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It cames in fits and starts, but there is plentiful evidence that we have in the theater — hence in the society as a
whole, which theater reflects — entered upon an irreversible perceptual and cultural change, which the idea of
“postmodernisme” is gefting at. This change is not merely a style or a moverent, but, as Richard Palmer says,
“an archeological shift in the presuppositions of our thinking.” Put in fenmns of theater ar, it is a shift that
promises to be as decisive as that marked by the cenfral distinction between classicisme and romanticisme).
There are many ways o describe what happened in that earlier transition, but ane clear way to put it is that drama
passed from the primacy of Plot, which Aristofles called the “soul of tragedy,” to the primacy of Character,
which the romantic critics — Friedrich Schlegeles), Hegele — saw as the governing absorption of modern drama
{(imodern in this case being defined broadly to mean xenaissance and on).

From this shiftflowed the farreaching consequence that the energy driving dramatic structure moved from the
physical realm outside the rind, and often outside the entire human order, to the psychic and spiriiual realm
within. Consciousness replaced action as the central fascimation of the stage — it became both subject and
structural principle. From Oedipusa to Hamlelw to A _Dreamn Playey. settings, characters, incidents evolve as
projections of states of mind. An end point to this process is reached in Waiting for Godot, Where Varacious
consciousness has laid waste the entire universe right up to the feet of an ever-retreating deity, himseif a probable
projection: “character” becomes merely the sum of past and present attempts to survive and evade the pain of
conscious existence.

In Beckett’s terminal world, the spectator is confronted with the uliimate reduction: a single mind, a gaping
cosmos, “There’s no lack of void,” quips the agonized Gogo. This is indeed a “play of impassem,” in Carol
Rosen’s term. A new birth might do, but death appears the most likely way out, leaving only the awful question:
which will expire first, conscionsness or cosmos? But obnsider the implications of Beckett’s world for the theater «
itself. How is theater to get out of such an impasse? Can it possibly depict an uninhabited cosmos? Or
consciousness without an objective reality? Either way, the traditional dvad of human and universe, whose
infinity of relations we all supposed the stage was created to witness, will have collapsed.

New work in theater after Beckett has had to reckon with this problem. Writers and directors working at the edge
of theater seem tfo perceive that they are in a new kind of world in which there is no longer anything “out there,”

or anyone “in here,” to imitate (in Aristotle’s term) or to represent. One can no longer re-present, such artists
FERBR BT a2 (5/12)
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artists appear fo be saying. The result, seen in a decade of experimental group work, and in a number of striking
new plays and adaptations of classics, has been a stage tumed éuﬁously in upon itself, blurring the old
distinctions between self and world, being and thing; and doing so not through a representation of the outside
world but through the development of a performance art *“about” performance itself.

These characteristics.— the collapse of traditional boundanes, an absorption with the theater’s own artifacts and

techniques and styles — are the best reason_we have for calling such theater “postmodern™s the collapse of

boumdaries — between cultures. between sexes. between the arts, between disciplines, between genres. between
criticism and art. performance and text, sien and signified, and on and on —is what tmodemism is afl aboutaz),

Some such perception of the inversion and breakdown of historical cultural values in the past two decades has
bred the sense of “postness” that has invaded virtually every human enterprise in Western society. We are

post-industrial, post-humanist, post-apocalyptic, even post-cognitive.

Elinor Fuchs, The Death of Character, Perspectives on Theater after Moderrism, Indiana University Press, 1996, pp. 169-170 (ISEN: 0-253-21003-9).
¥WebRICEEZD., SFEEOERCIDBWELLTENFT.
The Death of Character,Elingr Fuchs,Indiana University Press, Copyright © 1996,
Indiana University Press arngl Reprinted with permission of Indiana University Press
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Michel Corvin, La Lecture innombrable des textes di thédilre conternporain, Yiditions Thééirales, 2015, pp. 81-83 (ISBN : 978-2-834260-679-4).
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(1 Jan. 1927- 22 Nov. 2007) - French dancer, choreographer, and ballet director. A controversial and
influential figure of 20th-century ballet, he has turned his hand to everything from pure dance to text-driven
theatrical spectacle and even works of scandalous explicitness. Born the son of the philosopher Gaston
Berger, he studied dance in Marseilles, Paris and London and madé his debut in 1945. In 1953 he founded
Les Ballets de 'Etoile.

In 1959 he choreographed the wildly successful (,,"Sacre du printemps" for the Brussels Opera, using a
specially assembled company. This formed the nucleus of the Ballet of the 20th Century, set up the following
year with him as director and based at the Théatre Royal de la Monnaie in Brussels. This company became
one of the most popular and well-travelled troupes in the world, with its repertoire bringing new, and
especially younger, audiences to dance. wThey were attracted by his ambitious ballets, which, although -
firmly based in the classical technique, carried a very modern sensibility and a grandiose theatricality. He
was also quick to pick up on the new: he was one of the first choreagraphers to use electronic music, for
instance, and in the late 1960s he tapped into the prevailing hippie boom, adding mysticism and Eastern
ideologies to his choreography ("Bakhti", 1968, and "Nijinsky, clown de Dieu", 1971, for example). In 1987
following a disagreement with the Monnaie management, he left Brussels and moved his operation to

wLausanne, where it changed the name of his cnmpany In the 1990s he often collaborated with the French

ballerina (,,Sylvie Guillem.
Although he created several works for the Paris Opera Ballet, most of his choreography bas been for his own
company. A representative list of his other ballets includes (,"Bolero’ (mus. Ravel, 1960), "Ninth -
- Symphony" (mus. Beethoven, 1964), "L'Oiseau de feu" (second version; mus. Stravinsky, 1964), "Romeo
" and Juliet" (mus. Berlioz, 1966), "Messe pour le temps present, or Mass for Our Time" (1967), "Nijinsky,
clown de Dieu" (mus Tchaikovsky and Pierre Henry, 1971), "La Flitte enchantée” (mus. Mozart, 1981), "Le '
Mandarin merveilleux" (1992), *The Nutcracker” (1998), and "Mother Teresa and the children of the world"
(2002).

In 1997 in Lausanne he staged "Ballet for Life", with music by Mozart and the rock group Queen and

costumes by Versace; the work drew its inspiration from the lives of the singer Freddie Mercury and the -

HWebBICHD . BIFEEOESRBCIDHBBE L TEDET

dancer ]orge DOIIII both of whom. died of Aids. Republished with permission of Oxford University Press,from Oxford Dictionary
of Dance,Debra Craine, Judith Mackrell,2000; permission conveyed through
Copynght Cearance Center, Inc.
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(Stephen Prinbe, Savage Cinema: Sam Peckinpah and the Rise of Ultraviolent Movies, Austin:
University of Texas Press, 1998, pp. 51-53.) '
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