was complex, full of contradictions, permanently challenging the audience. 

· The strategy that focuses on the clash of conception and text as a point in itself, demands specific contexts in order to work and make sense. If we refer to a Danish context, the knowledge of canonized, classical drama is not any more part of a common Bildung, education, as it is in for example the German educational system; the precondition, the familiarity with the text, simply is not there. Danish theatre in these years tends to reduce itself to an epigone of German theatre, meaning that the aesthetic effects are taken over more or less without reflection, neither on the cultural context, nor on the artistic process that leads to those specific solutions. 

The discussion of conception may seem as outdated as that of contraception. The staging is the “text”. The audience is the writer of the text. 

A more complex way of thinking is contained in the analytical and strategic model worked out by one of the twentieth century’s most refined and bold stage directors, Giorgio Strehler: the theory of the Chinese boxes
. 

In short the theory operates with the boxes the fabula, the story and the myth. The fabula talks about individuals and emotions. It comprises the narrative, the plot. The story talks about historical-political processes. It covers displacements. The myth concerns fantasy and symbolisms. It embraces abstract and universal dimensions. Narrative, political and poetic (aesthetic) energies are contained in the three boxes. The most important box, however, is the fourth one, which combines the three others in one box. 
To come back to the production process: during the rehearsals – in that type of process, based on an existing text – my principal dramaturgical task consists in being absent. Being the “ideal spectator”, I try to avoid to be polluted by insight in the process. Even though that role is a construction, it is actually possible, and necessary, in a number of basic respects to point out inconsistencies, incoherences and the like, which are independent of social and cultural specificities. The director, the designer, the actors become gradually deaf and blind to the narrative they mean to communicate. My job is therefore to reduce myself to an apparatus of absorption and release, meaning that I, like a child, receive a tale and in plain words refer what I have been told. The effect can be shocking. Modifications may be required in different registers; visual, sonorous, structural, textual. In practice, I attend rehearsals only on very few, strategically selected occasions; and have afterwards long critical-analytical discussions alone with the director. I have no communication whatsoever with the actors. This is a dogmatic deliberate choice. My approach is different from the director’s. I am not a pseudo stage director. My professional view and gaze is different from his. The director has his way of communicating, his discourse, which is not mine. It is not part of my professional competence and identity.

A different type of processes characterizes the collaboration with stage director Giacomo Ravicchio, The Meridiano Theatre, Copenhagen, latest in Transit, 2007, a three hours’ performance that mixes myths, dreams and realities of nine characters in the Airport of Frankfurt.  Ravicchio is also the playwright and set designer. His artistic strategy and method is best described as chaos. Unpredictability, unstableness. That demands a complex combination of madness and method. And definitely different techniques from what is described above and below. The actual creation of Ravicchio’s performances takes place during the rehearsals, and grows out of the inputs from the actors, dancers, musicians, composer, light designer. This involves a dynamic interaction between chance, spontaneity, improvisation and sudden inspirations, on one hand, and – and that is the crucial point – a thorough preparatory process of research and preproduction on the other hand. 
What kind of process is that? It is not a devised theatre process, even if it looks like one. And it is definitely not either textual or visual theatre. The playwright-director-set designer creates the text as an integrated part of the overall musical totality in constant interaction with the composer who is there during the entire rehearsal process. The process is experienced as a pulsating movement of approval and rejection, absorption and ejection, almost like a living sponge. A well-trained dialectical flexibility of intuition and reflection is required of the dramaturg.

Practices. 

Focus is now moved from principles and strategies to practice. In 2006 we – meaning myself, the stage director Asger Bonfils and the set designer Anette Hansen, with whom I have been working for more than 15 years in processes that are growingly symbiotic to an extent that you eventually cannot always tell which ideas or solutions stem from whom – produced Melampe
, written 1723 by Ludvig Holberg, at Aarhus Theatre. The text belongs to the genre tragicomedy, well known from for example Le Cid and Don Juan. 

Melampe is an absurd story which takes place in Taranto in Southern Italy among the members of a high-ranking aristocratic house, who express themselves in alexandrine verses, while the lower classes, their servants, speak in plain prose. The title character is a pup, a lapdog. The epic point of departure refers to the fact that a couple of years ago the old father of the house, noble Pandolfus, has died, and so has the mother, Hycintha, who for her part died of a broken heart because her dog, Diana, had died giving birth to her puppy, Melampe. By testament Hyancintha has left the puppy to the younger daughter, Philocyne, the “dog-lover”, even if it rightfully should go to Philocyne’s big sister Lucilia. The plot starts when family war between the sisters breaks out, with intrigues and kidnapping of the dog, ending up in real war, with battles and blood-bath. No less than two times the old father’s ghost has to rise from the tomb in order to scold and curse the hysterical sisters. The completely out-of-control bloodshed is only stopped when the sisters’ brother, young Pandolfus, returns from war, and with his sword Solomonicly splits the dog in two. In the end the sisters accept to marry their two lovers, even if Philocyne reserves one year of grief for Melampe for herself. The noble plot is accompanied by burlesque prosaic scenes among the servants. 


Obviously this grotesque text is a fierce satire on wars in general, or on generals in war; and furthermore it is a parody of elevated drama, and has practically always been considered as such and nothing else. As for plot and dramaturgical composition it is rather poor. 

To begin with our fascination was predominantly intuitive. Some interesting core seemed however to be hidden in the chaotic raw material. A long process of investigations and encirclements was initiated. 


Even if in different order the primary focuses from Strehler’s triadic theory, discussed in the previous paragraph, are recognized in the process strategy that followed. The historical focus. The psychological focus. The metaphorical focus.

Historical research concerned military, religious and theatre history. The horrors of the cruel Great Nordic War, 1700-1721, were still fresh in the memory of the Copenhagen public of the 1720s. The play’s unity of place is slightly fluctuant. Although the plot takes place in Southern Italy, the opening dialogue of two peasants refers to Danish conditions. The peasant called “Haans Jacobsen” talks about “the overseer” (“Rifogden”), about cutting one’s thumb in order to avoid military service and so on. A little later it is mentioned that the quarrelling sisters’ brother, young Pandolfus, a year before the parents’ death had left for “Africa, in order to fight in favour of the Christians and against the Moors and Saracens”. In other words, it is not any war, but a kind of “crusade”, he is involved in and which thus constitutes the background of the plot. And it is not just any crusade. It is said that Pandolfus has conquered a diamond-ornamented sword from “the Moorish King Mahommed Muleaz in the great battle of Ceuta”. In that specific terminology “Moors and Saracens” simply meant Muslims. The term “Turks” was used in the same way, indicating the others, the infidel ones. Furthermore, “Mahomet Muleaz” is not an invented name. It is an authentic figure, the son of the great Moroccan sultan, Mulai Ismail, 1646-1727. And the Battle of Ceuta refers to the siege of that Christian Spanish town in Morocco, which lasted from 1694 till 1720. 

It is thus possible to date the plot with a good deal of accuracy to a time, when the Turks played a significant role on the scene of the plot, Southern Italy, including a constant menace of assaults on ships and towns. Italy was then under Spanish Hapsburg dominance, related to the holy Empire. It was a reactionary, religious regime, an era of stagnation. In the overall European context it was a traumatic experience that the Turks managed to besiege Vienna with 200.000 men in 1683. That was the 9.11. of the period. And even worse. 

The image of the “Turk” played a significant role in the public mind of early modern Europe. It came to expression in for example literature, performance, pictorial art, music, court and popular culture. Among the most influential publications is counted Martin Luther’s treaties and sermons about the war against “the Turk”, written in occasion of Süleyman I.’s siege of Vienna, 1529
. The author takes as his point of departure Daniel’s apocalyptic prophecies from The Old Testament. Luther identifies the four monsters that Daniel sees in his vision as ”four Empires”. The prophecy thus corresponds with the historiographical doctrine of Four Empires, namely the Assyrian-Babylonian, the Persian-Median, the Greek and the Roman. The last one of the hideous animals has iron teeth and copper claws and ten horns, after which an eleventh horn shall emerge, with eyes and a big mouth. That monster is the Roman Empire. The last protuberance, the eleventh horn that shall push three other horns aside, is the Osmanli Empire. In other words, the prophecy allows the Turk to vanquish three “horns”. The argument applies or is applied to actual, contemporary historical events. As the Turk has already conquered Asia, Egypt and Greece, he shall not succeed in defeating the German Empire, although he fiercely flenses its borderlands. The conclusive proof that the statement is true, lies according to Luther in the fact that, “if not, Daniel would become a liar, which is impossible”. According to Daniel as interpreted by Luther, two specific negative components play roles in the cosmic drama following a diabolical and a divine scenario. “In the same way as the Pope is Antichrist, the Turk is the Devil incarnate”. He points out as a fact that first the Pope has been sent out by the Devil in order to kill us spiritually, and thereafter the Turk in order to kill us physically. That means the end of times, Doomsday, and the return of the Saviour. He, who fights the Turk, fights the Devil. And he who falls for the Turk’s bloodthirsty cruelty, he will immediately become a martyr. He goes directly to Paradise. The Devil thus deceives himself. For the earlier Paradise is filled up the sooner the Saviour will return. 

To the following centuries this image of an axis of evil, including its apocalyptic overtones, had a remarkable impact on official as well as on popular belief. Luther’s hymn about the Turk and the Pope, wherein God’s protection from those dangers is implored, was translated for the Danish hymn book in 1556.   

This appearance of the Turk as a demonic and apocalyptical actor even in a Danish context leads us back to Holberg. He refers to popular belief a couple of times. His first remarkable success as a satirist was the comic epos Peder Paars from 1719-20. Paars is a somewhat self-important merchant from the good Sealand city Kalundborg who on his voyage to Aarhus in Jutland suffers shipwreck on the island of Anholt, like another Ulysses or Aeneas. In the Second Song it is told how Paars’ assistant, Peder Ruus, early in the morning lets go a wind with a crack that drives Paars to raving madness, which makes him smash the furniture of the room
. That makes old Gunhild, the island’s most outstanding exponent of paranoid superstition, declare that ”The Turk or the Pope” has arrived. The Turk is a monster that “eats up the good Christians skin and all, and drinks their blood”. Gunhild has personally seen and heard the Sultan in town! The author inserts a foot-note stating that: ”It seems that the good woman was especially afraid of the Turk. She had heard about this enemy of Christianity mostly in the church. Besides, there was an old prophecy on Anholt, saying that the Turk in that century should water his horse at the bailiff’s farm”. Holberg refers to authentic apocalyptic folk legends, which predicted that the Turk (the “Turkish Emperor”) shall water his horse in the Liim Fiord in Jutland; or in the baptismal font of Sørup Church; or in the Kolding Stream; the Turk shall use the Cathedral of Viborg as his horse stable; when the Turk waters his horse in Kongeåen (“The Royal Stream”, in southern Jutland) or Lake Mos or Lake Viborg, the legendary national hero Holger the Dane shall return, which was sometimes combined with the idea of a last, decisive battle between fundamental national, religious and existential powers, after which Doom’s Day will occur in a Messianic Endsieg and Götterdämmerung
. The accordance with Luther’s historiography based on Daniel’s visions of the universal drama is evident. The Turks represent the count-down, the final clash. For centuries the popular horror took many forms, connecting the Turk with witches, free masons, cannibalism, and generating monsters like the Snout Turk or the Dog Turk.

However, old Gunhild talked about both the Turk and the Pope in her report of the enemy’s arrival. Her hope is that “the Turk’s mother” will be among them, so it would at least be possible to discuss things, considering the fact that the Turk’s mother must be an old woman, like herself. Maybe those two might come to an understanding, which could ward off the disaster. Again the author helps the reader with an explanatory note: ”She has heard it was sung in the church about the Pope’s and the Turk’s murder, and has mistaken Mother for Murder, two words which  are very easily confounded”. It is not difficult to point out the source of the mishearing. ”Des Bapsts und Türkens Mord”, stems from the already mentioned hymn by Luther. “Oh, God, protect us from the Pope’s and the Turk’s murder”, it says
. The fear was not groundless, as wars and confrontations with the Turks were part of the era’s reality.

Passing from military and religious to theatre history, it appeared that the first documents concerning stagings of Melampe talked about prisoners of war participating in the triumphal entry of the brother Pandolfus. The stage protocols mention “two Moors” with black masks, and “two Turks [wearing] a blue and a grey silk Turkish costume […] the four of them in chains”. “The slaves, that is the Turks and the Moors, proceed two by two in front of Pandolfus. They take place in the rear of the stage where they remain until Pandolfus leaves”
. From, a visual-physical, that is a theatrical, point of view, it is strongly emphasized that the Christian hero returns in triumph after having defeated the infidel enemy. 

Preliminary focus on textual flaws and Leerstellen, combined with contaminations or minorizations (Deleuze), brought about the impression that what at first appeared as mere parody was turning out to be something more, and definitely something more urgent. Discrete and overlooked cracks and tracks opened a path to collective contemporary traumas, to undertones of the political and cultural confrontation with the Islamic world. 

Moving the focus to the psychological area, it was astonishing to find embedded in the verses layers of emotional extremity which are not expected in a comedy playwright like Holberg. It has to do with states of hysterical imbalance, of immature narcissistic egocentricity and lability, overreactions of fury and destructiveness beyond any rationality, combined with playing the role of the innocent victim, insulted and offended, free from responsibility, transferring guilt and wickedness upon the others who become demonized beyond any reasonable reality. This means a projection of the interior frustration on the external world in order to eliminate the “enemy”, resulting in unpredictable reactions, abrupt changes from euphoric love to furious hatred, categorical absence of any kind of nuances. Psychology talks of the narcissistic defect of character. In analytic psychology even the term “narcissistic fury”
 is used, referring to a disproportionate rage without any kind of empathy whatsoever, an infantile aggressiveness with traits of megalomania, an unbounded, never-ending thirst for revenge and total destruction. In short: justice is on my side, and I shall destroy and eradicate the evil without restraint. 


In this way the individual level merged with the martial-political one, the infantile rage with the outbreak of war. A simplification of the world in black and white, just and unjust, good guys and bad guys, allied and enemies, on the military and on the familial level as well. 
Dramaturgically such a simplification refers to for example the so-called Hollywood model. Like in a fairy-tale pattern it is about a struggle between good and evil. The evil is something identifiable, exterminable, justice will prevail
. Mentally and compositionally this refers to the metaphorical dimension. Obviously the focus and object of all tender feelings, the spoilt puppy, represents an embodiment of failure and perversion of emotional relations, between man and woman, parents and children, an incarnation of the immature, infantile sexuality. The father, who rises twice from the tomb, connotes numerous mythical references: the stone guest, the horrifying, monumental paternal order and figure. The shadow of death rests on them all. 

What emerged was a tale of a war, embedded in a society, pervaded by immature, religious, reactionary patterns of reaction. The contemporaneity was rather scaring. The astonishing integration of the psychological and the political dimensions, the micro-history in the macro-history, was the starting point for the next phase, the adaptation of the original text, the re-contextualisation as a basis for the staging. The dramaturgical operation consisted in three manoeuvres, concerning the space, the language, and the composition. 


The predominant component in this religious-military universe became the paternal figure, literally the sepulchral monument of the armoured Father as an over-size, central scenic element
. When the ghost appeared, the statue opened and he stepped forward. The space was a place somewhere between church, palace and forest, with heavy columns and martial banners. Everything had a militarized turn, especially the male costumes, but even certain aspects of the music. Sound has an extraordinary capacity in creating (imaginary) spaces. 


A significant problem was connected with the language. The English use to say, that all other nations are happy, except themselves. They are the only ones who have not the possibility of translating Shakespeare! The different linguistic levels in Holberg’s text, the variety of discourses, had been wiped out in the course of time, it all sounded old-fashioned and rather incomprehensible. The versification is an artificialization that functions as a mask, a camouflage of the infantile frustrations and hysterical, melodramatic tensions. But the verses were equally difficult to speak and to understand. It seemed necessary to translate Holberg into a kind of Danish that was neither conspicuous nor anachronistic. Honestly, in the end practically not one single authentic alexandrine verse of the author’s remained. Nobody noticed it. One critic even praised the skill of the actors who managed to recite the rugged verses by Holberg in such an elegant and understandable way!    


As for the composition, the structure was remounted in a more complex way, producing a more nervous modern (or Spanish/Elizabethan) rhythm, and even supplied with new lines and episodes, in order to emphasize the polyphony, the plurality of voices, and to elucidate the religious and military implications. A number of characters were cancelled and new characters were developed, among whom the most important one a kind of spokesman, a herald who gave bulletins from the wars: the family feud and the crusade against the Muslims. He even introduced the Emperor as the superior authority – Taranto is subject to the Empire. The original text ends with reconciliation and marriage. In the adaptation, the Herald interrupts the action and orders general mobilization on behalf of the Emperor, referring to the fact that three hostile vessels under the command of Osmin Ali Pasha are approaching the coasts of Taranto. A dispatch containing an Imperial message appoints young Pandolfus leader of the Christian army that once for all shall prevent the infidel enemies from assaulting “our” coasts. He shall pursue them everywhere and exterminate the root of the evil! The last words were heard as a voice-over, while everybody was looking upwards, towards the heaven and their master’s voice. The text was actually an alexandrine versified version with Biblical overtones of the famous speech by George W. Bush’s, who declares, in a rather Hollywood rhetorical way, that “we will find those who did it. We will smoke them out of their holes, we’ll get them running, and we’ll bring them to justice”.  


In the ending the servants and the prisoners of war were left back on the stage. All of a sudden the “Turkish” prisoners, a loan from the original staging, threw themselves into an oriental dance. Reluctantly the domestic staff joined them, in a paradoxical “integration”, which constituted the discordant final picture.

Significations.
It should be perfectly clear for audience and critics that for instance the ending had nothing to do with the original text of Holberg. It was not. Nobody noticed that it was a falsification, a fraud, in the manner of Guy Debords’s notion of detournement of works of art
. 


What we wanted to tell was a story of paranoia, military, religious and psychological, with reference to the on-going War on Terror. Everything was prepared and calculated, concerning how the audience was supposed to perceive and react on the plot. However, unpredictably, one week before the premiere, the drama of the Muhammad cartoons exploded, with burnings of flags and embassies. A narrative generated by the circumstances invaded and contaminated the performance, beyond our control, with focus on a fable of minor causes and major consequences. The premises for the construction of meaning were radically displaced. The audience wrote a different story. We were practically put out of action. 
The critics talked about the “shocking topicality of Holberg’s, especially in these weeks”. In the ending “you almost don’t believe your own ears, but it is simply the pacifist Holberg who writes with his most caustic ink”
. It was not. The ink was mine. At the time of the premiere the tension was so intense, that people heard what they believed to hear and saw what they believed to see. 
Making theatre means lying professionally. The playing with different realities may imply an effect of reflection, exposure, unmasking of staged cultural and political conditions. But in the end the true theatrical performance is produced on the stage of imagery and imagination. That dramaturgical process is only partly dirigible. 
Illustrations: 

Meridiano Theatre 2007: Transit

Woodcut 16.th century: Daniel’s Vision
Århus Theatre 2006: Pandolfus’ ghost, Melampe
� Another symptom of amateurism is enthusiasm. The professional is worried and humble. 


� Lars von Trier, � HYPERLINK "http://www.zentropa.dk/link_downloads/Lars_von_Trier-En_overleveringsforretning.doc" ��http://www.zentropa.dk/link_downloads/Lars_von_Trier-En_overleveringsforretning.doc�. Wolfgang Iser, Die Appelstruktur der Texte, Universitätsverlag, Konstanz 1970. In the place of the missing B one frequently experiences exposures of the stage director’s ego, regardless of the spectator’s intuitive intelligence. 


� The point of view is practical. See also Leon Katz, “The Compleat Dramaturg” in Bert Cardullo, ed., What is Dramaturgy, Peter Lang, New York 1995, Gad Kaynar, “Pragmatic Dramaturgy: Text as Context as Text” in Theatre Research International, vol. 31, 2006, Mary Luckhurst, Dramaturgy: A Revolution in Theatre, Cambridge University Press, Cambridge 2006, Christian Biet and Christophe Triau, Qu’est-ce que le théâtre? Gallimard, Paris 2006, and Cathy Turner and Synne Behrndt, Dramaturgy and Performance, Palgrave Macmillan, New York 2008. The ideal spectator, like Eco’s model reader or Iser’s ideal reader, is obviously a construction. In real life one has to take pragmatic points of departure. The important thing is not to confound a (preliminary) tool with a fact; but instead to be aware of relativity, complexity and contextuality. The discovery related to the performativity trend, that theatre takes place in interaction with an audience, has been known to theatre practitioners for years. One should be careful not to think in either-or, before and after categorizations. Historically, logocentric or dramatic theatre has a lot to do with the reforms of the 18th century, preceded by much performative or pre-post-dramatic theatre.  


� Cf. Murray Cox and Alice Theilgaard, Shakespeare as Prompter, Jessica Kingsley, London 1994.


� In terms of literature, poetry, characterized by sonority and imagery, is closer to drama than epic texts are. The historical avant-garde’s “release” of words, cf. Bent Holm, ”Dario Fo and the Avant-Gardes(s)” in Nordic Theatre Studies 16, 2004, p. 49f, seems to be forgotten in the discussion of logocentricity. The negligence of the non-linguistic register of text, understood as a composed or performed score, has even to do with an evangelical heritage: the tendency to search for textual meaning, the semantic aspect, rather than the sensual or ritual.


� Cf. Gilles Deleuze, “Un manifeste de moins”, in Carmelo Bene and Gilles Deleuze, Superpositions, Minuit, Paris 1979, p. 85ff. The drama text is removed from its “historical” position and contextualized in a way that implies a displacement of the centre of gravity. The accordance with micro-history and with New Historicism is evident, cf. Stephen Greenblatt, “Resonance and Wonder“ in Peter Collier and Helga Geyer-Ryan, eds., Literary Theory Today, Polity, Cambridge 1990, p. 74ff. Several of Greenblatt’s reflections can be applied on practical dramaturgy.  


� Cf. Bent Holm, “Instruktøren som fortæller” in Stig Jarl and Alette Scavenius, eds., Sceneskift, Multivers, Copenhagen 2001. Strehler was the master and model of Robert Wilson who wrote a splendid essay on Strehler’s and his own work with space, light and rhythm, published the year Strehler died, as the preface of Giancarlo Stampalia, Strehler dirige, Marsilio, Venice 1997. Strehler based his productions on an extensive research (see below) and years of ripening. That strategy is different from a tendency to let conception be a personal or even private project. The formula: “To me this play is about… “ tends to mean: “This play is about me… “ 


� As for the Chinese boxes, see Valentina Cortese, “Le scatole cinesi” in Maria Grazia Gregori, ed., Il Piccolo Teatro di Milano, Leonardo Arte, Milano 1997, and Cordelia Dvorak, Passione teatrale. Giorgio Strehler und das Theater,  Henschel, Berlin 1994. Strehler sometimes referred the boxes to respectively Stanislavsky, Brecht and Copeau, who on the one hand were significant figures of inspiration and on the other hand implied potential one-dimensionality. Strehler aimed at eclectic complexity. 


� Quotations are from Ludvig Holberg, Værker, Rosenkilde og Bagger, Copenhagen 1969-71, vol. V, p. 51ff. My annotated adaptation of Melampe was published in 2006 by Drama, Gråsten.


� His texts about the ”the Turk” and ”the Jew” were published in Danish in 1999: Martin Luther, Mod tyrken og jøden, Tidehvervs forlag, Fårup; by the publisher they are described as some of “Luther’s most essential theological texts”.  The quotations are from that edition, p. 30 and p. 61. There are personal and ideological mergings between the publisher and the left-wing Dansk Folkeparti (“Danish Popular Party”). 


� Peder Paars quotations from from Holberg 1969-71, op.cit., vol. II, p. 125ff. Holberg’s attitude is dialectic and ironic. In Epistola LXXXIV he refers to the Islamic belief that he who falls in war, would become a “God’s martyr, who with boots and spurs was carried by angels from the spot where he fell, directly into Paradise”. Ludvig Holberg, Epistler,  Hagerup, Copenhagen 1944-54, vol. II, p. 12.


� Cf. The chap-book Sibyllae Spaadom (“The Prophecy of Sibylla”), 1605; Henning Frederik Feilberg, articles ”Tyrker” and ”Tyrkiet” in  Ordbog over jyske Almuesmaal, Universitets-Jubilæets danske samfund, Copenhagen  1886-1914, vol. III. Feilberg’s ”Holger Danske og Antikrist” in Danske Studier, 1920, is an impressive comparative study of motifs with links to among others the Roman  Sibylline Books from ca. 140 BC and to the Christian apocalyptic author Methodius in the 5 century.  


� Only in 1855 the line was changed into ”your enemies’  lies and murder”. A church painting in Wolgast in Pomerania from ca. 1700 shows the Pope and the Turk as the great enemies of Christianity. Bach’s cantata n. 18, Weimar, ca. 1715, contains a litany about the Pope’s and the Turk’s ”murder”. In a Danish Døde-Dands (“Dance of Death”), Copenhagen 1762, consisting of wood-cuts and moralizing verses, addressing Pope, Emperor, King etc..down to Jew, Turk, Harlequin, Beggar, the Death speaks to the Turk: “Barbarian! […] Now you must dance with me in the Dance of Death/ […] The Paradise of Lust, described by Mahomet,/ Shall be revealed to you in a moment./ But instead of a virgin,/ A flock of Devils will make you company there for sure./ […] what your inveteracy  did not teach you in time,/ You shall be taught in eternity,/ Where you shall stand beside your Mahomet.”  The notorious Muhammad cartoons have their predecessors.


� Torben Krogh, Holberg i Det kgl. Teater ældste Regieprotokoller, Gyldendal, Copenhagen 1943, p. 66ff. 


� Kathrin Asper. Verlassenheit und Selbstentfremdung, Walter-Verlag, Düsseldorf, Zürich 1987.


� Unfortunately, in these years that kind of scenario is not limited to the world of fiction.


� Holberg’s stage direction says actually that “Scena is an open field at the tomb of Pandolfus”.


� Cf. Holm 2004, op. cit., p. 41f.


� Quoted reviews by Henrik Lyding, Jyllands-Posten 5.2. and, Jakob Steen Olsen, Berlingske Tidende 8.2. 
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