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the text shone th:-ough. Here is an example of where the dramatic text was

serving the mise <n scéne as (pre)text.

The shift in certain aspects of the mise en scene led director Stopford to
re-examine her staging and use of space. The text had asked for a
naturalistic presentation of the space, entrances, exits and a normal kitchen
/ lounge set up. However again this seemed to break the flow of the
production and distracted from the emotional and metaphorical layering in the

relationship.

Stopford, in a meeting with me, then proposed a more poetic space. An open
stage with furnitire piled against the walls, covered with a sheet. Here is
an example of whece the negotiations between director and writer were
possibly serving -he mise en scene as (pre)text.

The change of space and breaking away from definite naturalistic entrances
and exits contribited a great deal to the meaning of the play. By allowing
for a more metaphorical flowing and sensual delivery of the performance, the
relationship becane meaningful and complex. The mise en scéne had completely

shifted and seemedl to reflect more accurately the mise en scene as (pre)text.

It is interesting that it was the director who was unveiling the mise en
scene as (pre)tex:t located in the writer’s first hunch or impulse. The
director was searching for a way to make the “invisible visible.” (Brook’s
“invisible visibl="”) The writer had, in an attempt to make the text appear
formal and structired, clouded the mise en scéne as (pre)text in accepted
naturalistic convantions. The initial network of associations based in the
hallucinatory dream like space, had become literal, and did not convey the
essence of the mise en scene as {(pre)text.

w

To concur with Meyrick that There is more to theatre than the problem of
play texts, there is more to theatre than literary values” It was through a
series of negotiations during the creative process, that the final
presentation of tne play was brought closer to the initial hunch of the

originator.
™ A relationship ouilding model” is one where the playwright becomes

ubiquitous rather than a heroic part of the theatre making process”

(Meyrick,2006:281) Again I concur with this statement, but would add that
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within the “relat .onship building model,” or the negotiated space, it is
vital to locate the impulse and the initial hunch in order to make visible
the mise en scene as {(pre)text. This (pre)text has to be located within
either the writer or originator of the production. This is not to say that
the writer is “her-oic” or the “pinnacle of the pyramid,” but it i1s important
to unveil the ini=zial impulse and to protect this hunch at all costs in order
to present the core creative concerns within the production. Yes the writer
is only one of many contributors within a company, but I would propose that
the writer’s hunch is imperative to any new work because it ignites the mise
en scene as (pre)-ext and evolves along a continuum into the “object of

knowledge.” It should be protected and nurtured by the entire company and

ironically, it should even be protected from the writer him or her self.

It is important a: this sage to mention the actors’ contribution to the mise
en scene as (pre) ext within the negotiated space. To expand on this subject,
I will briefly observe some aspects of workshop theatre as created by the
late Barney Simon, " the artistic director and co-founder of The Market

Theatre in Johannesburg.

His best work, he felt, began with a director, a group
of actors and a blank sheet of paper and the
workshopped play became his trademark.

(Schwartz,P 1997:15, Intro to Born In The RSA.)

Barney Simon’s huich or intuition would be provoked by a theme or character
or event or story that he had heard. He would assemble a group of actors who
he believed would help him to create a performance text. The mise en scene as
(pre) text would not be insisted upon in the dramatic text as there was no
formal text written prior to performance. This is in contrast to the process
of Reach where a formal text in many drafts was written before the first
performance. However, the similarity is in the making of a new South African
play, which draws from social situations and is influenced by a negotiated

space.

He would sead his cast out into the streets of
Johannesbury and Soweto, to law courts, the railway
stations, taie cafes the parks (once, even to the
abattoir), zo listen and interview and return, to
report on wilat they had seen and heard. Then the

% Barney Simon 1932-1995.
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of the pre-text phase can be present beyond their manifestation in the

dramatic text through the inclusion of the writer in the creative process.
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been a better plecy? Yes without question. Could the dramatic text have

provided more clies? Had more layering? Included more complex metaphor? Been
more engaging anca theatrical? The answer is yes. The most important question
with regard to tris exploration is, did the dramatic text accurately reflect

the mise en scene as{pre)text. The answer to this question is, not enocugh.

Patrice Pavis in Theatre at the crossroads of culture, states,

For a text to give birth to a performance is no easy
matter. Whet the first night audience sees is already
an end-proauct, for it is too late to observe the
preparatory work of the director: the spectators are
present with a gurgling or howling infant, in other
words they see a performance which is more or less
successful, more or less comprehensible, in which the
text 1s only one of several components, others being
actors, the space, the tempo. It is not possible to
deduce from the performance the work that led up to it:
mise en scene, as we understand it is their
interactior, not their history, that is offered to the
spectator end that produces meaning. (Pavis, 1992:24)

For the purpose ¢f this exploration, I would like pose that for the(pre)text
to give birth to performance is “no easy matter” The final mise en scene 1s
the product of a collective response both fictional and non-fictional to a
particular impulse, 1in reaction to a specific event, or concern, or image, Or
obsession. The oittcome of which, by means of a negotiated space, is “the
object of knowlecge” (Pavis's “object of knowledge”) informed by the true or
imaginary biograrhies of the theatre collective and inspired by the mise en

scene as{pre)text.

mise en scéne is never finite, it begins with the fist impulse or instinct or
dream and from tte start, this mise en scene as{pre)text, encompasses all
the elements of theatre, including acoustics and lighting; and it is in
continual flux, cepending on the audience reception and reaction! The mise en

scene as (pre)text functions along a continuum.
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