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For the Peopte or the Cultural Eli

I975 saw the foundation of two new state- assisted companies

than eight years later we have witnessed the drop in subsidies

to the Irish Ballet Company and the closure of the Irish Theatre
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Company due to the withdrawl of their grant by the government,

We see the dramatic economy drive imposed on our National Theatre
The Abbey which is being forced to bring back virtually all pre-

vious plays which had a successful run in an effort to make money

at the box office and cut the cost of producing any new material.

This fight for survival is in operation throughout the other
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few remaining theatres in Dublin. Is this

n

significant to the

comment made by a member of the Dublin Corporation Committee in

reference to the Dublin Theatre Festival, the representative

show case of theatre in Ireland today "™ That the festival was
Musmeiamnon o).

only for 'Hob Nobs! "- sadly not a name coined to describe a

new theatre movement but a reflection of the attitudes towards

the questionable relevance and existance of theatre in Dublin,

—

t is worth noting, I think, that this attitude has been summed
up by a committee dealing with the arts, but who represent the
cultural interests of the vast majority of people within the

Dublin area who would not consider themselves members of this

soccalled Elitist 'Hob Neob' element.

Elitist is a word which has for a long time been applied to
various theatrical movements. Indeed, since the wave of roman-

tisism in the nineteenth century, the demythification of art






THE - Dublin Theatre Festival, which suddenly
finds itself in hot water, is about two things —
REALITY and DREAM.

First, the reality. It was planned to make this
three-week event this year first-class despite the
lack of funds, though it would have still cost
£200,000 to stage it.

Now the Dublin, Corporation has cut its grant
by half to £10,000, a stunning blow to the festival
| organisers. It may mean, if the decision isn’t res-

cinded by the Council, a two-week festival instead
of the accepted three. It will mean the cancella-
tion of some imported shows.

Briefly, it means a poorer festival.

Sos to what I term, the dream. Festival Direc-
tor Brendan Smith and his programme director
Michael Colgan dream up events for the pro-
gramme so that festival-goers are assured of some
first-rate productions, For instance, this year
Smith wanted Peter Brook here with his bmilliant
production -of “Carmen’”, a production that has
won wide acclaim. Colgan areamed up some
splendid imports from Japan and New York,
but he has had to cancel at least two of them.

For the duo of Smith and Colgan, who work
well in tandem, it is a depressing time. Months
of hard work may come to naught because of
lack of money. Colgan is partioularly upset by
the Corporation decision which he describes as
“appalling”. Some of the inaccurate statements
also hurt him.

He told me: “Dublin Theatre Festival is of
the city and for the city and, even though the
Corporation do not give as great a portion of
our grant as ‘does the Arts Council, we in the
festival naturally look to the city representatives
for their support and encouragement.

“It is understandable to cut funding to an
organisation that has not proven successful in
recent times, but to judge by public and press
response, the festival is now at a very important
and exciting stage of its development. Tg say
th h ¢ v_for ‘hob-nobs’, as was
saird at the Corporation meeting, 1s entirely

Q1

Arthur Lappin. the representative of the Arts
Council in charge of theatrical matters, pointed
out that the £82,000 grant from his council would
be given on the understanding that the festival
was a three-week event. He stressed that relation-
ships between the Council and the festival were
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now extremely cordial; indeed they had a good
working relationship.

Ironically, I found from my own enquiries
that some people would prefer a two-week festi-
val, and that includes impresario Noel Pearson.

Pearson, for example, argues that he would
prefer to see money given by the Corporation put
to maintaining both the Olympia and Gaiety
Theatres. Both needed money spent on them,
especially the Gaiety which already had an ap-
lication in for money. “I believe,” added Pearson,
‘“that the Corporation should take over the main-
tainance of these theatres.”

On the other hand, Brendan Smith argues
that the Corporation has got very good value for
money they donate for the festival and should
acknowledge this fact.

Michael Colgan said that it might even be
partly understandable if the cut back was a one-
off decision. However, some of the Councillors on
the Cultural Committee® seriously argued for
eventually reaching a point when the festival
would receive no funding from Dublin corpora-
tion.

SLJI’\ACIL.‘ Ihcb_{:el\cbrﬁ'
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bringing it down to the level of the masses, there

reaction, been created followers of avant garde or cultural

(

Elite. This rift continues to widen. At the beginning of this
century Dublin provided the stage for four plays 'At the Hawks
Well','The Only Jealousy of Emer','The Dreaming of the Bones',

and 'Calwary', all done in the Japanese Noh style by a poet
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gifted writers Ireland

Nusmesanen No. 2.

body understood the plays, Yeats admitted " that the
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plays should be written for some country where all classes
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in a half- mythological, half- philosophical folk be-

lief which the writer and his audience 1ift into a new s

Perhaps Yeats was moving in the rigl

need to return to the

in a readction to the clutter of the nineteenth

century theatre and lifestyle. But did he have the right to

is desperate need
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impose h i for change, a ich. en
mIrad A+ +1 ol S s o s e

arrive 2t through th a solid ucation and

preparation in the appreciation and understanding

his new style

for almost a
decade been fed imitation art and the exaltation of mun-
dane - to provide them with a false reality and sense of decor-
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lives to ease the reality of
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expecting the support of society for tli

strove to keep t

in the staging of a production

movement'!. \llUSTRATEN NS .

group can create a trend

advocating t
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Wagner could ha forseen

the enormous chasm that was soon to open between art and society
in general. simply

entation was felt in every quarter,; literature
painting, sculpture, music and dance. Does then society in gen-
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eral, wheela] would also classify as

they have been cut off from art for the last 75 yonrs? Or in

retrospect, could it be said

sensibilities felt their way in
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have the ability to predict or is it promote, trends. Perhaps
this is the genius of a true artist, the intuition and creat-

would then lead us"to believe that society and the consumer

.d be governed by the artist. We know through experience

that the artist in the theatre over the last century has not

had the power to manipulate society but to present a perfor-
mance with the objective of provoking an emotional response,

previously buried in the subconcious.

I think the disintegration of conventional

twentieth century and the artists ability to

not extend beyond an attempt to give meaning to mans innermost

visualisations and to reach beyond the ordinary. To exXpress a
part of him of, which up until then, he had only been vaguely
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aware, The era of the individual was néigh, but the sense of
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ing vogue and self awarene

To me this so called split with society was the theatres intro-
the consumer afraid of his own reflect-
ion? Ts the arktist the only one facing up te reality, accepting

L JoghicAs

life with all its cruedities and disenchantments? IuSTRATVGN No 4.

Or who is an artist and who is not? We all,believe different
ngs-in life, we all follow different truths. Do we then

select onr dramatists as we do our gods to suit our own needs?
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Example: Antonin Artaud, in I9I0, at the age of five almost
succumbed to meningitis, and the disease left him with perman-
ent brain damage that grew progressively worse. The Frenchmans
extraordinary powers of observation allowed him to study the

disintegration of his own mind with the objectivit

tist and the subjectivity of a poet. As

N

exact expression to the steps of his psychic deterioration angd

U

the consequent failure of his habitual thought processes, Artaud
saw himself as a microcosm of the general process of disintegrat-
ion in communication between the artist and so&iety. He began

to feel there was a éurer level of communication than words.
Artaud was convinced that he had discovered the process by which
Western Theatre could bypass the ruined language of words and
with gesture cries, and ritual, reach a defenseless area of

direct communication. He eventually elaborated his plans for a

theatre of cruelty in a series of essays and in 1935 he applied

some of those theories in a Parisian production of 'The Lover!
which ran for only I7 performances. Parisian audiences detested

it, and the critics were abusive - this man who had received

little serious attention during his lifetime, achieved during

e
o
1)

i
O

960's the status of prophet - martyr. His violently worded

W

theatre of cruelty manifestos appealed to the growing spirit of

revolt at that time and became the professed articles of fai

ck

h
for many experimental theatre groups. WusTesanon No.5 .

So what does the consumer want and what is he getting from
the theatre? I feel that society has broken up into so many

sub-sections, there can be no one dramatist or movement which

4

will suffice the broad spectrum of tastes. Like Artaud, his

writings were only appreciated when the econmic ahd social
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