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1.  AIMS OF THE PROJECT VTfW 
 
‘The partners entered into a dialogue on the state of the education and further 
training of authors with particular focus on playwrights and to discuss and define 
didactics and methods how the current model could be developed even further, what 
national focuses could be selected in order to respond to the needs of the theatre 
world… ‘ (applicationform, call 2013, partnerships) 
 
In October 2013 a new learning partnership ‘Vocational Writing for Writers’ (VWfW) 
started. Initially the workshop was set up to be an international research and meeting 
place for playwrights. The project was led by five countries: England, Romania, 
Austria, Turkey and Holland. Writers from different countries came together in 
different cities and each time the context of the theatre and playwriting in the hosting 
cities was the central issue of the meeting.  Every delegation was led by coordinators 
from the respective countries, the socalled ‘trainers’.Those ‘trainers’  were 
responsible for the overall structure of the workshops.(In Istanbul for example the 
political situation was the onus of the workshop. In Amsterdam it was the relatively 
restricted role of playwrights in new Dutch theater.) 
 
‘Vocational Writing for Writers’ focused on the needs of professional theatre writers, 
its goal being to increase their chances in the international arts- and theatre world, as 
well as expanding the range of international professional possibilities available to 
them. The parnership also served another purpose. It reflected on the role 
dramaturgs and coordinators - the ‘trainers’ - can play in this process. The project 
intended to further develop - in a process of mutual exchange - common milestones 
towards a so called  ‘Train-the-trainer module’.  
 
In a series of meetings coordinators of participating countries discussed how to 
encourage and support authors that want to link up more effectively with the 
international working environment. Central aspect for the ‘Train the trainer’ module 
were a series of discussions to find out what is needed per country to help the writers 
with their work. The first step was assessing and exchanging good practices in 
vocational training in each respective country. The next step, a discussion on a 
artistic level, was about steps that have to be made towards finding a common 
ground for shared international work. This was where the ‘trainers’ were trained 
most: it meant thinking beyond respective practices and embracing the unknown.  
 
The assessment during te project was divided in four subjects: the ecosystems of 
each participating country; a common descripition of what craftmanship should be; 
good practices of assessing quality and the search for a description of a structture for 
a future method in which better writers can emerge. This last step resulted in the  
plan for future cooperation in a second leg of the project. 
 
 
1.a Eco-system  
Each country has a specific framework for theater as a form and as  medium. This 
determines the writer and his work. His position, his posiblities, the way of working, 
and the possible ways of growth are pending on the broader surrounding 
circumstances. In the ‘Train the trainer’ program these so called  ‘ecosystems’ of the 
five countries were presented. In order to assess the differences, each hosting city 
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introduced their own framework to their visiting partners. Next to that writers of each 
country introduced the participating playwrights of the workshop to their practice in a 
parallel program. 
 
 
Turkey 
The Turkish theatre is mainly oriented towards the English and German way of 
theatre; it is not easy for young playwrights to develop a style which is fitting to their 
experiences and culture. In addition, the government plans close all the national 
theatres. Therefore playwrights would only have a chance to be performed at private 
venues which do not have a lot of money. So it is very difficult for contemporary 
playwrights to be perfomed. 
 
There are private-, state- and municipal theatres. There is one agency (ONK) for the 
publishing of plays written by Turkish playwrights. 50% of the staged plays in State 
and municipal theatres must consist of Turkish plays. Over the years writers have 
gained status. It is far from ideal, but it is getting better, step by step. The playwrights 
position depends on the people involved in a certain production. Sometimes the 
playwright only delivers the text, but it is also possible that the playwright and director 
work together on a play. Playwrights are often also the ones who direct their own 
text. Drama does not have the same status as literature. State theatres often stage 
translated plays. Writers receive 40% of the sold tickets. Tickets are sold for a small 
amount of money, therefore the writers only receive a few dozens of cents per sold 
ticket.  
 
Romania 
In Romania there is no University department for playwriting, just an MA. Romanian 
playwrights have no fame, no money, no status. The only chances for playwrights 
are to relocate abroad or to find a director to work with for a project and a group of 
actors. Recently many actors started to write plays for themselves in independent 
theaters. There are some contests for playwrights, one ‘national’. Some of the 
winners get published but just a few get produced. 
  
There are only two or three professional writers. They are not able to make a living 
out of their writing practice, they earn their money with a extra day job. Playwriting 
has no status, the playwright and his texts are never the main reason for the success 
of a produced play. (Scriptwriters, on the other hand, have more status in Romania.) 
There is no proper education when it comes to playwriting. There are occasionally 
Masters with the focus on playwriting, most of them do not last long. So, there is no 
sustainable education in Romania. There is definitely no school for playwriting.  
 
The Netherlands 
The position of autonomous playwrights in the Netherlands is not very strong. A 
harsh cultural climate and severe budget cuts has made the bigger repertory theatre 
companies move away from new or experimental work. Shakespeare, Ibsen, 
Checkov are still by far the most performed playwrights. Companies and producers 
are playing it safe, avoiding the risk of a failure, or of a bad box office because of 
audiences snubbing an unknown playwright. The Theatre in The Netherlands is 
director driven. Writers often only deliver the text. The text and playwright are there 
to serve the director. The directors artistic point of view is of bigger importance than 
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the writers artistic point of view. Sometimes the writer is also the director of the play, 
in other situations the writer delivers the text in cooperation with the director.  
 
Leading factors are the writing education possibities (Bachelor of Theatre in Writing 
for Performance in Utrecht), writing as a director (as a way to get funded) and the 
fact that the auteur alone can not get funding’s for developing his work or can not get 
his work sold. Only a very few writers are famous enough to be able to make a living 
out of it. ‘Aktie Tomaat’  has caused a change in the Dutch theatre field. Hierarchy 
was terminated. There was a so-called fusion of functions. Directors were also 
writing theatre texts. Most successful opportunity for playwrights in the Dutch theater 
is in developing plays in collaboration with a director or with performers, as a team, 
even during rehearsals. In these cases, texts are often written as scripts, tailor- made 
for a single, specific project. On the whole, in Dutch theater, the tradition of creating 
director-driven instead of play-driven performances has always been very strong. 
However, over the last five to ten years there is a notable increase in productions 
based on ‘safe’ plays, that have proven themselves to be hits in London or New 
York. 
 
Austria 
Theatre Texts are seen as literature. A writer only writes. It is not likely that he will 
also direct his play. Writers are considered to be important in the theatre system. 
They have their own status, that has nothing to do with the director. Playwrights are 
independent factors in the system and are looked up to. After World War II, Austria 
had to reconsider its  position when it comes to theatre.  Theatre had to regain its 
position in society. Austria invested money for realizing this new set goal. Since then 
money remained in the same sort of theatres. There are almost no playwriting related 
education possibilities in Austria. There are several opportunities for participating in 
writing contests. The contests give writers the opportunity make sure the audience 
meets them and their work. There is little room for development and research. The 
contest do not focus on helping playwrights develop their skills.  
 
It is very important for young writers to have a forum to discuss their texts, a network 
to support each other and possibilities to make performance experiencies. The 
writers are represented by their publishing houses and not by agents (as in England 
for example).In Austria exists a system of awards and grants which support young 
writers to make their living. There is a difference of understanding of drama and 
poetry. For non native Austrian writers there is a problem of not being able to write in 
ones primary language and the problems of translation. 
 
United Kingdom 
In the UK, support for the development of writers is a mixed picture. In London, key 
subsidized new writing theatre companies have funding to develop writers through 
writing groups, residencies and bursaries as well as writing commissions. Outside of 
London, the picture is uneven, as there are fewer producing theatres, and Arts 
Council Funding for theatre has been cut to many smaller theatre companies. In 
Brighton, the key professional development organization for playwrights is New 
Writing South, which caters for the whole of the South East area of the UK. Writers 
can attend workshops on aspects of script writing for stage, radio and television, from 
established, experienced, professionals, and there are guest lectures and networking 
opportunities. There are also year long courses in dramatic writing. Brighton 
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University is launching an MA in creative writing which has a dramatic writing 
component in Sept 2015. There are increasing numbers of courses at universities in 
playwriting, creative writing and screenwriting. 
 
There are several opportunities for playwrights in England to develop themselves. 
There are funds where writers can apply for money. It is even possible to apply for a 
mentor, someone who can help with the writers development. Theatres work with 
literary managers who can provide a stage for the playwrights and help them with 
their development as a playwright.  There are different BA and MA with the focus on 
writing and playwriting in particular. Creative writing emerged in the last ten years. 
Writers festivals and competitions work in steps. They aim on developing the writers 
skills. As for the chances of getting a job: a MA is required, or a writer should decide 
not to go to college and instead build network. There is a lot of competition in 
England, because of the high number of graduates from different playwriting studies.  
 
 
1.b  Diversity as common ground 
For the trainers the first and most immediate conclusion considering the above, was 
that playwriting practices differ enormously in the different participating countries. 
They are determined by playwriting traditions, specific historical and cultural 
backrounds. They are at the same time also shaped by more prosaic, but no less 
real considerations like funding (or the lack thereof), politics or educational policies. 
One thing became abundantly clear during the series of meetings: there is no one set 
of rules that defines a method of writing that can encompass these very different 
playwrights and artists.  
 
There is however a shared belief in the importance and the power of art. If the 
participating writers didn’t always recognize each other’s method and practice, they 
did recognize their shared passion for the theatre - without necessarily agreeing on 
what theatre is or should be. During the meetings the diversity of participants turned 
out to be the strongest asset. It made it necessary to be open and willing to give 
space to different opinions other than ones own. So our first conclusion was: diversity 
of participants is key. 
 
So the next question within the ‘Train the trainer’ module should be what could be a 

common ground for diverse playwrights from these very different frameworks to 
exchange ideas, goals and methods pertaining to their craft. The challenge for 
the trainers will be to create an atmosphere where this kind openness and 
vulnerability is possible. For now as an outcome of ‘the ecosystem debate’, the 
trainers defined a set of rules as to what to keep in mind in this writers’ support 
programme: 

 
• There is an opportunity to learn from others the imperfect differences. 
• Everyone agreed that seeing each other’s environments enriches the practice 

of the playwright and the trainer. Playwrights are more open to learn from each 
other when they are confronted with each other’s contexts. Therefore the 
mobility aspect of the project is essential. 

• If we are aiming to work with writers coming from different cultures, 
acknowledging and using the strength of each country would be the best thing 
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to do. Embracing each other’s differences helps avoid patronizing any type of 
work. 

• When the focus becomes ‘how I work’ and not  ‘this is how to do it’, you can 
establish a more open and fruitful dialogue and process between different 
playwights.. The writer needs to go deep into his own work, as well as be open 
for other options by an encounter with other theatermakers. This focus on both 
his own work and that of others will strenghten his involvement. 

 
 
 
1.c  Craftmanship  
‘The project is not only empowering but also it is very inspiring. For it is important to 
listen to the other cultures, you learn a lot about yourself. In Romania it would help to 
improve the craft.’ (Andreea Valean) 
 
Looking at the different playwrighting practices across Europe the most obvious 
common thread is that the playwright is always dependent on others. But even in this 
aspect, there were important differences. Some playwrights want nothing more than 
to be part of a collective process and see their craft as an expression of that process. 
For others their work defines the collective process: they relate to their colleagues in 
the theatre like an architect relates to a construction crew. This implies knowledge of 
the rules of staging, actors, set, lights as part of ones craftmanship. One cannot write 
a play without knowing the other crafts of theatre. On the other hand writing in a 
collective process does not necessarily mean one has to be knowledgeable about 
other aspects of theatre work, because the writing is more an element of the process 
or a reflection of the process and not so much a blueprint for the process. 
 
Initially the trainers wanted to find objective terms that they could all agree upon.  In 
a series of discussions playwrighting was defined as craft, and it was   agreed that 
we would define ‘craftmanship’ as ‘the result of cultural training, previously learned 
by tools and use of them.’ In this case ‘tools’ is meant in a real as well as in a 
metaphorical sense. However, defining what the basic tools of the craft were, proved 
more daunting than was anticipated.  
 
The definition of ‘craftmanship’ differs from culture to culture. And even within each 
culture there are fundamental differences of opinion on what the ‘craft’ really entails. 
The English delegates had a clear and well defined sense of the craft whereas some 
of the Romanian delegates wanted to move away from any such preconceived notion 
of ‘craft’ and ‘craftsmanship’ on the grounds that new technology had completely 
changed the rules. It turned out to be nessesary to broaden the definition of ‘craft’ in 
order to address tradition without excluding the new developments that are impacting 
the art and practice of the theatre.   
 
Playwright was described as an ongoing movement of developing tools and 
structures during the process of writing. Craftmanship is about more than the 
outcome of the playwrighting process. Immersing oneself in a collective process is 
also a form of craftmanship: the craft of being able and willing to reflect on the 
context one is in as a writer. Some of these writers had not seen other works in 
different contexts, and therefor they didnt know the different possibilities. This was a 
novel idea to some of the participating writers.  
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In this case diversity can work as a framework in which the artists can work while 
mirroring his fellow colleques. This in turn helps him recognize the basic elements of 
his own work and of his own voice. From there he can start describing these 
elements, and what his work has been built upon. It might be interesting to 
experiment with these elements in different situations, in order to enrich his own style 
and signature. 

 
In any context writing is reflecting. Being a playwright means working with different 
writing tools and structures either by force of habit or by choice. Increased 
awareness of habits and choices sharpens the skill and opens up the artistic 
horizons. Another important aspect of this craftsmanship, related to this need of 
reflection in playwriting, is that it is not an independent art-form. It is always related 
with others.  For playwrights, a broader knowledge of all aspects of the theatre and 
its different forms across different cultures will definitely open up new perspectives. 
All these aspects resulted in the fact that during our ‘Train the trainer’ module the 
shared definition of ‘craftsmanship’ subsequently shifted from practical writing skills 
to a more conceptual approach. 
 

 
1.d Assessing quality  
One of the issues that came up in the many discussions was assessing quality. At 
the University of Brighton session of VWfW,  Julie Everton proposed a series of three 
workshops/lectures related to that issue, and a larger debate.  
 
The first was led by Georgia Barrington, who runs ‘New Writers squads’ – for 11-18 
year olds, run by selected playwrights and poets to develop writers, in a range of 
venues. She also programs Chichester Young Playwrights at Chichester Theatre – 
17-24- year olds. Lastly she curates the ‘New Play award’ – for best new play of the 
Brighton festival fringe, which has had less than 15 prior performances. Eight 
Playwrights watch shortlisted plays, which all have to submit script as well.  
Georgia Barrington expanded on how ‘New Writing South’ assess quality through 
their new writing award during the Brighton Festival. New plays which have less than 
15 prior performances are judged by a panel of seven professional fellow playwrights 
and the winners receive a cash prize and links with industry support. 
 
The second was led by David Sheppherd. He runs Marlbourgh Theatre in Brighton, 
located above a pub. It offers companies or writers accommodation for residencies, 
and run scratch nights where writers can try out material and ask audience for 
feedback.  David talked about how he uses the audience feedback from  scratch 
nights to help writers assess the development and quality of their own writing, and 
how this leads to very different assessments than when he would only have 
professionals assess the work. He also expanded on how this process influences his 
own work the as artistic director/curator of this small pub theater with a particular 
interest in queer theater. 
 
The third was led by Paul Levy, the founder of the Fringe Review an on line 
magazine that features reviews for shows in many different fringe festivals. The site 
was founded as an antidote to one-sided mainstream reviews that could single 
handedly sink a show in one stroke. At the Fringe Review the reviews are not written 
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by professional critics but are all written by fellow theater practitioners. Paul Levy 
talked about how he assesses quality in his fringe review by getting the theatre 
practitioners to write an in depth analysis of plays seen. His site publishes three 
categories of recommendation: outstanding, highly recommended or recommended. 
Reviews that do not make one of these three categories are not published on the 
site, but the feedback and assessment of the play are communicated with the 
company. The aim is for constructive criticism rather than negative criticism. Also, in 
this way a review is always presented as subjective opinion of the quality of the work, 
and can not become the irrevocable death sentence that a negative mainstream 
review can be. The third workshop led to a particularly strong the discussion in the 
group about quality and how to judge it. 
 
The Brighton session showed that assessing quality is an important and complicated 
issue, as it also relates real or perceived objectivity. Quality is a dynamic concept 
that is particularly difficult to define when it concerns innovative or experimental work. 
It is a minefield when it comes to assessing projects across cultural boundaries. It is 
as much about who is doing the assessing as it is about which criteria to apply. 
Furthermore as far as the trainer is concerned: quality and potential are not the same 
thing, and recognizing quality is not the same as recognizing potential. In concluding 
we can say that our project the onus should be on facilitating and stimulating new 
work and new ways of working without immediately passing judgement on the quality 
of the work. Obviously each country passes some kind of judgement on the 
participating artists when they select them, but the other countries will not be 
involved in this selection, and ultimately the nature of the engagement of the artists 
themselves and their collective process will determine the quality of our project, not a 
single set of predetermined criteria. 
   
 
1.e  Method  
In the course of the workshops it became apparent that most participating writers  
rofessional didn’t participate in the workshops because they want to be trained in a 
certain method. The reason they participated was to observe and be inspired. 
Ultimately the single most common denominator among writers turned out to be that 
they are observers. This is what they all do, in one way or another, regardless of their 
context, style or practice.  
 
The playwrights tended to be less interested where it concerned didactic and/or 
conceptual debates and sessions. However they were more than willing to observe 
and learn from each other. They were open and willing when it was about sharing the 
work and sharing the struggle.  This was important to acknowledge for it has great 
implications for us as trainers/dramaturgs, particularly where it concerns defining a 
possible (didactical) method for writing in an intercultural context. 
 
One could say there is a shared passion but not a shared methodology. The 
playwrights are interested in each others passion first, work second and not 
necessarily interested in reflecting on some common denominator or the formulation 
of shared rules for working. This type of reflection and research, though useful and 
important, is of more interest to culture historians and trainers/dramaturgs than it 
seems to be for writers themselves. They just want to make work, write, and as a rule 
do not want to reflect on the how and the why on a greater scale analyzed by others.  
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Ideally then a next series of workshops should  be about being willing to immerse 
one self in what drives other. The experience is the onus. Exploring the diversity, the 
differences between the writers and their context and processes, is probably the best 
way to find a common ground. More importantly it offers a clear and open way to 
recognize and acknowledges one’s own conscious or subconscious choices and 
habits. What this means for the playwright’s writing and writing practice is not the 
workshop’s main concern. At heart, VWfW becomes more about sharing and 
encounter perspectives than about sharing methods. 
 
Taking this in account, it led to the following conclusion. When the focus is on 
exploring the different perspectives, it also means discovering the practical realities 
of writing for theatre in the different hosting cities. So not just the ‘how’, but also the 
‘why’ of the delegates from that city. Which elements in the artistic, social and 
political climate influence the way in which a writer experiences himself? To what 
extent is he being acknowledged in his profession?  To what extent is the work 
related to concepts like ‘authentic’ / ‘not authentic’, ‘traditional’/’modern’?  What is the 
status a writer has in a certain context and what are the possible consequences 
when he profiles himself in another not conventional manner. What is the authority 
an author is given and what authority does he give himself? 
 
This  broader approach makes it possible to address diversity in practice and 
approach without patronizing or ‘objectively’ defining what a playwright should do or 
not do. The artistic process is a partly conscious and partly unconscious one.  
Everywhere artists are inspired by what moves them, often without knowing why. 
This aspect unites all writers and is a starting point that binds the participants. Why 
does one work in a certain place in a certain way?  For one writer the feeling to write 
from the perspective of a certain context is not explicit, while for another this is a 
fundamental aspect of the work.  
 
At the end of the day the best method therefore is simply to get on with it. The 
trainers should help open the delegates up to each others pitfalls challenges and 
become aware of their respective perspectives. This could ultimately help them  
revaluate their own reality as well as the artistic and/or political ambitions of their own 
writing. The outcome of this process will be as new to the trainers as it will be to the 
writers. The aim as trainers should be to create an arena where this openness and 
recognition of each other’s perspectives is possible. Or objective for the next step for 
the VWfW is to create just such an arena. 
 
Conclusion 
As a result the following aspects wil be of main concern for the trainers, dealing with 
the task of designing a european theatrewriting program in which diversity has 
proeven to be a given circumstance: 
 

● Language and identity of a nation versus development performance art in 
European context. How to bring those two together? Combining regional 
power and how to be european (includes irony/meta). Local vs international.  
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● Perspective on the different roots of the writer. Are there european 
developments for theatre/writing (festivals, big theatres). Is it possible to bring 
these more together? 
 

● Is there a way to write without loosing your roots and also work together? 
Recent development: ‘invisual art’ not representative, but simulation of a 
certain reality; creating a new reality.  
 

● All the signs of the theatre are included. Is the writer still needed in this 
process?  But without him one looses reflexion, and caretaking for the 
language.  There is need of a look towards ‘the position of language’.  
 

● What are the methods used in different countries in order to get the 
playwrights to widen their skills. Whats needed for playwrights? What 
different tools? What different craftmanship?  Different countries are 
searching for different approaches. For Romenia  and Turkey the classic text 
driven anglo-saxen way turned out to be difficult to accept for young artist 
writers. 

 
● Language based plays are more restricted to the region. Playwrights 

development is more close and regional in opposite to other performance 
forms which can be far more easily spread out. 

 

These aspects were formulated during the four meetings of the ‘trainer the trainer 
module’. Its became absolutely clear that for a succesfull follow up its of the outmost 
importance that the right attitude is basic. This attitude has to be practiced by at least 
the following aspects that have to be included in the program: 

1. facilitate & provide working space 
2. help develop work through mentorship and feedback 
3. reflect on the overall process and chronicle what is happening  
4. facilitate public presentations of works in progress and the end result, so that 

there is also audience feedback on the project and the process. 
 
The curriculum for the meetings did structure around recognizing diversity and 
creating a platform for exchange of ideas and work in which this diversity becomes 
an asset and not a handicap. There for idealy, the trainers should be catalysts that 
triggers all parties involved to move out of their comfort zones. The onus should be 
enabling playwrights to move in new directions, not about pointing out what these 
directions should be. Ultimately the focus of the VWfW will be less about defining the 
similarities and more about embracing and intuitively exploring the diversity of 
practices. It does not restrict itself to talking about the craft, and is more about 
experiencing and tasting the context in which the writers live and work. The single 
most effective way to do this is to work and spend time in each others ‘space’ 
together: traveling to each other’s cities, seeing each other’s places of work and 
sharing experiences and connections not just with fellow playwrights but with fellow 
artists. The trainer’s main goal is ultimately to facilitate these connections and 
promote the meeting of minds, across cultures and boundaries. 
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2.  HOW TO CONTINUE: NEXT STEPS 
Over the last year and a half the trainers went to five different countries, met writers, 
producers, critics, teachers, actors, directors, students and public. They talked with 
them and each other about the situation of the writers in their respective countries 
and saw the work performed. The VWfW project created   a strong network of very 
diverse writers and scholars with an important  load of shared interests. In short, the 
trainers felt they laid a solid foundation for real intercultural and challenging pan-
European work. The concensus is clearly that all have benefited and all are 
commited to continue this work together. This led to a proposal for a further Starting 
Point: A brief summary is given below as a final outcome of the train the trainer 
program 

2.a  Collaboration in Europe  
There are many underlying socio-political and future-orientated questions, which 
accompany the proposed project as a subtext. The charm of the proposed project 
may be that all these questions are not posed and answered directly. All the 
performing artists are working on their artistic project with all their concentration and 
energy only trying to realize their ideas and by overcoming given obstacles. 
However, at the end of the day the reflected experiences of the audiences and artists 
may surprise us with some answers or maybe with even more and other questions. 
 
In a period of challenging economic and financial problems and political conflicts, the 
European community has experienced, how difficult it can be to find common ground 
and how different nations, regions and communities can react. There are strong 
centrifugal forces, what is definitely shown by the increasing number of followers of 
anti-European populists and nationalist movements. The European project is losing 
its citizens, they can no longer identify with Europe, it is too abstract and distant for 
them and they feel ill at ease in it. They are drawn toward smaller entities and 
spaces; like-minded groups offer them shelter and social warmth. Pure moralizing 
and even economic pressure cannot stop these tendencies. On the contrary. The 
increasing fear of social decline tends to support the anti-European attitudes.  
 
Therefore, a lot of work accompanied by diplomacy has to be done to convince 
people to look for a stable common ground. To find unity in diversity does not 
necessarily have to be a painstaking process it can also be regarded as an 
interesting and appealing challenge. To develop common ground out of 
heterogeneity without ignoring the differences, the conflicts and the special character 
of diverse values and perspectives is a task the arts always has to fulfil, especially if 
it is theatre production. In an artistic process, the performing artists can also feel the 
strength of the centrifugal forces. There is only a small line between success and 
failure. However, most of the time the artists succeed – the curtain rises and the 
audience sees a performance. What enables the artists to succeed? Could artistic 
collaboration serve as a model for political and economic cooperation? What would 
happen if we change the conditions of the artistic processes by increasing the 
diversity of elements and by suspending traditions of hierarchy in theatre work? Will 
then the curtain rise again?   
 
2.b The artistic situation 



12 

 

Facing increased competition from new media theatre in Europe is definitely affected 
by the political and social changes. It cannot longer justify its former important role as 
a place where the bourgeois and national identity is emphasized. A return to 
traditional values and principles of theatre production or the striving for revolution in 
and renewal of theatre forms are the significant cornerstones within which the 
reaction to these challenges takes place. These challenges tend to trigger conflicting 
reactions, pushing some towards the return of traditional values and principles of 
theatre production and yet others to the striving for revolution in and renewal of 
theatre forms. 
 
Theatre is always very closely connected to society; it is the place where all becomes 
public. It represents but also presents society all at the same time. As language plays 
an important role in theatre, it is subject to certain restrictions. In countries like 
Germany, France and England theatre has always been an important factor of their 
national identity. This may sometimes block the cultural openness and the necessary 
changes – at least to the large (national) theatres. Only a sector of the playwrights or 
directors manages to cross the borders with the help of translation, which rarely 
happens among actors or whole theatre productions.  
 
As there is an increasing tendency to reduce the role of text in postdramatic theatre, 
things are changing. Postdramatic performances are often produced by small fringe 
theatres but also by various types of festivals. Because the text is no longer as 
important as it was, it is easier to show these productions in different countries. 
Contemporary theatre as a public platform is in increasing competition with other 
upcoming platforms, especially the new media.  
 
Theatre has not only to suffer from the impacts of this competition but to shape the 
changes actively. This requires renewals of theatre formats – moving away from 
(spoken) text-based verbal theatre towards media theatre. Here may lie a new 
strength of postmodern theatre – to become a platform where multimediality will be 
represented, presented and reflected all at the same time.  Representation becomes 
reflective but the reflection does not only use speech as a tool for communication but 
incorporates all forms of communication. What will happen if the theatre community 
critically assesses the way in which cameras, computers, gestures and interfaces 
create reality and what impacts these newly designed realities have on everyday life?  
 
Theatre is a utopic platform where exemplary cases are negotiated and reflected all 
at the same time; it is a platform of creating and testing new concepts. Nevertheless, 
these tests are happening in the “here and now”, they are both utopian ideas and 
reality all at the same time. This is one of the things that make theatre so attractive. 
The audience can switch from one context with all the reality it includes to another. 
The change of frameworks and perspectives questions the self-evidence and 
implicitness of our construction/perception of reality. It observes which abilities and 
know-how must be brought together to make an area of society work. The procedure 
suggests that one could better understand oneself if only they could begin to 
understand something they did not have a clue about before.  
 
One can clearly see that postdramatic theatre is a media of dealing with 
heterogeneity and the management of diversity. That does not only apply to the 
products but also to the process of producing. Many artists of various fields come 
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together and collaborate. This happens under the explicit leadership of a director and 
under the hegemony of the text if one looks at the traditional institutions of theatre. 
But postdramatic theatre often rejects these structures. Theatre work – as 
everywhere in postmodern arts – becomes reflective; the process of creating a 
performance is as important as or sometimes even more important than the final 
performance and is included in it.  
 
Artwork becomes more and more a never-ending interaction of creation, reception 
and reflection. Not only is the process of creating changing but also the 
understanding of the role and the definition of audience and general public. The 
explosion of the technology of communication and the increasing development of 
rapidly changing network structures defines contemporary society. It is preferable to 
speak of “partial publics” than of a “general public” and of audiences than of the 
audience. Therefore, the expectations and the turnout of audiences are changing. 
The rejection of the grand narratives and the turning towards a better understanding 
of one’s own multiple identities challenges the audiences. Only if a performance 
captures the character of an event can it attract large audiences. However, trying to 
create new formats and being innovative often contradicts the idea of being a socially 
attractive event. In any case, the role of the audiences is changing. Contemporary 
performances understand the audiences more as an active co-designer of the 
performance than as just being a spectator.  
 
2.c Text 
Thinking society as a tissue of changing networks means that traditional social 
categories such as nation and class are resolving. Therefore, it is getting more and 
more important that postdramatic theatre work does not remain trapped by the 
limitations of national borders and language. One of the main obstacles to deal with 
in this process is the text. The project-consortium also wants to dedicate itself 
especially to the text as an important media of theatre which is probably the most 
difficult to transfer in other cultural contexts. Regional cultural identity is very tightly 
connected with language, so the question is how to transfer language-based 
performances in other contexts without losing too much of the formative regional 
cultural code included in it. Therefore, it deals more with transfer than with pure 
translation.  
 
The salvation of the ‘non-identical’ (Adorno) should be one of the most important 
goals in this process. To touch, to encircle and to address the ‘non-identical’ as an 
invitation to reflect has always been a main concern and incentive of modern and 
postmodern art as it will be in our project.  As in all other areas of media, text in 
theatre is becoming increasingly reflective. Words are no longer pure significants 
denoting something outside themselves but language becomes self-referential with 
words as a world of its own and the way they are connected and related. In some 
performances the sound and the rhythm of speech becomes more than or as 
important as the meaning. Everything that happens on stage can be seen as 
representation and presentation all at the same time. So does speech: it is not only 
designating something beyond the stage but it is also incorporated on stage – with a 
certain sound, rhythm and way of speaking it. Speech does not merely give 
information but also – maybe this is even more important – share experiences.  
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This approach can be one way that helps theatre- artists to establish unity in diversity 
and to overcome some of the cultural hindrances: to find ways to share experiences 
and to focus on the process of sharing and communicating more than on results and 
final oeuvres. That is what has to experimented with in this project. The process of 
sharing and communicating shall definitely include the audience, it should play an 
active role in the process of creation –  it is not about talking of collaboration, it is 
about practicing collaboration at all levels. 

____________________________ 
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