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INTRODUCTION

This essay is an attempt to place Antonin Artaud in the context of modern
performance. Up to this point in the history of performance art, with its

littlevariations, nothing has been mentionedmay about Antoninor

Artaud, without whom none of what we accept today as performance art would

be possible. I hope in this essay to acknowledge Artaud's achievements in

formation of a theory of theatre/performance which is as radical todaythe

as it was when it was first written. The first two chapters in this essay

therefore deal specifically with Artaud and the formation of his theories,
while the last chapter concentrates on contemporary performance, in an

Artaud'sidentify the strong influences and links that workattempt to

still has with the work produced in the last twenty years.

In chapter one I have dealt in detail with the influences on Artaud which

led him to formulate his theories on the theatre. This is important since

so did Artaudcontemporary performance has its roots in Artaud,just as

find much inspiration in diverse areas during his lifetime, therefore just

as this first chapter hopes to identify Artauds influences, it is also an

attempt to link performance today to earlier influences through Artaud.

directly with Artauds work, forChapter his theoriesdealstwo newa

Artaud'simplementation. influence moderntheatre and also its on

performance can be seen to stem almost entirely from his writings since his

fromthe theatre did not live up to what one mightwork expectinown

reading Artaud's theories. The first three sections of chapter two deal

of Artaud and concentrate mostly on his theorieswith the writings as

the most important book producedpublished in The Theatre and Its Double,

These theoriesby Artaud which contains almost all of his major theories.

5



have been divided in the chapter into the three areas where Artaud has been

stage language, his ideasmost influential as regards modern performance;

cruelty and 'the double', and his recognition of the director (metter-on

en-scene) as the creative force in the theatre. The last part of chapter

two deals with Artaud's implementation of his ideas. However unsuccessful

of them were, these works give a good insight into Artaud, and somesome

particular the solo impromptu performances,works, in linkedare very

closely to the modern day art performances which are dealt with in chapter

three.

The third and final chapter deals with three aspects of performance where

Artaud's ideas can still be seen to be forcefully represented. The first

is body art very much in the realm of art performance, where there has been

In this section I try to clearconfusion about Artaud.much up some

misconceptions which have developed concerning Artaud, through an ignorance

Thisthe essence of his writings among some performers of bodyof art.

goes on to analyse some performers in body art who closely followsection

The second section deals with non-narrativeideals of Artaud.the

FollowingArtaud has been most influential to date.theatre, where a

people within this movement who indebtedgeneral look toat aresome

look more closely at the work of the most important figure inIArtaud,

Wilson. Finally there isRobert sectiontoday,this movement ona

which is where I feel Artaud's writings havesocial/political performance, J
most effective. Despite some differences betweenbeen and can still be,

social/political theatre and Artaud's writings, I think,there still is,

Iand most forceful representations of Artauds ideas betothe strongest

To illustrate this point I have discussedfound in this type of theatre.

the work of Peter Schumann and The Bread and Puppet Theatre.

6



NOTE: Wherever has been necessary toit whichintroduce points are

chapter, I have done this at theparticular thatofto beginningone

chapter for clarity.

7



1

CHAPTER I

ARTAUD’S INFLUENCES
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dealdiscussing the work of Antonin Artaud it will be helpful to firstIn
vitally important influences which steered Artaud to theformfourwith

the effects of which can still beviews on theatre which he held,radical

The first is Alfred Jarry, theatrical innovator, whose workfelt today.

The thebase on which Artaud formed his theories. second, istheis
The third,effect that the Surrealist movement had on Artaud. and often

is that of the Balinese dancersregarded

Artaud'ssaw perform in Paris in 1931. Finally there isArtaudwhom

from which he hoped to gainto Mexico to seek out a pure culture,mission

The four are dealt with chronologically to try to givemuch inspiration.

sense of the formation of Artaud's theories, but it is important tosome
fourhe was developing these throughout his life and theserealise that
therather thanthis development of ideasfactors milestones inare

foundation on which Artaud then built his unique theatre.

ALFRED JARRY

founded his first theatre company with Roger Vitrac1926 andArtaudIn

Robert Aron. He named it after the man who more than any other influenced

Artaud's work. It was called the Theatre Alfred Jarry. It is not known

for certain when Artaud first came into contact with the work of Jarry, but

probably between 1921-24 as a young actor Charlesworking withit was

Jarry's influence can be seen to stem from twoDullin and Jean Cocteau.

which Jarryworks. The first

presented at the Theatre de 1'Oeuvre in 1896 (the year of Artaud's birth).

and more important influence of the two was Jarry's series ofThe second

the theatre which Artaud would have read himself, whereas hearticles on

could only know of Ubu Roi through passed-on accounts of it.

9
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was the notorious production of Ubu Roi



night and1896 causedproduced in riot openingUbu Roi, itsa on

Jarry overnight as the 'enfant terrible' theatricalofestablished the

The play, a symbolic face, was a loose parody of Oedipus Rex mixedworld.
King Lear which attacked bourgeois complacency and portrayed cruelwith a

in the activities of thereflected Ubu, thetyrantas

At the time of the production the playbourgeois who takes himself King.

One of the fewalmost unanimously rejected as a foolish prank. whowas

realised it's significance was W B Yeats, who attended the opening night,

who foresaw King Ubu would be the heralding of a totally new theatre,and
God".(meaning his generations theatre) The Savage Jarry"After Us

hisremained virtually ignored until Artaud became interested inhowever

mainly through Jarry's writings so that "together they led to theideas,

synthesis of the twentieth-century avant-garde drama.

from what can be called Jarry's manifesto as they containThree articles

all of his ideas and arguments for the beginning of a new theatre

"Questions of(2),"On of drama inthe uselessnessare:

Theatre." (3) and The points in these

with Jarry's main premise for his theatre, thewhicharticles deal was

the old language of the theatre and to replace (or renew)destruction of

it's decor,vocabulary by that of essentially theatrical elements such as

acting, lighting and sound.

hewhatofthe decor Jarry insisted on the total discardingAs regards

trompe-1'oeil illusionisticthe typicalcalled Thisdecor. was

Jarry would replace this withnaturalistic decor of western theatre. a

which might act assimple decor of perhaps just one colour throughout, a

backdropsymbol, still would use as a constantsimpler raw canvasor

10

"Twelve Arguments on Theatre. " (4).

" (1)

theatre."

violent world



Jarry was equallysigns and prop changes to denote scene changes.with
He saw that because of dialogueunimpressed with the acting of his day.

the actor concentrated solely on the face instead of acting with the entire
To counteract this he advocated the use of masks, which he did inbody.
in his production of Ubu Roi. The masks would also depict thepractice
leaving the author to act not merely deliver lines. Jarry hadcharacter,

very specific ideas regarding the lighting of his productions. Light was,
a theatrical tool and Jarry foresawat that time,

He proposed lighting only theit would become one of the most important.
stage (still a new concept at the time), and using this focus on the actor

way to manipulate shadows particularly on the masks that the actorsas a
With reference to sound, Jarry specified that the actor havewould wear.

the voice of the role, the voice of his mask. The actora special voice,

Jarry proclaimedonly emit what the mask would emit if it could.must
or more specifically dialogue would be of minorthat in his theatre voice,

rather than of major importance, as it was then.

Jarry offered more general points in his articles also. His main point is
to Artaud, a new language must be found which means movingthat, similar

from literary based theatre towards what would be dramatictrueaway a
theatre. Jarry sees the difference as follows: the literary dramatist is

(metter-concerned with what happened in the text while the new dramatist
en-scene) will be concerned with what is happening on stage. Jarry saw

Hethe tradition of translating a novel into a play as being perverse.
believed that the true dramatist must create for the stage and think first

terms of dramatic form (interestingly he thought it quite possiblein to

a novel from a play,create
language thebut the reverse). Jarry believed that with this newnot

is given a far more creative role instead of their usualaudience passive
one for, as he says

11
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Jarry would create a theatre that would hold a mirror up to a man showing
him how he is, not how he would like to be.

This by Jarry is without doubt the basis of importantstatement two
the first being the idea ofconcepts which Artaud pursued in his own work,

' the double’ of life and second the use of whattheatre macabre oras

Cruelty.Artaud calls destructive humour as an element of his Theatre of

It does not lessen Artaud's achievements to discover his use of the work of

workNo oneanother innovator of the theatre as a starting point. can
work from thistotally isolated from what has already been achieved but can

haveJarry couldpush further, to break totally new ground.to never

brought his initial ideas to the far-reaching conclusions that Artaud, with
Artaud was convincedhis single-mindedness and purpose,

wellfar

12

which 
one

only 
to

for example, 
for he is more 

even self-sufficient, 
(5)

more than Jarry about the absolute necessity of a new theatre as
was able to do.

"The theatre 
accessible to 
create life: 
conflicts on

they had never been totally confronted 
and which is made up, as 
it 'of eternal human imbecility, 
gluttony, baseness 
of decorum, virtue, 
have dined well', 
funny play,

"Once the curtain went up, I wanted the stage before the 
public to become like that mirror in the stories of Mme. 
Leprince de Beaumont in which the vicious see themselves with 
bull's horns and a dragon's body, depending on the 
exaggeration of their vices; and it is not amazing that the 
public should be stunned by the sight of its ignoble double, 
which they had never been totally confronted with before;

Catulle Mender has so well expressed 
eternal lust, eternal 

of instinct which takes over completely;
patriotism, and the ideal of people who 

Really there is no point in expecting a 
and the masks make it clear that the comic 

element must at the most be the macabre comedy of an English 
clown or a dance of the dead." (6)

animates impersonal masks is i 
who considers himself virile enough 

a conflict of passions more subtle than known 
Everyone 

man 
greater 
walking

a character which is a new being.
admits that Hamlet, for example, is more alive than the 
in the street, for he is more complex, with 
synthesis, and even self-sufficient, for he is a 
abstraction."



provide thethe more intellectual of the two,being better able toas
the manifesto in the form of tfrthesis for the new theatre, and'The Theatre

Double" which meant that these ideas (insteadhas ending withits of

Jarry's work) have changed forever the nature of theatre.

SURREALISM

Although Artaud spent only two years as a member of the Surrealist movement
he is often identified first and foremost as a surrealist.
false assertion, however, since although he spent little time as part of
the he in his thinking essentially surrealist. It ismovement was,
therefore to review his actual involvement in theimportant movement to

identify the elements of surrealist philosophy which Artaud fromgained

Artaud introduced to the surrealists by Andre BecomingMasson.was a
October 1924,member in he was very active while part of the movement,

contributing articles to various surrealist publications. In January 1925
he was appointed director of the surrealist Bureau de Recherches. This

forum for debate about surrealist ideology as well being thewas a as
official collector of material like automatic writing, accounts of dreams

The aim of the bureau was to set down a criteria by which authenticetc.
surrealist thought could be recognised. As editor of the third issue of
the surrealist magazine La Revolution Surrealiste Artaud took complete
charge, declaredwriting the issue almost entirely himself. The cover
that 1925 would be The issue contained

to the Pope and Chancellors of Europe'sletters universities whichopen
rejected both Christianity followed bytheseand western logic, were
letters to the Dalai Lama and Buddhist schools, begging them to assist in

13

"the end of the Christian era".

being part of the movement, as opposed to those which are Artaud's own.

This is not a



elimination of western ways (7).the All this was very much in keeping
with surrealist view that western culture must look to other cultures to
restore itself to true culture.

was through the movement that Artaud met Roger Vitrac who hadIt a common
interest only in surrealism but in formulatingnot theatre baseda new
strongly on surrealist ideals. This would be a theatre of the fantastic
and grotesque, of dreams and obsessions, to be called the

Jarry". Preparations for the first production of the broughtcompany
Artaud into conflict with the movement. This began because of Artaud's
collaboration with Vitrac who had been expelled from the inmovement

1924.December The movement (particularly Breton) criticised what it
to be Artaud's commercialism in continuing to appearconsidered filmas a

(8), andactor his own.

The final when the leaders of what had been surrealiststraw came a

literary decided to become part of a politicalrevolution revolution by

collective Communistthe adherence of the movement theannouncing to

Artaud's break with the surrealist movement was then inevitable.Party.

November 1926 Artaud was formally expelled from the movement. InIn an

official document regarding the expulsion Artaud was criticised strongly:

assertions,

couldfeels about Artaud's belief that a cultural revolutionWhatever one

(dealt with further in chapter

thatmovement3) it

14
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... Let us leave him to his disgusting 
vague assertions, pointless insolence and manias.

in trying to launch a theatrical enterprise on

"Theatre Alfred

occur independent of a social/political one

is obvious in retrospect that it was the surrealist

"He 
the internal conditions of the soul, an attitude which 
belongs to the feeble-minded, the important and the 
cowardly. Never, in whatever field, did his activity (he 
was also a film actor) constitute anything but concessions to 
nullify ... Let us leave him to his disgusting mixture of 
dreams, ' ' ' " '
(9)

wanted to see in the revolution no more than a change in 
internal conditions of the soul, an attitude 

to the feeble-minded, the important and
Never, in whatever field,



moved away from essential surrealism, not Artaud. Artaud was all his life

in essence a surrealist, as pointed out by Andre Breton, theyears after
bitterness had passed; in our day, the one who went

vigorously in that vein (surrealism)."ahead most (10). Although the
original documentscathing was not published at the time of the split,

did mention it and similar criticisms ofBreton Artaud in articlean

entitled, "In Broad Daylight", which was issued to announce the affiliation
the Communist Party. Artaud published immediately his own article toto

Itcounter this called In the Dark or the Surrealist Bluff"

and

The fact that Artaud left the movement due to a disagreement about joining
political movement illustrates the totally different conceptions Artauda

had of surrealism to those of the rest of the If he hadmovement.
not left on this point, he would surely not have remained for much longer
within the group, for the basic surrealist temperament within the movement

odds with Artaud's. In 1925 in explaining the programme of the
"a certainSurrealist Research Bureau he favourably describes surrealism as

of repulsions". of theorder But Artaud misunderstood what the basis
Artaud joined the movement identifying with thesurrealist argument was.

the consciousness.surrealist to crush the limits reason sets uponwish
surrealists hoped that by extending their consciousness (withThe dreams,

drugs and bothpleasureasocial behaviour) theirthey could increase
and theMarcel Duchamp said regarding BretonDentally and physically.

movement that

15
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"'Did

"Antonin Artaud was,

"the greatest source of surrealist inspiration is love".

not surrealism die' he wrote 'the day Breton and his 
adepts thought they had to join communism and to seek, in the 
realm of fact and matter, the fulfilment of an endeavour 
which could not normally develop anywhere but in the inner 
recesses of the brain"'. (11).

was at



ILLUSTRATION I
PORTRAIT OF ARTAUD BY ANDRE MASSON
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is of course totally the opposite of Artaud's interpretation ofThis what
to him. personalvery

interpretation coloured by his pessimistic outlook which was the result of

chronically poor mental and physical health. In 1952 Breton suggested

it was primarily because of his destructive negatism that Artaudthat was

Indeed Artaud himself said, "what cuts me offexpelled from the movement.

from the (12).
Artaud did not expect pleasure from his freeing from consciousness, and

said

mind, while he saw physical pleasure as being demonic.

Susan Sontag.

It would be wrong to consider Artaud's liaison with the surrealist movement

as a totally fruitless adventure. Artaud may not have followed strictly

the line being taken by the rest of the movement but his mental outlook, as

has In fact the reason for the splitbeen stated, was surrealist. was

that Artaud made no adjustment in his outlook to become a surrealist, the

basic philosophy of the movement was already part of his make-up. Artaud

left the movement still convinced of many of its claims and general stance,

if he continually refined and altered these to suit his needs.even own

Artaud had always understood surrealism as above all a state of mind with

the act as a critique of the mind and technique topotential to as a

improve the quality and range of the mind.

17

a 
the

he regarded a surrealist as someone who despairs of attaining his own

He brought to the movement a

surrealists is that they love life as much as I scorn it"

"The surrealists are connoisseurs of joy, freedom, pleasure, 
Artaud is a connoisseur of despair and moral struggle. 
While the surrealists explicitly refused to accord art an 
autonomous value, they perceived no conflict between moral 
longings and aesthetic ones, and in that sense Artaud is 
quite right in saying that their programme is 'aesthetic' 
merely aesthetic he means. Artaud does perceive such 
conflict, and demands that art justify itself by 
standards of moral seriousness." (13).

Artaud brought a unique sense

surrealism was



of moral seriousness to this idea since it affected him on a far deeper and
more personal level than others in the movement. This relates directly to

which was the sense of mission whichanother point the surrealists and
their work (even if theirArtaud brought to goals similar).were not

revolution which would be applicable
all states of mind, and to all types of human activity.to its

within the arts as being merely a consequence of a broader andstatus more
revolution.important This is the final theory that Artaud shared with

the movement, the closing of the gap between art and life. Artaud and the
surrealists regarded art as merely a function of consciousness and that,
for this work would only be a fraction of the whole ofreason any an

artist's Whileconsciousness. this lead the surrealists towards the

breaking of consciousness into the arbitrary fractions of exquisite corpse

Artaud meanwhile maintainedwriting that this sub-division ofetc.,

was totally futile. He rejected totally the process ofconsciousness a

of works of art as objects (which he regarded onlydetached viewing as

metaphors for art or consciousness). This lead Artaud towards the belief

For thesethat all true art was action or art as a dramatic performance.

Artaud turned to theatre to experiment with his goal of creating areasons

'true' culture.

BALINESE DANCERS AND ORIENTAL THEATRE

had a great influence on Artaud's conception ofOriental theatre newa

hisreferences to Eastern theatre are to be found throughouttheatre and
Artaudwhenmost profound influence sawBy far thewritings. came

Balinese dancers perform in 1931, but he had, prior to that exposure, quite
As a young actor

firsthishimwho gavecontact with Charles Dullin,Artaud intocame

18

some knowledge of the theatre and culture of the orient.

He saw

'total' or 'true' art and by that to recreate a 'total' or

Artaud always regarded surrealism as a



Dullin wasacting roles.important very interested in the style of the
theatre and it may have been an influence on hisoriental Aswork. a
Dullin gave the young actor Artaud a free hand (as muchdirector wasas

possible) experiment with masks and make-up and movement,to much of it
inspired by oriental theatre. This interest in the form of oriental

coincides exactly with Artaud's first actual exposuretheatre first-hand

oriental theatre.with In July 1922 Artaud saw a troupe of Cambodian
dancers performing in a replica of the temple of Angkor at the Marseilles
Colonial Exhibition. This initially gave Artaud the idea that something
of what he was trying to achieve was to be found in oriental theatre. As

surrealist, Artaud would have come into contact with much orientala

culture as it was a common interest of the movement to look to the East for

inspiration in the formation of a new culture, as a new way of approaching

fulfilment. When setting up the Theatre Alfred Jarryartistic Artaud

acknowledged the influence of oriental drama on his work:

Artaud'sinfluencedIt the greatest single event whichclear thatis

writings (being the inspiration to begin them in fact) was when he saw the

Balinese 1931.the Colonial Exposition Parisdance performance inat

Artaud ofdescribes the performance, pureas

Directly aftertheatre
theoreticalthe Balinese dancers Artaud was inspired to begin hisseeing

The Theatre and its Double.theatre which culminatedwriting the inon

theMany of the essays in that book deal with aspects of oriental theatre,

'On the Balinese Theatre', 'Oriental Theatre andthree most important are:
of Cruelty'.Theatre'TheTheatre', 1st Manifesto of theWestern and

19

"The Theatre Alfred Jarry refuses to list all the fragmentary 
influences it might have been subjected to and will only mention 
the indisputable examples furnished by Chinese, Negro-American and 
Soviet Theatre." (14).

"the finest demonstration

we have ever been privileged to see here" (15).



There also two articles in the book concerning the theare oftraining
actor which owe a great deal to oriental theatre, 'An Affectivethey are;
Athleticism' and 'Seraphims Theatre'. Through these writings we see that

was influenced on two levels by the Balinese Dancers inArtaud particular
the oriental theatre in general.and First there are the more practical

ofelements oriental theatre which Artaud adapted for his andown use,
secondly there is the spirit and philosophy in which oriental theatre is
conceived and performed.

Some of the practical elements of oriental theatre which Artaud wished to

adapt to suit his theatre are listed in the 1st Manifesto of the Theatre of

Cruelty. Artaud that the action will take place insuggests concrete

shells of buildings like aeroplane hangers to allow the beaction to

performed all around the audience against white-washed walls.

many similarities to the stage in Kabuki and NohThis theatre whichhas

Artaud studied. Another physical influence from the oriental stage was

advocatedthe of two to ten metre high mannequins which Artaud alsouse

used) that are a hallmark of Kabuki and Noh. The movement

and gestures of the Balinese and other oriental theatres greatly influenced

Artaud's ideas on these matters. Artaud believed the oriental theatre had

dealing with metaphysics through the body (in which hesucceeded in was

new usage of gesture andgreatly interested).

(17) how Artaud described thisis a

linear gestures our actsnaked,gesture out of a state of mind, the dry,

might have if they sought the absolute.

20

these 
point 

. all

(although never

"A metaphysics coined from a

"mental alchemy creating

"High galleries will run along the entire hall, 
galleries will permit the actors ... to move from one 
to another in the hall and the action to unfold on 
levels, and in all directions of perspective, both in height 
and in depth." (16).

speech"

" (18).



ILLUSTRATION II

KABUKI THEATRE
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three main points from the oriental conceptThere are of what theatre
actually is (their philosophy), for which Artaud in his theories is most

to the Balinese dancers.indebted

work which exists only as a dramatic event not having from
where everything in the drama is subservient totext dialogue. Thisa

identified for Artaud the major problem with Western theatre which he then
attacked throughout his writings, while heralding the oriental theatre

H.which is valued and only exists through the degree of its objectification

stage" (19). This leads directly to the second point, which ison

that Artaud saw that since the Balinese dancers did not rely on a text, the

of the piece was the produce/director of theauthor piece, which Artaud

also wanted to adopt into his Theatre of Cruelty. But the importance of

the role of producer/director increases:

the foundation of Artaud's notion of this new author/director ofThis is

theatre, kind of possessed figure in society who has a function to feeda

the people with the elements of the theatrical which have up beento this

andlacking in western theatre; the cruel,the spiritual, the magical,

theirultimately BalineseFor Artaud also saw that for thethe true.

it had become in the west, in fact it

of theat all but a necessity,entertainmentnotwas

Artaud regarded the function ofculture and lives of the Balinese people.
"thetrue theatre as becoming what the Balinese dancers represented;the

22

■

come originally

theatre was not just entertainment as

And the material on which he works 
unions in nature promoted by a double 

from which

"This (oriental) theatre does away with the playwright to the 
advantage of what in western jargon we call the producer. 
But the latter becomes a sort of organiser of magic, a master 
of holy ceremonies, 
stems from primal 
spirit ... a kind of ancient Natural Philosophy, 
the mind has never been separated." (20).

an integral part

The first is the idea of conceiving a



daily bread of these peoples artistic feelings" (21). It is important to
point out at this stage that Artaud never sought to bring oriental theatre
or culture to the west. It was merely a model of what another culture had

Artaudachieved. realised that the western world could only in the end
to itself to re-find its true language of theatre and more broadly tolook

culture to essential culture,its away from what Artaudrenew regarded
as the corruption of civilisation.

MEXICAN CULTURE

no doubt,

1936 Artaud went to Mexico.In He had for some time been interested in

of ancient Mexico and had written in 1933,the culture an outline of a

production he wished to do entitled to

have been the initial production of the Theatre of Cruelty, before Artaud

forced to change this plan). Artaud wished to visit in Mexico some ofwas

performing rituals seepedthe ancient tribes who still existed unchanged,

By this stage in his careerin

andhad already begun to formulate many of his theories on theatreArtaud
byhoped that he might develop his theories on primitive essential theatre

studying the tribes in Mexico.

searchOn arriving in Mexico Artaud found that the pure culture he was in

Artaud found that there was an effort byof was in decline, but not gone.

the government to westernise the ancient tribes.

23

Mexico 
notion

ir
in
of which seems to be coming away here; 
idea obsesses me;
the earth,
the Indian blood, 
would be needed, 
revived." (22).

'Perhaps it is a baroque idea for a European to go to 
search of the living foundations of a culture the

but I admit that the 
in Mexico there is to be found, linked to 

lost in the outflows of volcanic lava, vibrant in 
the magic reality of a culture, and little 

for its fires to be materially

"The Conquest of Mexico" (which was

a culture dating back hundreds of years.



most specific influence on Artaud while in Mexico was a visit heThe made
tribe called the Tarahumaras in Sierra Madreto who, although theira

culture was "in tatters, but it subsists". (24). Artaud calls them "the
heirs of an era when the world still possessed a culture, a culture which

(25)

Artaud believed that both theatre and culture have qualities which cannot
be written down, and that true culture can only be understood in terms of

space, hence his belief in theatre as the total art form.

Artaud'sFor main interest in the Tarahumarasthis theinreason was

He took part in two of these ritualsrituals which they performed. and

they were to have a profound effect on not only his work, with regard to

the progression of his theories on total but also personally,art,

affecting him mentally for the remainder of his life. The ritualstwo

"Tutuquri : It and "Ciquri : TheThe Rite of the Black Sun’known as:were

peyote dance - a sacrificial rite". The latter was of particular interest

Artaud as it centred around the consumption of peyote (an hallucinogen)to

and "relates to death and th phantasmagorical, to have as its aim oblivion,
Bothis active ... positive and not negative.but the ritual ...
thedescribed in many areas of Artaud's writings, and showrituals are

haveto have a very sophisticated awareness of divinity and toIndians a
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be 
'to 
of

"Culture 
towards forms, 
(26).

void
II

is a movement of the mind which goes from the 
and from the forms returns into the void ...

masses to 
predominant movement in Mexico is
Indians up to the 'advantages'

"They (the government) consider the Indian 
uncultured, and the 
raise the uncultured 
civilisation'." (23).

" (27)

was one with life."



highly developed philosophy with an awareness in a duality in the Universe

(something which obsessed Artaud), but also an awareness of the tension and
vitality in the balance of opposites,

in their rituals through, costume and movement, and in their paintings and

Artaud attributes, correctly, the strength of the culture ofsculptures.

Tarahumarasthe phonetic writing, this
makes way for a culture rich in symbolic signs and images. Artaud stated
frequently that he wished his actors, and all stage action, to consist of
'animated hieroglyphics'. This is a direct result of the influence of
Mexican culture. Unlike either Chinese or Egyptian hieroglyphics which

both inaccessible the Mexican hieroglyphicsinitiated,toare are
accessible to the eye. Obviously there is greater relevance in the work

for from whose culture it comes,those but much of the works meaning is

universal. In this way the use of stage space,quite the movement and

sounds of the Tarahumaras rituals had a great effect on Artaud. Again it

was for developing metaphysical theatre that Artaud realised the importance

of the Mexican rituals.

regards expanding hisAlthough Artaud found much of interest in Mexico, as

ofwhile beingtheories the participation in the rituals,theatre,on

immense importance to him, had a disastrous affect on his mental health and

mentalofdirect cause of his commital, soon after, to a serieswas a

This effectively ended his career apart frominstitutions for nine years.
To participate in the peyotea brief reprise on release before his death.

addictedbecomehad to stop taking the heroin to which he hadritual he

Although while taking the peyote and participatingsince early manhood.
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the
of touching

to the fact that they possess no

all of which was primarily expressed

art of space and it is by emphasising
of space that it has a change

It is in the space haunted by the theatre that
and under these countenances

"Theatre is an 
cardinal points 
life itself.
things find their countenances, 
the sound of life." (28).



in the rituals he was extremely content and well, andafterwards the drug
the experience of the rituals unbalanced Artaud completely.

had
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and 
imagination.

think then that I was living through the happiest three 
of my existence. I ceased to seek a reason for my 

to have to carry my body. I
"(I) days of my existence. I ceased to seek a reason for 
existence and I ceased to have to carry my body, 
understood that I invented life and that that was my function

my raison dete and I was bored when I no longer had my 
" (29).
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CHAPTER II

ARTAUD'S THEATRE
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A NEW LANGUAGE OF THE THEATRE

of the major factors in prompting Artaud to begin to formulate hisOne own
theory of the theatre was his complete rejection of the theatre of his

Artaudtime. reaction against popular theatre which began
the mid-nineteenthin Along with peoplecentury. such Wagner,as

Stanislavsky, Ibsen, Stinberg and Shaw, Artaud believed that theatre had

degenerated into cheap melodrama and coarse entertainment (represented in
France by the Comedie Francaise), it needed to once again be restored as a
serious Artaud rejected totally the idea that theatreart. merelywas

entertainment, because he saw that it could have a more profound importance

and be of more significant use to people, as it once had been. There had

of been some innovation in the later nineteenth early twentiethcourse

but basically the theatre was solidly based on naturalism andcentury,

inevitably ended up being merely the representations of novels on the stage

or staged dialogue.

Artaud realised that a major reason for the decline of theatre was the fact

Ever since theatrethat dialogue had been given far too much prominence.

had 'developed' away from its original function as ritual, speech had taken

over from the more essentially theatrical elements.

thereforeused in Naturalistic Theatre) is non-theatrical andSpeech (as
Since Ancient Greece itonly deserves

31

a minor role if any in the theatre.

was part of a

at least 
in the 
namely,

i. of 
you will, 

is left in

"'Why is it' Artaud argued 'that in the theatre, 
theatre as we know it in Europe, or better still, 
West, everything that is specifically theatrical, 
everything that does not fall under the dictates 
expression by the word or by words, or if 
everything that is not contained in dialogue — 
the background'". (1)



been taken forhad theatre'sgranted that function basicallywas
communication through speech, but if theatre only functioned as speech then

deserves to be treated only as a branch ofit literature. Artaud went
further, why bother putting on this type of play at all since it might just

Artaud's basic argument is that theatre must be theatrical, and since
speech dialogue is literary it can only play a minimalor inpart a

theatrical work, and even then it must be changed so that it too takes on a
theatrical function. To re-establish theatre Artaud felt it was essential

to concentrate on those elements of theatre which are peculiar to it alone.

say that the stage is a physical and concrete place that demands to be
and demands that one make it speak its own concrete language" (2).filled

In developing a new theatre, Artaud recognised that it was tonecessary

identify a whole new language for the theatre, or perhaps it would be truer

he aimed to rediscover the original language of theatre which hadto say

been lost for so long. This language, he said

Artaud's new language was not just vaguely theorised about however, in his

Artaud goes into a good deal offirst manifesto of The Theatre of Cruelty,
Thepractical detail as to what exactly this new language entails. most

andsound,andnew languageimportant elements of this gestureare
oflistThesignificance.is centraltherefore alsothe inactor

andto be reconsidered in the manifesto goes furthertheatrical elements
ofthe stage space itself, the useincludes and guidelines on;ideas

lighting, music and musical instruments andmasks, etc.,costume, props,
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of all that which occupies the stage, 
can manifest and express itself materially on a

as efficiently be understood through reading?

"consists of all that which occupies the stage, of all that 
which can manifest and express itself materially on a stage 
and which is addressed first to all the senses rather than to 
the mind as in the case of the language of words. " (3).



oflists some works which were to be performed by the new Theatrefinally

Cruelty.

referred to often by ArtaudSoundand andGesture of greatare were

Artaud by no means totally rejected the use of speechimportance to him.

it was the manner in which it was used whichand the voice in the theatre,
he said, dispense with wordsStage language would not,disturbed him.

altogether but rather give them the qualities they have in dreams. Artaud

havehoped sound in much the same way as gesture tooto treat

various ways of being projected into space"possibilities of sonorisation,

communicating through but(4). longer be a means ofWords would no

used for their qualities as objects with their physicalbeinstead own

yelps,prolonged modulations, incantations,tonalities,existence, as

barks, in harmony or calculated dissonance with the gestures and objects in

solidmust manipulate it like an object which isthe theatre space,

and which can move things, first in the air, and then in an infinitely more

(5). Artaud also mentions that words willmysterious

an infinite variety of expressive colour hisable inbe to represent

technique adopted from one used by theTheatre.

involves a system of breathing and expressive techniquesCabala. It in

which each type of breath corresponds to a basic emotional colour which can

then be varied by the actor by permutation and combination. It is through

breathing and links that audiences begin theother physical maketo

connections between their own bodies and those of the actors.

The dancers whom Artaud saw in 1931 were a major factor theBalinese in

33

rhythmn when 
we must allow

Here he is referring to a

"words,

and secret domain"

"one

"To restore 
audiences

the links in the chain of a 
saw their own real lives in a show, 

audiences to identify with the show breath by breath and beat 
by beat." (6).



offorming his theatrical ideas in general and those ingestureon
particular. The dancers expressed for Artaud the perfect poetry of space

had conceived of and gave him a 'concrete conception of thehe abstract'.
learnt literary language of movement withno Cabalathe or

Balinese as there is in mime or pantomime whose subordination to literary
interpretation Artaud saw as perverse. Of the Balinese he said,

To break down the barriers between the audience and the action, Artaud
envisages The

must be replaced by one single area without divisions in which thestage

will take place. The audience will no longer have the protectionaction

of a defined stage space as the action will take place all about them and

they in fact become part of the action. Artaud wanted the audience to be

Thein the centre of the action facilitated by the house being circular.

action will take place all around the audience and on all levels, even from

To assist the audience view the work, they will have swivel chairsabove.

Artaud argues for the abandonment of thethey nay follow the action.so

theatre houses for barns and aeroplane hangers, rebuilt to take on the aura

'holy place'. The walls will be whitewashed and thereof
theall the elements ofso that instead,will be

effect of the decor.theatre the roletake oron

ritual costume, thirty foot high effigies of Kind Lear's beardcharacters,
objects of unknown formmusical instruments as tall as men,in the storm,

Artaud(8) In thisand purpose are
borrowed a great deal from the decor and style of Kabuki and Noh Theatre.

Artaud says it should be of a timeless ritualistic natureOf the costume,
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a complete rethinking of the concept of stage/auditorium.

no scenery or decor,
"Hieroglyphic

a 'church' or

"These mental signs have an exact meaning that only strikes 
one intuitively but violently enough to make any translation 
into logical, discussive language useless." (7).

enough to fulfil this function."

There was



where each costume will convey its own precise hieroglyphic type of meaning

(9)

envisaged the use of towering puppets and masks to createArtaud magical
effects and strong impacts.

Artaudrefers to lighting and music in his theories.Artaud also was
at a time when lighting was being given muchforming his theories more

in the theatre and he (like his contemporary Gordon Craig),consideration
considered it to be a vital part of the theatre with a more important part

In his writing Artaud talks ofplay than it had done up to then.to

looking forward to neweffects which were still not available, inventions
Artaud envisagedhe foresaw would revolutionise lighting in the theatre.

waves of light and explosions of light alleffects such a vibrating light,
produce magicallarge colour and tonal rangeswouldof which have to

He hoped that lighting could act ineffects of great impact and meaning.
ofthis way directly on the mind and produce in the viewer real sensations

heat, cold, anger fear etc.

includeArtaud wishedAs well as his new approach to natural sound, to

discovering old forgotten instrumentssound instruments in his theatre, as
capable of producing unbearable levels ofwell newly invented ones,as

that these instruments would act as objects thenoise. Artaud onsaw
that their shape andnot there purely to produce sound,stage as well, so
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as an abstract reflection of the human being.

"As to costume, without believing there can be any uniform 
stage costume that would be the same for all plays, modern 
dress will be avoided as much as possible not because of a 
fetishistic superstition for the past, but because it is 
perfectly obvious certain age-old costumes of ritual intent, 
although they were once fashionable, retain a revealing 
beauty and appearance because of their closeness to the 
traditions which give rise to them."



have a meaning and would therefore add to the forwould decor,presence

Artaud felt all objects on the stage had mathematical relationships to one

another.

his discussions on a new Theatre language Artaud talks ofFinally in the
he feels this new theatre should produce. Although Artaud didwork not

it nevertheless gives a good insightto produce many on his list,manage

the very large scope and field of reference he felt this new theatreinto

language possessed, able to tackle such a diverse range of work.being

The list of works to be performed by the Theatre of Cruelty includes; an

Stendal'sShelly andOedipus Rex,adaptation of an Elizabethan drama,

and Artauds own play The Conquest of Mexico.The Cenci

productions straight fromplays but will attempt to stagewrittenout

the type and lay-out of the auditoriumfactssubjects, or known works;

is precluded toitself governs the show as no theme, however vast,

(10). is ironical to note however that for reasons discussed furtherIt

the only play produced by Artaud'sthe section in implementation,inon

was The CenciTheatre of Cruelty, from whose manifesto this list comes, a

scripted play by Artaud adapted by him from the work of Shelly and Stendal.

'CRUELTY' AND 'THE DOUBLE'

technical side of Artaud's writings occupy only a very small ofThe part

The largest proportion of his workhis overall theories on the theatre.

Artaud's theatrebe, foris philosophy of what theatre should wasa

the purging of all involved on and offrevolutionary and demanded change,

Two words appear constantly in Artaud's writing and are thethe stage.
this purgationkey to the understanding of much of his theories oron

and 'the double'.they are 'crueltychange;

36

"We will not act

us."



It while on his way to Mexico that Artaud decidedwas on a title for the

book of his theories which was about to be published - th'The Theatre and its
Double"

transfiguration

Therefore only is theatre the double of life and life the double ofnot

according to Artaud,theatre, but within theatre itself there is a second

double. Theatre mirror held up to life but as well beyond theis a

theatrical experience there is an interplay between those taking part (both

actors) and the great magical element of whichaudience the theatreand

Therefore this second double, theis hopefully a transfiguration.work

must be the ultimate source of not only theatre but allmagical element,

says that "beneath the poetry of there isArtaudfor textsthe arts,

and simple without shape and without text" (12). Thereforepoetry pure

Artaud's basic argument is that theatre must actually become life.

As has been stated Artaud saw the dramatic performance or happening (a word

Artaud actually
To produce thisideally produce this transfiguration of which he speaks.

allthe double since the elements mustdestroyingentails, of course,

pointsThis wish to unite twoto succeed as total theatre.become one

Artaud'sinisessence of its opposite commonhalf thegiving each
This binary view is further illustrated in the following quotewriting.
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the theatre is the double of life' he 
the

uses in his writings probably it's first use ever) would

"'For 
life 
correspond 
had found 
cruelty, 
which men 
And by that I mean the great magic element of which 
theatre, in its forms, is only the figuration while we wait 
for the theatre to become the elements of 
(11).

if the theatre is the double of life' he said 'then 
is the double of the true theatre  the title will 

to all the doubles of theatre which I thought I 
over so many years; metaphysics, the plague, 
The reservoir of the energies made up of myths 
no longer carnate is incarnated in the theatre, 

that I mean the great magic element of which the 
in its forms,



Artaud hewhere wishes to,says annihilate all the
conflicts arising from the antagonism of matter and mind, idea and form, of
the concrete and the abstract, one
single expression which would be like spiritualised (13) For
Artaud this meant that the audience do not identify themselves with what
happens stage but actually take part, for Artaud trueon theatre is a
dangerous intimidating experience which is primary rather than secondary.

Artaud's whole notion of the double has its roots in a number of areas
notably Rimbund, whom Artaud admired, had expressed similar ideas. Artaud

also linein with the surrealists who wanted art become life.was to
(Artaud however could not be said to be influenced by them he joinedas
the movement for the similarities in the ideas

Art as an entity must go, to merge back into life - the double destroyed

In this we can understand Artaud's statement, "Ibecoming theone. am

of the theatre. I have always been that. As much as I love theenemy
n (14).theatre, as much am I, for that reason, its enemy. Artaud was, of

the first in the world of theatre forstrivenot tocourse, person

(with theperhaps almost totally unique at the timecatharsis, but was

possible exception of the fferquis de Sade) in the way in which he proposed

Artaud's answer'transfiguration'. Theatre ofisobtain thisto a

Cruelty.

What Artaud felt he was fighting against in trying to bring about catharsis
ofartificialitiesofsaw the arbitrary overlayculture. Artaudwas

being the destroyer of the basic intrinsic qualities of humancustom as
Since Artaud believed art to be reality hewhich we all possess.nature

therevealstrip away these layers of artificiality and truewanted to

Artaud believed that beneath these layersnature of the audience within.
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"resolve or even

on this issue).

gold."

and to smelt down all appearances into



behaviour would lay bare the pure emotion within us allcivilizedof and
the protective wall of decorum could easily be smashed bythat forcefula

appeal to irrational emotion. In this attitude there is an obvious link

and Freud'sArtaud view that the malaise of western societybetween was
man'srepression ofthe much ofdue instinctiveto subconscious,

impulsive life. Artaud was strongly influenced by Freud's writings, in

particular his book The Interpretation of Dreams.

Artaud wanted his theatre to disregard culture and concentrate totally on

the basic human instincts as he hate, longing, the physical

desires etc.). Form in art was of no interest to Artaud as he saw it as a
barrier between him and this elemental theatre. Artaud rejects artistic

form as negative both for the spectator and the artist. The spectator has

become used analysing rather responding andthan participatingto

By doing away with these 'rules' inemotionally. Theatre,the Artaud

hoped to no longer allow the audience to disassociate themselves from their

'safe'For he wanted a rejection ofexperience. the artist, theown

of art so that in future the artist "will be like victims burntbounds at

the stake, signalling through the flames.

Cruelty therefore applies to all those taking part in the theatrical event,

however Artaud does concentrate more on the audience of this fortheatre,

theatre addressing itself neither to the audiences

For Artaud each performancemind or body but to their total existence.

thatadamantThereforereal event not merely play. he is onwas a

leaving the theatre each member of the audience
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saw it (anger,

" (15).

"Should have been shaken and taken aback by the internal 
power of the performance and that power should be in direct 
relation to the anxieties and preoccupations of his own life. 
The illusion will no longer be dependent on the probability

him cruelty will mean a



topower

Artaud compares dentistor
where although certain not to be fatal, the visit to the theatre should
leave the spectator neither morally or emotionally intact. This immediacy

the cruelty of which Artaud speaks.is The audience must never identify
with whats on stage as this removes them from the action. They are a part
of a unique action, the true theatre must be a dangerous and intimidating

there is no place for placid emotions and reassuring intimacy.experience,

Artaud theatre as being unique in being able to act physicallysaw on a
crowd without actually hurting them

Artaud ' s theatre of and life,cruelty opposes a separation of heart

artistic form which implies a difference between reality andrejects all

denying there exists such a difference heThoughrepresentation. not

proclaims (as in the above quote) that this difference can be transcended.

means of transcendence is for Artaud a spectacle sufficiently cruel toThe
re-awaken and re-activate " certain psychological emotion in which the most

H (18) and inof the heart will be brought into the opensecret recesses

and itscultureestablishedthis bothhis claim thatway prove

the bourgeois public, are dead, and that this new theatrecreators/slaves;

Basically the cruelty of which Artaud speaks is knowledge and truth, and

40

spiritual 
and

the 
(16)

"...The 
which starts its 
transcend reality.

or improbability of the action, but on 
communicate and the reality of that action."

poetic images of the theatre are a 
trajectory in the senses and can 

Once launched into his fury the 
needs infinitely more virtue to stop himself from 
a crime than an assassin needs courage to commit his, 
is here that the action of an emotion in theatre, 
purity appears as infinitely more valid than that 
emotion carried to the point of realisation in action.

force 
then 

actor 
committing 

and it 
in its 
of an 

" (17)

going to the theatre to going to the surgeon

can shock/wake them from their stupor.



on from this that an image is only true insofar as it isfollowing cruel.
The new theatre must be one of consciousness - raising. Using the analogy

theatre as shadow (the double) Artaud claims his purpose is the "namingof
and directing of shadows" and the destroying of ttfalse shadows" to "prepare

way for a new generation of shadows" around which will "assemblethe the
spectacle of life" (19). Artaud has quite a moralistic attitude totrue

To essence of our metaphysicaltheatre. reach the existence Artaud
This is what madebelieves that ironically the body is the key. Artauds

discovery of the Bali dancers so influential.

a

religiousit can be said that Artaud regarded true theatre as aTherefore
their primalcrowd strive to re-establish the link withritual where a

did thatBelieving as heforces which govern them.being, with the

could give the masses the opportunity to experience these feelingstheatre
Artaud hopedinvolving them directly in a real life situation.without

the masses attitude to life, to theirthat through this primal experience,

entire consciousness could change and hence transform society.

conditionalso regarded his theatre as cruel since it reflects theArtaud
man with regard to the unrelenting incomprehensible cosmic powers whichof

withThe new theatre would make man aware and come to termsgovern him.

implacable cosmic powers/cruelty whichthe
The form all this cruelty takesto tribal ritual is again obvious here).

on
These acts of violence would purge the viewerimportance on this.minor
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no one can avoid (the closeness

stage to some extent involves corporal cruelty but Artaud places only

"It was the revelation of the mysterious forces which rule 
the universe through their strange movements and hieractic 
costumes, the miraculous music that accompanied their dance, 
the presence of cosmic power in the unarticulated cries which 
made him realise the true nature of the theatre as 
potential instrument for the redemption of mankind." (20)



of similar emotions but more importantly the overall 'cruelty' would entail

revealing of the dormant violence and emotion and spiritualitythe within
each participant (both actor and audience) and the omnipotence of the force
outside of their control. Artaud suggests that his theatre would combine
suppression with mystic union, with defiance and protest, again somewhat
similar to tribal performance/ritual, and all this would combine to create

hypnotic theatre which would shatter the foundationsecstatic of thean

spectators existence.

'cruelty'It is interesting point that Artaud saw that the in hisan

theatre could take the form of humour, destructive humour as he called it.

In his article "Production and Metaphysics H Artaud gives the example of the

Marx Brothers, whom he greatly admired, as a destructive humour. Artaud

humour as that which called for "explosive interventionsdefines this of

and humour aimed at disorganising and pulverisingpoetry

(21).

(or shouldBecause Artauds theatre is not simply catharthic but exists

exist) with a cognitive function, his work avoids randomness totally. The

suggests (unlike say Dada anti-art performance)violence Artaud is very
n- embodiedcontrolled for 'he assumes that sensory violence can be a form of

intelligence." (22). Therefore and,this theatre is quite scientific

avoiding randomness, take onspontaneity,entertainment, must verya

To orchestrate this purpose inserious and ultimately religious purpose.

Theatre Artaud regards the 'metter-on-scene'his

importance.
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or director as central in

appearances."



METTER-EN-SCENE

As has been stated earlier in this chapter, Artaud dismissed the relevance
the playwright as the basis on which a theatricalof founded.isevent

Artaud the director the drivingInstead force behind thesaw as

acting as a new type of authority who created his workperformance, using
is basically theatrical (aselement that listed earlier),every as a

performance of not merely words, as

previously had been the case with the playwright. of the

fundamental lessons that Artaud got from his experience with the Balinese

dancers in 1931.

Therefore

theatre,

on a practical level, to the role of theArtaud gives little more insight,
it is the whole notion of the author/directordirector his work,in yet

Artaud fostered which has become on of the most influential aspectswhich
although dealingThis can be explained as follows:of his writings.

all of Artaud's writings are filled with thelittle with it himself, same

whichtheatreand singlemindedness with regard to theofsense purpose
of moralThe feelinghim an ideal model of the metter-en-scene.makes
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"Artaud's theatre is 
the 
the

REFERENCE
ONLY

space 
" (24)

starting point from which to compose a

This was one

"The Balinese realise, with the utmost rigour, the idea of a 
pure theatre, in which everything, conception as well as 
execution is valid and exists only in the measure in which it 
is objectivised on the stage. They rigorously demonstrate 
the absolute preponderance of the director whose creative 
power eliminates the words." (23)

essentially a directors theatre, with 
director acting as a poet using the concrete language of 
whole gamut of physical existence from space to the 

minutest nuance of the actor's bodily movement.



purpose and conviction in his work is quite remarkable.

unwavering

of

In

One always gets the sense of missionwith regard to the theatrical event.

from Artaud's writings on 'essential theatre', quest for truth and light.a

clear on learning of Artaud's personal life that the whole idea ofIt is

is linked to his mental and physical health as well hishis mission as

of his writing he identifies this missionmuchIndeedwork. in as a

hunger, the need to fill some void, not just in himself, but as he saw it a
writings ArtaudThroughout hishunger afflicting whole world.the

part of aas he sees it,identifies himself with similar artists who are,
He claims to understand bettergreat quest to fill the hunger of mankind.

of artist who are 'tormented and lost' (Baudelaire, Van Gogh,the work
ArtaudRimbund) rather than those who have a facility for artistic form.

for importantfar as to say that this affliction is a requisitegoes as
fallswriting/art and attherefore the job of artist or metter-en-scene

For this reason as well ason those who are suitably maledicted.random
Artaud greatly admired Vincentclose similarities in their personal lives,

ofdefenceVan Gogh. His
It ishimself and any whom he saw as outcasts with a mission.Artaud a

of thesethe role which Artaud saw as his own as onegood insight into

maledicted artists.
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: appears 
Artaud's

essay as a defence of Van Gogh is as much a

less explicable 
__________________ _____ There 
threshold in the development of 
which the ideas became rarefied, 
doubt frustrating to positivists, 
an incandesence 
and directors - albeit with extremely diverse results - 
whereas many of his and other's specific recommendations have 
become traditional or proved impractical." (25)

many of Artaud's writings he speaks of a kind of metaphysical calling

"His unwavering conviction that the art of theatre is the 
loftiest of arts and in direct contact with primal forces has 
left an aura of aesthetic sanctity and martyrdom to many 
the more impassioned but less explicable utterances in the 
The Theatre and its Double. There appears to have been a

Artaud's concepts beyond 
This volatilisation was no 
but it was accompanied by 

which has continued to inspire playwrights



Artaud' s with the task he had set himself aswritings deal of theone

ones to bring about some sort of cultural, spiritual revolution inchosen

case through theatre, which he saw as having the possibilities ofhis a

art'.'total These writings have gained in importance as influences on

performance artists since their publication, becoming theanddirectors

starting point for much of the greatest theatre since Artaud. However a

Artaud's own practical implementation of his ideas shows onlyofsurvey

some signs of the potency of his writings.

IMPLEMENTATION

Artaud will always be remembered for the influence his unsurpassed writings
himself.directorand not for his career as ahad on the theatre,have

His entire practical career was marred by many problems, not least of which

Artaud's own mental health which both prevented him from implementingwas
andhis ideas and discouraged support from potential financiersofmore

thatThe limitations on Artaud both internal and external meancritics.
approximationof his practical implementation can only be seen as anmost

of the Artaudian ideal.

hisworkpractical examples of his to assessLooking at variousthe
whetherfailure leads us to some conclusions as torelative orsuccess
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I

is 
to

who has 
society 
certain

It is a man
sense in which

than be false to a
That is why society has had

"And what is an authentic madman?
preferred to go mad, in the 
understands the term, rather 
superior idea of human honour.
all of those of whom it wanted to rid itself, against whom it 
wanted to defend itself, because they had refused to become 
its accomplices in certain acts of supreme filthiness, 
condemned to be strangled in its asylums. For a madman is 
also a man to whom society did not want to listen and whom it 
wanted to prevent from uttering unbearable truths." (21)



The Spurt of Blood was published in Artaud's lifetime (1925)which is a
surreal play which is quite similar to Alfred Jarry's Ubu Roishort which

we have seen in chapter one was a profound influence on Artaud. Artaudas

actually produced this work and it was nothowever never stageseen on
'theatre of cruelty' workshop/companyuntil in 1964,

on to produce this work.who went time ardentone

The Philosopher's Stone which Artaud wrotefrom

in 1930 remained unpublished until after his death (1949). It too was a

surrealist play. An erotic pantomime it again was unproduced by Artaud.

There are no heavens any more is closer to Artauds ideas than either of the

first two examples as it is basically a script written in several movement

little dialogue in accordance with Artauds belief thecontains inyet

subjugation of the spoken text. Dealing with the collision of Earth and

1961.Sirius unpublished untilremained unfinished andit

2nd manifesto ofThe conquest of Mexico according to Artaud in thewas

the first production of the theatre ofcruelty, cruelty.have beento

clear outline of the play in this manifesto butThere itis notwasa
insteadproduceto obtain backing Artaud was forced toproduced because

ofdeathwith the defeat anddealtThe Cenci. The conquest of Mexico

The Cenci is the only full lengthat the hands of the Cortez.Montezuma

As the first production of theplay which Artaud wrote and produced.

of cruelty it was inconsistent with Artaud's itideology astheatre was

adaptation from the works of Shelly andbased on written text.

of Shelly's version of the instoryStendal, Artaud theused poetry

Artaud didconjunction with the brutality of Stendals version (in this way

which was that he should have the right tofulfil one of his convictions,
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It was an

(Brook although a

some of Artauds ideas).

Artaud ever created his 'total theatre', his 'theatre of cruelty'.

follower of Artaud's principles later shifted the emphasis of his work away

Peter Brook began a



adapt totally from old work to create something new). The production was
marred from the beginning by poor financial backing which forced Artaud to

inexperienced actors and a traditional theatre house. Artaud calleduse
the theatre of cruelty, but it is a preparation for it" (27).this

Besides two lost plays (both unproduced); The Burnt Belly or Crazy Mother

The torture of Tantalus this amounts to the totaland of Artaudssum

author/director before his admission in 1937theatrical tocareer as a
of asylums until his release in 1946. Three moresuccession theatrical

performances mark the end of his career but these represent Artaud's finest

achievements in the theatrical field.

The first occurred in 1933 but, as distinct from the work listed above, it

solo performance which Artaud sprung crowd,unsuspectingon anwas a

Sorbonne.a lecture on Theatre and the Plague at the Aswhile giving

the lecture began in the normal wayreported by Anais Nin who was present,

but he then began to act out the death of a victim of the plague.

The second, Tete-a-Tete with Antonin Artaud performed in 1947 at the Vieux-

again, ended up beingClombier was to have been a reading by Artaud which,

Using a great deal of his theoriesa spectacular theatrical evening. on

raved through some poems and accounts of his mexican triptheatre, Artaud

article calledIn antotally shocked crowd from the arts world.to a
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the 
He 
own

"No

"not

one quite knew when it began ... his face was contorted 
with anguish, one could see the perspiration dampening his 
hair. His eyes dilated, his muscles became cramped, his 
fingers struggled to retain flexibility. He made one feel 
the parched and burning throat, the pains, the fever, 
fire in the guts. He was in agony. He was screaming, 
was delirious. He was enacting his own death, his 
crucifixion. At first people gasped. And then they began 
to laugh. Everyone was laughing0 They hissed. Then 
one by one they began to leave, noisily, talking, protesting. 
They banged the door as they left ... But Artaud went on 
until the last gasp. And stayed on the floor." (28).



Artaud" in the Times Literary Supplement,"Saint Artaud's performance is
described oscillating between genius and madness.as Gide (aAndre

present describes the performance as follows:

can

moments

Artaud's final work forpiece radio entitledwas a

To have done with the judgement of God. This was recorded in 1947 and was
to be for Artaud his last opportunity to put his ideas into practice. It

of sequence of texts orchestrated for fourconsists voices anda some
Artauds performance of voice work was said to bepercussion instruments.

spine chilling, which was enhanced by his own use of gongs, drums etc.
The broadcast banned however on the basis that it obscene andwas was

offensive to the United States of America (30). Despite being passed as

suitable by a review board the work was never broadcast and Artaud died the

following year, disillusioned that the work he considered his greatest

achievenent never reached a wide audience.

radioArtaud considered last banned hishimself the piece greatest

miniature sample of what could be done he said). Itachievement (it was a

is however more widely agreed (By Barrault, Weingarter, and Jean Hart (31))

Artaud's life was a strange sort of theatrical work and that his bestthat
the eveningwork might be seen as the two least structured of his pieces:

1947.inthe Sorbonne in 1937 and the readings at the Vieux-Colombierat

conclusion fits in well with Artauds quest to merge life with art,This
theatreeveningsbe difficult to argue whether those two werewouldit

events or just events in Artauds life.

48

follower of Artaud's) who was

lecture was more extraordinary than 
It was of a nature never before heard i

"Artaud's
imagine.
which will never be seen again. I have 
memory of it, atrocious, painful, and at 
sublime.” (29)

i one 
or seen and 

retained an indelible 
almost



performance which he gave at The Sorbonne,the described above byAfter
Artaud discussed with her his feelings regarding the workNin,Anais and

the audience who had left in derision.
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"They always want 
objective conference 
want 
so 
them.

Mine, 
that 
writing, the struggles of birth." (32).

to hear about:
on

to give them the experience itself
they will be terrified and awaken.

they do not realise they are dead.
total, like deafness, blindness.

yes, and everyone
I am not writing,

__ they want to hear an 
'The Theatre and the Plague' and I 

the plague itself, 
I want to awaken 

Their death is 
This is agony I portrayed, 

who is alive ... I feel sometimes 
but describing the struggles with



ILLUSTRATION IV
ARTAUD - THE YEAR OF HIS DEATH
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had 
in 

the

The part referring to the US apparently concerned a plan Artaud 
imagined he had heard about, according to which the US, afraid 
that they would be lacking cannon-fodder for future wars they 
planned, were stockpiling the sperm of boys entering school 
frozen form to be used in artificial insemination for 
subsequent production of soldiers.



CHAPTER 3

AFTER ARTAUD
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begin this section on the influence that Artaud has had on theatreTo and
it is first of all necessary to state theperformance art, andcriteria

structure that I have used to undertake this study, for Artaud's influence
It would be impossible to even attempt to surveyis vast and problematic.

theall know it
Susan Sontagtoday. in her article on Artaud places his writings as

perhaps the most important in twentieth century theatre:

Artaud changed the understanding

This placing of Artaud a most important thinker on contemporary theatreas

(e.g.raises Artaud, unlike otherquestions. innovatorsgreatsome

Brecht), remains relatively unheard of and many who show obvious influences

from his work claim to be ignorant of its existence (or at least unaware of

Artaud's theories in particular). For example Beckett, Ionesco, and Genet

are often put forward as examples of work in theatre which have elements of

(which they certainly do).Artaud them Yet both Beckett Genetin and

claim have even read Artaud, and Ionesco claims to readhavetonever

Artaud' s years ago without much This beinterest.essays some can

explained by the fact that Artaud's theories have all been consumed by the

theatre and theatre-makerbecause of having been passed on from toone

another they have been totally integrated into the theories and approach of

Receivingother workers in theatre. This of course poses many problems.

third maybe fourth hand, there is a largethe message as they do, second,

degree of misrepresentation and the essence of Artaud's ideas have in many

There have also been over the years some attemptsbeen lost. tocases
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influences that Artaud has on theatre performance as we

"... he has had an impact so profound that the course of all 
recent serious theatre in Western Europe and the Americas can 
be said to divide into two periods - before Artaud and after 
Artaud. No one who works in the theatre now is untouched by 
the impact of Artaud's specific ideas about the actor's body 
and voice, the use of music, the role of the written text, 
the interplay between the space occupied by the spectacle and 
the audiences space. Artaud changed the understanding of 
what was serious, what was worth doing." (1)



revitalise straight from Artaud's text,re-enact,or the works of the
Theatre of Cruelty, most notably in the 1960's by Peter Brook, but I have

not to cover this area as Brook's is more a study of Artaudchosen rather
than work which has been influenced by him. Here, I will deal primarily

least marginally fallswith at into the ofcategory art
performance (though the scope of the term is debatable) I also attempt to

as examples, wherever it has been possible, works which I haveuse seen
'first hand' for obvious advantages. I have chosen to divide this section

threeinto sections, each dealing with a different area of contemporary
work which in some way has its roots in Artaud. The first section is Body
Art/Performance in which I look at work which seems to fit the criteria of

Artaud's theories and also works which manipulate and misrepresent Artaud.

The second is that of theatrical performance, the non-narrativearea

has gained recognition in Europe and America over the past
and Artaud. The final dealsmuchtwenty to partyears owes

with social/political theatre, looking at Artaud's ideas on revolutionary

theatre versus political action. This concentrates on one group who have,

I feel, embodied more than any the ideas of Artaud, but have extended these

altering them (as Artaud wouldat the same time,

vibrant and totally revolutionary theatre.

Although some of those discussed do not recognise Artaud as
and isis on examination obviously Artaudian,their workwork, their

since it fulfils the criteria set for itstherefore legitimate to discuss,

inclusion.

BODY ART/PERFORMANCE FROM THE BODY

been
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have wished) to create a

an influence in

Body Art has produced in the last twenty years many works which have

theatre which

work which



labelled Artaudian. In many cases however this work tends to be an almost

level.
The

in them (Genet, de Sade, Strinberg) including Artaud. In Performance Art,
led to a series of works in the late sixties and seventies which usedthis

elements of violence and cruelty. This came about at a time, in Europe
and America, when there was a general anti-establishment attitude. This

reflected in the art scene with a disdain for the commercialise andwas

whole structures and establishment of the art system. This was one of the
reasons for the popularity of performance art at that time; the rejection
of the commercial art object. It was also a study or challenge concerning

where did art end and life begin (the wholethe ofquestion Artaudian
notion of merging art and life).

The of performance which relied heavily on thestrand violence of its

has often been spoken of as Artaudian, but this I believeactions is

The most important artists working in this area were a group ofincorrect.
TheseViennese artists who initiated this type offour theatre. were;

InOtto Rudolf Schwarzkogler.Gunter Brus, Muhl, Herman Nitsch and

It is interesting toAmerica Chris Burden is perhaps the most important.

note that although there were many other artists working in a similar vein,

femaleis totally dominated by men, the only majorwholethe movement
The aims of this form of performance werefigure was Gina Pane in Paris.

Firstly it was a gesture against order both within the artfairly clear.
The hope was that through incrediblyworld and in society in general.

the performers would fulfil for those watching the needviolent actions,
which because of the structure of western society, isfor the violent act,

their daily Thislives.inpeopleforimpossible to expressmost
violence has led mankind into living false lives, alwaysofsuppression

withholding the violence inbuilt in them (the Austrian group in particular
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complete misinterpretation of Artauds ideas on the most simplistic
I960's did see a revival of interest in work with elements of violence



interested in Freud's writing on this suppression). Through theirwere

these performers hopedwork, purge theto viewer of this violence,
fulfilling the need for it, well bringing about
catharsis through shock, allowing the audience to experience their own

The ideas are certainly similar to those of Artaud but thesubconscious.

actual by which these artists thought they could achievemeans this are
Nitsch's rituals involved thesimplistic in the extreme. disembowelment

of dead animals over the naked bound-up bodies of men and women. Others
inflictedhave wounds on themselves to initiate this catharsis. Pane

inserts cuts on her arms with a razor blade, Burden has been crucified and
shot, and most extreme of all was Rudolf Schwarlzkogler who brought this

its 'logical' ending when in 1960,work by successive ofto selfacts
mutilation he ultimately brought about his death for art at ninetwenty

years of age.

The problem with all this work is that the catharsis never happens. There

are a number of reasons for this. Firstly this work has become a genre of

performance and because it relies so heavily on shock there isart, a

predictable escalation of violence from one work to the next since people

become shockproof so quickly, yet the reason for the escalation is simply

need to complete with a previous performance work (thebecause of the

to be the last person cut off their finger, so now I must cut

my arm to achieve anything). This I feel shows the simplistic levelof

these performances work on and hints at their ineffectualness. The second

Itpoint is again related to the fact that this work has become a genre.

complacentis

the fact that this is now an established genrebourgeois audience, means

thethat audiences who now go to

(preaching to the converted) or just betoartist against society go
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see this work are either identifying with

' logic' seems

taken that these works were conceived to shock and change a

but through this as



(like going to a horror-movie), and no catharsistitillated possiblecan
take place. The art world assimilates, and any attempt to merely escalate

shock language is soon learnt andthe ofname
The third reason for this work's lack of success isart. its attitude

towards the audience which it approraoches with utter Thecontempt.
attitude seems to be one of victimiser (performer) and victim (audience)
where the performer does not feel in need for catharsis but fromwants to,
what he sees as his position of knowledge, bring about some change in his

audience. However, as has already been stated the audience are immune to
these shock tactics and the work therefore becomes self-indulgence.mere
Artaud on the other hand aware that truly cruel theatre meant somethingwas

that above all difficult and cruel for himself. Artaud thewas saw
performer as being on the same basis as the audience, all working together

towards goal, unlike this form of body which preachesarta common

arrogantly and therefore nobody listens, which results in it becoming

sterile. John Fraser deals with similar his bookpoint ina

Violence in the Arts:

in

genuinely radical however often one returns

This leads to the fourth and final point, which is that the reason why this
thefunction as intended is that it bears no relation towork does not
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unshockable 
are 

Good art, however, doesn't shock 
i some degree it shocks everyone, 
And it is because of the daring

in
art
it." (2)

human behaviour, 
capacity of people and events 
limits to which he himself has 

of the ironies involved in the notion of the i
the
on

once again accepted in the

"... the truly shocking and cruel in art, I suggest, occurs 
when the artist's gaze has been turned as firmly as possible 
on concrete human behaviour, and when he himself has been 
shocked by the capacity of people and events to pass 
violently beyond limits to which he himself has assented. 
One of the ironies involved in the notion of the outrageous 
is the endeavour of proponents of it to get outrageousness 
all on their own side, so that emancipated and 
themselves,s they can watch comfortably as the people 
outraged in piquant ways, 
only the bourgeois;
including the artist. And it is because of the daring and 
ruthlessness of its interrogations - its intellectual cruelty 

Artaud's sense of that term - that distinguished violent 
ramains opniiinalv radical however often one returns to



Artaudreal. one

However,present was the truth. although their aim of the workcould
may be to present people with their suppressed realities,discussed this

cannot happen because the performers alienate themselves from the audience.

Artaud wished to bring art back to becoming once again part of life but the

reducing life to a statework of the body artist works in the reverse, of

art.

The criticisms above do not apply to all aspects of body art as there have

fitartists who use performance art in many ways which do thebeen many
Joseph Beuys work inArtaud ian criteria

experiment withperformance influential in leading others tomostwas

and his work has many similarities with Artaud's ideas. Hisperformance,

in making art once again a potent force in the lives of people isinterest

this was shown most clearly in his approach to theessentially Artaudian,

education of art students when he taught at the Dusseldorf Academy. Within

there are also good examples of performers who have used ideasbody art

Artaud's I will dealsimilarity theories.which have togreata

integralspecifically with two,

They are the works of Vitopart of much of contemporary performance art.

Acconci and the collaborative work of Ulay and Marina Abramovic.

performance artist in theVito midAcconci, who

good example of art which Artaud referredsixties, beingis to asa

difficult and cruel first and foremost for the artist himself. There is
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came to prominence as a

to show how Artauds ideas have become an

(at least in some respects).

at all a matter of vicious cruelty, cruelty 
i perverse appetites and expressing itself in 

sickly experiences upon an already 
but on the contrary, a pure and detached 

veritable movement of the mind based on the

"It is not i 
bursting with 
bloody gestures, 
contaminated flesh, 
feeling, a veritable movement 
gestures of life itself." (3).

saw the most cruel thing (and only worthwhile thing)



Acconcl's work much destructive humour which Artaud saw as beingalso in

The main objective in Acconci's works is that through anvery important.
investigation of himself, using his own body as a medium, he can explore
aspects of selfhood and relationships within contemporary society.

became a performance artist through poetry (as did Artaud). HisAcconci
and early performances work from the modernists formal traditionspoetry

inquiring into thequite minimalist, andand propertieswere

(4). His early poetry for example dealtabstract
rather thanwordswith space

(Very Artaudian). Early performances consisted

work like inviting people to his home to watch him step up and downof on

steps until exhausted.

went on to work on performances concerning the self throughAcconci then
He was interested in howexploring and challenging his own. one can

establish one's identity to a certain extent, relative to another, so the

relationship with which he was dealing included those of leader/follower,

giver/received, male/female, freeexploring within these just how an

The minimal nature of Acconci workreally is.selfindividual ever

continued with pieces like Following Piece (1969) in which Acconci follows

detailing on paper their actionmembers of the public,randomat every

ofThe work wasdwelling.private actuntil they notenter ana

thethe person never discovered that they were followed andintimidation,

that the work had taken place was the documentation of theonly evidence
activities which Acconci sent to selected art critics (there were 24 works

and dedicated to 24 art critics). Acconci saw the work as allowingsent
Furtherunwitting stranger.to be dictated to at random by anhimself

1971Acconci, in withwithfollowedexplorations selfof

standing waiting on a pier to tell invited guests whoProject for Pier 17,
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uncover a meaning" (5).

as physical objects so that they "cover a

"material

structure of things."



along real secrets he had never told anyone which would be detrimentalcame
In this he deals one to one with his audienceto him if ever made public.

giving them power over him, creating a special relationship where they must

decide what to do with this information. Acconci explored this one to one

pier) he stood blindfolded with a person he knew but could fullynota
piece was designed to test their relationship sinceThe Acconcitrust.

Lee Jaffe, had the potential power towas vulnerable and his acquaintance,

either assist Acconci falling off as he walked around the pier or allow him

to fall or even push him off the pier.

Up to this point Acconci was dealing with a very specific audience but his

Seedbed 1972,less challenging.public art galleries was nowork in

false floor in the gallery with attempt byperformed underneath ana

Acconci to active the space 'by my presence underground ... by my movement

point to point underground' ... the goal wasfrom
aidedthe underground area by means of private sexual activitythroughout

(6) In this workby the sounds

making their role in the piece activeimplicates the spectator,Acconci

Acconci's fantasies.as they are the instigators ofinstead of passive
ofwork was one of the performances in which Acconci used his ideasThis

the 'power' field. The power field represents for Acconci the activating

also dependent on thea specific space by himself which was,of however,

thisthe audience who in activating the space createdof powerpresence

finally left performance art behind in 1974 with a(7).field. Acconci

work entitled Command Performance which offered the audience the facilities

to produce their own work.

displays in all of his work (in particular his activated sculptureAcconci
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"the scattering of seed

of spectators footsteps on the ramp."

relationship with audiences further in Security Zone (1971) where (again on



and installations) humour, but at the same time deals with thea very
serious issues and selfhood today. This has a very strong connection with
Artaud's work and there have been few others who deal with these notions of

(Beckett isan ironic or humourous way.self in other example).one

Acconci's deep concern with his audience and his unflinching challenging of

firstly himself show his work to be in many ways Artaudian.

the body art movement the work which best represents the essence ofWithin

Artaud's theories is that of Marina Abramovic and Ulay. These two have

religious
unlike Artaud's. They also bring art back to beingconviction not an

force in real life,actual true
connection with life is worthless and also that life which does not partake

the motivation to make art is somehow less than human.in The fact that
of Abramovic/Ulay have an aestheticthe works dimension incidental,is

their concern is with ethics. The collaborative elements of the work is
extremely important.

Their work has always had a very formal structure. Their early work dealt

'supportivedeal with their own individual endurance and the

partnerships with which they faced the world together' (11). Early work

often showed the couple as complementary in the formal sense, for instance

sitting back to back with their long hair plaited lightly into the others,

breath,running from each other into walls, breathing each othersor or

Theserunning around thein centre.
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have 
and 
two 

another

"Their 
called 
feeds 
humans 
and to the world around them." (8).

work together
'relation

into the investigation of relationships
as they try to relate simultaneously to

a room at full speed to collide

been collaborating on

endurances challenge and test them on a personal level with regard to their

has been and still is what they 
work' - work which both lives off of 

between
one

work since 1976 and bring to their work a

a great

believing that art which does not have a



relationship.

know,

The work always keeps to the background the personalities of the artists as
considerthey personality an unimportant factor to communicate theto

the work is dependent for themselves on each other's personalviewer, yet

make-up, they challenge themselves most of all, all of whichmust is
Artaudian.

A later work moved away totally from the overt physicalness of the work

described above yet focusing on the violent and cruel in a different way.

performed for ninety days (not consecutive)Night Sea Crossing inwas

which the two artists sat motionless across a table from each other for up
hours day. This concerned great degreework isto toseven a a

with consciousness.

of

power and energy is transmitted to the audience, whichThis tostrange

Abramovic and Ulay show respect and challenge as they challenge themselves.

minds,
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our
our

"In the
directing
Really testing our limits,
reverse, now the activity is more mental.

we can 
If you 

as an observer you can plug 
There is no action outside our 

Its

"The idea of sitting is that we control our thoughts, 
transmit our thoughts very quickly to the audience, 
are sensitive and creative 
immediately into our minds.

so the public is not attracted to our movements, 
a kind of mind contact." (12).

past we have done a lot of actions 
physical motion towards physical 

and this is the same
" (ID.

- activities 
limitations.
work, just

"You know, all this work really only exists because of 
relationship - when we met, both of us were at the end of 
own work, it was like miracle. We are presenting female and 
male energy, put together as a symbol, like and its not 
question of competition, just presenting these two different 
forces" (10).



and Ulay display a great spiritualityAbramovic in their work; both
in the idea of reincarnation,believe the performances have similarities

with religious rites (but this is purely because of their conviction rather

the work actually having religious content).than They place great
their chance meeting believing in (when theyfateimportance on met

accidentally on the street as strangers they were both dressed identically

with their long hair tied in a similar fashion, it was also the birthday of

They have been together ever since as a couple,both. combining their
and lives. They have travelled to many countries towork study other

cultures, of which they use with the conviction that they are inaspects

reaching out to all cultures and all people as they seesome way so many

human links. Although not overtly political they are political incommon

the sense that they spread their doctrine wherever they go concerning the

and power of human consciousness. Like Acconci, Abramovic andenergy

Ulay's body art is essentially about the mind.
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ILLUSTRATION V

ABRAMOVIC/ULAY - RELATION IN TIME (1977)
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ILLUSTRATION VI
ABRAMOVIC/ULAY - NIGHTSEA CROSSING (1982)

66



non-narrative theatre

tradition of non-narrative theatre which had gained much prominence inThe

the last twenty years owes Artaud. The

directtheatre can be seen as the descendantwork in ofnon-narrative

Artaud's within the realm ofown work as it more or less still works the

audience.theatre both of functioning and attracting anas a means
art nor social/political happenings are dependent in anyNeither body way

on the theatre world.

those practitioners of non-narrative theatre who

Thereat the same time find themselves on the fringes of art performance.
Pina Baushmany examples to be found, of such figures at present;are

ThisMeredith Monk and Robert Wilson in America.or Jan Fabre in Europe,

although without direct reference to Artaud is easily traced backmovement
Working backwards, this form of theatreto his influences in the theatre.

be linked to the performances of John Cage and others in Black Mountaincan
'sCollege in 1952 (where Cage read Artaud) and the Absurd Theatre of the 40

Futurist

TheArtaud.Surrealist performance and therefore directly backand to

between Artaud and contemporary non-narrative theatre far fromconnection
is as solid and important as any direct influence could be,being remote

for Artaud is the backbone of this type of theatre.

theatrefact alone that there is a growing audience for non-narrativeThe
stillArtaud's ideas Itbecome. ishaveforcefultoday shows how

foris definitely more'fringe' acceptancethere non­considered but
The emergence of the director has beennon-narrative theatre.dialogue,

eliminating the importance or needthe chief creative force behind a work,
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This study concentrates on

and 50's which was also significant and which leads back to Dada,

a great deal to the writings of



(an Artaudian concept) Baush, Wilson etc. have all developedfor a script,

their

They insteadscript. deal directly with contemporary issues and human
consciousness in a purely theatrical way. Ironically, this has been made

possible along with other important recent developments due to the return
the influences of fine art and other particular disciplines.of Wilson

fine art/architecture background, Baush from dance and Monkcomes

from a musical background, with very formalall three began their careers
training in their particular discipline, before becoming involved with non­

narrative theatre.

Baush' sPina work has concentrated a great deal on andmovement space,

ballet. Thebeginning did from foundation classicalshe inas a

of a work for Baush is a collaborative effort with thedevelopment entire

revolvewhich iscast,

around basic motifs of human existence; love, death, fear etc.

herMeredith has pursued sound and vocal work to a great extentMonk in

She is arguably only rivalled by Wilson in the extent to which shework.
ofhuman voice as an instrument rather than merelyhas used the waya

In one work such as Turtle Dreams (1982), whichexpressing literary ideas.

the use of the human voice as a means of expressiondeals with urban life,
Much as Artaud had predicted, Monk uses both movement andis outstanding.

voice in total unison removing the need for literary dialogue since she had

proved that the theatrical use of these is far richer and more complex than
The following quotenarrative and character representation could ever be.

its si mi lari ty to the writings of Artaud on the voice isMonk's, veryis

clear:
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from a

own system to mould a work while completely avoiding dependence on a

"Words are too compelling ... the subtle emotional palate is

in keeping with the themes she deals with which



It is again interesting to note that unlike the physically violent, in body

art, women have taken a much more prominent role in the development of non­
narrative theatre. For example, Trisha Brown, Twyla Tharp, Anna Halprin,
Martha Graham, Joan Jonas, Yvonne Ranier and Laurie Anderson wellas

alreadythose mentioned. At least fifty percent of non-narrativeas

produced by women which (although it's not in thetheatre ofis context

its implications) itselfdiscussthis importantisto veryaessay

non-narrative and gratutiously violent performancedistinction between

lattervalidity of theearlier, making thediscussed moreeven

questionable.

Artaudof isembodies more than any the theoriesOne who non­person

Wilson has been described by Eugenetheatre is Robert Wilson.narrative

the greatest living dramatist in America (14) and he certainlyIonesco as
has advanced further than any other dramatist in America the notion of the

diversefromdoesitwork, comingHistheatre. asnon-narrative

sensibility andhas uniqueand disciplines,background influences a

similar to Artaud's ideal. connectionThe
's whenWilsonbetween

surviving surrealistsfirst shown in Europe some of the sawhis work was
letter toof whom (Louis Aragon) described it in aWilson's work, one

Wilson's work isfuture that we predicted".Andre Breton as,
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less 
way 
in

. I

it 
body, 
now 
and 
it's 
the 
remember g ' 
leaving other 

and

approach which would be very
and surrealism is often made and in the early 1970

"the

what I m most interested in ... the voice is a very 
powerful connection to feeling, even on a physical level, - 
it comes from your gut, it comes straight up through your 

and it goes out your mouth. And I think society is 
so systematically eliminating enotion, people are 
less comfortable with it. It's not cool. In a 
sort of a stand to make a music that makes a person 

audience remember what it is to have emotion
going to a New Music Festival where people would be 

■ performances looking like they'd just been 
drugged, and I was very happy to see people leaving 
our concert with their cheeks pink - they were awake." (13).



certainly surreal but it has links closer to the surrealism of Artaud than

with that of the rest of the movement.

Wilson's theatre developed a great deal due to influences from fine art,

dance,

in his stage

language). These influences Wilson brought together tomany create a
total work of art in the form of theatre presentations. Wilson's highly

developed stage language is unique to him and besides all the formal
influences listed above such as fine art, (Wilson was and still is in many

minimalist) he had derived his language from personalways a stage
encounters in his life. He learnt the way in which a deaf boy, whom he

with (Raymond Andrews), created a totally visual language (muchworked as
Artaud discovered in Mexican culture). This language was the basis of
one of Wilson's most important works Deafman Glance (1971). In a similar

way Wilson devised a spoken language while working with Christopher Knowles

(an autistic). Knowles used verbal language in a totally abstract musical

Wilson and Knowles were able to incorporate inwhich of theirway many

productions. Wilsons of through both theaboutmovement cameuse

influence of modern dance in America and his work as a therapist with brain
games of movement with them to enhance theirdamaged children, creating

Wilson is also heavilytheir immediate environment.understanding of
a recent workinfluenced by oriental theatre as

taken from his most ambitious project Civil Wars : A tree is best measured

used many elements of the Kabuki and NohWilsonHerewhen it is down.
Theatre mixed with the monologues and music of David Byrne.

is the director/metter-en-scene that Artaud predicted - he overseesWilson
all the rehearsals where most of the creativity takes place, as opposed to

playwrights preconceived text.the
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a heightened awareness

architecture and music as well as personal contact with handicapped 
people (which helped him develop

can be seen in Knee Plays,



also feelsheWilson and often prefers non-actors in his workuses as

actors techniques can inhibit their work with him.
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ILLUSTRATION VII
ROBERT WILSON - DEATH DESTRUCTION AND DETROIT



ILLUSTRATION VIII
ROBERT WILSON - EINSTEIN ON THE BEACH



ILLUSTRATION IX
ROBERT WILSON - CIVIL WARS : A TREE IS BEST MEASURED WHEN IT IS DOW
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The subjects/titles Wilson's playsof workswithbe misleading,may

entitled The life and times of Joseph Stalin, The life and times of
Sigmund Freud, the beach or A letter to Queen Victoria one
might expect that Wilson character analysis. Thiswas interested in
however is not Wilson's main rather he adapts (like Artaud) theseconcern,
themes In 1976 Wilsonto suit the needs of his expression. co-authored

with Philip Glass the work for which he has become best known; Einstein on

the Beach. This was an opera which brought together music, movement,

image, poetry all with equal prominence and importance on the stage. This

the vision of total theatre that Artaud predicted, beenalsoit haswas

'gestantkunstwerk' (Wagners ideal totalcalled the first oftrue a

theatre).

Wilson part remained within the realm of the theatrefor the mosthas

which Artaud rejected, hoping to return the theatre to a living force by no

Wilson has once workedassociating with the traditional theatre.longer
ritualArtaudian surrealtrulyoutside of the theatre creating a

The work lastedKa Mountain : Gaurdina Terrace in Iran.entitled seven

days and nights and took place over several mountains so that the audience

foot (with tents etc.) in order to andthe workfollowhad to seeon
workhuge ritual. However, even with hisbecome part of thethereby

Wilson has managed to discover his own key into thetheatre,within the
Despite the surrealhis workthatworld cannot stagnate.real so

Wilson's theatre is potent because, at the same timequality of the work,

The reality of Christopher Knowlesbased totally in reality.is orit
Raymond Andrews or the dancer Lucinda Childs or his own movement and voice

work, all of which the audience reflects on and can see is truth, which the
Anthonyaudience can perceive

has thehisHowell onin essay

audience:
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Einstein on

as reflecting some truth within themselves.

on Wilson says of the effect the work



Like Artaud, Wilson's strength comes from the fact that he 'continues to
engage fundamental question of art and life' (16).

SOCIAL/POLITICAL HAPPENINGS

Happenings art events can be dated back to as early as 1917 with theas

America's first 'happening' came aboutCabaret Voltaire. due theto
influence of Josef Albers and Xanti Svhavisky, ex-teachers of the Bauhaus

to work in America at Black Mountain College in Carolina.Northwho came
The first American 'happening'

Cunningham and Robert Rausenberg among others) at the same Black Mountain

This led to a huge amount of happenings in America withCollege in 1952.
the general public and break down barriersimpulse always to includean

This led in turn to social/political performancesbetween art and life.
or happenings, since one way to break down the barrier between art and life

is to regard art as

thebutrevolutionary,Artaud saw his artpreviously mentioned asAs
he conceived of had nothing to do with a political revolution.revolution

Artaud's revolution was a spiritual revolution hence his repulsion from the

movement at joining the communist party (it would anysurrealist

rate,
culturalnot alone in his belief in a pureArtaudposture). wasa
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was that of John Cage and his friends (Merce

an instrument of revolution.

"Each
their own, with all the immediacy of personal 

work allows the freedom to breathe ... as an „ 
own reaction ought to be the first thing we examina"'"'’

deep in 
profound

member of his audience will experience realisations of 
own, with all the immediacy of personal detection. 

His work allows the freedom to breathe ... as an audience 
our -- ---- - 2.
Always the instigator of unusual reactions°hidden 
each mind, Robert Wilson provides us with a 
stimulation of our own unconscious." (15).

in retrospect, that Breton's joining with communism was something of

seem at



(Nietzsche whomrevolution he admired was another) but his failure to
the total cultural change which he wished for with hisachieve beart can

directly related to his unwavering conviction in cultural revolutiona
without Susan Sontag in 'Approaching Artaud' describes
his attitude as follows:

H-

spiritual andAny or cathorsis of which Artaud speaks istransformation
thoseto the real political or social change ofactually relatesnever

fact that these elements (political and social) might ininvolved. The
in the spiritual way which Artaud wishedway effectsome

does not seem to have concerned him.

Artaud's ultimate wantedand hetransformationSpiritual concernwas
but he was unable totheatre more than anything to transform his audience,

Jerzey Grotowski (18)his theories in his own troubled lifetime.test
which1960's in Poland brought about a catharsis through theatrethein

Artaud' s actualinwritingscould get toclosestthebe onemust

Artaud's concern was with the audience,whereHowever,implementation.
theofwith the spiritual transformation actorGrotowski's wasconcern

audience.byintensity,in all itsviewed,be ancouldthenwhich

emphasis thanhas a slight difference inthereforeGrotowski's vision
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all 
prospect of 
proletariat 
'absolute' 

not change 
; has
as an

a transformation,

a political one.

'He was anti-bourgeois almost by reflex (like nearly 
artists in the modernist tradition) but the 
transferring power from the bourgeois to the 
never tempted him. From his avoweably 
viewpoints, a change in social structure would 
anything. The revolution to which Artaud subscribes 
nothing to do with politics but is conceived explicitly <

Not only does Artaud share the 
of a 

but 
one 

plans for 
his longings for a new 

i the limits of all

effort to re-direct culture.
widespread (and mistaken) belief in the possibility 
cultural revolution unconnection with political change, 
he implies that the only genuine cultural revolution is 
having nothing to do with politics ... Artaud's 
subverting and revitalising culture, 
type of human personality illustrate the limits of 
thinking about revolution which is anti-political." (17).



Artaud's. and

presence is incidental, his theatre
allbyis accounts very moving to watch. Artaud the other handon

neglected, to great extent,a the needs of the actor as a human being,
using his/her instead bring aboutto catharsis the Ifin viewer.
Grotowski can be seen the ultimate instigator of almost all that Artaudas

(he ispreached, without doubt the most important figure in the theatre
since Brecht) he is also ultimately caught within the dilemma assame
Artaud; produce a culturalcannot revolution without concerningone
oneself with social and political issues. To study this further I have
chosen, finally in this essay, to deal with the work of a theatre that has

to deal with all the elements of Artaud's writing but rejectsmanaged his
political apathy and instead deals directly in its work with social and

Peterpolitical truly revolutionary theatre,issues, it is

Schumann's Bread and Puppet Theatre.

The Bread and Puppet Theatre was formed in 1962/63 by Peter Schumann. He

Ranier (afrom Germany to New York in 1960 working with Yvonnehad come
Schumann's statedpupil of Anna Halprin) at the Merce Cunningham Studio.

that the aim of this theatre would be 'to work directly into and out of the

A demonic thing.' (19) In doing this the Bread andof people.interior

Puppet Theatre deals with many contemporary issues such as war, the nuclear

threat, urban life, and combines these with a very spiritual element in the

recurringTwothe bible.stories from;using oftenwork,
Schumann however does nothave been resurrection and redemption.themes

ispreacher and says his reason for using these themes

because there are basic and human.

totally the traditional theatre as being 'too comfortable, tooHe rejects
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Grotowski has succeeded whereas Artaud failed in his aim, 
though Grotowski claims the audiences

making it a

as a base,

regard himself as a



well known'. (20).

He is uninterested in revolutionising theatre for the sake of doing so,

like many other companies do, and like the violent performances do which he
theyfailure because instead of reaching out to the audience,

and he says 'if you reach out tothemselves off by shock tactics,cut an

hung up.' (22)your'reaudience you want to get from them,

Schumann although dealing with political and social issues in his theatre

is anxious not on

by becoming predictable. He wishesbecoming this lose their impact, to

it clear that he deals with issues which are real concerns of his andmake

company's is this truthfulness of expression which ishis and it so

compelling in the work of the Bread and Puppet Theatre.

"In

For Schumann the audience are as much part of his theatre as the members of

He does not want to say anything thatBread and Puppet Theatre. isthe
particular to a theatre audience so he performs in the street to be able to

There is no admission charge, Schumann rejectstalk instead to everyone.

the way theatre is a commodity,
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you
so

regards as a

But there 
news reports, religious 

Our (contemporary) 
We still hang onto that

"I really don't like the regular theatre much, 
have been theatres that made sense; 
devices; these things communicate, 
theatre is still in the thirties, 
little cultural revolution." (21).

Schumann's theatre is 'more like bread - a

theatre you're involved in a political context ... 
can expose and probe. You can say what you want to say 
that it gets to the brains and feelings of people. ; But we 
don't take a problem solving attitude. We just try, with 
each show, to be a little real. We want to evoke a direct 
emotional response to what is happening - like protesting the 
war or urban society , or telling kids about violence in our 
children's plays. We have a show ' The Dead Man rises
- which doesn't prescribe a thing. It's much stronger than 

protest. It's a clear expression of outrage and disgust 
with city life. It's and answer to living in the city. 
;It's a celebration of something else, maybe love." (23).

with what

to become yet another professional protest group who



It is fun'. (24) Withthis theatre is a form of religion.necessity,

and Puppet Theatre everyone aroundBread work.theatremakes thethe
On going to an area to perform Schumann gets as many locals to perform and

assist in the production as is possible. ; Before the performance there is

parade through the streets inviting all to join in and follow there isa

much the air of a celebration (Schumann is very interested oldinvery

community festivals in Europe). Because the audience are a focal point of

this theatre what isthere is great emphasis
happening Therefore regardless of whether they arei.e. communication.
performing a peace march, political demonstration or celebration of Easter

Christmas, Schumann wants every child to be able to comprehend whatsor

going worksand this depth theinon no way means a
profoundity stems from its simplicity. The follow account of part of a

performance will thegive some idea of the interaction involved between

'look' theand audience and also indicate the general ofthecompany

theatre.

the

this we see that the audience is invited to participate physically inIn
to make a choice between remaining a spectator or becoming partthe work,

in doing so become part of the society that beingand isof work,the
to identify themselves among those who want to change the world orsaved;

start a new world.
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With 
i boat. 
veritable 

parted 
'The 
the

on their understanding of

and white cloth, 
fifteen of them formed the outline of 

sail caught 
sailed 
like 
storm 
audience 
spectators 
with the ark." (25).

"For me 
erected a twenty-five foot wooden mast, 
it a vast blue and white sail. 
blue 
about

most effective scene was when the performers 
letting billow from 

They unwound many yards of 
about three feet wide. With this 

a boat. The 
the brisk Vermont wind and this veritable ark 

across the meadow as the crowd of spectators 
the waters to let it pass. The players chanted 
is here0 the storm is here'. They invited 

to come aboard. Soon most of the several hundred 
ducked under the bands of cloth and sailed along

work without



In the work Schumann acts as narrator, conductor, actor, musician, lighting
and he full of thestage manages the productiontechnician in view
This is because for Schumann his concerns with the content areaudience.

that those of stagecraft.important He is not tricktrying tomore

what he presents above all is honest, Thethat is his strength.anyone,

almost all again stagecraft is allowedactors toamateurs, notare

interfere. The who are almost always masked push themselvesactors to

great extremes to achieve this theatre, and this is evident to the audience
Jameswho drawn in to the work by the efforts of the non-actors.are

Roose-Evans notes that:

"To

that

1974, his Bread Puppet Theatre. HeandIn Schumann disbanded was

professional protest theatre maker.concerned was becoming athat he

Vermont on a farm with his family he has integrated in aWorking in more

He still gives workshopspersonal way with his own home community. and

His only large work now, however,occasional performances is a three day

local community whichfestival for his combines all ofeach qnmmpr

the previous work of the Bread and Puppet Theatre. The work is performed

level by local people whom Schumannand assisted every oversees.on

Crowds of up to fifteen thousand have come year after year to take part in

celebration of a community,the ritual,a true truetrueevent, aa
local newspapertheatre. shows the importancefrom theA quote a

community places on
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observe 
scene, or i 

their

a 
to 

them the 
Their gentleness, 

the 
all

> his actors sitting on the floor when not in 
standing by to make noises and sound effects, 

see their faces is to know and experience with 
continuing nature of what they are about.
their humour, their caring, their concern is part of 
total action, more it is the base and ground from which 
their work stems  the play is presented with a simplicity 

radiates from the inner certainty of Schumann and his 
followers ... it is impossible to separate the quality of 
their life from their work." (26).



ILLUSTRATION X

BREAD AND PUPPET THEATRE - THE CRY OF THE PEOPLE FOR MEAT
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ILLUSTRATION XI
BREAD AND PUPPET THEATRE - THE LAST SUPPER
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ILLUSTRATION XII
BREAD AND PUPPET THEATRE - THE GREAT WARRIOR



Schumann's saying that the Bread and Puppet Theatre 'is the sourceevent,

of so much drama, excitement and pride in this town.' (27).

every performance ever given by the BreadIn PetePuppet Theatre,and
Schumann gives out bread to ;all of the audience to eat together, and when

asked why he said simply 'we would like to be able to feed people.' (28).

CONCLUSION

assessed the power of Artaud's writing and how it's force can stillHaving

felt isbe today work as diverse as the examples I given ithavein
useddefine how Artaud can still beconclusionin to as anecessary

It is impossible to apply strictlyfoundation of new performance work.
One, some of quiteit isthe theories of Artaud for two reasons.

since unless one was of a similarimpossible to put into practice, nature

to Artaud it would be pointless and it was his very nature which ultimately
thatThe second reason isprevented Artaud from implementing his ideas.

himself believed that there was little point in simply reproducingArtaud
again and again away from their time and relevance and to reproduceworks

Artaud's power today stems formtoday would be to do just that.Artaud

Artaud is a force in as much as he inspires:another source.

identification or
category

But
When

we can return to

why I have chosen the examples I did to show those whom I feelThis is
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scorched, 
applying Artaud.

"Forbidden 
imitation

or 
of 

One can be 
no way of

assent, or identification or appropriation 
the reader can only fall back on the 

inspiration ... One can be inspired by Artaud.
changed by Artaud. But there is no way

Artaud's work becomes usable according to 
our needs, but the work vanishes behind our use of it.
we tire of using Artaud, we can return to his writings." 
(29).



They all bring to theatre their own vision.follow Artaud. Artaud can
be seen as an inspiration to implement these visions into theatre. These

works are original and strong, their strength being in theircontemporary
truthfulness. This a

range of theatre practitioners.diverse read andArtaud must still be
studied, but not so much for specific guidelines for theatre (most of the
important theatreor practical guidelines have been assimilated into the
today andpractice) offor his overallbutas common purposesense

conviction which can still inspire, and transform.
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is why Artaud can be said to have influenced such



FOOTNOTES FOR CHAPTER III

Susan Sontag Under the sign of Saturn p. 42.1
2

3 Artaud The Theatre and its Double
4 Vito Acconci

Vito Acconci "Vito Acconci" Avalanche no. 6 (Fall 1972).5

6
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withinterview10 Performance another dimension
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12 Ibid
Billy Bergman and Richard Horn Experimental Pop p. 42.13

Programme for Robert Wilson Readings Dublin 1985.14
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David Bourdon 'An Eccentric Body of Art' from Battcock and Nickas 
Art of Performance.

Jerzy 
contemporary dramatist, 
the

has been as great as that of Stanislavsky, 
mainly from 
have seen his theatre works.

Acconci's ideas on power field come from the study of the Principle 
of Topological Psychology by psychologist Kurt Levin.

Noel Sheridan 'Slow Theatre/Fast Sculpture' Circa No. 
1985.

Kirsten Martin
Abramovic/Ulay.

John Fraser Violence in the Arts p. 116. Fraser's book deals 
with many related points in particular in Chapter 3 'Revolt'.

Thomas McEvilley 'Ethics, Esthetics and REvolution in the work of 
Marina Abramovic and Ulay' from Modu Vivendi by Abramovic and 
Ulay.

Anthony Howell 
Wilson'.

Grotowski (born 1937 Poland) has become the most important 
He was a major force in the rejection of 

narrative and replacing the playwrite with a director.
main influence has been in the area of acting, in which his effect 

His influence comes 
his book Towards poor theatre since only a minority

the work
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Ibid p. 7220

Ibid p. 7021

Ibid p. 6422

Ibid p. 6923

Peter Schumann Drama Review vol. 14.24
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James Roose-Evans Experimental Theatre26
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Brown and Seitz p. 7328
Sontag p. 63.29
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Richard Schenhrere
Experimental theatre.

Chris Braithwaithe 'The Chronicle' from James Roose-Evans 
Experimental Theatre

no. 3 p. 35.

Helen Brown and June Seitz 'With the Bread and Puppet Theatre' 
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