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• • • Art is large and it enlarges you and me. To a shrunk-up world its 

vistas are shocking. Art is the burning bush that both shelters and 

makes visible our profounder longings. 

(Jeanette Winterson) 

I regard the theatre as an art form because I believe in its 

transformative power. I work in the theatre because I want 

the challenge of decisiveness and articulation in my daily 

life. Directing chose me as much as I chose it. We found one 

another. I like to watch. I like to study. I like to meet people 

in the charged atmosphere of a rehearsal room or in a 

theatre. 

The theatre has been good to me. It has produced great 

friendships, love, travel, hard work, fun, terror and pleasure. 

It has also offered an entire life of study. Study is a full

time engagement which includes reading books, reading 

people, reading situations, reading about the past and 
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reading the present. To study, you enter into . 
, , a Situaij 

your whole be1ng, you hsten and then begin to 011 With 

. . . lllove ar 
inside it with your 1mag1nation. You can olll!d 

stuct 

situation you are in. You can learn to read life h· Y every 
W 1le 1· 

happening. 
lfe ls 

A scuba diver lies first in the water and Wait 
s unu1 h 

entire ocean floor below starts to teem with life. Th t e 

swimmer begins to move. This is how I study. I list en the 
en lllltiJ 

there is movement and then I begin to swim. 

J wanted to approach the theatre as an artist doe s, so I 

began to study the tools we have inherited and the pro. 

cedures we use to make work in the theatre. I also studied 

how artists in other fields do what they do - how they think 

and how they create. I looked for helpful allies in the artistic 

process. How do we approach one another in the arena af 

a rehearsal or on a stage? How do we begin and then how 

do we go on? 

As a director in the theatre I have encountered certain 

consistent problems that just do not go away. I have found 

myself repeatedly face to face with issues about violence, 

memory, terror, eroticism, stereotype, embarrassment and 

resistance. Rather than avoiding these problems I have 

found it fruitful to study them. And this study has changed 

the way I approach all my work in the theatre. The problems 

became allies. 

This book is an articulation of this study. 

Artists are individuals willing to articulate in the [ace 

of flux aucl transformation. And the successful artist findS 

new shapes for our present ambiguities and uncertaintieS, 
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The artist becomes the creator of the future through the 

violent act of articulation. I say violent because articulation 

is a forceful act. It demands an aggressiveness and an ability 

to enter into the fray and translate that experience into 

expression. In the articulation begins a new organization of 

the inherited landscape. 

My good friend the writer Charles L. Mee, Jr helped 

me to recognize the relationship between art and the 

way societies are structured. He suggested that, as societies 

develop, it is the artists who articulate the necessary myths 

that embody our experience of life and provide parameters 

for ethics and values. Every so often the inherited myths Jose 

their value because they become too small and confined 

to contain the complexities of the ever-transforming and 

expanding societies. In that moment new rnyths are needed 

to encornpass who we are becoming. These new constructs 

do not eliminate anything already in the rnix; rather, they 

include fresh influences and engender new formations . 

The new mythologies always include ideas, cultures and 

people formerly excluded from the previous mythologies. 

So, deduces Mee, the history of art is the history of inclusion. 

National and international cultures as well as artistic 

communities are currently undergoing gigantic shifts in 

mythology. Technological and corporate revolutions bave 

already changed the way we communicate, interact, live, 

make art and articulate our ethics and values. The myths 

af the last century are now inadequate to encompass 

these new experiences. We are living in the space between 

mythologies. It is a very creative moment, brimming with 
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possibilities of new social structures alt 
, ernate Parad· 

and for the inclusion of disparate cultural •n11 igms 

• 

1 uences. 

I bel1eve that the new mythologies will b 

. . . . 
e created and 

art1culated 1n art, 111 llterature, architecture pa • t· 
, m ing and 

poetry. It is the artists who will create a livable futur 

through their ability to articulate in the face of flux ande 

change. 

And yet, to succeed in this fast-changing world requires 

action, speed, decisiveness and hard work. To survive, to 

keep u p , to feed a famil y, to ensure a roof over our heads, it 

is necessary to act from a very particular personal impulse: 

the survival instinct. And there is always the danger that 

this survival mode will dominate the artistic process. Most 

of the choices that we makein the survival made issue from 

a need for security and advancement. But the instinct for 

security gives access only to a small part of our creative 

abilities. If we limit our impulses to the survival instinct, 

our scope and range of artistic work will be limited. 

Lewis Hyde in his book entitled The Gift: Jmagination 

and the Erotic Life of Property suggests that humans always 

take action and make decisions from two possible sources: 

the survival instinct or the gift-giving impulse. 

The gift-giving impulse, like the survival instinct, also 

demands action and decisiveness, but the results differ 

~ecause the intention that provokes the action has notb· 

ing ~o do with security. The action originates in the impulse 

to g1ve someo . 
. y 

fi 
ne a g1ft and tbe urge to create a 1ourne 

or others out 'd 

· t 

re . 
81 e of their daily experience. This insunc 

qu1res generosit . 
Y, mterest in others, and empathy. 
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Imagine planning a surprise birthday party for a friend. 
You make decisions about whom ta invite and how ta aston
ish and when ta reveal, all with a sense af vicarious pleasure 
and excitement. You are structuring a journey for another 
person through direct empathy and feeling. The creative 
action and choices spring from the gift-giving impetus. 
This kind af impulse also determines how we compose 
a song, develop a story, design a house and, ideally, how we 
rehearse a play. We create journeys for others ta be received 
in the spirit af a gift. 

Ta approach the theatre as an art form we must be able ta 
act in this empathetic spirit. But in our new global environ
ment we find ourselves immersed in commerce, in the 
marketplace and, perhaps because af it, we find ourselves in 
conflict. 1n a world af commodities, we are not solely artists, 
but producers as well. Each af us is a producer and an artist 
in ane and we must take care that ane does not overwhelm 
the other. The producer in us must protect the gift giver and 
know when and how ta give it space and freedom. The gift 
giver must step aside for the survival instinct in the right 
moments. The two must have their range and autonomy. 
How can we survive in the marketplace and still make art? 
How can we live in this fast and competitive environment 
and still walk into a rehearsal able to call upon the wild, 
violent child in us that makes the art poetic and magnificent 
and dangerous and terrifying? How can we, in a climate rac
ing for survival, generate gifts with presence and generosity? 

The study of violence, rnemory, terror, eroticism, stereo
type, embarrassment and resistance has helped me to treat 
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each one as an ally in the creative process. It bas b 

a journey outward towards other cultures, ideas and een 
PeopJe 

It has given me the courage to welcome the imb 
1 

· 

. . 
. a~~ 

of our present uncerta1nt1es and attempt the viole 

. 
nce af 

articulation in order to actual1ze the new mythologies of our 

time. 



{"type":"Document","isBackSide":false,"languages":["fi-fi"],"usedOnDeviceOCR":false}



{"type":"Document","isBackSide":false,"languages":["fi-fi"],"usedOnDeviceOCR":false}



{"type":"Document","isBackSide":false,"languages":["fi-fi"],"usedOnDeviceOCR":false}



{"type":"Document","isBackSide":false,"languages":["fi-fi"],"usedOnDeviceOCR":false}



{"type":"Document","isBackSide":false,"languages":["fi-fi"],"usedOnDeviceOCR":false}



{"type":"Document","isBackSide":false,"languages":["fi-fi"],"usedOnDeviceOCR":false}


