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Preface 

This volume contains specific details of actor-training techniques 
from one of the longest established actors' theatres in Europe. It 
also includes written reactions to the work both by the student 
trainees themselves, in this case Americans, and by theatergoers. 
Under the guidance of Shireen Strooker, the students developed 
two original performance projects, Neglect and Ondine. A key to 
their craft lies in an underlying sense of play while creating a play. 

Grants from the Council on Educational Development and from 
the Committee for Teaching Innovation and Evaluation Services, 
University of California, Berkeley, supplemented Shireen 
Strooker's sabbatical-leave salary from the Amsterdam Werkteater 
and made possible financially her teaching at the University during 
the winter and spring quarters of1983. 

After Ms. Strooker returned to her professional position with the 
Amsterdam Werkteater, the Company Class was continued at the 
University during the next year under Ric Prindle. At the end of 
that ensuing fall term, 1983, the students produced a piece called 
Adam and Other People, using methods recorded here. At the same 
time, a group of former Company Class members founded an in
dependent troupe and, in similar manner, developed a play called 
Hearsay. 

Dunbar H. Ogden 
Department of Dramatic Art 
University of California 
Berkeley, California 
January, 1984 



Dedication 

To the students in acting here 
and to those whom they will influence 

For the actor, 

"Theatre history and literature classes arc, like voice and 
technique classes, helpful in increasing one's power of expession in 
theatre. But it's all useless without belief in theatre and belief in 
one's own ability to be theatrical. " 

Steve Wetter 
29 April 1983 
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Introduction: 
From Amsterdam to Berkeley 

For over a dozen years the actors of the Amsterdam Werkteater 
have developed a special body of techniques in acting combined 
with playmaking. They are a professional, fourteen-member com
pany. For what they do they are among the best in the world today. 

One of their actresses, Sh.ireen Strooker, was on sabbatical leave 
from the troupe-it is federally supported-and so she could come 
to the University of California, Berkeley, in the winter and spring 
quarters of 1983. During each of the two terms Ms. Strooker 
taught two advanced acting classes. In each case she formed an en
semble, called a Company Class and modelled on the Werkteater, 
one with eleven and the other with twelve students. Then witb 
each Company C lass she evolved an original play: Neglect, using 
ideas from the students as a starting point, and Ondine, using the 
drama by Giraudoux as a starting point. Eventually the two were 
given public performances. The purpose of this undertaking as a 
whole was to bring to students and faculty at Berkeley the special 
training, the skills, the exercises, and, perhaps above all, the atti
tudes of the Werkteater. 
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Directions in Modern, Alternative Theatre: 
Actors as Precious as a Stradivarius 

Since the 1970's, two major trends have become discernible in the 
new work of alternative theatre. The first we might call visual 
theatre. Here spectacle dominates. One thinks of Robert Wilson, 
who creates a kind of Gesamtkunstwerk; of the dominance of huge 
figures in Peter Schumann's Bread and Puppet Theatre; of the epic 
histories by Ariane Mnouschkine in Paris and by Peter Stein in Ber
lin; of the violent grotesques by the Squa~ Theatre that has moved 
from Budapest to New York; and of the wide-spread emergence of 
performance art in the United States and Europe. 

The second trend we might call actors' theatre. Grotowski 
focused on himself as playwright and on the presence of Cieslak as 
an individual in the processes of acting. Cieslak grew into a kind of 
alter ego for him: Grotowski the mind and Cieslak the body. 
Richard Schechner with his American Performance Group has like
wise laid stress on the presence and the experience of the performer. 
In both of these illustrative instances the tendency has often been 
toward the creation of would-be rituals or theatrical rites. 

Peter Brook has become prophet and practitioner in each of the 
two directions, generating the visceral power of Marat! Sade and 
the spectacle of play in A Midsummer Night's Dream and then, more 
recently, delving into the life of the person as actor in The Ik and in 
Carmen. He did anthropology as theatre in The Ik, prodding his 
cast to make up their own language and to discover, as the African 
tribe of the Ik had actually discovered, what happens to human 
beings in relationship to each other and in relationship to them
selves when forced into the coffin of starvation. His stripped-down 
version of Bizet's opera Carmen, with seven actor / singers and five 
different casts, drew to the fore the teamwork of each cast and the 
passion of each player. One feels in these later performances not so 
much the role as the embodying of the role. 

All of the people cited here function with their groups as play
makers, and all of these performances call attention to the presenta
tional or theatrical nature of theatre. Throughout each production 
this conscious under-text always looms large: "We are here 
together, actors and spectators, at a staged event." 
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Today we are witnessing a renaissance in the active and sustained 
collaboration between performers of plays and writers of plays. 
Out of intense experimentation by a group of actors, for example, 
Caryl Churchill in Great Britain has composed Cloud 9 and Fen. 
Dario Fo, in Italy, evolves his plays in a steady give-and-take with 
his actors. In the United States it is with Joseph Chaikin's actors 
that Megan Terry and Jean-Claude van Itallie have drawn impulses 
for their company-created pieces. Richard Schechner and his Per
formance Group have linked up with American playwright Sam 
Shepard. And on the West Coast, The San Francisco Mime Troupe 
has used these methods in constructing most of its productions. A 
Traveling Jewish Theatre develops collage-like performances from 
Jewish history, religious observance, and folklore. At the inter
national level perhaps the most striking and strikingly articulated 
illustrations of this new movement are found in the magnificent 
work of Athol Fugard. Here is his description of his process with 
his Orestes: "The three actors and myself disappeared into a re
hearsal room and ten weeks later we came out and gave our first 
'exposure."' "It is one of the most important experiences I have 
had in theater .... " For the South African playwright, the dis
covery of this modus operandi became "the bridge between small
scale improvisational works such as The Coat and the more 
ambitious" Siz we Bansi ls Dead and Master Harold . .. and the Boys. 
Actors, he says, "are as precious as a Stradivarius for me. " 1 

The techniques won by the Werkteater over the last decade and a 
half restore the theatre to the actor and the creation of the play to 
the actor-playwright. "I believe that people are the ultimate drama 
and human relationships are the stuff of life," says film director 
Mark Rydell (The River) "and the engagement between two beings 
gives you the strength to continue in a horrendous world."2 He 
could have been talking about the Werkteater people, for they have 
rediscovered elemental links between audience member as human 
being and actor as human being. While giving the play to the actor, 
they are giving the theatre to the audience. 

More than any other long-standing professional group in Europe 
and America, the Werkteater emphasizes in performance the 

1 Russell Vandenbroucke, "Athol Fugard: The Director Collaborates with 
His Actors," Theater, 14, No. 1(Winter1982), 38. 

2 Dan Yakir, "Story of Courage, Strength, Disaster," San Francisco Sunday 
Examiner and Chronicle, "Datebook" CTanuary 15, 1984), p. 34. 
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human qualities of the person who is acting: his presence, his 
characteristics, his skills, his relations with others, his fantasies, his 
imaginings, his rememberings, his dreams. Unlike the troupes 
mentioned earlier, the Werkteater has no dominant leader, no stage 
director, and no writer of plays. Under the guidance of a different 
actor-member for each project-called the stimulator-the group 
functions as a corporate playwright. 

When staging a written drama, actors normally start with the 
given form of speeches and scenes, that is, outside of themselves, 
and they explore toward a center, attempting to find for example 
connections between themselves as persons and the characters that 
they are to play. They go from outside in. The Werkteater actors do 
just the opposite. They go from inside out. That is, they start with 
themselves and their relationships and their imaginations, and then 
they move toward dramatic expression, attempting to find the 
form of speeches and scenes. In one process the actors start with 
form, the script , and go inward. In the other, they start on the 
inside with the self and seek form. That is the deep work. 
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What Shireen Strooker Did 

Above all, the students learned from Ms. Strooker how to engage 
an audience. She taught her Company Classes by using this deep 
work. One class she began by asking the eleven members to impro
vise a cocktail party. This went on for more than an hour. The 
group broke up naturally into two's and three's. She then stopped 
the party abruptly and directed each group to select a phrase or 
sentence that someone in that group had said and to present to the 
other class members at the subsequent meeting an improvised scene 
illustrating that phrase. The piece that started to evolve was later 
called Neglect. 

Then day after day and week after week she proposed new 
dramatic stories. During the playing of an already worked out 
scene, like a coach at a game she would suddenly send in a new 
player and a new "play" from the sidelines. 

At the end of the twelve-week developmental process, when the 
piece was ready for public presentation, an actor with his character 
had been through many stories . As a result of the deep work, the 
actor I character could adapt to a new situation if confronted with it 
in public performance. For example, a month after the University 
performances of Neglect, the students played the piece for patients 
in the detoxification ward of a Veterans' Hospital. Here they incor
porated new life situations into the play. When the students 
entered, all patients were wearing pieces of cloth as masks, a 
punishment because one in their midst had stolen some coffee. The 
masks were removed. Everyone talked. Shireen then took the cast 
aside to give them directives for the performance. ln one scene they 
always sang a song about coffee. At that point in this special pro
duction for the veterans Shireen had all of the actors tie cloths over 
their eyes, like the patients that afternoon. T hen they sang their 
coffee song. The audience burst out with laughter and applause, a 
shout o f recognition . 

There are many kinds of public performers: athletes, politicians, 
newscasters on television . But only the dramatic performer consis
tently presents an illusion: he does not actually make a telephone 
call or visit a doctor or die on stage. An actor is unlike an ordinary 
person because of his uses of voice, face , gesture, movement, and 
timing . He can concentrate on a stage partner while in that very 
moment he can embrace an audience. He can repeat the same physi-
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cal, emotional, and spiritual patterns night after night. An actor on 
stage is always presenting. He is always creating an illusion, no 
matter how profound his feelings. That is the key to drama in pro
duction: it contains some illusionary element. 

For an accomplished stage actor these skills in the use of verbal 
and body language have become second nature. During perfor
mance he can focus on character and situation while responding to 
the mood of his audience. It was Shireen Strooker's method to run 
an improvisation or a scene in rehearsal and during those moments 
to work with the students on voice and gesture. The open atmos
phere of constant invention, where a vocal exercise, for example, 
could become part of the scene itself-something almost impos
sible in the public performance of a scripted play-made for this 
interweaving of work on acting technique. 
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What Part Does Improvisation Play? 

When in the theatre one hears the term improvisation, he usually 
envisions a situation where a group of actors comes out on stage in 
front of an audience and starts inventing dialogue and scenes. This 
is far from the case with the techniques introduced at Berkeley. In 
public performance we normally experience improvisation at its 
best during certain types of cabaret, where for instance cabaret 
members ask the audience for a name, a place, a slogan, and then
possibly after a quick conference-they produce a little one-act 
play incorporating the requested elements. In the acting classroom 
and once in a while during the early rehearsal phases for a scripted 
drama, an instructor or director may employ improvisatory tech
niques in order to free an actor or to help him to feel an emotional 
relationship more personally or to let him discover some gestural 
or vocal patterns. 

On the other hand, what European audiences see in Werkteater 
performances and what Berkeley audiences have seen in Neglect and 
Ondine has varied comparatively little from night to night. We can 
draw an analogy with The Modern Jazz Quartet, where someone 
provides a tune, either invented by a member of the group or 
already composed by someone else; the group then gathers to play 
around with it, and finally after some sessions marked primarily by 
improvising the Quartet decides that it is ready for public presenta
tion. Then in performance, with a framework solidly established, 
certain clearly timed and defined sections are left open for a given 
player or group of players to invent something. Here during these 
particular bars they may play what they have long since invented, 
or they may make up something new, depending on such factors as 
their mood and their rapport with the audience. Thereafter they 
may well incorporate those on-the-spot creations into the regular 
presentations. 

The Werkteater patterns its playmaking in this fashion, and 
Shireen Strooker followed the pattern in Berkeley. The jazz anal
ogy fits Ondine more closely than Neglect. With what resulted in a 
special version of Ondine the students took the characters and situa
tions provided by Giraudoux and began playing around with them, 
using their own experiences, dreams, and fantasies. Ondine is a sea 
creature. During scenes in the fisherman's cottage everyone not in 
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the scene became a sea creature. At another moment a couple of 
actors played themselves in a sketch where they were rehearsing a 
scene for Ondine. Different actresses alternated in the title role 
during each performance. The development period took place 
during the final ten weeks of the academic year, prior to which this 
group of students had worked together on other projects and exer
cises for twenty weeks, nine hours per week. At the end of the 
development period the students were devoting some twenty or 
thirty hours per week, including weekends, to the Ondine project. 

The subject matter of Neglect and Ondine, just as that of the 
Werkteater 's own pieces, was finally the continuing experience of 
the performers. Because the students themselves who made the 
play were present on stage as actors, the performer and the per
formed could coincide. Through this conjunction, in addition to 
the skills of acting, certain qualities of the individual person who 
was doing the acting were revealed in performance. A fundamental 
reason for going to the theatre, to this kind of theatre, is to experi
ence qualities of people who are genuinely and fully present whether 
singing, or dancing through a dream, or playing a love story. 

Neglect evolved from an improvised cocktail party. Here the stu
dents were beginning de novo, so more of the basic stories and rela
tionships sprang from moments improvised in rehearsal. Very 
often a class session after the customary warm-up started with 
yesterday's story and then the group under Shireen Strooker's 
guidance would try to take it in any number of different directions, 
from the realistic to the fantastic. They added and subtracted char
acters; they introduced new characters. When fairly well satisfied 
with a scene, they would keep it, later adjusting here and there a 
word o r a line or a move. Then two weeks before public perfor
mance Shireen started masterminding a furious amount of work in 
arranging the order of the scenes-the piece was like a collage-the 
transitions, the pacing so that the whole had a beginning, a middle, 
and an end with effective cadences and climactic moments, and the 
picking up and weaving of the thematic material. The development 
period of Neglect lasted twelve weeks, with the work hours match
ing approximately those of the Ondine project. This group of stu
dents, however, had not been together for a term prior to Shireen 
Strooker's arrival, as had the Ondine people. 

As an audience member at each performance one had a sense of 
the presence of a very strong and very well-coordinated team. The 
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Ondine stage often filled with a team of sea creatures or court 
people. When not participating in a scene, the members of the 
Neglect Company sat with the audience, just in front and to either 
side of the stage. They too made up a team . They did the sound 
effects; they established a friendly, informal, attentive, and visible 
relationship among themselves; and through their easy moves up 
onto the playing area and back again to their house seats they main
tained ties between themselves and their audiences . The balance 
between repetition and improvisation engendered a freshness of 
attitude in the students and therefore in their audiences, a relaxed 
spontaneity within the framework of much-practiced material. 
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Shireen Strooker's Special Qualities 

Every leader in Shireen Strooker's capacity will affix to the work 
the imprint of his o r her own individuality. T his craft is very per
sonal. T hat is its curse and its blessing. An acto r here, for example, 
does not even have a script to rely on. Nor has a stimulator. Ms. 
Strooker, first of all , possessed unerring instincts for the dynamics 
of a performer in front of an audience. She knew what played: what 
entertained, what riveted, what elicited laughter , what brought 
tears. In watching the students during the development period, she 
seemed always to drive to the essence of a moment for an audience. 
The title of Neglect came from a sentence said by one of the students 
at the initially improvised cocktail party: "Neglect is the essence of 
unhappiness." Shireen zeroed in on it, just as sometimes at the end 
of a day or a week she would keep only a gesture or a word from a 
whole improvisation. 

In the presence of an actor she felt instantly what was fake. "The 
woman has a real shit-detector ," said another Bay Area director 
who had experimented with similar techniques. Over and over 
again she kept saying to the students, " Be personal. Be personal. " 
And , "The eyes. The eyes." It is first in the eyes that one sees the 
waning o f concentration and the onset of fakery . Moreover, for her 
sometimes language became an obstacle to communication, a kind 
of camouflage. Repeatedly she held the student actors back from 
talk, wanting rather that spare simplicity of words that move, 
however banal, toward a poetry of selection. 

She had an instinct for suggesting to an actor what could issue 
from inside of him so that he could be personal and true. She could 
penetrate to the essence of a moment for the person who was act
ing. This is why she could penetrate to the essence of a moment for 
an audience. She could unlock something particular in each of the 
students, without exception. And this is what enabled the student 
to unlock something personal in the audience. 

Although her focus was on the actor, she never lost control of the 
s tructure. To watch her work was to watch a whirlwind. On the 
surface of it, no one would believe that such order could emerge 
from such chaos. Yet over these periods of weeks and months she 
picked up and seemed constantly to hold in her mind thousands of 
details of character and situation and language and movement and 
picture and theme. So during the development periods, and very 
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intensely during the two weeks before public performance, she 
steadily shifted the little stories, juxtaposed the moments, and drew 
out an emphasis here in a visual element that would match an 
emphasis there in a word. She knew how to start, how to modulate 
the collage toward some brassy moments, how to soften it toward 
a pianissimo. How to finish . 

For her, physical reality and fantasy constantly merged. Neglect 
opened with a dream sequence between two actors . Each appeared 
in the other's dream. In a second example, parents talked with each 
other at the dinner table . Their child crawled over beside the table. 
They remained wholly unaware of his presence, yet he spoke to 
them and to the audience. A full-grown actor, he played at times as 
the child in this scene and at times as an adult talking about his 
childhood. 

Shireen was a playwright in all elements that we traditionally 
associate with that profession. Save one. She did not write. For her, 
the people who were actors served as raw material. It was in their 
presence and with their presence that she created. A Shakespeare 
and a Moliere functioned in the same way, drawing characters and 
situations from actors with whom they lived as actors all of their 
mature lives. Only they put pen to paper. With their actors very 
present before them, in the mind's eye and in the mind's ear, they 
sat and wrote. Then they went to their fellow actors and had them 
try on the roles and scenes. And then they returned to the writ
ing table in order to make adjustments according to this contact 
with their fellow players. Or so one could imagine the procedure. 
Shirecn sat with the actors in front of her instead of with paper. 
This creative process in the relationship between playwright and 
actors continued through all performances, as well as rehearsals, 
as long as she was present. 

When the Werkteater formed back in 1970, those dozen actors 
had to find out how to get along with each other in the new demo
cratic style that they were choosing. Each had broken away from 
the rule of producers and directors in more traditional, professional 
theatre. Now each had to learn how to deal with his own ego and 
then with the ego of others. In the second place, they discovered 
that the particular project itself kept them playing together, includ
ing the working through of the tensions and the fights. Therein lay 
a kind of magic. These were also primary lessons learned by a 
g roup of Company C lass members at Berkeley who after Shireen 
Strooker's return to Holland set out to found their own theatre 
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based on Werkteater principles. Their third lesson was this: in cor
porate playmaking an actor has a split focus-his own performing 
plus his creating the play. It was, therefore, a relief and for the 
students a necessity to leave the structuring function to a Shireen 
Strooker, the work of a stimulator. 

To a greater degree than any other professional European or 
American troupe, and over a longer period of years, the members 
of the Werkteater have developed an effective modus operandi 
whereby an actor can function as a playwright. It was this modus 
operandi that Ms. Strooker brought to Berkeley. In this theatrical 
mode, every actor can become a stimulator. In fact, all actors are 
really playwrights, and history shows us that many of the greatest 
playwrights are actors. 
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Self-Made Plays 
for the Student of Dramatic Literature 

The Werkteater techniques train the performer. In addition, the 
special emphasis on playmaking provides students of dramatic lit
erature with an instrument for the close analysis of a play: in under
standing matters of dramatic structure, timing, character creation, 
theme, and the shaping of mimetic language. Through his own 
practice in constructing an exchange between two people in a scene 
on stage and through his functioning as one of those people, how
ever briefly, a student of literature can suddenly gain an enormous 
affinity for the craftsmanship of Shakespeare and Moliere and 
Goethe and Ibsen. 

Two Different Emphases in 
American Actor Training 

In the United States most university and college departments of 
drama teach and train for the recital of dramas. What is theatre? To 
them the answer is: the putting on of a play. 

This emphasis suits both their stress on the study of the literature 
of drama in other courses and their limitation to a few hours de
voted exclusively to actor training. Most work in acting connects 
directly with the public staging of plays. For one thing, these 
academic institutions tend to hire adjunct instructors for their 
acting courses, people with little chance to construct and carry 
through intense training programs over periods of years. 

They do not do deep work. Nor can they, with an acting class 
meeting for an hour or so each day and academic promotion based 
on the generally perceived success of public production. Some 
schools and conservatories in this country and abroad, on the other 
hand, train performers. What is theatre? To them the answer is: the 
living presence of a performer in front of an audience. It is this 
emphasis that Shireen Strooker brought to Berkeley. To do this 
one needs hours and months of time for practice-like a top athlete 
and a musician. One needs deep work. And for deep work one 
needs a complete training structure and a whole vision . 
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Letters 





Professor Marni Wood 
Department ofDramatic Art 
University of California 
Berkeley, CA 94720 

Dear Marni: 

Stan Lai 
Theatre Department 
National Institute 
of the Arts 
Taipei, Taiwan 
Republic of China 

August 8, 1983 

First off, I would like to inform you that I have fulfilled all the require
ments for my doctorate and have accepted a position in Taipei at the above 
address. I am leaving Wednesday, and before I go I would like to thank the 
Department for its gracious support of my work over the years, and write 
you a sort of"report" on my role in the 210 class production ofOndine last 
quarter to serve as material for your future assessment of such projects. 

Ondine took place at a crucial time during the writing of my doctoral 
dissertation-a time when I shouldn't have allowed for any distractions to 
disrupt my work. However, my great regret for the 1982-83 year was the 
fact that I had no time to take part in the 210 class, and knowing Shireen 
and her work, the opportunity to be a part of the O ndine process was too 
attractive to pass up. Therefore I voluntarily agreed to take the role of, as it 
was, production supervisor and assistant director . Later I agreed also to nm 
lights for the show. 

What drew m e to Shireen's work was precisely the process of"making" 
a play that was radically opposed to conventional methods of approaching 
theatrical production. In a nutshell, I see conventional practice in America, 
in general, to be an attempt to assemble the divided pieces of production
acting, lighting, scene design, sound, etc.-into a final, cohesive whole. 
This process involves lots of unknown factors and chance-can an actor 
attain the certain quality for a certain role? Is the "chemistry" right? Will 
the scenic designer's ideas conflict with the director's? How will the actors 
adjust to makeup and costumes? The Amsterdam Werkteater's techniques 
employed by Shireen Strooker invert this process: Instead of pieces toward 
a whole, she takes the essence-some guiding thought or emotion-first , 
and from this genuinely heartfelt essence, the form and pieces of produc
tion begin to take shape. Though the end product is never predictable, this 
process eliminates much of the chance factors of conventional means. From 
the standpoint of the actors, they are not asked to "inhabit" a role, but 
rather to use themselves to create a role. From the standpoint of the designers 
and technicians, the ideas come by necessity, from the process itself. In our 
case, Ron Schmidt and I operated sound and lighting for Ondine without 
the use of headphones and the intermediary presence of a stage manager. 
T he sense of freedom and participation once the headphones were removed 
was exhilarating, and reflected on how organically interlocked all the ele
ments of production are in the Werkteater process. To make such a process 
work requires a tremendous deal of mutual trust between all parties con-
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cemed, as well as a clear sense of purpose. Shireen brought a personality 
that enhanced mutual trust within the group as well as providing a strong 
artistic direction. 

Having spoken informally to people associated with the Department, I 
have gotten a feel for the negative attitude toward the 210 groups, and 
Shireen's work in general. I have tried to understand this attitude objec
tively, and feel that it stems from two sources: 1) a hostility toward the 
cliquish stance of the 210 group, and 2) a lack of understanding of the 
above-mentioned process. In retrospect, I feel that the experience of 
"making" Ondine was invaluable for all involved-I'm not quite sure what 
the impact was for the audience, although I've heard glowing feedback 
such as, "It was the greatest theatrical experience I've ever had." What con
fuses me is what I feel to be a deep-rooted hostility interspersed among the 
positive statements. Shireen and the 210 group worked with as much sin
cerity and dedication as I've ever seen here, and my theory about the 
hostility is that the Werkteater process, radically opposed as it is to con
ventional means, is a subconscious threat to those who practice the conven
tional means. Having seen the richness of the experience in all involved, I 
wholeheartedly endorse future experiments of this kind. The 1982-83, 210 
experience has broadened the concepts of w hat theatre can be for all 
involved, and many of the group have continued to work with the new 
tools they have acquired. 

I hope this retrospective note will be of help in your future evaluation of 
the 210 course. For actors and playwrights, Shireen's "process" gives them 
the basis to truly use themselves, their own experiences and emotions, as the 
essence of their own creative work . For students of dramatic literature, the 
process can give them a new perspective on the theatrical event, and a new 
way of assessing and interpreting works of the past. I, for one, will be 
employing the Werkteater techniques in my own future teaching and 
theatrical work in Taiwan. 

Again, sincere thanks for your support over the years. Please keep in 
touch. I will write the Department periodically concerning developments 
in my part of the world . 

Sincerely, 

[signed] 
Stan 
[Stanley Sheng-Chuan Lai] 
[A graduate student in Dramatic Art] 
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[An extended comment and letter attached to the audience questionnaire 
regarding the 7 April 1983 performance of Neglect, Studio Theatre, Univer
sity of California, Berkeley, California. ) 

Ensemble work-learning how to react, relate, complete an action
discovery of the interrelatedness of human experience--discovering ways/ 
techniques for communicating through theatre those understandings
leaming to work with others, attentiveness-since there is no given script 
to rely on, the actor has to make it all happen-the words, as well as the 
actions-the actor has to be there-fully-not a puppet to be manipulated 
by someone else's language or a director's interpretation-. The product is 
the synthesis of self and others, creating together. 

Shireen-

Notes on Neglect. I have worked with some of the students in the 210 
Ensemble [Company Class) and seen all of them in other performances. 
Never have they been more alive, alert, energetic, creative, or engaging to 
watch. The piece had composition, moments of genuine humanity, tender
ness, madness , and inventiveness. Making theatre out of personal experi
ential m aterial is an exciting, dangerous, and probably suspect art in this 
context. Nevertheless, it is fundamentally and precisely what we need to do 
more of. We need to learn how to tell our stories to each other, and we 
need to learn how to listen. I particularly liked the way student actors 
would emerge from within our midst , appear on stage, do their piece, and 
re-integrate into their community (audience). Sometimes the content 
seemed trite, even distasteful. I found myself wishing the unhappy child 
would stop complaining about his parents, and I couldn't help being aware 
of being a parent myself and wondering ifthat didn't contribute to my 
discomfort. It seemed too long, too predictable. Steve's piece with the 
guitar was wonderfully mad, and Amy revealed acting talents never shown 
in any previous work. Miriam 's facial expressiveness was memorable-! 
would have liked to see her take the time to undo her hair. I could go on . 
There is so much to say, to talk about, to examine what worked and what 
didn't. Why. But this is the kind of experience that student actors, direc
tors , critics can fruitfully examine, analyze, learn from. 

We don't have to choose, I trust, between such theatre performances and 
the more traditional performances of plays on stage. In my opinion, there 
is most definitely a place for such pieces as Neglect, and, more important, for 
the kind of process that is involved in creating it. In teaching acting l have 
tried to use such performance techniques. I would like to learn from you 
how you do it so effectively. You seem to know how to shape a piece quite 
skillfully, and, most important, how to teach young actors to use them
selves authentically and fully- no small matter. I hope we do get the 
opportunity to work together while you are here. 

Sincerely, 
[signed) 
Rhoda Kaufman 
[A graduate student in Dramatic Art) 
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Ms. Marni Wood 
Chairman, Department ofDramatic Art 
Dwinelle Annex 
University of California 
Berkeley, California 

Dear Marni: 

Baird Straughan 
1531 Milvia No. 2 
Berkeley, CA 94709 

22July 1983 

I want you to know how much I appreciated our conversation about the 
Department last Thursday, and how beneficial I think your openness can be 
for everybody. We spoke briefly about the work ofShireen Strooker 
during the last two quarters, and mentioned that her artistic flexibility and 
personal concern seemed to have filled a need which our actors felt. I'd like 
to mention another facet of her teaching and directing which I think was 
particularly important to the Department-her insistence that the actors 
develop a theatre which was "their own." 

As teachers from a tradition ofliterary criticism, we emphasize to our 
students that they must find their theatre in the realization of texts. Too 
seldom do we mention that theatre must first-or at least, must also-be 
found, discovered, in themselves, in ourselves. Respect for the qualities of 
the text is only one half of our work-the other is respect for ourselves, 
belief that our own concerns are important and worth theatrical investiga
tion. As you know from your own work, every vital artistic product is the 
result of coming to terms with something of personal concern. To address 
what part of a great text is of personal concern to the students only 
approaches theatre from one direction. Simultaneously we must find what 
it is that concerns us and how that can be represented. Naturally, as 
scholars we emphasize the first method. For that reason we have an even 
greater need for artists like Shireen Strooker or Grotowski, individuals 
who have spent years in a personal search for their own theatre form, and 
who can-and this is my main point-help teach our students to undertake 
that search themselves. This may not be of central importance to the future 
of textual criticism. But it is to the future of American theatre. 

My own work outside the Department-through contacts for which, 
once again, I must thank my professors here-has been extremely impor
tant to me because it has taught me to respect myself, my life, and the lives 
of those around me as raw material for potentially important plays. 
Shireen's work with the 210B and C classes, with which I assisted exten
sively, seemed to me to have a similar effect upon the actors. What some 
members of the faculty have characterized (in conversations with me) as a 
lack of textual discipline was in reality one of the first attempts of these 
students to explore their own concerns and to find a theatrical form for 
them. Those who value great texts and great periods of drama must admit 
that neither ever arose without such a process of self-exploration, or, as 
some will have it, "self-indulgence." To draw an example from my own 
dissertation, there was much to criticize about the excesses of German poli-
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ti cal thea.tre of the 1960's, but it represented the theatrical self-definition of 
a generation and Jed to the aesthetic marvels of the 1970's. It seems to me 
that the tremendous enthusiasm and responsibility I witnessed in the DA 
210 actors arose from the way Shireen , who has gone through this process 
herself, freed our students to do the same. 

Already the Ondine and Neglect productions have had positive effects in 
the interest they have generated in our Department. Ultimately I hope for a 
much more far-reaching result. The effect of these productions upon the 
students in them was as profound as that of any learning experience I have 
seen our Department provide, and if, as is being planned, these produc
tions lead to a trip for the actors to Amsterdam, it wiU be even greater. We 
will have helped to make possible a learning experience which has measur
ably broadened the theatrical vision of our students and will very probably 
have a visible impact on theatre in the future. Of that our Department 
should be very proud. 

As a participant in this experience, I have a deep sense of gratitude 
toward Dr. Ogden for arranging this cultural exchange and, when neces
sary, for defending it. In my eyes it is a model of how professors here may 
enrich their students' lives, and as such is something I will not forget as I 
continue in my own career. But there is no reason that such productions or 
cultural exchanges should need defending, nor is there any reason why we 
as scholars or scholar-directors should be threatened by a non-textual 
approach to theatre. It is quite obvious that, in our academic profession, we 
cannot spend years and years developing a theatre which is only personal, 
and it is also obvious that non-textual theatre will never make our skill at 
building a production from a script obsolete. But it is just as obvious that 
we and our students need these professionals who have spent years develop
ing a personal theatre, and that we can borrow greatly from their sense of 
theatrical "self-respect." 

I hope that, should such a project become possible at a fu ture time, you 
w eigh the substantial benefits to our students and our faculty, and support it. 

Sincerely, 

[signed] 
Baird Straughan 
[A graduate student in Dramatic Art] 
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Shireen Strooker 
Drama Department 
Dwinelle Annex 
Berkeley, C A 94720 

Dear Shireen, 

Veterans Administration 
Hospital 
3801 Miranda Avenue 
Palo Alto, California 
94304 

May 13, 1983 

M any thanks for the performance [of Neglect] your group did for the 
CORK program last night [May 11]. Patients, alumnus and staffaU 
expressed that they enjoyed the play and related personally to many of the 
situations portrayed. 

Since alcoholics can be so hyper-critical, I was especially sensitive to the 
mood of the audience. I was impressed that the performance really held the 
interest and attention of the group. In fact, some expressed that the 
portions relating to alcohol and relationships gave them something to 
think about. 

The best review came, however, from the patients, who voted to invite 
your group to spend some time in the program and perform here again. 

Finally, thank you for the enthusiasm and care your group brought to 
the ward . This is the kind of energy we try to promote in our program. 

Again , many thanks. We're looking forward to our future association . 

Dr. Dunbar Ogden 
D epartment of Drama 
University of California, Berkeley 

Dear Dr. Ogden, 

Sincerely, 
[signed] 
Kevin Quint 
Program Coordinator 

Santa Catalina School 
Monterey, Cali fornia 
93940 

May 27 [. 1983] 

Ever so many thanks for your most kind hospitality last week in wel
coming my class to your class. The girls (and the rest of us privileged to sit 
in) were fascinated-and only disappointed that we couldn't see the whole 
play [the Ondine project] this week. [The class had attended an open 
rehearsal.] However, distance and impending final examinations made it 
impossible for any further Berkeley trips. 

I shall be in touch with you next fall to discuss another visit and possibly 
the bringing of a production here to our campus. 

Again , my deepest appreciation for taking your time to greet and 
elucidate us!! 

[signed] 
Katie Clare Mazzeo 
Chairman, Humanities 
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The NEGLECT Project 

An Original lmprovisationalWork 
Written , Conceived , Designed , and Performed by 

Glenn dh Backes Tracy Cronin 
Miriam Grunder 
Heidi Me t calf 
David O'Connor 
Jeffrey Rotblatt 

John Furse 
Amy K; Kimball 

Peter Naar 
Gay Patterson 

Steven Hetter 

Directed by Shireen Strooker 

Thanks to the following people for their invaluable artistic 

contribu tions• 
Spontaneous Lighting Designers 

Karl Hamann , Andy ~;yler 

Choreographer 
Laura Roe 

Set Co-des igner 
Julia Goren 

Thanks a l so to t he students of Drama 210 , secticnone , fo r all 
t heir support. 

Special thanks to Baird Straughan and Julia Gor en for all their 

time and support . 

Produced Under the Auspices of the department of dramatic art 
and DA 210b-2 



We are an acting ensemble under the direction of Shireen 

Strooker, a member bf the Werktea1;( of Amsterdam. In the past 

decade, the internationally acclaimed acting collective has 

created numerous plays and films through its unique impr ovisational 

acting method. Our own work began with an idea to create an 

improvisation based on the theme "neglect is the essence." Our 

final product (if final can be used to describe an impr ovisation) 

is a kaleidoscopic flow of improvised scenes addressing the 

subject of neglect . Each scene contains pieces of ourselves--

our dreams, hopes , fantasies, fears, and nightmares. 



NEGLECT Performances 

Tabulations of all audience responses on questionnaires 
-5, 6, 7 April, 1983 

Note: T he total number of212 questionnaires 
filled out represents about forty-one percent of 
the audiences on 5, 6, and 7 April, 1983. 
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Audience Questionna ire [responses] 

Are you a student? ~ 
A faculty member or staff? 0 
A non-student visitor to the campus? 0 

NEGLECT ** An Original Improvisational Work 
-5, 6, 7 April 1983 

Please help us to evaluate our teaching proccsscs .7,d(~ ~~ 

. ~~hY~~ ~your response to statements #1 , # 2, and # 3. ~~9~~ 
1. This type of group playmaking would improve the work of actors in 

traditional roles. 

I agree 
strongly 
50 

I agree 

51 

I disagree I disagree 
strongly 
1 

2. The performance techniques shown in NEGLECT belong in every 
actor-training program . 

I agree 
strongly 
66 

I agree 

51 

I disagree 

7 

I disagree 
strongly 
0 

3. T he performance techniques shown in NEGLECT belong in every 
training program for playwrights. 

l agree 
strongly 
50 

l agree 

60 

I disagree 

12 

I disagree 
strongly 
2 

4. What are the advantages of this type of group playmaking? 

5. Whac are the drawbacks in chis type of group playmaking? 
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Audience Questionnaire [responses] 

Are you a student? D 
A faculty member or staff? ~ (Not including Dramatic Art, 

U.C. Berkeley, faculty] 

A non-student visitor to the campus? D 

NEGLECT •• An Original Improvisational Work 
-5, 6, 7 April 1983 

Please help us to evaluate our teaching processes.,.,.,:~~~ 

~~~~-
@ your response to statements #1, #2, and #3/~· 

1. This type of group playmaking would improve the work of actors in 
traditional roles. 

I agree 
strongly 
6 

I agree 

2 

I disagree 

0 

I disagree 
strongly 
0 

2. The performance techniques shown in NEGLECT belong in every 
actor-training program. 

I agree 
strongly 
4 

I agree 

5 

I disagree 

0 

I disagree 
strongly 
0 

3. The performance techniques shown in NEGLECT belong in every 
training program for playwrights. 

I agree 
strongly 
4 

I agree 

2 

I disagree 

2 

I disagree 
strongly 
0 

4. What are the advantages of this type of group playmaking? 

5. What are the drawbacks in this type of group playmaking? 
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Audience Questionnaire [responses] 

Are you a student? 0 
A faculty member or staff? 0 
A non-student visitor to the campus? [g] 

NEGLECT •• An Original Improvisational Work 
-5, 6, 7 April 1983 

Please help us to evaluate our teaching processes/~~-< 
_g_d~~ ~~:o-? 

@your response to statements #1 , # 2, and # 3.d!/ ~ cy~ 
t. This type of group playmaking would improve the work of actors in 

traditional roles. 

I agree 
strongly 
21 

I agree 

11 

I disagree 

0 

I disagree 
strongly 
0 

2. The performance techniques shown in NEGLECT belong in every 
actor-tram mg program. 

I agree 
strongly 
19 

I agree 

10 

I disagree I disagree 
strongly 
l 

3. T he performance techniques shown in NEGLECT belong in every 
training program for playwrights. 

I agree 
strongly 
15 

I agree 

10 

I disagree 

3 

I disagree 
strongly 
1 

4. What arc the advantages of this type of group playmaking? 

5. What are the drawbacks in this type of group playmaking? 
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Audience Questionnaire [responses] 
[Unknown Status of Respondents] 

Are you a student? 0 
A faculty member or stafl? 0 
A non-student visitor to the campus? 0 

NEGLECT •• An Original Improvisational Work 
-5, 6, 7 April 1983 

Please help us to evaluate our teaching processes.~~ 

.s~.-S::rZ~~/ 
e your response to statements #1 , #2, and #3d-~(-r-
1. This type of group playmaking would improve the work of actors in 

traditional roles. 

I agree 
strongly 
20 

I agree 

7 

I disagree 

2 

I disagree 
strongly 
0 

2. The performance techniques shown in NEGLECT belong in every 
actor-training program. 

I agree 
strongly 
17 

I agree 

13 

I disagree 

0 

I disagree 
strongly 
0 

3. The performance techniques shown in NEGLECT belong in every 
training program for playwrights. 

I agree 
strongly 
12 

I agree 

14 

I disagree 

3 

I disagree 
strongly 
0 

4. What are the advantages of this type of group playmaking? 

5. What arc the drawbacks in this type of group playmaking? 
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Audience Questionnaire [responses] 

Are you a student? 0 
A faculty member or staffi ~ [From Dramatic Art, 

U. C. Berkeley, faculty] 

A non-student visitor to the campus? 0 

NEGLECT •• An Original Improvisational Work 
- 5, 6, 7 April 1983 

Please help us to evaluate our teaching processes./~~~/ 

$,4a~¥~~ 
@your response to statements #1 , #2, and #3.£/~q-~c.. 

1. This type of group playmaking would improve the work of actors in 
traditional roles. 

I agree 
strongly 
3 

I agree 

4 

I disagree 

2 

I disagree 
strongly 
2 

2. T he performance techniques shown in NEGLECT belong in every 
actor-training program. 

I agree 
strongly 
2 

I agree 

4 

I disagree 

4 

I disagree 
strongly 
2 

3. The performance techniques shown in NEGLECT belong in every 
training program for playwrights. 

I agree 
strongly 
2 

I agree 

3 

I disagree 

3 

I disagree 
strongly 
4 

4. What are the advantages of this type of group playmaking? 

[See the following pages for all Dramatic Art faculty comments.] 

5. What are the drawbacks in this type of group playmaking? 

[See the following pages for all Dramatic Art faculty comments. ] 
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Audience Questionnaire [total responses 
including Dramatic Art, U.C. Berkeley, faculty] 

Arc you a student? 0 
A faculty member or staff? 0 
A non-student visitor to the campus? 0 

NEGLECT** An Original Improvisational Work 
- 5, 6, 7 April 1983 

Please help us to evaluate our teaching processcq~ /rr l/ 
-K£'7'e...,,,. :g-£;-r~ 

Qyour response to statements #1, # 2, and #0-~~ 

1. This type of group playmaking would improve the work of actors in 
traditional roles. 

I agree 
strongly 
100 

I agree 

75 

I disagree 

5 

I disagree 
strongly 
3 

2 . The performance techniques shown in NEGLECT belong in every 
actor- training program. 

I agree 
strongly 
108 

I agree 

83 

I disagree 

12 

l disagree 
strongly 
3 

3. The performance techniques shown in NEGLECT belong in every 
training program for playwrights. 

I agree 
strongly 
83 

I agree 

89 

I disagree 

23 

I disagree 
strongly 
7 

4. What are the advantages of this t ype of group playmaking? 

[See the following pages for all comments.] 

5. What are the drawbacks in this type of group playmaking? 

[See the following pages for all comments.] 
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NEGLECT Performances 

A record of all written comments on questionnaires 
filled out by audience members 
immediately after performances 
-5, 6, 7 April , 1983 

N ote: The total number of212 questionnaires 
filled out represents about forty-one percent of 
the audiences on 5, 6, and 7 April , 1983. 

41 



Dramatic Art Faculty Responses 
to NEGLECT in Performance 

Note: All comments are quoted here from all 
thirteen of these particular audience questionnaires. 

ADVANTAGES DRAWBACKS 

" . .. of this type of group playmaking." 

"Ensemble aw areness . The 'self' in the 
role and 'playing together, dear."' 

"Therapy fo r the actors. Brings some 
of the enthusiasm of the rock-concert 
into the theatre (for those who en joy 
rock-concerts). Gives the actors a 
chance to pres¢nt their interests to an 
audience of their peers. It can 
encourage their creativity." 

" Principally, 1) individually, the actors 
discover their own power as actors 
more readily than in preparing a 
scripted ro le; they take risks, are 
vulnerable , play for high stakes; and 2) 
collectively , they learn to work with 
more trust and spontaneity in a 
genuine ensemble; they become more 
candid , open, free with each other. " 

" N one visible" 

"Several students who were in my 
class at one time seemed to have finally 
'come out' bo th physically and vocally . 
Improvizing with one('s l self as the 
character can produce powerful 
thoughts and feelings which can help 
the students realize the kind of power 
and commitment needed for character 
in plays. The participants seemed very 
excited by this kind ofplaymaking and 
their endeavors. When it is done well , 
the communication and contact with 
the other perfo rmers is intensified 
because they are fo rced to really listen . 
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"1. Inability o f some persons to make 
transition from sincere self absorption 
to an imaginative and intelligent 
created role using a writer's words. 
2 . Inculcates in some a rejectio n of all 
written work." 

"Self-indulgence on the part o f the 
actors and possibly vanity in the hands 
of the wrong director. Also, it can 
make the actors lazy when required to 
play a more traditional role. Much of 
the playing can seem sloppy and 
inaudible. Working in conjunction 
with a good writer could make the 
themes a little less banal." 

"The finished 'product' depends on the 
vagaries of the moment: sometimes, 
when the actors are 'on,' it works 
splendidly; at other times, it falls flat. 
In short, there are fewer controls over 
the perfo rmance, the advantage being 
spontaneity, the disadvantage being 
inconsistency." 

"Too many to enumerate." 

"The improvisations can be boring 
(not everyone is a playwrig ht), trite 
and indulgent. But so can regular 
plays. There are moments that can be 
very exciting, but it is hard to sustain 
these for an entire performance. I think 
there should be a contrast made 
between using these techniques in 
the classroom and using them fo r a 
performance." 



ADVANTAGES 

We ask students in improvisation to 
substitute events in their own li ves to 
justify and intensify their character ac
tions. Many times these 'real' feelings 
are transferred to the text-often they 
are not. Perhaps improvisation over a 
longer period of time could prove more 
effective???" 

"Can enhance the sense of'truth' in an 
actor's performance; potentially 
improves atmosphere of trust among 
players." 

"None in public performance. This 
type o f playmaking belongs in the 
laboratory or classroom. It's a waste of 
everyone's time to show people who 
cannot or have not as yet learned to 
speak or move properly as actors, to 
take their untrained instruments and 
makeup drama. It turns out to be not 
much more than self- indulgence." 

"Experience and exploration." 

"None." 

" As a faculty member I see this as 
crucial to stem a growing tendency 
toward conservative, academic mount
ing of the classics. This is lifeblood." 

"The project sounds very exciting for 
the group. T hey were o bviously very 
committed to it, and that commitment 
showed in their acting-in the strength 
o f their objectives, in the strength of 
their voices." 
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DRAWBACKS 

"Can lead to self-indulgent group 
therapy and distort 'theatrical reality' 
for the actor. Tends to produce non
audience-oricnted performance, more 
inward- than outward-directed." 

"Making young people believe they 
are doing something really creative. 
What we should be teaching them arc 
disciplines. As Martha Graham once 
said, 'To be free one needs first to be 
disciplined.'" 

"Mistaking personal involvement with 
theatrical intent." 

" It takes time and money away from 
profitable endeavors." 

" None-except it scares some of the 
faculty. I am in favor of this mightily." 

"The drawbacks would seem to be that 
in any improvisational process one has 
to put up with a certain amount of 
boredom in order to find the pearls
the real, driving moments of action 
and interaction. If the audience doesn't 
judge this too harshly, they will re
spond well to this kind o fplaymaking." 



An Extended Comment 

What I think-

by G.S. House 

[Attached to the Neglect 
Audience Questionnaire, 
April 7, 1983] 

1. My experience in the theatre has led me to the conviction that improvi
sational "play-making" and the realization of scripted drama are virtually 
separate activities-each, of course, valid, but each demanding separate 
skills and (almost) separate goals. Obviously, as an actor, I will improvise 
in preparation for a role, but most often at home, in private. There is 
enough to do in rehearsal without taking up everybody else's time for pri
vate explorations that help me find something in the character-this is my 
job as an actor. And sometimes, too, going off on tangents and paraphras
ing can be useful if you get to a "bloc" with a partner or two. But the script 
has rigorous demands that must be addressed continuously, especially if 
you have a six- eight- or even ten-week rehearsal schedule. When Mac
beth, for example, says " ... for it is a knell/That summons thee to heaven 
or to hell ," he is not saying, "Gee, I gotta kill the guy," or "Wow!" or 
"Grrr." He is saying precisely what Shakespeare says he says: THAT is the 
moment, THAT is the reality. A case in point: two actors in my 
"advanced" acting class last quarter-who are also in the 210 group-were 
assigned Macbeth and Lady Macbeth. One day they were scheduled to 
rehearse Act I, scene v, in class. They decided they had to do an improv
based on some kind of contemporary analogy-before they could do the 
scene. They did a little playlet, and after my comments and those of the 
class, they repeated it . What they came up with was a resolutely banal little 
sketch about a young couple who were actors and who wanted to bump off 
another actor so the male of the couple could get the part. Aside from the 
triviality-mild soap-opera-of approach to an immense moral problem, 
the actors did achieve some authentic nervousness and a moment or two of 
sincere interaction . However , when they then went back to do Shake
speare's scene, they were just as wooden, and awkward, and unreal as be
fore. Nothing had filtered through from the improv to the scene. Sincerity, 
being able to listen and respond naturally as you do in "real life," is a 
rudimentary pre-condition to acting, but it is obviously not enough, not 
nearly enough . The gulf between a boy and girl chatting about "getting rid 
of' another actor and the Macbeths in the grip of some kind of super
natural delirium is immense. How many years would it take to bridge that 
gulf, if this were the major technique? If! were to judge from this example 
in my class, I would say that "group play-making" hurt, rather than helped 
these students' work in "traditional" or scripted roles. (In my experience 
performers who are good at " traditional roles" are good at "group play
making," but not necessarily vice versa. The best group-evolved piece I 
ever saw was the RSC "US" in London, presided over by Peter Brook.) 
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2. Creating sketches within the character range of the students and involv
ing their own daily concerns is probably useful-and can be interesting in 
its own right-but "every actor-training program" [stated on the ques
tionnaire] is pretty broad. In a conservatory curriculum it would be one 
class amongst an array of offerings like dance, fencing, mime, circus, Alex
ander, scene-study, voice and diction, how-to-get-an-agent, etc. And 
there are companies like (I presume) the Werkteater that do only that. 
Improvisation is traditional (e.g. Stanislavsky, Viola Spolin, Michael 
Chekhov) , both verbal and non-verbal. 

3. If we are thinking primarily about verbal communication, and the con
struction oflarger actions (as opposed to the minute-by-minute detail of 
acting), these techniques could be very useful to playwrights; by that I 
mean playwrights should do it. The reason we have playwrights in the 
theatre is that (it is to be hoped that) they can express themselves better
more precisely, more perceptively, more economically, more beautifully, 
more powerfully-than the rest of us: actors and audience alike. That's 
why there are proportionally fewer playwrights than actors and directors, 
and why good ones are even rarer. 

4. It encourages ensemble (group caring and sharing) and at the same time 
flatters young actors. Nothing is more gratifying personally than to spend 
large amounts of time talking about yourself and your own daily concerns 
and "being yourself' in a safe, supportive group. 

It can teach what an action is and how to edit experience to create a 
dramatic event. Editing is crucial, unless we are to embrace as our goal a 
Warhol-like endless "happening" that becomes exactly coincident with the 
minute-to-minute duration of"life itself." 

5. It may encourage students to think that caring, sharing, and feeling 
good about themselves is sufficient to retain an audience's interest. (Like 
relating last night's dream at a parry: are people really interested in your 
dream, or just waiting for a chance to tell theirs?) If used as an exclusive 
technique, it may encourage arrogance and intolerance in the young
qualities which are fairly common amongst our undergraduate population. 
(Any exclusive group gets like this-the Actors' Studio had a hell of a time 
doing anything else.) 

In our situation at Berkeley, I think the "21 O" rubric should be used only 
as an "honors" course. We should observe strict pre-requisites-"210" 
should not be thought of as an alternative to the rest of the acting cur
riculum, the graduate one-acts, or the major productions. Students should 
have taken three years of acting, and the group should be constituted with 
both graduates and undergraduates, and performance dates, if any, should 
be scheduled a year in advance. 
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A Short Afterword on the 
NEGLECT Questionnaires 

In addition to compiling and tabulating the responses to the ques
tionnaires given to the audience members at the performances of 
Neglect, I feel there is another approach to this information that will 
perhaps offer yet another insight into the uniqueness of this 
production. 

The question asked on the questionnaires was for the drawbacks 
and advantages of the type of playmaking used in Neglect. One 
might expect people to respond by talking about the play. How
ever, the overwhelming majority of respondents proceeded to 
write about the actors! It is not only the detailed responses about 
the actors and their experiences that are interesting, but also the 
very fact that so many people chose to speak about the actors at all. 
I find it almost odd, and very informative, that in response to this 
question people went into elaborate speculations as to the actors' 
experiences ("fun," "spontaneous," "honest"). 

This, I believe, further proves the meaningfulness of identifica
tion with a performer. People chose to speak very little of the play 
or playmaking; they experienced the actors' experience. 

The consideration of possible alternative answers to these 
questions-answers not given by respondents-may offer addi
tional insights into the differences between Neglect and more tradi
tional styles of playmaking. 

Laura Roe 

12June 1983 
[Roe, together with 
Miriam Grunder, compiled 
results of the Neglect 
questionnaires] 
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Summary of Audience's Responses 
to NEGLECT 

ADVANTAGES" ... of this type of group playmaking." 

1) Development of actors' skills-A great number of audience members 
pointed out different ways in which ensemble acting helps to de
velop various acting skills. 

"Less passive-more active development of technique." 

"Learning to use body and mind without relying on scripts . Leam
ing to act from self." 

" It frees up performers from predictable interactions and allows for 
an excitement that comes from treading the edge." 

" It is a superb way to learn about stage concentration and audience 
reactions. It develops timing skills." 

2) Ensemble Energy-Numerous audience members considered the ensem
ble structure itself valuable both as a supportive framework for the 
actors and as an energizing format wherein the whole is greater than 
the sum of the parts. 

"Ensemble chemistry." 

"Their commitment and energy are also higher." 

" It allows each character to emit his personality within the frame
work of group interaction creating something natural and 
symbiotic." 

"Cross-pollinates motivation." 

3) Spontaneity-" It felt spontaneous and refreshing." 

"Leam ing to use the body and mind without relying on scripts." 

"Loss of inhibition." 

4) Wonderful-Many audience members described their experience of 
Neglect in superlatives. 

" It was wonderful." "Great ." "Delightful." 

"Truly moving and funny- excellent work." 

5) Living Theatre-"Real life; real energy." 

" Immediacy of involvement of actors with material. " 

" It's not stagey. You can see the play more than once and not be 
bored." 
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6) Cultivates Creativity and Imagination-" Really forces both the audience 
and players to stretch their imaginations, expectations, possi
bilities, etc." 

"Versatile and creative." 

"Unlimited use of the imagination." 

7) Fun-In addition to other assets, many spectators for Neglect talked 
about fun . 

"Fun for audience and cast." 

"Looks like lots of fun!!! I really could feel the energy between the 
performers-this was delightful! " 

8) Character Development-Audience members felt that the characters 
portrayed in Neglect were more fully developed since they emerged 
from within the actors. 

" It forces reactions, thought, and especially deep feeling for a role. It 
unbelievably transforms the character into a real person, and vice 
versa." 

9) Self-discovery- Many people viewed the improvisational process as an 
experience through which the actors could learn more about 
themselves. 

"The actor becomes aware ofhow much of his own personality, 
with its performance strengths and weaknesses, he uses in a role. 
Through self-awareness, the performer expands his emotional range." 

"Centering- helps you know where you are coming from so that 
you can understand where everyone else (and other characters you 
may play) are coming from." 

10) Audience Participation- Audience members felt stimulated into think
ing and found the acting style generally more commmunicative vis
a-vis the audience than traditional acting styles. 

" Interactive with the audience." 

"Gives audience sense of participation with the actors." 

"It allows the actor to go beyond the script and communicate more 
fully." 
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11) Honest Theatre-Several audience members remarked that they felt this 
style of playmaking produced a more honest theatre than traditional 
forms. 

"It's honest and I, as a member of the audience, felt the sincerity." 

"The dialogue and delivery were incredibly sincere. I could feel the 
emotions expressed by each character for their authenticity and 
realistic display." 

Compiled by: 
Laura Roe 
April, 1983 

DRAWBACKS" .. . of this type of group playmaking." 

Summary of draw backs indicated, in order of number of times 
mentioned. 

1) Lack of Structure-Audience members overwhelmingly agree that the 
greatest drawback to Negled is its lack of structure: "Unfocused," 
[unclear] "Purpose," [needs] "Editing," " Non-sophisticated struc
ture," "Disjointed," "Loss of cohesiveness," "Too formless ," 
"Progression can get lost, " " Plot inconclusive," " Ideas get 
muddled," "Confusing undeveloped characters." 

- The apparent consequence of the hazy structure is loss of excite
ment and life in the show: " Boring," "Doesn't always hold atten
tion," " Lags in performance," "Stagnation," "Too long," "A bit 
slow," " Mundane," "Repetitious," "Not moving." 

2) Seif-indulgent- "lndulgence," "Self-absorption," "Too precious with 
yourself," "Suspect-art." 

3) Limited Audience Appeal-"No chance to transcend particular situation," 
"Subjective," " Limited subject," " Players limited by themselves." 

4) Questions About the Acting-The performance may be too fragile to 
"Sustain." "Over-acting," "Overdone," "Carried away," "Discon
nected ," Acting style becomes inconsistent, "Not full emotional com
mitment," "Strong lang uage. " Performance too dependent on 
actors. "Extremely energy consumptive to the group as 
individuals." 

Compiled by: 
Miriam Grunder 
April , 1983 
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Students 
(5 April 1983) 

ADVANTAGES DRAWBACKS 

" ... of this type of group playmaking." 

" It is o ften quite effective w ith six per
spectives on the plo t-and it was often 
funnie r because of it ." 

" Imagination- possibili ty training: the 
idea that lines a rc mainl y G uidelines, 
clues to the author's intent. Often su ch 
plays tend to lack coherent structure, 
stro ng o r pro longed conflicts; still 
seems imagination in action is an 
interesting experience." 

" Helps find characters and characteri
zation and also motivation . Lea rning 
what will work and w hat doesn't on 
the spot-. " 

"Expression o f intensity fro m the 
actors. H ugL' +." 

"Tru th fu l approaches to hu mor and 
pain arL' funnin and hit harder. .. 

" Richness o f texture-many 
view points-many cars to catch the 
nuances of di fferent types o f 
language." 

" Everyone leans on each o ther- the 
suppo r t system is complctc
everyone's doub ts o r insecurities arc 
addressed sooner or later ." 

" It allows each character to emit his 
personali ty w ith in the framework of 
group inte raction creating something 
natura l and sym biotic." 

" It creates a un ique unity and energy 
in the cast. Brings out an actor's per
sonality much better ." 

" Impro visation ... allows/encourages 
fluidity, ad hoc drama, excitement for 
actors-suspense for audience." 

50 

" It often fa ils such as the fi nale music, 
which was (in all respects) awful. " 

"This is a combined advantage I 
disadvantage: this fo rm is so unstruc
tured that there is no limit to the 
number and kind of risks taken. lt is 
important to take risks-it is not good 
to perhaps impair the individual 
throug h destructive risk taking." 

·•Aud ience involvL·ment must be 
111a i11 tai11etl." 

" You can' t fed you r way through it on 
stage·. Everyone: should know when to 
make s.t.rong moves and get things 
go1ng. 

" Possibly lack of depth-touches the 
cdgcs o f pcrsonal tragL·dies and 
suggests much without exploration in 
more dctail." 

"Occasionall y the dL·cisions a rc k ft and 
responsibility fo r the fina l decisions is 
not taken and followL'd through by one 
pnson . I say only occasionally because 
see .'\d111111111.f!es." 

" It may get somewhat far- fctchc·d and 
disconnL'Ctl'd at timL'S due to its im prov
isational nature. bm chis is an asset as 
well ." 

"Sometimes a division of 
concentration.,. 

"Slow momcnts. disadv:mta~L' S SL'elll 
Ollt\Vl'ighed. •• .. 



ADVANTAGES 

"Opportunity for greater self
expression for the actors." 

"Genuine, can be finally innovative." 

"Thorough-going total experience for 
all exigencies or, that is to say pre
paredness: fill in at all times where one 
is needed. READINESS!!" 

" It allows for more personal core of 
truth (emotional truth) . However , in 
order to work, one must recognize and 
act with that core." 

" Dialectical challenges to limited 
points of view." 

" It's no t stagey. You can sec the play 
more than once and no t be bored. It's 
more aesthetic. It seems like more fun 
for everyone. Fun is very important. 
What's the point in not having fun?" 

"As 1 have observed it , it would appear 
the imagination is g iven a real chance 
to work. It also appea rs to g ive the ac
cors added confidence on stage." 

"A spontaneity was easily achieved . 
This is something which takes g reat 
ski ll to achieve when one is working 
from a script. It is a superb way to 
learn about stage concentration and 
audience reactions. It develops timing 
skills. It is a chance to unrestrainedly 
show subtle idiosyncrasies of character. 
There is so much more .. . . " 

"Building skills , sensitivity." 

" An actor can explore characters and 
relatio nships much more fully and 
experiment. T hey arc not held by the 
restri ctions o f a script. " 
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DRAWBACKS 

"No chance to transcend particular 
situation of the performers, i.e., to 
connect to other sorts of people, situa
tions , places, times." 

" Repetition , mundane, subjective." 

" I see NONE whatsoever and produc
tions one sees lately are similiarly 
occupied . The parch-quilt effect 
produces some aspect vital: 
VERSATILE." 

"Without fu ll emotional commitment 
from the performer, the piece suffers . 
In a traditional play, you have some
thing to fall back on if that core is not 
found- the script . In this, you have 
only yourself, w hich may be inade
quate due to the actor's holding back." 

"Tendency towards a fragmented 
manifestation of intention." 

"The only drawback is I can't act and it 
makes me jealous." 

" I really can 't see one." 

" If concentration is lost , it is very easy 
for the action to fa ll dead or become 
unbelievable to the audience. There 
were times when [ felt that an actor 
knew he was to yell at someone even
tuall y during a scene, but he lost con
centration and for lack of anything else 
to do, fell into an unprovoked rage. 
When people arc mad, they rarely let 
it 'all' o ut at the top of their lungs." 

"Can't chink of any." 



Students 
(5 April 1983, continued) 

ADVANTAGES DRAWBACKS 

" ... of this type of group playmaking." 

"Learning chat cheam: is not as limited 
as cheacre teachers would have you 
believe." 

" le becomes more of a living thing. " 

" !e's called improv, but in o rder co 
have any continuity, the· actors end up 
relying on 'set' lines and patterns. 
Can't suggest anything, sorry." 

"Can ' t chink of any." 

Unknown Status 
(5 April 1983) 

ADVANTAGES DRAWBACKS 

" ... of this type of group playmaking." 

"le frees up performers from predict
able interactions and allows for an 
excitement that comes from treading 
the edge." 

"An actor can express more o f himself 
with chis type of g roup playmaking, 
because one can probably create the 
person he or she wants co play." 

" le gives the actors a chance co bring 
themselves co the characters." 

" The structure isn' t ve·ry sophisticated , 
and if the excitement isn't there. it can 
fall flat." 

"It might wind up to be nothing at all , 
che players might just choose the same 
sore of person. l f this happens and the· 
'director' doesn't agree, a few players 
might do something they don 'c quite· 
agree on. (I always do not approve of 
the strong language.)" 

"The amount of time allote·d for each 
character's development is limited. 
which potentially alienates the 
audience." 

" I am not an actor or a playwright ." 

"Presumably this technique would 
increase spontaneity {though I under
stand this co be frowned upon in tradi
tional troupes) and so give the actors a 
better sense of the force ofche moment 
in acting and more (indigenous) sense 
of gesture." 
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" le isn't dorn: enoug h. "' 



Faculty /Staff 
(5 April 1983) 

(Excluding Dramatic Art, U.C. Berkeley) 

ADVANTAGES DRAWBACKS 

" ... of this type of group playmaking." 

"Centering-helps you know where 
you arc coming from so that you can 
understand where everyone else (and 
ocher characters you may play) arc 
coming from ." 

"EMPATHY. " 

"Could become self-indulgent." 

"CHAOS." 
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Non-Student Visitors 
(5 April 1983) 

ADVANTAGES DRAWBACKS 
" . .. of this type of group playmaking." 

"The possibilities are endless." 

" You can create plays that have to do 
with feelings of different people about 
the same thing so it is ljkely to reach a 
large audience in many ways with 
something meaningful and entertaining 
at the same time." 

"Group able to express itself as a group 
and as individuals. Many personalities 
allow audience to relate to the char
acter 's experience." 

"(It's pretty self-explanatory folks!!!) 
WO W." 

"Stretch imagination, share 
experience, cross-pollinate 
motivation." 

"Getting to the truth of that group at 
that mo ment. Remedy against 
neglect." 

"People will certainly feel more com
fortable playing these kinds of parts 
than more classical roles-and the mes
sage to the audience is therefore maybe 
clearer." 

"Real sincere emotion!" 

" Freedom for the actors to explore 
their role possibilities." 

"Developing spontaneity if that is no t 
contradictory." 

"Honesty, trust, adaptability, 
confidence." 
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"NONE!" 

"No, I really don't see any drawbacks. 
Performance-wise it might change in 
quality. " 

"There are no drawbacks, it is all bene
ficia l to each actor as well as to each 
individual in the audience." 

•• ? " 

" I can't sec any right now." 

"One should also be able to act a very 
different type of person-." 

" Indulgence." 

"Few." 

"This type of group playmaking 
requires a g reat deal of professionality 
to avoid departures into unfocused 
areas. In a scene, this type of process 
requires more rehearsal than traditional 
American playmaking. It is a discipline 
that must be learned to be applied 
effectively. Besides, how can you 
copyrig ht the play and make any 
money?." 



Students 
(6 April 1983) 

ADVANTAGES DRAWBACKS 
" .. . of this type of group pla ymaking." 

"Encou rages a more honest theatre." 

"Actors arc strong ly connected to the 
work and committed to it. " 

"Spontaneity, creativity." 

" I think the performers become tight 
in their rehearsals. They question 
themselves I'm sure like why am I 
acting, w hat is acting? They also get a 
chance to explore different roles." 

" It both demands and inspires real 
commitment on the part of the actor. It 
p rovides the oppo rtunity to develop an 
en sembl~ style very rare around here in 
general. 

" Innovative, creative, fun for audience 
and cast (I'm sure!) ." 

"Fun. " 

"Spontaneity, etc. " 

" Seems to produce lively and vivid 
characters." 

"Theatre makes fun again!!!" 

" There is an clement oflifc lacking 
fro m every instructor-induced scene 
o ne secs. This is avoided here. But one 
fa lls into the 'Oh- no-1-don 't-know-if
l 'm-good I funn y I effective' paranoia. 
Perhaps this withers, perhaps not; but 
it interferes with growth. The class (no 
audience) work is no doubt mo re free 
from this. T his sort of work ends up 
good for its genre o f acting but less 
applicable to play work in 'traditional 
drama.'" 
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"Seems like advantages outweigh any 
drawbacks." 

"Works tend to meander and be repeti
tive. It's hard to tighten when there's 
no set script." 

" It might not help them get a theatre 
job." 

"Needs to be done in combination 
w ith something else to avoid excessive 
self-absorption and self-indulgence." 

" Requires more thought than [ have 
ti me fo r right now ." 

"Boring in parts." 

"Unorthodox reaction. " 

"Not sure o f transfer to 'stage' 
characters." 

"None." 

"Evaluate teaching process? Tell us 
what they were then . Performance 
techniques? Do you mean improv in 
general? I don't know." 



Students 
(6 April 1983) 

ADVANTAGES DRAWBACKS 

" ... of this type of group playmaking." 

"To help actors find and explore 
feelings and motivations behind the 
lines of a script; brings it to life. When 
used as a complete performance (like 
this) , it makes the audience feel 
too- really stimulates one to think 
abou t our life." 

"Everything." 

" The process not product emphasis 
brings actor potential to near-max. " 

" It's great training for being real on 
stage. Actors realize what goes into 
making a character (playwriting) and 
playwrights learn more ho w to make 
people real. It makes you realize every
one's humanity and similarity." 

"Spontaneity, loss of inhibition." 

"The actor becomes aware of how 
much ofhis own personality, with its 
performance strengths and weak
nesses, he uses in a role. T hrough self
awareness, the performer expands his 
emotional range (for example, be
coming able to play a character who is 
truly happy o r loving despite the per
former's negative attitude) ." 

"Teaches the actors I actresses to react 
realistically to unknown lines and 
actors." 

"Stars like S. Wetter shine." 
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" Unless the purpose and structure is 
well defined, the freedom allows the 
actors to lose focus and get emotional 
without strong reasons-sometimes 
the emotions are too general and not 
expressed clearly and artistically to the 
audience-(! didn't see this in this 
performance though, but it can easily 
happen when there is too much 
freedom)." 

"Nothing." 

" Well the only problem for me was 
this was my second time so I found a 
conflict between what was carried over 
from the first performance and what 
was g rowing anew. " 

"Sometimes characters played by 
people are too similar to themselves, 
and plots may be inconclusive." 

" It's scary for the actors, but it's worth 
it." 

"N I A ." 



ADVANTAGES 

"Freedom of body movement allows 
creativity, room fo r group cohesion. 
Insight into actor's vulnerable, emo
tional areas. " 

"The group gets to play." 

" You don' t have to order scripts." 

"Creative and alternative drama." 

''Concentratio n of actors
marvelous." 

"Students encouraged to search for the 
personal needs which drive a character 
and listen to each other." 

"Really forces both the audience and 
players to stretch their imaginations, 
expectations , possibilities, etc. Versa
tile and creative." 

" It g ives the actors a good chance to 
express themselves as creative people, 
not just to act o ut what o thers have 
written. " 

DRAWBACKS 

" May not pertain to the role, and the 
benefits may be lost." 

"The audience has to watch." 

"Bad actors can ruin it fo r 
themscl ves." 

" Should be supplemented with tradi
tional if there's also that interest ." 

" They weren't real enough . They have 
to make us feel something, not feel 
themselves. I thought most of this was 
marvelous, energetic, creative,fun, 
imaginative- bur not moving. I think it 
is worthwhile-not to feed into tradi
tional theatre, but to make a 11ew 
theatre. It's good for people who want 
to do it. " 

"Too long, needs editing, unfocused
gets off the track of subject." 

"A bit abstract- but that's the point!" 

"The structure (if any) could mean dif
fe rent things to each participant. This 
would require a great deal of work to 
bring the piece together coherentl y." 
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Unknown Status 
(6 April 1983) 

ADVANTAGES DRAWBACKS 
" ... of this type of group playmaking." 

"Ensemble chemistry-their feelings 
toward each ocher. The make-believe. 
It's their creation and they possess it. 
Their commitment and energy are also 
higher." 

"Every participant has an equal word 
in the final product. Each person can 
search h imself (self discovery) to find 
what the emotions are that are in play 
and thus do better-find ways co com
municate them." 

" It was wonderful. " 

"Encourages spontaneity, helps 
character development, encourages 
natural theme development." 
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"Pace at times seem[edj slow-also 
tend[ed ] to be too colloquial." 

"It can make it difficult to have a direc
tion to the play. It li mits the subject." 

"Pace. Tend co gee stuck on one theme. 
Progression can get lost ." 

"Self-indulgent, buc why the hell not." 



Faculty /Staff 
(6 April 1983) 

(Exclud ing Dramatic Art, U.C. Berkeley) 

ADVANTAGES DRAWBACKS 
" ... of this type of group playmaking." 

" Like effect of contrasts o f what's hap
pening o n the stage at the same time." 

" Less passive-more active develop
ment of technique." 

" Somewhat disjointed and confused, 
but certainly valuable as a training 
technique." 

Non-Student Visitors 
(6 April 1983) 

ADVANTAGES DRAWBACKS 

" ... of this type of group playmaking." 

" Diversity -Energy feeds energy feeds 
ideas creates diverse forms-opens 
selves and allows the fru its of vulnera
bility to sprout." 

"Acto rs can bring their personalities 
and experiences directly into the play." 

"Free shows infinity." 

" Vulnerability-can't hide fro m self/ 
audience." 
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" Possibility of getting stuck- loss of 
cohesiveness (at times- seldom in this 
performance.) ." 

" Actors don't develop characters 
enough- they project roo much of 
themselves into the character. " 

" Difficulty o f spontaneity. Action 
doesn ' t go in anticipation of audience." 



Students 
(7 April 1983) 

ADVANTAGES DRAWBACKS 

" . .. of this type of group playmaking. " 

"Real life; real energy." 

" Immediacy ofinvolvement of actors 
with material." 

"Emotions played convincingly. 
C haracters and situations that actors 
know well and can ' live.'" 

"Variety, freedom of expression." 

"Acto r gets a handle on sense of truth 
invo lved in playing." 

" It's honest and I, as a member of the 
audience , felt the sincerity." 

"Looks like lots of fun !!! l really could 
feel the energy between the per
fo rmers. T his was delightful! I hope 
that you continue with this type of 
performance." 

"Promo tes originality and 
spontaneity." 

" ! don ' t know anything about 
d ramatic technique / teaching. l did 
however really enjoy the play. I 
thought it was funny, sensitive, and 
thoug htful, without being overdone at 
all. I really enjoyed myself." 

"Spontaneity, learning to use body and 
mind without relying on scripts . 
Learning to act from self." 

" ! don ' t know enough about play
making to feel qualified to judge. 
Great! I enjoyed it. " 

"['111 not knowledgeable enough to 
111ake any statement, however it looks 
great co me . . .. " 60 

"Not enough seats for the audience." 

"Many sloppy, confusing, incom
pletely realized moments, and pas
sages. Temptation to over-act, let 
scenes get coo formless." 

"Accor misses the challenge of coming 
to terms with the strong, singular 
vision of one writer-and veers dan
gerously toward self- indulgent art." 

"This was very different from 
improvisational work that I'm use to 
seeing .... It felt very well put 
together , and I'm not really sure of 
how much was 'improvised' and how 
much was rehearsed beforehand." 

"Slightly drawn out, a little too long." 

" I didn't notice any drawbacks!" 

"A contest of one liners, stand up 
comedy act ." 

"Jc ne sais pas ... rnjoycd every 
111inutc of it!!" 



ADVANTAGES 

"Everyone's ideas have input and 
influence rather than preconceived no
tio ns of playwrights or directors." 

"The development of a trusty 
ensemble." 

" Allows actor to develop individual 
strength! As opposed to preassigned 
roles . Excellent performance I!" 

" It enables the actor to broaden his 
exp ressive capability b y using motiva
tional force." 

" It offers a great deal of flexibility to 
che actors fo r the types of roles they 
play . In plays, there is a g reat deal of 
rigidity in the characters." 

" Improves actor relations, g ives the 
audience a sense of participation with 
the actors." 

" Definite fa miliarity with the char
aCtl'rS, real emotio11 , natural dialogue." 

" Learning how to be real and honest 
on stage. Work on intuitions, intensity 
and timing, etc." 

"Explo rarion- devclopmcnt of sense 
memo ry techniques, building a strong 
com pan y that knows how to support 
each other." 

"Hey, good job!" 

" It forces reactions, thought, and 
especially deep feeling fo r a role. It un
believably transforms the character 
into a real person , and vice versa." 

" It was fun ! T he actors really had to 
work together well in order to pull it 
m .. 0 
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DRAWBACKS 

"None, it was great." 

"Very time consuming and not profit
able in a traditional sense of box office 
receipts. Extremely energy consuming 
for the group as individuals." 

" l thought the show went on about 
twenty minutes too long. It's hard to 
cut material that so much work has 
gone into." 

"Perhaps it forces the actor into ways 
of expression (gestures, methods of 
projection) that might not be appro
priate in other drama forms." 

" It ain't much to look at." 

"That the actors not vary their 
characters is probably the greatest 
d anger . However, a good actor will 
nor do this." 

" Tendency of a couple of people to 
take over." 

"?" 

" Hypocrisy if the actors weren't being 
genuine. There's a fine line between 
bullshit and producing something 
genuine. Neglect was genuine." 

" It can lag in performance, and ir can 
be overdone (i.e., carried away), but l 
very ~mch enjoyed it today. Thank 
You. 

"Well there was potential for stag
nation in parts, but it didn 't happen." 



Unknown Status 
(7 April 1983) 

ADVANTAGES DRAWBACKS 

" ... of this type of group playmaking." 

"Flexibility, bringing a more three
dimensional quality to the parts. Per
haps what makes it real is the 
excitement .... " 

"Self-knowledge and expansion." 

"Entertaining, startling, unexpected." 

"GREAT. " 

" Ensemble acting in a natural form 
increases connection between actors 
and leads to smooth performances and 
transitio ns." 

"Very spontaneous, original , inter
active with the audience. Truly 
moving and funny-excellent work." 

"The players perhaps limited by them
selves? In terms of structure, I like it 
like this, altho ugh it is less integrated 
or cohesive than a traditional play 
might be." 

"?!I 

"Strange-didn't grasp many of its 
meanmgs. 

" Too much can negatively influence 
actors when they hit real cutth roat 
world of theatre." 

"A little too long." 

Faculty / Staff 
(7 April 1983) 

(Excluding Dramatic Art, U.C. Berkeley) 

ADVANTAGES DRAWBACKS 

" ... of this type of group playmaking." 

" It allows the actors to go beyond the 
script and communicate more fully." 
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"Today, I cannot think of any." 



Non-Student Visitors 
(7 April 1983) 

ADVANTAGES DRAWBACKS 
" ... of this type of group playmaking." 

"Teaches creativity and timing !" 

" Keeping character, very quick stage 
thinking. Full heigh ts of characters 
reached. " 

"Allows for instantaneous changes to 
audience reactions, while still 
remaining relevant ." 

" Sense of ensemble, physical condi
tioning, voice as it relates to non
verbal gesture, emotional discovery 
and release." 

"Seems there are a million advantages 
in any improvisational theatre. This 
was an interesting example." 

" Fantastic practice of emotional inter
actions. Builds individual talent 
through group cooperation ." 

" It felt spontaneous and refreshing. 
T he characters, perhaps, were able to 
put more of their own personalities 
into the performance ." 

"Freshness, current relevancy; requires 
more creative thought." 

"What do you do if the energy isn 't 
there between actors (unlike in this 
show)?" 

" I really don't see much. The biggest 
drawback would be having not all the 
cast ." 

" Tendency to become too precious 
with yourself. Going inside to the 
point of becoming self-indulgent, it's a 
fine line!" 

" Only if each person gets into own role 
without feeling, supporting, nurturing 
others." 

" At times the play was a bit slow. I'm 
at a loss for words (that type of slow)." 

"Growth o pportunities arc obvious." "Not able to identify [with?) Amy." 

"Offers full development o f a character "Stereotyping in actor's own mind." 
the actor likes and unlimited use of his 
imagination. " 

" Spontaneity, g reat challenge for 
keeping character, fas t thinking for on
stagc techniques." 

"Gives self-confidence and experience. 
G ives performance art a chance to ex
press itself. Also is therapeutic in 
theme to students. " 
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"The cast not properly defining its 
purpose fo r the presentation . A g reat 
understanding of the interacting group 
seems to be much more necessary than 
in a reg ular , standard 'O klahoma' type 
play." 

" Doesn' t always hold attention be
cause it is not tight 'structures.'" 





The Company Class which staged 
The NEGLECT Project 

Reports by six of the participating students 
(Dramatic Art 210B, section #2) 
April, 1983 

Note: Some of the class members submitted 
brief evaluation forms. Others chose to 
w rite more extended reports. 
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[The Company Class: Dramatic Art 210B, section #2) 

On Creating a Theatre Company 

Eleven students with at least two years of university-level acting training or 
performance experience, came together to create an acting company under 
the direction of Ms. Shireen Strooker. Ms. Strooker's performance 
methods are the product of some twelve years of original work with her 
own professional theatre company in Holland known as the Werkteater. 
The personal, improvisational technique of the Werkteater is what this class 
studied and applied in the creation of an original play called Neglect. Given 
the enthusiasm with which audiences responded to Neglect, it is, I think, 
worthwhile to record the dynamics of this performance project. 

The foundation of Ms. Strooker's method of acting is the emphasis on 
truth of action for any given moment. However fantastic the scenes may be 
as they take shape, the need for honest action is fundamental; if, for exam
ple, a dream takes place on stage, then the performer in the dream must not 
play a dream figure but rather play a real character who happens to live in a 
dream. In familiar theatre language one would define such a performer as 
being "grounded" in the scene. If the actor is grounded, then any action 
that occurs on stage becomes meaningful if not always realistic. I played a 
fantasy character who appears in a young man 's dream which turns into a 
nightmare as he discovers that his dream creature is a young woman he has 
made pregnant. Although I was a dream figure, my feelings and needs had 
to be real even though my character was not . Such an acting attitude would 
also apply to acting traditional roles, where the performer must make a 
playwright's idea for a character his or her own. 

To find the truth for the play-for each scene and character, and ulti
mately for every separate moment-one must act according to one's feel
ings and then respond according to the stimulus from the situation created 
on stage. The Werkteater's works, which we the students saw in a series of 
videotapes, are powerful because they are personal experiences w hich pr<>
fessional actors perform with candor and spontaneity. When an action 
occurs on stage, the actors respond as they personally feel about that action, 
and consequently the acting is truthful and grounded. This need for truth 
does not , however, limit actors only to playing roles which are close to 
themselves; actors are simply required to be honest to the given situation. 
Thus when I show that I am pregnant to the young man and to the audi
ence, the feelings I express are my personal emotions about having a child. 
[fl fantasize about a dream character being pregnant, then I lose touch with 
feelings , and I'm therefore not prepared to respond truthfully in the situa
tion. R egardless of the choices my scene-partner might make concerning 
his persona] response to having a child , ifl'm aware and committed to my 
feelings, I can respond truthfully to any situation . Also, the fac t that I have 
never been pregnant is not necessarily a handicap since my emotional 
response to such an event is quite real even if the particular situation is 
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make-believe. Fantasy or not, the acting must be honest ifthe audience is to 
have the opportunity to identify with the performer in the given moment. 

An important element of honesty on stage is the use of the eyes. In this 
kind of theatre , perhaps even more than in traditional acting roles, the eyes 
communicate with the audience. So often it is the eyes that show the soul 
of the individual, and so on stage the eyes serve as one of the performer's 
greatest tools. It seems to me that hardly a rehearsal would go by without 
Shireen's calling for, "The eyes, the eyes." On stage, when one actor's eyes 
meet another actor's eyes, there must be meaning in that look . This tics 
back into playing the truth of a situation. For example, if! look into my 
lover's eyes, I feel a certain attachment, dedication, and longing for that 
person. IfI look at the young man in the scene and only see the actor, I am 
false to the scene, and it will show in acting. I must see my lover if my 
behavior is to appear truthful. 

The verbal expressions of feelings created on stage were improvisational 
in that there was no written script from which lines were memorized . The 
dialogue, like ideas for the scenes themselves, evolved from the actor's per
sonal identification with specific situations. Naturally as scenes took on 
definite shapes the words used became familiar, and in many cases certain 
important o r key words would come out in a rehearsal, and these lines 
would be repeated verbatim. Still the emphasis was on reaching certain 
moments of emotional conflict or discovery, and the spoken word was 
intended to augment the action rather than direct it . We learned never to 
explain situations, not to speak unless we felt it was necessary, and above 
all, what wasn't said was as important if not more important than what was 
said. In general , the act of speaking proved difficult because for most of us 
the rendency was to speak too much and feel too little. 

As briefly mentioned above, the scenes which made up the play Neglect 
were developed from group improvisations developed in class. The theme 
of" neglect is the essence" was taken from our first class improvisation, and 
then we split into groups and worked up scenes based on that theme. The 
process began with the idea, grew into a dozen or so lengthy scenes, some 
as long as an hour, and then we began to distill and edit. Any company 
member or rehearsal guest was free to comment on the work in progress, 
but it was Ms. Strooker's attentive observation and critical comments which 
were the most useful in preparing the improvisations for public viewing. 
Her system of instruction varied, but most often she would encourage the 
students to present their material on stage, and then she would offer her 
opinion on what was most effective. Like her attitudes toward speaking on 
stage, Ms. Strooker only wanted to see the most important and effective 
moments played out . She would rarely insist on any specific changes to be 
made, but rather she would tell the students what she thought worked and 
didn't work and then leave it to the students to improve their moment or 
scene. Though we were free to disagree, we soon realized what a remark
able talent Ms. Strooker had for choosing the most powerful moments on 
stage, and because of this ability she earned our trust. Carefull y, with a 
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good deal of discussion and trial and error, each scene was condensed to 
present only the important, theatrical moments which had been discovered 
in the lengthy rehearsals. Most of the scenes were reduced to less than 
fifteen minutes, and some became brief, five-minute events. The whole 
play ran under two hours, where some of the shortest scenes received the 
most recognition and response from audiences. 

While the Werkteater's basic acting techniques can be recorded and 
passed on to future theatre students, the importance of Ms. Strooker's 
presence must not be underestimated. The company approach to produc
ing a play in which each performer assumes partial responsibility for the 
whole production still requires the perspective and guidance of an indi
vidual outside the acting company. The Werkteater calls such a person a 
stimulator, describing his or her function as the primary source of inspi
ration for a particular project. While is would be somewhat misleading here 
to call Ms. Strooker " the s tage director," one must acknowledge important 
similarities between her role and that of a director in that she was the over
all leader of the production. Of course, the students contributed many 
ideas and situations to the creation of Neglect, but Ms. Strooker was defi
nitely the expert. 

A small scene between Heidi and me provides a good example of Ms. 
Strooker's influence on the show. For the story line Heidi had to be at her 
apartment to receive a phone call. Wanting an activity to occupy her time 
on stage, she asked me to join her scene. Since Heidi has a personal interest 
in hairdressing and I have long hair, we worked on a scene where she 
played with my hair until the phone rang. It was an acceptable situation but 
not very exciting. Then Ms. Strooker began to make suggestions, encour
aging Heidi to go wild with a hair style. We built up an entirely new scene 
involving an extravagant hair construction for a date I didn't really have. 
Ms. Strooker's inspiration turned a normal situation into a little theatrical 
gem which always earned laughs from our audiences. She has a gift for 
drawing out creativity, for inspiring people to do their best work, and the 
company owes much of its success to her inventive leadership. 

Though it is my personal belief, and many share it, that Ms. Strooker is a 
theatrical genius, I do feel that a theatre company constructed on the princi
ples of the Werkteater can be created without her singular personality. If 
one stays faithful to the Werkteater's fundamental principlt; of personal 
honesty in performance and is able to find qualified, creative leaders, then 
one may expect, with a good deal of work, to create a valuable experience 
for both performers and audience members. 

That the original play which the 210 theatre company created is valuable 
is confirmed by the enthusiasm of the audiences as well as by the remark
able development in each of the students that participated. Everyone grew 
in this class. Of course, students vary according to individual abilities and 
interests, and some students naturally learned more than others. Indeed, 
another disadvantage to this type of theatre education, besides the need for 
extraordinary leaders, is the lack of guaranteed success. One cannot apply a 
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straightforward formula which will combine the best students with the 
most appropriate leaders. No examination, background, training, or audi
tion can reveal completely a student's affinity for such an accelerated pro
gram. One must accept the fact that some students will be more responsive 
and therefore gain and contribute more than others. One should of course 
continue to try to select the most qualified students while acknowledging 
that to define talent, sensitivity, and responsibility in an individual remains 
a highly subjective, intuitive process. 

In general I feel that this program has been an overwhelming success and 
that it has provided experience which will only be appreciated fully when 
the participants have had the opportunity to digest and compare our work 
with other processes of rehearsal and production. As the students go on to 
perform more traditional roles in scripted plays, I am convinced that they 
will approach these plays with more awareness and truth than they have in 
the past. Also, some students-and I include myselfhere-may carry on 
the principles of the Werkteater and perhaps create similar companies of 
their own. Audience members too will remember what they saw and felt 
about Neglect, and it is my hope that they have discovered new possibilities 
and genuine rewards in this kind of theatre. Such a hands-on experience 
in playmaking provides an important confirmation of theatre as a living 
institution, and it creates a vital link between our work in theatre history 
and theory and our production of traditional plays at Berkeley. 

Miriam Grunder 
15 April 1983 
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[The Company Class: Dramatic Art 210B, section #2] 

Course Evaluation 

I feel that the intention ofShireen's work with us was to de-mystify 
theatre, to impress us with the danger of staying at arm's length from what 
theatre really means to each of us, and to try and help us understand the 
actor's role in theatrical presentations. 

On the first day of class, she told us that she could not work with us 
without a performance in mind. We started with an improvisation of a 
cocktail party, and when someone got excited about some topic , she would 
single out the student and make that person try to communicate exactly 
what he or she wanted to say. For example, I was talking enthusiastically 
about how terrible it was to wake up and find a rat in the shower, and she 
told everyone to laugh at me while I tried harder and harder to make them 
sympathize. She wrote down some of the phrases that were said, and after 
we split into four groups, she assigned each group to do a fifteen-minute 
piece with one of these phrases as the theme, using a framework which she 
provided. The four assigned scenes were-

"Neglect is the essence" (a cafe scene). 
"To look for something and never find it" (a gypsy camp). 
" How depressing it is to find rats in your shower" (a party). 
And a topic I've partially forgotten which revolved around patience and 

failure, and involved chorus girls. 

The scene she was most impressed with was the cafe scene, and she asked 
us if it was all right if we spent the rest of the quarter building something 
up around the theme "neglect is the essence of unhappiness." In this scene, 
we saw Jeff, Amy, and Glenn at a cafe and at their homes. Jeff and Amy 
were lovers, and Glenn was a close friend of Jeff. Amy was ignored by the 
two men in the cafe. In the "at home" sequence, reality was ignored. Glenn 
talked with his mother on the phone while Jeff read from a newspaper and 
Amy bustled about unhappily and ate a box of cookies before she had 
finished making dinner. Occasionally one of the characters would say, 
"Neglect is the essence," another would ask, "Of what?," and one, two, or 
all three would answer, "Of unhappiness." Later, while Amy was off with a 
stomach cramp, Jeff performed a comic monologue about a pet cat which 
his father had starved to death while Jeff was away at summer camp. Also, 
Glenn read from books and Amy sang a nursery rhyme ("Nobody likes 
me, / Everybody hates me./ I'm gonna eat some worms ... "). The scene 
had a contrived ending where the three became scientists who had distilled 
the essence of unhappiness. 

Everyone agreed to work within the theme of neglect and to make a play 
out of it. We had no idea at the time what this work entailed. Shireen asked 
us to work our way into the cafe scene either by ourselves or in teams, with 
characters that said something we wanted to say about neglect. I chose a 
man who had neglected to learn how to play his guitar but still wanted to 
be treated as an artist. 
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The first two tries at this were chaotic, and Shireen decided that John and 
Peter should run the cafe. John and Peter had worked together with Heidi 
in the scene about waking up and finding rats in the shower, which the 
three did as a funny, dreamy thing about three people waking up in a 
shower with very bad hangovers and taking turns being king or queen rat. 
Shireen felt the play should open with a scene like this, but only between 
John and Peter. 

Basically Shireen told us we should enter scenes whenever we felt it 
might be a good idea, and just to deal with what was there while trying to 
avoid being realistic. We decided Amy should somehow get to a hospital 
and that some sort of interview should take place with Glenn's parents. 

Usually Shireen would tell us her ideas and we would try them in an 
improv, though we often tried our own ideas in searching for new scenes. 
For example, Tracy's fight with Peter in Neglect evolved from a scene that 
Glenn and Peter had wanted to do about male friendship, where Peter told 
a story about an old lover whom he had dragged with his car because he 
drove away and she had refused to let go of the car's door handle. 

Shireen obviously didn't have a plan but trusted her instincts. She trusted 
us to be unusual and creative, and continued to shape us as a form to our 
work became more visible. At the end ofWinter Quarter, we got a little 
insecure; we'd rely on old jokes, and scenes would die. But in the week 
before performance, I believe we were scared into working again; perhaps a 
little inspired by the space at Durham [Studio Theatre]; though I feel we 
lost something in that we didn't work in the Studio Theatre as much as we 
should have before we went up because of scheduling confusion during the 
spring break. All of our improvisations rose out of what we did in the 
spaces in 317 and 413 Zellerbach, and time for a careful transition would 
have helped us to feel more free on the Durham stage. 

I feel I benefited in many ways from this experience. Primarily, my self
confidence was increased . Shireen didn't work with parts of me, like my 
voice or my posture, but with myself she made me aware of a framework 
wherein I can use voice and movement to express myself. Many people arc 
interested only in using you while assuming either that you know why 
you're being used or that, if you don 't, you will sriU somehow do what is 
asked . 

Theatre history and literature classes are, like voice and technique classes, 
helpful in increasing one's power of expression in theatre. But it's aU useless 
without belief in theatre and belief in one's own ability to be theatrical. 

Steve Wetter 
29 April 1983 
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[The Company Class: Dramatic Art 210B, section # 2] 

NEGLECT 

This winter's experimental Dramatic Art 210B provided me with an op
portunity to explore a radically different way of working, and I feel sure 
that is has benefited me as an actor and the Department as a whole. As one 
of the founding members of Holland's Werkteater, it is not surprising that 
Shireen Strooker's methods are undefinable except as "working with no
thing until something works." While that statement may at first appear to 
be nothing more than a cryptic banality, it implies great faith in the process 
of theatre: faith that something workable will emerge yet without limiting 
in any way what the artist is free to work on. 

In practice, this faith first transferred itself into what we later termed our 
"Dare to be bad" period, for indeed we were. For the first two months 
class attendance was a terrifying dilemma. One never knew what was go
ing to happen except that in all probability nothing would. Yet, little by 
little, things did start to develop. Out of a single phrase that cropped up in 
an improv-"Neglect is the essence"-we began to develop scenes. At 
first the process was very organic: sometimes it grew from our "Neglect" 
theme, sometimes not; sometimes we discovered the theme long after the 
scenes. Sometimes nothing would be happening during an improv and 
Shireen would send one of us in to spark something; sometimes class mem
bers would spontaneously participate. 

As we grew more accustomed to this organic play-writing-on-your-feet, 
we began to revel in the creation and began to discover a whole new 
problem-recreation. Scenes would in first creation catch fire, in second 
version really bum, and then lose their vibrant flames under the pressures 
of the necessary molding and shaping. We had explored the burden of the 
Playwright, and now we were faced with the problems of the Actor. 

But here too, as Actors, we found that our process, our relentless exper
imentation, our "Dare to be bad" attitude had hidden benefits. We had 
tested our ability to respond to new circumstances on stage and had 
buckets of unused material already developed waiting in the wings if the 
unforeseeable should occur, so all fears of dropping lines and such disasters 
evaporated. But more important than our trust of our material was our 
trust of each other. I have been enrolled in all of the acting classes offered 
at this University at every level, but never has the ensemble feeling been as 
strong. Sometimes instructors have attempted (and with some success) to 

develop this group trust through theatre games called "trust exercises," 
but never with as great an effect. Our work was our "trust exercise," for 
once one had "dared to be bad" along with everybody else, then he had 
nothing more to hide. 

Recently, we put this trust to the test by taking our play after a two

month lag to an alcoholic rehabilitation ward in the Veterans' Hospital in 
Palo Alto. The results were tremendous. Though at first we were 
daunted by the prospects of a revival with a skeleton cast and being thrown 
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into an altogether different environment, the presentation of our very 
personal vignettes gave the patients insight into us, and our two disparate 
groups began to see each other as individuals. It was for us an experience 
unequalled by anything in the sane world and for them a glimpse at the 
insanity of the world beyond their own. 

John Furse 
June 1983 

[The Company Class: Dramatic Art 210B, section #2] 

Working with Shireen Strooker 

Winter Quarter of 1983, I enrolled in 210B, section 2, an advanced acting 
class focusing on ensemble work and taught by Shireen Strooker. In our 
first meeting Shireen led the class in an improvisation which lasted the 
entire two- hour session , giving her a chance to see how we worked to
gether. Throughout the improv Shireen threw out new situations and 
motivations and took note of various spoken phrases which resulted from 
our work. At the end of the class she broke us down into groups of two or 
three and gave us each one of the phrases she had taken down. We were 
instructed to create a scene using the phrase as the theme. JeffRotblatt, 
Glenn Backes, and I worked together creating a scene around: "neglect is 
the essence." Shireen reacted very favorably when we presented it to the 
class and decided to build on it to create a performance piece. Shireen be
lieves very strongly that an acting class should work towards a perfor
mance piece which should be presented at least six times. 

The rest of the quarter became a series ofimprovs reflecting neglect. In 
our initial scene Glenn, Jeff, and I had referred to several people outside of 
our scene. Some members of the class took on and expanded these roles. 
Others developed new characters which were incorporated to create the 
entire piece we later performed. 

Shireen encourages her actors to bring a lot of themselves into their 
work. She likes to make use of everyone's hobbies and talents. At the begin
ning of the quarter I was quite terrified with the prospect of the class, never 
having done any work with improvisation before, but because Shireen was 
so appreciative of what I had to offer ,just as myself, I was able to let go of a 
lo t of my anxiety. One friend of mine who saw a performance of Neglect 
referred to it as a very dangerous approach to theatre because it stems from 
such a personal basis. However, throughout the quarter there was never 
any time when I felt in danger or too vulnerable. Shireen never pushes 
you to open up although she does encourage it. She is a very hard worker 
and makes you want to please her, thereby getting you to work very hard. 

One ofShireen's best features is her openness to try anything and her 
marvelous sense of what one should hold on to out of an improv in creat
ing a performance piece. Her most memorable instruction was to keep 
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speaking down to a minimum so that scenes do not become discussions. In 
addition, when one is trying to make a point, one should not just say it 
right out. It is far more interesting to an audience if one talks around one's 
subject. 

Shireen's work process is marvelous; however, I believe most of the suc
cessful outcome is due to her presence and her contributions. It is definitely 
necessary to have one person outside of the piece to act as director / 
observer, final decision maker, and creative consultant. In Neglect Shireen 
set the scenic order and set the major objectives of each scene with us. Even 
in a improv piece structure is important. When presenting a piece to an 
audience, there must be contrasts and climaxes. 

The 210B experience has indeed been helpful in the other plays I've been 
working on . N ow when a director suggests an improv, I am more open to 
it. It has also made me very aware of how restricting a script can be. Some
times during a rehearsal I'll start spouting out what I know my character 
wants to say to get the desired response from the other characters on stage, 
but in my own words. Nonetheless, I am very grateful for having had the 
opportunity to work with Shireen Strooker and to have been a part of 
Neglect. 

Amy K. Kimball 
1 May 1983 

[The Company C lass: Dramatic Art 210B, section # 2] 

Arriving at NEGLECT 

The process is largely one of trial and error, but certain essentials were 
stressed . 

1) Each actor was given explicit directions to find for himself what he 
needed to say through this piece. Make it matter- for you .... 

2) Don't act what you don't know. Translate through your personal 
filter of knowledge and experience, the emotions you need to 
express. 

3) U se as few words as possible. 

Shireen's philosophy: If each of us dug deep enough and dared co be 
honest enough with himself and the group in regard to this so-called need, 
then the scenes we discover to play out our psychoses will mesh together in 
a d ramatic framework, given the focus of addressing a single theme-
"Neglect is the essence .. .. " 

Shireen's experience and sense of adventure in theatre was an exciting 
and absolutely refreshingforce to work with. She emanates an unshakeable 
faith in this process. And this fa ith I refer co now is perhaps the most im
portant tool in working towards a successful project of this kind. 

The neccessicy to believe beyond a doubt in the method or lack of it, be
comes akin to a zen-like approach to acting and theatre in general. A spirit 
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of unity among the ensemble is nurtured and developed through group 
warm-ups which emphasize physical contact, physical harmony of group 
movement, stretching all parts of the body, deep, rhythmic breath control 
and relaxation, yoga postures as well as identification with the physical and 
vocal ties of our selves with various animals, trees, and forces of nature. 

The techniques mentioned are o f course experimental in every sense and 
deal with keeping a comprehensive vision.while searching for the essential 
particulars which comprise it . Shireen did make choices, suggesting that 
certain people work together on scenes, due to a particular chemistry she 
detected . However, bringing personal matters to the stage and translating 
them into a viable dramatic text is a frightening and wrenching experience 
enabling the actor to exploit a troublesome aspect ofhis character. ldeally it 
allows him to come to terms with that part of himself which he may other
wise be trying to stifle, thus eliminating a potentially huge emotional block 
by allowing the actor to play out his anxieties and thus taking him beyond 
them to a freer and fuller kind of expression. [f what [ have described 
sounds like a gestalt therapy of sorts, then [have at least for myself ex
plained the value of this type of work. 

The link between our work and playwriting itself is strong . Without a 
script we were in a continual process of discovery in terms of word choices. 
As the structure for each scene became more set, some word choices be
came set because they w orked well as a joke or gag o r helped set up a joke 
o r gag, or simply revealed something important about the character. This 
structural skeleton, providing a defini te focus for the scene, also allows the 
actor to explore to uncanny depths the various possibilities available in 
addressing the point of conflict . 

T hrough improvisation we learned that words often mask intention and 
confuse rather than serve as directives to subsequent action . This concept 
was utilized to a great extent in Neglect. Time and again we witness the 
contrast between what people say and do. The difference is nearly as dif
ferent as, say, between dream and waking reality. 

We discovered that words are most interesting when they either precede 
o r fo llow directly a strong physical action. We also discovered that if a 
g roup o f people does an improv together, sooner or later two people will 
connect, finding something that matters, leaving the third , in a sense, 
neglected . T his third is left to sort of tread water until the stream of 
consciousness o r action flows back into his / her focus. The continuous 
incidents of neglect in Neglect seemed inevitable and uncomfortably 
disjointed until the idea o f o verlapping scenes was tried (as in the Glenn, 
Amy, Jeff, and Gay scenes). These overlapped scenes provide simulta
neous action, echoing and I or reflecting each other while never entirely 
meshing . This, to me, was one of the most experimental ideas actuaUy 
SEEN on stage. 

Peter Naar 
15 April 1983 
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(The C ompany Class: Dramatic Art 210B, section # 2] 

Work Toward NEGLECT 

As an actor, the most important event for me during the 210 class was the 
chance to explore and use important parts of myself on stage. 

At the beginning of the class, when Neglect was in its infant stage, I 
jo ined in an improvisation to play a doctor in what was becoming "the 
hospital scene." Since the improvisation dealt with the subject of neglect, I 
decided that the doctor must neglect Amy's (the main character of the im
provisation) true problems . Soon, however, the doctor became an absurd 
grotesque. This particular development of my character was both good 
and bad. 

At the time, Shireen was faulting us for creating boring, predictable, 
realistic improvisations. The demented doctor was good because it allowed 
me to break out of realism. Previously I had been having problems com
mitting myself completely to broad fa rce. But once r was able to break 
away from realism , the rest flowed easily. As a result, the scene was very 
funny ; the situation between Amy and the doctor was absurd and incon
g ruous, and the class found it very entertaining. At this point r was fai rly 
happy with myself and my work: I was realizing that r did have a fairly 
good sense of humor, and I was employing this on stage. For the time 
being, I felt very self-satisfied . 

But as I looked around at what the others in the class were doing, I began 
to feel dissatisfied. I saw other people addressing important issues-issues 
that were important and close to them. I realized that I was not working 
w ith anything personal, but that r had just created something broad, 
funny, and devoid of any truth. As I began thinking about this, it occurred 
to me that my sense of humor in the scene was used to squelch any possi
bility of my showing anything personal. I also realized that I had brought 
this pattern from my off-stage life. In other words, as a person, I use my 
humor to cover hurt, insecurities, and other feelings that I do not want 
people to see. I was dismissing a perfect opportunity to translate something 
significant from my own life to a stage life. I am not talking about self
indulgent acting , but rather the ability to use something very personal in 
order to be honest, truthful , and open on stage. To me, this ability sepa
rates the artist from the hack actor. I believe that it is essential for an actor 
to be aware of himself and to plug this knowledge into a stage life. 

I soon decided that the grotesque doctor should be a part of a nightmare. 
Then I could use pieces of myself to create a realistic doctor. I decided that 
the real docto r should be divorced . I did this not because I myself had ever 
been m arried , but because I had dealt with painful informal divorces. I also 
decided to use a vivid sensory experience from my past. Last summer I was 
staying at a friend 's house while she was away. At the time I was somewhat 
depressed . I can remember climbing into bed on the fi rst night of my stay 
and being shocked because the sheets were covered with her scent. While 
drifting off to sleep in that fragrant bed, I felt happy and comfortable. 
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Every night of my stay I looked forward to going to bed with great antici
pation . But on the last day of my stay, the sheets were really rather dirty, 
and with great reluctance I washed them. 

I took these memories and sensations and plugged them into my charac
ter. Each time I did the scene, I tried to recall these sensations and the 
feelings they evoked. Of course, some nights the scene was very real, and 
some nights it felt very staged. But nonetheless I have made some small 
advances as an acto r, and perhaps as a person. I am still asking myself how 
closely the two are related. 

David O'Connor 
25May1983 

79 



DRUG NEGLECT 
An Acting Company Matures 

-A Report on a Performance in a Veterans' Hospital, 
by Miriam Grunder 

We arrived at the Veterans' Hospital in the early afternoon of May 11th: 
Gay, Glenn, Heidi, John, Peter, Steve, and I. We intended to provide en
tertainment for the residents of the drug rehabilitation program there. O ur 
original play, Neglect, had dosed a month earlier, and since then as a com
pany under Shireen Strooker's guidance we had not performed for a live 
audience. In fact, we were seven of the eleven students who had made 
Neglect. We did, however, share a generally strong feeling of confidence, 
which came partly from friends getting together again and partly from the 
memory of the direct audience approval which we had received at the Uni
versity in Berkeley. Those of us who were interested and who could find 
the time had gathered that afternoon, very enthusiastic at the prospect of 
creating a new performance for a specific audience. We felt that whatever 
happened that night, we as individuals and as a group could rely on our acting 
training and performance experience under Ms. Strooker. By that time we 
had come to know that we could trust her approach to theatre. 

While the play, Nelgect, which we ourselves created, served as a substan
tial base upon which it was possible to build a strong performance, the 
nature of the audience and the availability of actors required us to make 
major adjustments in the structure or scenario of the play, as well as in the 
distribution of parts. To re-create the original Neglect was neither possible 
nor desirable, for it was evident to us all that our young, collegiate play 
would not be of inherent interest to alcoholics and herQin addicts. What we 
wanted, and I think achieved, was to perform an extensive improvisation 
loosely based on the structure of Neglect, where we could highlight some 
concerns of drug victims. We were successful I think because we could take 
large, creative risks knowing that we enjoyed a safety net formed by Ms. 
Strooker's presence, her techniques, and our maturing artistic sensibilities. 

It is important to emphasize here a principle that Ms. Strooker always 
practiced and repeatedly articulated: "First we must entertain. T hen if we 
can also say something, that's great." This is a crucial philosophical choice 
one makes when creating theatre: that is, no theatre with a message per se. 

The transformation of Neglect into Drug Neglect occurred at two meetings 
with the people who wished to participate. First, we had an informal , 
twenty-minute discussion on the steps of the University theatre. It was five 
days before the performance was to take place, and we decided then to 
distribute the roles differently. Amy was missing. Her character was im
portant to the structure of Neglect, so Glenn assumed the role of the Amy
character. Anyone of our company might have played that role. The group 
decided on Glenn after considering logistics and personal preference. We 
were short on women so it was both interesting and helpful to change the 
sex of a role. Also Glenn really wanted to play the particular role, and the 

80 



I 

I 

rest of us easily agreed. It was a good choice because Glenn, in playing his 
own version of a neglected person with a drinking problem, shaped an ex
cellent core for the other players and the play. 

The next time the company met was at the Hospital on the day of the 
performance. We spent nearly eight hours in the Hospital community 
room preparing to use the space and the environment for our performance. 
We never rehearsed in the traditional sense but rather we spent the day 
gathering information and making plans. With Shireen leading the effort 
we discussed the lives of the residents and how we, as players, could use 
this material in the performance. With Neglect as a starring point we es
tablished a sequence for the scenes, a list of the characters involved, the 
general content of each scene, and the point in each scene that we would try 

to reach. As with the character distribution, so we created the scenes by 
observing our performance objectives and taking into account our personal 
preferences. 

In performance even the scenes which were not changed in the planning 
session became new and original because different people were playing 
these familiar situations. Some performers such as Gay, now Glenn's girl
friend, performed in scenes where they had never appeared before. Others 
remained in their original situations but acted with different performers 
I characters. For instance, in one scene, Steve and Peter played their usual 
friendship w hile Shireen stepped in and created the Tracy-character in the 
triangle. I gave my story of a pregnancy with Glenn as my ex-lover instead 
of Jeff. The method is this: When a different actor takes over a role, he fits 
into the basic frame-story while inventing anew the characteristics of the 
figure from within himself. 

Playing situations with different characters here made for a very power
ful performance because it enhanced the spontaneity and hence the sincerity 
of the player's actions. In the original Neglect I had played in a situation 
where I was pregnant and sought support from my ex-lover, acted by Jeff. 
The scene had been well rehearsed and guided by Shireen and so, in per
formance, we were quite comfortable if not terribly original each time we 
did it. The lines may have varied a little each night, but at base and by 
choice neither character developed or changed much from one perfor
mance to the next. The scene evoked a fair amount of interest and laughter 
from the University audience, and yet in the second week of the run it 
seemed to me that no spontaneous creating was going on but rather the 
more traditional re-creating. We were certainly taking no risks, and it be
came w hat I think is good but not great theatre. 

Then, with Glenn instead of Jeff playing my ex-lover, we had the same 
situation but with a new character, and I developed a dimension in my 
character that had not been revealed before. Glenn did not make the mistake 
of trying to imitate his predecessor in the role. In other scenes he was 
already an individual who felt both neglected and out of touch with 
himself. Now in this pregnancy story, Glenn would be a very different sort 
of character from Jeff, as people are different. It became my task as a per
former to play my same character in the same situation but to adjust my 
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Ir actions so that I might have an effect on a different kind of person as my 
t ex-lover. 

i'. I must confess that when we actually arrived at the Hospital, I was extra-

•' 

ordinarily nervous, and so I badgered Glenn into rehearsing, even 
memorizing the scene so that it would play like the original. Glenn had the 
good sense to humor me, and so, we " rehearsed." But when we were in 

•J front of the audience, Glenn played out the situation as it should be 
played-quite spontaneously and exactly how his character felt it at that 
point in the play. The Werkteater methods prepared us for unlocking that 
kind of truthful energy on stage. 

Here is what happened. In performance we played that very familiar situa
tion, but for the first time I felt real spontaneity there. I was trying to find 

1 the right things to say and do in order to get Glenn interested in our baby, 
while Glenn only wanted me to disappear. Finally after reluctantly listening 
to the baby's heartbeat, he flatly refused to cooperate any more and simply 
lay down on the floor for a drunken nap. Having received no support and 
feeling completely neglected, I became a bit frantic and wanted more than 
ever to get the attention that I craved from my former lover. Just at that 
moment a baby started to cry in the audience, and instead of giving up and 
getting off the stage-as surely I would have done in the past- I became 
more assertive. I knelt down by Glenn and shook him hard, telling him 
that I could hear our baby crying and that he simply had to wake up. 
Realistic it was not, but it was spontaneous, hence sincere, and the audience 
loved it. The audience's enthusiasm in such moments, as during the origi
nal Neglect, leaves the performers with a special sensation-like finally 
sounding the right note-that they retain as a kind of sense memory and 
that they can use as a stimulus for creating further theatre work . 

If this switching around of characters enhanced the spontaneity and at 
times the depth of the performers' actions, then the deliberate manipulation 
of the material in the original play gave the new performance recognizable 
characteristics with which the new audience could readily identify. As 
briefly mentioned above, we reassigned the characters, and then we 
adjusted the situations from our original play to meet the needs of a specific 
and rather disctinctive audience. O ur choices were practically made for us. 
Since Glenn was the former Amy-character, he also became an alcoholic. 
Since Glenn's character was involved in most of the scenes in the play, this 
single change carried the new drug theme through the entire performance. 
Then we inspected all the material in the original Neglect from our new 
perspective, and that which was most appropriate was repeated or re
shaped. O ne very simple adaptation of our original material occurred in 
Glenn's use of Amy's song, "N obody likes me, I Everybody hates me. / I'm 
gonna eat some worms." Glenn, now drunk and feeling quite sorry for 
himself, mumbled the words of the song while drinking a bottle of tequila 
in order to get at the worm. It was a clear action where the audience, the 
residents together with their spouses and girlfriends, easily recognized the 
event and its implications. 

Some of the material which we took from the original Neglect went 
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through such drastic changes that in fact we invented new situations with 
new characters, where our primary inspiration came not from Neglect but 
rather from the residents, that is, from the audience members themselves. 
For example, two new characters played "The Doctor's Office": Glenn as 
the patient and John as the doctor. In the original there was a seduction and 
dream sequence between the female patient and male doctor. These were 
completely cut, leaving only the admitting scene. Glenn did not have 
stomach cramps, as Amy had had, but rather he was sick from too much 
alcohol and was seeking admittance to what else but a drug rehabilitation 
program . Prior to the show one of the residents had said, "The staff here is 
always trying to get you to pour your heart out." That became the starting 
point for a very funny scene. John played the stuffy, nosy doctor and Glenn 
the victim at the interrogation desk. The actors had never rehearsed it, but 
at a very personal level they understood it quite well. By the same token, 
from the audience it drew smiles of recognition and pleasure because for 
each of them it was personal. As the letter our company received from the 
program director indicates-"They [the audience/residents) enjoyed the 
play and related personally to many of the situations portrayed." 

Under Shireen Strooker's guidance, we as a company were developing a 
real feeling for what made a good performance and some techniques for 
putting it on. We were growing more immediately sensitive to those sig
nals from an audience that say, "We are with you" or "We are not with 
you." Our group had learned from the original production that the 
performances which were the most successful, those where the audience 
responded so that when on stage we could sense their involvement, grew 
from situations that were truly spontaneous, personal, and familiar. The 
spectators enj oyed and indeed needed to be able to identify with the per
formers. This impulse towards identification we found to be as true for 
University audiences as for the Hospital. In my view the most powerful, 
the most meaningful moments in our performance that night in Drug 
Neglect were scenes such as "The Doctor's Office" that we constructed out 
of spontaneity with each other, upon a personal base, and with a familiar 
essence of the situation shared by audience members and players. 

Illustrative of these crucial principles for the kind of playmaking that 
we were doing, the absolutely best moment in the Hospital performance 
was what came to be called "The Interlude." Basically it was a song
and-dance number. Anything but a polished piece of choreography or even 
good singing, it embodied the reality of the residents' lives to such an 
extent that it easily created the biggest sensation of the evening. In our 
University production Peter and John sang a coffee song which Peter had 
written and fit comfortably into our collage-like structure . It might have 
been adequate for the Hospital as well, but unusual circumstances at the 

I Hospital that particular day allowed for an opportunity to have the coffee 
song m ean something very personal for the residents. I still wonder at 
Shireen's daring in making such hasty and radical changes, for I was 

' certain-and even Shireen had her doubts- that with our alterations at this 
point we risked major offense. 
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A straightforward questioning of one of the residents prior to the show 
revealed to the company that the residents had a peculiar social custom of 
wearing masks when someone in their community went astray. Recently, 
perhaps that morning, someone had stolen coffee from the kitchen, and so 
when we arrived, all the residents were wearing masks in a gesture of com
munal regret, covering most of their faces. Later on, specifically for the 
performance, they took the masks off. What an opportunity! The company 
had a quick brainstorming session, an old sheet was acquired and the results 
were, well, spectacular. With only a hasty run-through the entire ensemble 
prepared to sing the coffee song in masks. But we did not stop there. A few 
words of the original chorus were so appropriate that we chose to highlight 
them and thus make them the focus or climax of the scene. The principle: If 

rone develops a core that is true, he can build any new theatrical structure 
around it. 

So as we stood in an absurd chorus line and sang and moved as best we 
could, we chanted the refrain from the original, "Java, Java, everyday, / We 
like it best when you pay," and then we held a pause while each of us 
pointed to someone in the audience. Given the full attendance at the show, 
whoever had actually stolen the coffee was in the audience, and we knew it 
and they knew it. The effect was incredible. At that moment, the audience 

I members and the performers in the Veterans' community room in Palo 
Alto shared that feeling that words can never adequately express: We were 
all in on a secret that touched our souls. It is what Stanislavsky might have 

j described as the heightened experience of the drama and what Grotowski 

! 

would have called a true communion, that which occurs between actor and 
audience and is theatre. However one may try to describe it, I know that 
that night, "The Interlude" created a bond amongst the people in the room 
so powerful that though we did not know each other personally and never 

I will, we are no longer strangers. 
Drug Neglect turned out to be a one-time performance which drew its 

immediate inspiration from the people and the environment of this rehabil
itation center. The personal specificity of the performance became a major 
factor in the effectiveness of the work as a piece of meaningful entertain
ment. Humor, courage, and luck were its particular ingredients. But above 
all, we discovered that we could build all of this, and build it with 
confidence, on those essential skills, practices, and attitudes that had gone 
into the solid foundation provided for us over the previous four months by 
Shireen Strooker. 
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The ONDINE Project 



ON DINE 
Characters 

in order of appearance 

Auguste 
Eugenie 
Hans 
Ondine 
King of the Sea 
llertram 
The Chamberlain 
Hugh MacKenzie 
"The Illusionist" 
Bertha 
Violante 
•1e•bera of the Court 
King 
Queen 
Judges 
Reporters 
A Fisherman 

The ill Ehsemble 

J eas Borgeson 
Amy Coolbaugh 
Eve Deck er 
Douglas Hall 
Karl Hamann 
Vicki Levich 
Reed C. Nart in 
Andy Myler 
Alexandra Sokoloff 

~U th, Adrian El fenbaum, 
Philip Henriques, John !"Urse, 
Peter toaar, Steve \~etter. 

Inspiration and Oirec tiona 

Shi reen Strooker 

Just about everything elue1 

:~ tun U1i 

Project Supervisor 

Ll r,hting llesi('f\ 

Operator 

Sowod Design 

Operator 

Coatume and 
Scenic Design 

Choreocraphy 

Poste r Designs 

Dunbar Ogden 

Andy Myler 
Karl Hamann 

Stan Lai 

Andy Myler 

Ron Schmidt 

Nina Huscio 

Laura Roe 

Stewart White 
Jess Borgeson 
Nina Ruscio 

Special Thanks To o Bill Brugger , James Cuniff, 
Carol Hexner, Sue Fait, Miriam Grunder and the 
students of 210 section two, Heidi Metcalf, 
Robert Ruiz , Baird Straughan, Sufficient Grounds, 
and fl nally Carolyn Bs tes, Elaine Fink, and 
sam feterson. 

Special Kudos To Sound Mas ter Aon Schmidt 

Pr oduced in Association with the Dramatic Art 
Department , U.C. Derkeley. 

Notes on ONDINE 

We are a group of nine acting students who have been working 
as an ensemble since September. We initiated the 210 class as a 
workshop for developing our improvisational techniQues, with the ul
timate goal of performing a full-length or ganic work. Since January 
we have had the good fortune to be able to work with Shireen Strooker, 
a member of the Amsterdam Werkteater, a group famed throughout Europe 
for its collective and highly personal approach to the making of the
atre. 

One day in February when we were casting about for a theme for 
our performance piece , an improvisation about children led us to the 
subject of fairy-tales . We spent an hour recalling and recounting 
our childhood favorites, such as The Seven Chinese Brothers , The Little 
Mermaid, and The Six Swans. The images these fairy-tales evoked were 
so strong that we devoted our energies to playing kings , queens, knights , 
and maidens for the next several weeks, trying to adapt some Grimm'-s 
fairy-tales for performance. This met with only moderate success . 

Then Shireen mentioned a play by Giraudoux called Ondine, which 
dealt with the fairy-tale motif of the mermaid who falls Iri"'"IOVe with 
the handsome knight. She suggested that we might take a different 
approach to our performance, starting with a script and then adapting 
or alter ing it as theatri cal instinct or actorly impul se inspi red us. 

The result of this process is our nerformance of Ondine. Because 
of the various techni~ues we have applied-to it, ~defies s everal 
theatrical conventions . The "time" of the piece moves from the med
ieval setting of Giraudoux's play to our modern world of street people , 
unscrupulous jo11n1al ists, and hard-sell theatrical agents. We feel , 
however , that the throughline of Giraudoux's script provides the ne
cessary unity. For all of us , creating Ondine has taken us through 
l ove , hate, pain, ultimate frustration , and often moments of real magic. 

We hope to share this magic with you through the stor y of Hans and 
Ondine . 



ONDINE Performances 

A record of all written comments on questionnaires 
filled out by faculty audience members-from Dramatic 
Art, Berkeley, and from other departments and universities 
-24-28 May, 1983 

Note: Questionnaires were distributed only to faculty 
members who attended the Ondine performances. 
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Faculty Questionnaire 
Are you a faculty member in the Department of Dramatic Art , University 
of California, Berkeley? 0 
Are you a faculty member from another department at Berkeley or from 
another college or university? IBJ 
We would like to have your name and address, but you may wish to 
remam anonymous. 

Chester Aaron, Department of English, 
Saint Mary's College, Moraga, California 95475 

ONDINE •• An Improvisatory work based on the play by Giraudoux. 
May 24-28, 1983 

Please help us to evaluate our teaching processes~~ 
~our response to statements #1, # 2, and~~ 

1. This type of group playmaking would improve the work o~ 
traditional roles. 

I agree I disagree I disagree 
strongly 

2. The performance techniques shown in the O NDINE project belong 
in every actor-training program. 

I agree I disagree I disagree 
strongly 

3. The performance techniques shown in the ONDINE project belong 
in every training program for playwrights. 

I agree I disagree I disagree 
strongly 

4. What are the advantages of this type of group playmaking? 

Development of ensemble instincts which can only diminish the dependence 
on "stars"; a sense of relationship of one's needs to needs of entire theatre; 
sharpening of impulses so that improvisation is faster, smoother, more 
relevant to the play as a whole. 

5. What are the drawbacks in this type of group playmaking? 

Anxiety on part of writers who mightfear for "purity" of their script; 
anxiety on part of academics who have more and more intangibles to com
prehend; anxiety on part of actors I students who might need more rigid or 
classical approach; and refusal or inability of audience to confront the new 
and/orunusual. 
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Faculty Questionnaire 
Are you a faculty member in the Department of Dramatic Art, University 
of California, Berkeley? D 
Are you a faculty member from another department at Berkeley or from 
another college or universiry? ~ 

We would like to have your name and address, but you may wish to 
remain anonymous. 

W.S . Anderson, Department of Classics, 
University of California, Berkeley 

ONDINE •• An Improvisatory work based on the play by Giraudoux. 
May 24-28, 1983 

Pl~ase help us to evaluate our teaching processesc~ ~ _ 

§our response to statements #1, #2, and ~d_~-
1. This type of group playmaking would impr~ ~~ 

traditional roles. 

I agree ~ 
strongly ~ 

I disagree I disagree 
strongly 

2. The performance techniques shown in the ONDINE project belong 
in every actor-training program. 

I agree I agree ~ 
strongly 

I disagree 
strongly 

3. The performance techniques shown in the ONDINE project belong 
in every training program for playwrights. 

I agree I agree ~ I disagree 
strongly ~ strongly 

4. What are the advantages of this type of group playmaking? 

Interesting interrelation between formal and informal, prescribed and 
impromptu, past and present. 

5. What are the drawbacks in this type of group playmaking? 

Potential lack of discipline, a freedom with the original that is more chaotic 
and disturbing than significant. 
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Faculty Questionnaire 

Are you a faculty member in the Department of Dramatic Art, University 
of California, Berkeley? 0 
Are you a faculty member from another department at Berkeley or from 
another college or university? ~ 

We would like to have your name and address, but you may wish to 
remain anonymous. 

Walter Prevenier, Visiting Professor at Berkeley 
for the Spring Quarter 1983 
(normally at S tate University, Chent, Belgium) 

ONDINE ** An Improvisatory work based on the play by Giraudoux. 

May 24-28, 1983 . ~ ~,... 

Please help us to evaluate our teaching processe~~ /~~ 
@ our response to statements #1 , #2, and #3~~ 

1. This type of group playmaking would improve the work of actors in 
traditional roles. 

I agree 
strongly 

I agree I disagree I disagree 
strongly 

2. The performance techniques shown in the ONDINE project belong 
in every actor-training program. 

I agree I disagree I disagree 
strongly 

3. The performance techniques shown in the ONDINE project belong 
in every training program for playwrights. 

I agree 
strongly 

I agree I disagree I disagree 
strongly 

4. What are the advantages of this type of group playmaking? 

Actors work much less as individuals. I have the feeling that there is an 
important influence of one actor on another. The actor is, in this system, less a 
star. This system provides innumerous possibilities to express personal 
creativity and personal ideas. 

5. What are the drawbacks in this type of group playmaking? 

I don't see many drawbacks, except perhaps the fact that some actors might be 
not creative enough for this type of playmaking, and although good actors in a 
traditional system. 
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Faculty Questionnaire 

Are you a faculty member in the Department of Dramatic Art, University 
of California, Berkeley? 0 
Are you a faculty member from another department at Berkeley or from 
another college or university? IRJ 
We would like to have your name and address, but you may wish to 

remain anonymous. 
F. Rokem, Department of Theatre Studies, 
Hebrew University,Jerusalem, Israel 

ONDINE •• An Improvisatory work based on the play by Giraudoux. 
M ay 24-28, 1983 ~ :--

Please help us to evaluate our teaching proccs~~ 
@ our response to statements #1 , #2, and.#3~~· 

1. This type of group playmaking would improve the work of actors in 
traditional roles. 

I agree I disagree I disagree 
strongly 

2. The performance techniques shown in the ONDINE project belong 
in every actor-training program. 

I agree I disagree I disagree 
strongly 

3. The performance techniques shown in the ONDINE project belong 
in every training program for playwrights. 

I agree ~ I disagree I disagree 
strongly ~ strongly 

4 . What are the advantages of this type of group playmaking? 

The students get an opportunity at the same time to improvise on themes that 
they feel are important and to confront a text from the dramatic tradition. The 
performance showed how well these two aspects ef theatrical work had been 
integrated. 

5. What are the drawbacks in this type of group playmaking? 

I don't know. 
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Faculty Questionnaire 
Are you a faculty member in the Department of Dramatic Art, University 
of California, Berkeley? ~ 

Are you a faculty member from another department at Berkeley or from 
another college or university? D 
We would like to have your name and address, but you may wish to 
remain anonymous. 

Robert Goldsby [Professor, Department of Dramatic Art, 
University of California, Berkeley] 

ONDINE .. An Improvisatory work based on the play by Giraudoux. 
May 24- 28, 1983 T~,.e.;:t( ,, 
Please help us to evaluate our teaching processes.~~.~ 

@_9your response to statements #1 , #2, and #3~ ~ 

1. T his type of group playmaking would improve the work of actors in 
traditional roles. 

I agree I disagree I disagree 
strongly 

2. The performance techniques shown in the ONDINE project belong 
in every actor-training program. 

I agree I disagree I disagree 
strongly 

3. The performance techniques shown in the ONDINE project belong 
in every training program for playwrights. 

I agree I disagree [disagree 
strongly 

4 . What are the advantages of this type of group playmaking? 

Group energy and commitment a major part of the experience. Some of the 
actors (Karl H.Jor instance) really grew. Others did not, but that may not 
be fault of the technique, but limited abilities. 

5. What are the drawbacks in this type of group playmaking? 

Transformation/ Mimesis 

Question: If you took the same actors and the same hours, and the same 
commitment, and energy, and did Giraudoux's play, how would [the] two 
versions compare? 
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Faculty Questionnaire 
Are you a faculty member in the Department of Dramatic Art, University 
of California, Berkeley? ~ 

Are you a faculty member from another department at Berkeley or from 
another college or university? 0 
We would like to have your name and address, but you may wish to 
remam anonymous. 

Marvin Rosenberg [Professor, Department of Dramatic Art, 
University of California, Berkeley] 

ONDINE ** An Improvisatory work based on the play by Giraudoux. 

May24-28, 1983 /~ ~~ 
Please help us to evaluate our teaching processes.~~~~ 
8your response to statements #1 , #2, and#'""£~~~ 

I really don't know enough about acting techniques. 

1. This type of group playmaking would improve the work of actors in 
traditional roles. 

I agree 
strongly 

I agree I disagree I disagree 
strongly 

2. T he performance techniques shown in the ONDINE project belong 
in every actor-training program. 

I agree 
strongly 

I agree I disagree I disagree 
strongly 

3. The performance techniques shown in the ONDINE project belong 
in every training program for playwrights. 

I agree 
strongly 

I agree I disagree I disagree 
strongly 

4. What are the advantages of this type of group playmaking? 

It stimulates the actors to.find resources in themselves, and to express them. 
As exercises to enhance free creativity, they seem to promise challenge and 
accomplishment. 

5. What are the drawbacks in this type of group playmaking? 

The actors, if they are not playwrights, may find themselves working to 
undemanding dialogue and action lines. Actors of talent are not necessarily 
talented in playwriting skills. 
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Faculty Questionnaire 
Are you a faculry member in the Department of Dramatic Art, Universiry 
of California, Berkeley? ltJ 
Are you a faculty member from another department at Berkeley or from 
another college or university? 0 
We would like to have your name and address, but you may wish to 
remain anonymous. 

M. T. Wood [Chairman, Department of Dramatic Art, 
University of California, Berkeley] 

ONDINE ** An Improvisatory work based on the play by Giraudoux. 
May24-28, 1983 ~ 

Please help us to evaluate our teaching proces~~~ 
@ our response to statements #1 , #2, and#~~ 

1. This type of group playmaking would improve the work of actors in 
traclitional roles. 

I agree 9 
strongly 

I disagree I disagree 
strongly 

2. The performance techniques shown in the ONDINE project belong 
in every actor-training program. 

I agree ~ I disagree 
strongly ~ 

I disagree 
strongly 

3. The performance techniques shown in the ONDINE project belong 
in every training program for playwrights. 

I agree 
strongly 

possibly 

I agree I disagree I disagree 
strongly 

4. What are the advantages of this type of group playmaking? 

Spontaneity. Experimental theatre making. 

5. What are the drawbacks in this type of group playmaking? 

The only drawbacks occur when the interaction between players becomes too 
personal and therefore does not register as strong theatre. 
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The Company Class which staged 
The ONDINE Project 

Brief analyses by the participating students 
(Dramatic Art 210A-B-C) 
June 3, 1983 

Note: The students were given the choice 
of signing the evaluation or of submitting 
it anonymously. 
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[The Company Class: Dramatic Art 210A-B-C] 

1) Most important technique. 

I learned to find an image in a new way. I used to use images for sense memories 
and short moments. However, with 210 and Shireen, I learned to find images for the 
whole play or an entire scene. This was an exciting discovery for me as an actor. We 
would often find an image as a group, and it helped our work so much. 

2) Benefits /Drawbacks in development ofOndine. 

Benefit: Working on the play as a group with equal input was a real benefit. 
The knowledge that we were all responsible for the production made us, in turn, 
more responsible members of the group, both practically and artistically. 

Drawback: Oftentimes this responsibility was heavy in that we could not really 
feel comfortable turning to Shireen as the director to take on the burden. We.finally 
had to (tum to Shireen] in the last week, and it helped us. 

Benefit: Creating a show around the group was wonderful. We put ourselves 
into roles we took from the script and molded. We strove to eliminate convention
ality and artifice. We were not tied down by another's creation-i.e., the author's. 

Drawback: In an attempt to follow the script, and yet improvise, we spent a lot 
of time talking about how to do this or that scene. The process of creation and 
elimination was, at times, excruciatingly slow. It was only at the end that we were 
able to work efficiently and quickly. 

3) How 210 training will carry over into future roles? 

My work will be more personal, hopefully, and more true to life-not realistic, 
but life-like. I will look for the opposite feeling in situations and attempt to elimi
nate predictability. 

4) What priority 210 has as an element in the Dramatic Art curriculum? 

I would give 210 top priority as an element in the Dramatic Art curriculum-as 
a third- or fourth-year acting course .. Ensemble work, I feel, is vital in the training 
process. I would advise a structure such as we had-a year-long course. I cannot 
over-emphasize the importance of hiring a teacher skilled in this field to lead the 
class. Any mismanagement or insensitivity to this process would be quite fatal. I 
valued our work alone as a group first quarter very much. And I feel that the group 
must work alone so as not to depend too much on the instructor. I would advise the 
class be graded on a Pass /Not Pass basis as grading was an extremely sensitive and 
destructive issue with us. This group has given me an experience I will never forget. 
I have learned about a theatre I never knew-a personal, involved, emotional, 
human kind of theatre that has become,forme, a personal standard in my artisticlife. 
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[The Company Class: Dramatic Art 210A-B-C] 

1) Techniques. 

A. Workingfrom the essence of a situation. 
B. Development of a sense of timing. 
C. Making every moment live on stage-even in group scenes. 

2) Benefits and drawbacks in making Ondine. 

A . Bene.fit: Trust in oneself in the development of a role-and trust in the 
progress of the whole group, especially when work goes poorly and everyone 
despairs. 

B. Bene.fit: A new way of approaching any type of performance (i.e. ,from a 
script or from original improvisation)-learned how to make the play ours 
instead of simply repeating the script. 

C. Drawback: Time involved in liberating ourselves from the limitations of a 
script. 

3) How will this work carry over into future roles? 

A. I'll never do anything again without demanding my part in the creative 
process. 

B. I'll always be confident in my own ideas about the play. 

C. I'll always work for a close, living connection with the other actors. 

4) Structure of class in future? 

A. Full year program-fall to spring. 

B . Six to ten hours a week. 

C. Appointed class leaders at the outset-people (one or two) who can lead and 
take responsibility; people who devote themselves to the class and the people 
in it (also handle administration, production, rehearsals, etc.). 

D. Visiting artists: In dance, mime, voice, improvisation during the.first 
semester. 

E. Independence: The class runs itself, with a faculty supervisor who ensures 
progress without controlling the development of the class. 

F. Personal concerts assigned in the.first semester. 

G. Provision for a performance space for two weeks of performance, at least, in 
the spring semester. 

H . C ontact with other theatres in the area-exchange of information and 
productions. 

I. Performance at other schools and institutions off campus, such as hospitals, 
streets of the city, and social programs. 

). Money provided f or performances (for copies, publicity, etc.). 
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[The Company C lass: Dramatic Art 210A-B-C] 

1) Most important specific techniques learned in 210. 

I would say there are two--one that started when we worked on our personal 
concerts and continued with Shireen: that is, working absolutely from one's own 
life-experiences,feelings. 

The other, which is much more}Tom Shireen's influence, is to open oneself to all 
possibilities, no matter how bizarre, irrational, incongruous. Start with chaos and 
work up. And don't explain things, live them. For the.first time in my life, words 
and rhetoric are very unimportant. 

2) Benefits and drawbacks of creating Ondine. 

Benefits: Creating a piece that belongs equally to each member of the ensemble, in 
which each member is allowed totalfreedom of expression of desires at.first, and then 
structuring comes later. The technicians had just as much to do with the show as 1ve 
did; they worked with us, not fo r us. We made our own world in Ondine, and we 
were all able to move in it in perfect comfort and freedom. The love and support of 
the ensemble was always shining and tangible; even when we were at each other's 
throats, we knew ultimately the.fighting caml' out of love and a desire to do more. 

Drawbacks: As always, the responsibility for getting things done fell on the 
same few people-an eternal problem. 

Drawbacks: An overwhelming desire to drop all other commitments and 
interests. 

3) How will 210 training carry over in future work? 

For me, a door has been opened in my heart and soul that will never close. 
Having done this extraordinary kind of personal, ensemble work, nothing else could 
satisfy me ever again . As a director and writer, I will work with actors to create 
plays around and about ourselves; I could never just sit at a desk and write a play 
anymore. I hope to be working with these 210 people for the rest of my life, along 
with other artists who have the insight and stamina to be part of this process. For 
me, the 210 experience has been the beginning of an answer: to art, to life, to love. 
How can I not sound trite? It 's the future of theatre. 

4) What priority would you give the 210 experience in a Dramatic Art 
curriculum? 

I would say that this type of work should be started immediately upon commer1ce
ment of acting training. It's absolutely comprehensive; technique comes with the ex
perience of perfonning something you believe in absolutely. No acting class has come 
close to the training I've received in 210 this year. I'm afraid that there is a great 
danger-as there always is in art- of having enlightened leaders taking over the 
class and directing it down the same old rut. Artists are few and Jar between-in th is 
University, in life. I th ink it would be more beneficial to have students run the class 
themselves than to have one of the faai lty direct the course. This kind of work calls 
for an extraordinary commitment and idealism. Actos must.find this for themselves. 
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[The Company Class: Dramatic Art 210A-B-C] 

1) Technique-relaxing in a role. 

Not imposing a character upon myself, but developing it from inside. Not forcing 
"business" to get yucks, but to trust the situation and allow the humor or drama or 
whatever that exists already, naturally, to play the scene. 

2) Benefits and drawbacks. 

In developing Ondine the greatest benefit has been to learn and develop as an 
ador-to develop from a pawn that follows the instruction of an outside director to 
an active creative force in a production; to really become a part of a production in all 
phases, and not be simply a vehicle of a director with "a vision" or "a concept." 

The drawbacks are that being involved in such an intense, overwhelming experi
ence makes it hard to deal with everyday things. I tended to lose patience with the 
banalities of papers or laundry. I completely lost patience with people who do things 
because they "have to" or "because it's nice" or whatever other excuse people use to 
rationalize doing anything other than what they love. Working this way really 
makes you have high standards and demands a lot, making it difficult to understand 
and I or deal with an environment where mediocrity is prevalent and indeed en
couraged, as it seems to be in this Department. 

3) How will 210 training carry over in future work? 

It will make me demand quality in traditional roles, real quality. That means not 
doing Shakespeare as "Shakespeare" (and all that implies) but, doing it as real, 
organic theatre. Not doing "traditional" roles as they are traditionally done, but 
infusing them with my own creativity and trying to make them new. (God, how 
boring to see a play done the same way for decades.) 

4) What priority would you give the 210 experience in a Dramatic Art 
curriculum? 

I would give 210 the highest priority. It is an essential part in everyone's develop
ment as an actor. However, I would never trust this to anyone in the Department. 
Fundamentally, I know 210 is the most important thing that has happened to this 
Department in the past four years, and it must be continued. But it takes someone 
as creative, open minded, sensitive, seeing, etc., as Shireen to make it all that it can 
be, and I don't believe I could use even one of those adjectives to describe any of the 
professors with whom I have had contact in this Department. A company class 
teaches more than any other sort of acting class ever could; perhaps if it was student 
run-yet students can tend to get too avant-garde and too egotistical, and are just not 
experienced enough to get through to the core of what makes an actor, as Shireen 
can. It needs an outside eye, who can call people on their old theatrical games and 
force them to achieve their full potential. But where is that person? Shireen. Maybe 
210 could be held in Amsterdam next year. 

I can't emphasize enough how appalled I have been by the lack of support and 
indeed, the direct conflict incurred by this Department throughout this year. It is so 
indicative of backward, set-in-their-way prefessors; if this is supposed to be a 
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Department ef Dramatic Art, where is the encouragement or just allowance for 
creativity? Maybe it should be renamed a Dramatic History Department or some
thing, but Art it isn't. And that is a travesty. My god it is depressing and a waste, 
waste, waste. 

[T he Company Class: Dramatic Art 210A-B-C) 

1) M ost important specific technique. 

Being myself. Following what I felt to be the right thingfor me in a particular 
moment. Also timing and feeling the audience, i.e.: What did you say? My line in 
act one ofOndine. 

2) Greatest developmental benefit and drawback in Ondine. 

The greatest benefit for me was the opportunity to work as a member of the 
ensemble. We grew together to make Ondine live. The only drawback was the lack 
ef support we received from the Dramatic Art Department as a whole. We are 
innovators not underground radicals or members of a cult. 

3) How this will affect my future work in traditional roles. 

T here will not be any more traditional roles for me. Even the roles I play straight 
from a script, I hope will always hold the spontaneity that I learned from Shireen 
and 210. I now know there is a choice, and I plan on working in this ensemble 
manner again, as soon as possible. 

4) 210 priorty. 

The first and foremost essential is that the students involved in the ensemble are 
given the same freedom we were given this year. To me, that means we are our own 
instructor. Those involved should elect a stimulator f rom amongst themselves. A 
faculty member may serve as an advisor. 

I also believe the group and class should be given as much support and respect as 
the other "acting" classes. 

My top priority is acting, so in a curriculum I would like to see this kind of a class 
a must towards graduation. Without this class I believe I would have been less 
prepared for professional theatre. 

Vicki Levich 
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[The Company Class: Dramatic Art 210A-B-C] 

1) Techniques. 

I.find it difficult to isolate "specific" techniques in 210-so much of the improve
ment and progress we've made is on an unconscious level- a feelingfor being on 
stage,for interacting with others onstage-most of all a kind of fearlessness about 
acting. The main thing: not being afraid to be primarily oneself onstage. 

2) The main benefit from work. 

Learning that within any one show, within any one role, there are in.finite 
possibilities, in.finite beauty. On a different level, we learned how to cooperate 
within a slightly anarchistic system with decision, straighiforwardness, and 
ultimately, with success. 

The main drawback. 

It takes a tremendous amount of time and energy to adapt, act, write, 
publiciz e, design, tech, and crew a show oneself. More Departmental aid and 
support is absolutely essential. 

3) How will it carry over into traditional roles? 

Simple answer-No role I ever do from now on will be traditional. 

4) 210 priority. 

The Department of Dramatic Art must break out of its mile-thick shell and 
realize what is going on here. The 210 class is, in my opinion, the only Dramatic 
Art class I've taken here. The opportunity for personal and professional growth is 
unlimited. It gives a taste of real, human, innovative theatre, a far cry from the stale 
f aculty-directed productions which manage to bore everyone to tears. The Depart
ment must realiz e this, swallow its pride, and give 210 its full support. 

A f ew suggestions. 
The class must be pass I not pass. 
If a guest instructor of Shireen's quality is not available, it must be student-run . 

Having a regular faculty member "direct" the class would be a disaster. 
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[The Company Class: Dramatic Art 210A-B-C] 

1) Techniques. 

I don't know if this counts as technique, but for me the most crucial thing I 
learned was that there is a connection-even lack ef differentiation-between acting 
and absolute reality, and that I know my acting is good when I can sense that 
connection. In other words, those moments when I transcend the feeling that I am 
"acting" on stage, replete with emotion and response, I know are my best moments 
as an actress. 

2) Benefits and drawbacks of creating Ondine. 

The main benefit efOndinefor me was that it was a working ground for the 
aforementioned technique. Within the rather con.fined but safe boundaries of the 
play, I learned that my personal creative process is valid and valuable. In addition, 
the more I allow myself to be vulnerable enough to show true sides of myself onstage 
and self-assured enough to continue to be vulnerable in the face of criticism, the better 
I act. I would say the only drawback was that we were too gentle with each other 
and not honest enough in terms of criticism. 

3) 210 training as applied to conventional roles. 

What I learned in 210 is not only applicable to any form ef performance art but, 
in my opinion, is the core of great performance. It is the most crucial element of 
perfonnance I know, both in myself and in the performers I respect and admire. 

4) 210 structure for future. 

The ensemble-without an older, authority figure-is very important for the 
development of self-assurance. A true artist like Shireen as a catalyst is quite im
portant, too. Shireen is a genius, but artistic amazons like her are so sadly rare. I 
think 210 should be made available to upper-division theatre-types, but effort should 
be made to keep it from being too elitist. Ensembles should be formed based on group 
chemistry and dedication of the students involved to careers in theatre. I think it 
should receive top priority and fonding and support from the Department. Please, 
please, please let it be the students and not the professors who determine the struc
ture of the class. Treat us like adults so we can become adults. 

Eve Decker 
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[The Company Class: Dramatic Art 210A-B-CJ 

1) Specific technique of210 training. 

Integrating theatrical timing to improvisational acting, which demands complete 
concentration and responsibility to your fellow actors and an acute awareness of your 
audience. 

2) Benefits and drawbacks in developing Ondine. 

Each element that seems to be a drawback turns out to be a benefit, and vice versa. 
The fear of approaching a classical text and adapting it with no sense of sacredness 
left us at once .floundering with no structure and freed with in.finite possibilities to 
explore. Changing roles and characters and improvisational rehearsals also took 
away any sense of security in our.established traditional training in the theatre. That 
was often painful but in the end ultimately rewarding. De.finitely a double-edged 
sword. 

3) Effect of210 training on future work. 

Once you have seen the truth in acting, you can never go back. 

4) 210 in the Department ofDramatic Art curriculum. 

Full year program with complete support of the Department. Faculty advisor and 
student leaders seem to work well with a responsible group of students. These 
students should be advanced actors and the group should be kept small. No grades. A 
final performance in the spring (with space, budget, etc.) would be agreat inspira
tion for the year's work. Communication with the Departmelll is essential! 
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Work of 210 Students 
Fall, 1982 

The Company Class that eventually developed the Ondine project began 
in the Fall Quarter of1982, prior to Shireen Strooker's arrival. It was led by 
two undergraduate students, Karl Hamann and Andy Myler, with Dunbar 
Ogden as faculty advisor. From his work with the Werkteater in Holland, 
he brough information and materials to the students. Partially in response 
to these and as a means of welding an ensemble, they introduced and prac
ticed a number of exercises. For example, they opened each class with 
"The C hord": standing in a circle arms around each other, listening to their 
breathing, transforming the exhalations into a sound, and eventually let
ting a musical chord swell out and then subside. Other exercises had names 
such as "Eye-Contact," "Moment-to-Moment," "Trust," and "Hunter / 
Hunted," where with eyes shut one actor seeks another and the second tries 
to escape. "The Personal Concert," conceived on the Werkteater model, 
became the first long-term assignment. Here is the directive which the 
students formulated for themselves. 

The Personal Concert is to be a piece twenty minutes long, created entirely by the 
actor himself in rehearsal outside of class. No one else will see the concert until it is 
performed for the class. The subject matter of the piece is to come strictly from the 
actor himself, that is, no already scripted material. Everyone is free to use any means 
he or she wishes in making the concert, but we emphasize the use of improvisation 
and a minimum ef props, costumes, and technical needs. 
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Eva I uation of 210 Students 
Fall, 1982 

These evaluations are the essence of our discussions on the grading of 
each student in the ensemble. We worked with two basic criteria: Commit
ment or attitude to the class work; and the overall progress made this 
quarter. 

Karl Hamann, 
Andy Myler 
[Student class leaders for the Fall Quarter, 
1982, prior to the arrival ofShireen 
Strooker-they also suggested the fall 
grades to be assigned each student.] 

Alexandra Sokoloff: Alex' commitment to the class has been strong from 
the beginning. She approaches our work in a professional manner, more so 
than the other students. She believes that we can make an important theat
rical statement as an acting ensemble. Alex is primarily a writer-director 
who wants to act again. Her progress this quarter shows that she has suc
ceeded in reawakening her acting talents. In improvisation she often dis
tances herself from the action and remains aloof. She decides what she will 
do and who she will cooperate with beforehand, an attitude that blocks her 
spontaneity and responsiveness to the other class members. We respect her 
theatrical talents and rely on her critical powers, but she needs to speak her 
mind more often and respond more openly in class. The ensemble would 
greatly benefit from this. 

Eve Decker: In the beginning Eve was apprehensive about the class. She 
was very quiet for the first several weeks, yet everything she did indicated 
to us that she had taken a serious attitude toward our work. Our class has 
been especially good for her as an actress because we deal constantly with 
confrontation, both with oneself and with others. Eve gives herself over to 
her partners during improvisation and works hard to respond honestly and 
in the moment. She receives and responds well to criticism, reacting 
thoughtfully to other people's comments. In the later weeks she became 
more outspoken about her own opinions and criticism. She is one of the 
most honest members of the ensemble. We depend on this quality ofhers 
in our work. 

Reed Martin: Reed has applied himself earnestly to our work, as hard as it 
has been for him to overcome certain of his blocks toward freedom of 
expression and spontaneity. He went far beyond the demands of our 
concert assignment, giving us a powerfully honest and affecting per
formance. He must persevere in his efforts to become more open and 
expressive, because his work this quarter indicates great potential within 
him that is as yet untapped. The honesty of his work has had a great 
influence on us all . 105 



Amy Coolbaugh: Amy has well-developed instincts for acting and every
thing she needs to become a powerful and expressive actress-except self
confidence. She over-analyzes her actions during improvisation when she 
should simply do. She knows that she must come to terms with this habit 
of intellectualizing in order to make future progress, because it makes her 
tentative and restrained. She has, however, improved a great deal as a 
result of our work, becoming much more trusting and responsive in class. 
Her acting is always characterized by a subtle and delicate kind of truth. 
Improvisation has taught her how to discern what is actually honest about 
her work on the conventional stage, a realization she is proud of. Also, she 
has a direct manner that makes her an excellent moderator for in-class dis
cussions. 

Vicb Levich: Vicb knows what is theatrical, a kind of knowledge that 
both helps and hinders the work she does. She is one of the most active, 
willing, and optimistic members of the class. Her involvement, however, 
often lacks concentration. She is over-eager to perform before she has 
established what it is she is playing from. She needs to ground her 
improvisational work in specific choices, otherwise it develops a hasty and 
incomplete quality. On the other hand, her theatrical experience has given 
her a strong stage presence which lends distinction to her work, that is, it 
"reads" well onstage. She has trouble channeling her tremendous energy, 
and consequently the clarity ofher acting is blurred when she rushes and 
overdoes things. She has to find a way of combining her knowledge and 
vivacity so that the one will complement the other. 

Carolyn Bates: We always felt certain that Carolyn was committed to the 
purpose of the class. She is easy to work with, trusting, a "follower" who 
is satisfied with someone else's leadership. Her work is characterized by a 
bnd of passive quality. She is cautious and rarely risks herself in our 
exercises, preferring to react rather than initiate. This cautiousness is clearly 
evident in the game "Hunter /Hunted," wherein she is usually the hunted , 
takes to the wall, and tentatively makes her way to her objective, waiting 
for the hunter to move first. She needs to become a more active member of 
the class, to take the initiative more often, because she works so well with 
others. Otherwise her unobtrusiveness dims the character of everything 
she does. 

Doug Hall: Doug's talent was apparent from early on, and we hoped that he 
would have much to contribute to the class. He is easy to work with, but 
he often appears to be observing what we do, commenting on an activity by 
his attitude. He seems to be saying, "Show me why I should be committed 
to this work," and ifhe is not satisfied with the reasons, he holds himself 
back. He needs to dive into improvisation without having to convince 
himself of his interest first. This habit of holding himself back is also 
evident in his acting, for his mind wanders from his objective ifhe isn't 
truly grabbed by it. We feel that he has the potential to contribute a lot to 
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the ensemble, but he is currently taking in more than he puts out. We saw 
little progress when his talents promised so much. 

Sam Peterson: Sam has completed all of the acting classes at U .C., but he 
does not have acting experience comparable to many others in the class. 
This lack of experience is evident in his tense and defensive physical posture 
onstage. He is not yet comfortable in performance, and this steals from his 
presence as an actor. His manner is loose and broad, but his physical 
tension interferes with his freedom and spontaneity. He also has difficulty 
in playing an objective firmly and directly. He glides away from real 
contact and emotions. In the future he needs to learn how to fulfill choices 
of greater emotional depth so that he can establish and maintain contact 
with his partners. He has become warmer onstage as a result of our work, 
perhaps because the support and trust of the ensemble is encouraging him 
to lower his defenses. 

Elaine Fink: Elaine's progress is perhaps the most difficult to measure. She 
often appears skeptical of our work and therefore uncertain as to her com
mitment. This uncertainty manifests itself in the tenseness ofher behavior, 
which she covers up by adopting a facetious attitude. Her work is charac
terized by superficial choices. She has disagreed with the structure and 
content of the class at times, but has been reluctant to make her thoughts 
and feelings known. Since our method is based upon mutual trust and 
openness, her silence has created tensions between her and other class 
members; some of these tensions are as yet unresolved. Although her 
outward progress has been small, we know that inwardly she has been 
deeply affected by the class and that it has brought about important 
changes in her. To some extent she remains an outsider, because she 
seldom allows herself to be fully engaged in our activities. Elaine needs to 
open up more in class and rely on the trust that links us. 

Jess Borgeson: Jess' participation has been very valuable to the class. He 
possesses an ability to envision images clearly and in detail before their 
translation to the stage , although he tends to let these visions remain fig
ments of the imagination without taking the extra effort to realize them. 
Again and again, his suggestions and advice have proved useful to us, but 
he was lax in asserting his views until the later part of the quarter. He 
admits to a certain lazy streak in himself which is at odds with his talents. 
His abilities indicate that he could be a stimulator in the ensemble if he 
wished to assume that kind of responsibility. He needs to take the initiative 
with his own ideas more often in the future, for we can all benefit from his 
well-thought opinions. 
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Dramatic Art 210 
Personal Quotations 

Alexandra: Where do I want the class to go? To the very top, of course. I 
want to create new forms, discover universal and earth-shattering 
truths, and save the world, and if you think I'm kidding, you don't 
know me very well . 

Eve: This I can say. I cared, I read, I thought, I dreamed, I acted-with 210 
as the catalyst in the mixture of emotion, ability, and desire. What a 
wonderful class. What a wonderful process. 

Reed: The commitment and intensity that I have given to the work has 
come back to me one-hundred fold. This class has changed me, 
affected me, both as an actor and a human being. I can honestly say 
that this has been a once-in-a-lifetime experience. 

Amy: What I learned about the falseness of acting, and what is real and 
truthful, I cannot even put into words. It is a feeling inside that has 
become part of my organism as an actress. 

Vicki: We really started at the beginning, building a strong enough 
foundation of trust and genuine caring that we have been able to 
weather the rockiest discussions. The concerts acted as unofficial 
initiation rights. 

Carolyn: A worthwhile and rewarding class, because we have a unique 
trust which I never experienced with a group so intensely, because 
we are working from our own selves, diving into that self and 
experiencing. 

Doug: I feel like I am starting to implement the use of myself and my truth 
on stage. It isn 't always pleasant, and isn't half as safe as faking it, but 
my god it is so satisfying. 

Sam: Truth-biting truth can be the only way to grow-all else leads to 
hiding out through tricks and games. 

Elaine: Oye Vay! Where does one start? Personal, personal, personal, 
personal . I guess it means that it has to come from within myself. 

J ess: I need contact. 
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A HOT SUMMER NIGHT 
Film Program 



The Consulate General of the Nether lands tokes pleasure in announcing a 
presentation of t.,., highly acclaimed Dutch movie '£EN ZWOELE 
ZOMERAVOND''. 

In a joint effort of all tM Boy Areo's Dutd> c lubs, the movie will be shown on 
Monday, June 13th at 8:00 pm in the McKenno Theotre on the Campus of Son 
Francisco State Universit y. 

Director Shireen Strooker, currently guest lecturer at U.C. Berkeley will be present 
lo give on int roduct ion to her movie, as will be Professor Johan Snapper. 

Proceeds of this evening will go lo the Net.,., rlonds Benevolent Society. Price of 
admission is $ 4.50. BOX OFFICE OPDI AT 7 .30 pm 

Frans W1lu directed successively: Htldeft in de 
achomm .. rtoel · 1963. Een zond•t op Mt eilalnd .,... 
dt Grande Htu · 1964 !awarded with the 'Silver 

... Bear' BerliNtt '65 and wit h the Dutch Gcwrnment 
oral. 11<1,._..,.;,;o-1967. -Nll'lndioo -
1967. HollMCf "70 • 1969 C• muhiplt screen film for 
the Exoo Worldexhibitton in JapatiJ. · 
In 1971 he joined P~film bv ind hu tNdt 
topeth• with producer Rob du MH. phOtopraoh« 
Ferenc K61min Gill and c:untr Ton Ruys four. 
mainlv succcsful fi lms: 0. iftbrek" . 1972. NNk1 
over de schuttint • 1973, Aoolt Sien . 1975, Hlb 
mod<ll~ Jotl . 1976. 
Frans Wtisz made two shon movies in '78 and ·79 
w ith tht thutr•prOtJP Hauser Otkater· EntrM Btu~ 
Mis and Stripuaat. 
F inalty in 1980 Ctwk>ttt. a co-prOductK>n with 

Germany, l tlly and Eno!~. an in1ernat10N1l cast: TWO actreues from Vienna 9irg11 Doll and Elmoeth 
TrtutnNr: the englishrnan Derk J&eobi fesoec1allv famous bV his e•cellen1 oertormanct of C11udius in 
1n1 1v-seri1 witt'I th~ same name) 1no il'Nillrded with tht Govtt'nmenl·price of 81Varl1 for thl besl cr101 
ion whith Weiu t~thtf with Judith Herzoerg has worited during three yearsl and tor 1n1 best IHd1ng 
c1r1 IBirgit Oolll. 
Tn! 01n of Multlti . i1anc!e oi 0 1oerlonn in Charlotte was oerformed by orie of tht i~ Dutch in tn!' 
i 1lm $hireen Snook.!'!". 

Shirnn Strooker is member ot tnt 1uocq11on 'Het WertctH ter' s1na 1970 ano stimulate and 1:11r.-s in 
many oroduct1ons of thtS 9fOUD. SUCh 11: Avondrood, Nitt thuis, Ab de dood, Mu tn Sim, Htllo fMd• 
mtnl, Bosch tn tu cht Incl Oom Wan;a. 
aesioa tn1s sht has WOflced for two sns.ons in the 8ij1metbl1es !orison). she 1lso directtd Int first ott· 
iorm1nce ot the Bloem9reti) from Rotterdam and sne pives lessons at tne Amsteroam SchOOI of Ac:t1no, 
She worked on t he following foreign oroduetions : Wit der Tod 1nd Waldes Lust - Gtrml~' . $c;.ared to 
death and Mary and Syl - Er19tand; b fin pour Nieo - Franc~ Mir._ f Laura - ltalv. 
Siie Dlaved 1 small oan in the mov ie Charkttt• - 1980. I 1 w1s our1ng these snooting u"I Berlin, tna1 1ne 
oast was laid for a co-ooeration between Frans We111 and St'i1rnn Suooker. 
nus f1n11llv hM resulted in the mak ing of A hot wmmu night ynoer t neir direcuon. 

A HOT SUMMER NIGHT (EEN ZWOELE ZOMERAVONDI 

wi1i"t 
MARJA KOK, HELMERT WOUDENBERG, JOOP A DMIRAAL, FRANK GROOTHOF, 

CAS ENKLAAR, HANS MAN IN 'T VELD. OLGA ZUIDERHOEK 
and GERARD THOOLEN 

directed by FRANS WEISZ I SHI REEN STROCK ER 
produced by HANS MAN IN 'T VELD 

wrmen by MARJA KOK 
oho109raohed by ROBBIE MULLER 

music DE ROOMSOoZEN 
edi1or TON RUYS 

r•Jnnir.: tt!'T'e ~5 ~ 1n 
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FROM THE NORTH: Take Route 101 across the Golden Gate Bridge, follow signs to 19th 
Avenue and stay on 19th Avenue until Holloway Avenue, which borders the campus. 

FROM THE SOUTH: Take Route 280 north, which runs into J unipero Serra Boulevard. 
Take j unipero Serra to Holloway Avenue, t urn left onto Holloway, which leads directly to 
the campus two blocks away. 

FROM THE EAST: Take Route 80 across the Oakland· Bay Bridge to Route 101 south to 
Route 280 towards Daly City. Take 19th Avenue exi t, bearing righ t onto Sagamore Boule
vard to Brotherhood Way to junipero Serra Boulevard north. Take Junipero Serra to Hollo
way Avenue, turn left onto Holloway, which leads directly to the campus, two b locks away. 

PA RK ING: Public visitors parking is available at the campus parking garage, accessible fro m 
Lake Merced Boulevard, which runs parallel to 19th Avenue on the western side of the campus. 
Take Holloway Avenue to Font Boulevard to Lake Merced Boulevard. 

ONCE ON CAMPUS, head for McKenna Theater {see arrow on campus map) in the Crutive 
Arts Building. 
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Deb Bardwick 
Carolyn Bates 
Angelina Bruno 
Doug Fields 
Bridget Fonger 
John Fisher 
Peggy Flood 
Alison Hamilton 
David Letwin 
Sharon Lee Mann 
Chris McNally 
John Tichenor 
& Ric Prindle 
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Adam and Other Peo~ 

Dec. 7 and 8 

8:00, Room 7 Zellerbach 

A FEW WORDS ABOUT ADAM AND OTHER PEOPLE 

This theatre piece is the offspring of talent and serendipity. It 

took life within the matrix of Dramatic Art 210, a ncompany Class" 

for advanced actors in the Department of Dramatic Art, and is 

virtually the result of a happy accident. That is to say, our focus 

throughout the class has been on the development of the actors in 

two particular areas: improvisational skills, and techniques for 

characterizati9n, both physical and psychological. Public perfor

mance was, for quite a while, a secondary consideration; but at a 

certain point we came to real ize that we wanted to present the fruits 

of our work to an audience .... Adam and Other People is a work-in

progress. We have structured it very loosely, in order to accom~date 

a wide margin of improvisation. Thus it evolves from day to day , 

moment to moment spontaneous and unpredictable, like an energetic 

kid. Likewise, the situation of the piece arose ·out of collective 

free- association (i.e., the notion of a theatre company seen five 

years in the past, then in the present at a 11wake11 party) and was 

regarded more as an occasion to depict a wide array of characters 

than as an instance of brilliant playwriting. So what you see h ere 

is personal, spontaneous, exploratory -- a 11company11 of chara cters 

whose encounters, we hope, will move and entertai n you. 

Ric Prindle (class i nstructor) 

The piece is of moderate length and will 
be performed without intermission. 

DEB SARDWICK plays JULIA, a character she created 

CAROLYN BATES ALI 

ANGELINA BRUNO ELIZABETH 

DOUG FIELDS WILLY 

BRIDGET FONGER SONDRA and SARAH 

JOHN FISHER CHUCK and DABNEY - .. 
PEGGY FLOOD SUE 

ALISON HAMILTON " JANE 

DAVID LETWIN HOWARD 

SHAROll LEE MANN " SHERRI 

CHRIS llcNALLY KEVIN* 

JOHN nCHENOR GARY 

* Kevin is Adam's nephew. Adam Yates is/was the 
founder and Director of a theatre company he 
started in the western United States. 



Continuation of the Company Class 
Fall Semester, 1983 

Statement by Ric Prindle, course instructor 

This course is designed to culminate in the development and perfor
mance of an original theatre piece. The exact content and style of this piece 
will be determined by the participants in the class; however, I intend that it 
evolve out of the point-of-emphasis of the course, which is: 

Advanced Characterization Techniques. 

We will devote the first several weeks of the semester to acquiring a 
psycho-physical methodology for "character acting," i.e., portraying 
characters quite different from the actor's own psychological and physical 
personality. Concurrently, each actor will be developing his /her own dis
rinct character-a persona that liberates one from the strong but usually 
unexpressed "alter egos" we all carry within us. 

Out of the interactions between these characters- using both pure 
improvisation, sketch-scripts, and written dialogue (original)-we will 
create our own theatre piece and perform it at the semester's end. 

[Note: the original theatre piece became Adam and Other People.] 
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TALK 

Four years ago , the name "The Yam Compl ex" began 
to appear on the posters and progran1s o f shows direc t ed, 
written, or performed by certain U.C. Berkeley students 
who had a convi c tion that they could best learn thei r 
cra f ts by refusing to leave the "wha t " and "how" o f 
theater up to others. In the past yea r espec ially, thi s 
convi c tion matured into a decision to work, as other 
loca l companies and a U.C. acting c l ass were do ing, from 
personal experience wi th the goal of developing and per 
forming a play . The four people at the core of the Yam 
en li sted others who shared their goal . 

One evening early In August, the te n of us met In 
Phi l' s living room to talk . We Intended to crea te a 
theater piece whose theme wou ld be "the cormiunlcatlon of 
a mess age. " That night was the beginning of the midd le; 
lnrnedl a tel y we were engaged In the Inspirations and the 
conflicts of ten people who wanted to take nothing fo r 
granted . 

In working on this piece , Doug ' s role has been to 
"edit" and shape our ideas, as well of to ac t as a mem
ber o f the ensemble . The rest of us have se r ved as p'lay
wrlghts, directors , producers, and c rew, but mos tly as 
ac tors. Nina's stories , the "Activat e or Deteriorate" 
song, the generic conver sation that Fred sc ripted, these 
were written "a t home" and have scarce ly changed since 
first presented to the group. Other scenes were wrought 
cormiunally and Improv isationally , as we worked night 
after night, only half- finished with the work of the 
night before. Often the touch of ten pairs o f hands de
stroyed any recognition of or allegiance to the or iginal 
Idea for a scene. Often , lnrnediate frustration paid off 
In the discovery of a more promi s ing Idea, a more exc it 
ing scene . The limitations of compromise highlighted t he 
rewards of coope ration. 

This p lay Is about people struggling to see them
sel ves and working to connect with o thers. This play Is 
a series of choices , cho ices made by us and tiy our char
acters, c hoi ce s which at best remind us all t ha t there 
are cho ices to be made, that we want t o take nothing 
for granted . 
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~ LJ · l~ has perfoM11ed i n both ballet ond modern donce productions. 
He haa a a.A. in cinema from u.c. Berke l ey , and s upport. a himself n.s 
a video editor and producer. He has neYer Acted excert i n r eal Ure. 

furn Is an actress/singer v lth e ighteen 110nths experience 
in imp # v1sat1onlll perfo nnance . Pr ior ro her vorlc o n HF..ARSAY , s he studied 
improv vith Shlreen Strooke r of the AmsterdaJR Werkteater . Eve' s cred its 
include Berkeley Lunchtime Theater, a hearty amount or musical theater -
Sally Bt:vles in Cabar et, -as v ell o.e tvo y e&rs vi th the Co.l J at. z Choir. 

-- fell in vith The Yam Complex vhile 
si.. y ing acting at U.C. Berkeley. L&a t year he direct ed an l mprovisa.tlonal 
ense1r1ble at U.C., work ing the last six months vi th Shir een Str ooker of the 
Verktea ter. Bes ides lighting Iain s hove, he has also vo rked tech for the 
Magic Theater. Berkeley Shakl!!speare Fes tival, the S&n Francisco Inter
national Theater Festival . The One-Ac t Theater, and The Ame rican Stage. 

~O. • ~ . • A I~ . . has been doing theater In the Ba,y Area for 

~e years. A grad .lte or Dramatic Art at U.C. Berkeley , he has perfon11.ed 
at The Berkeley Sh k.espeare Festival in Julius Caesar and Cxmbeline , a t 
The One-Act Theater Co. in A Dy For Surprises and as the lead in t.he 
Magic Theater's Memory Hotel. A rounding lllettber o f The YUi: Com plex, he 
c an 'be a een on cable television in their latest. production, Feaily Hcee 
Evening . 

ia one ot the founding members of The Yaa Ccmiplex. 
Kia plays have been performed at U.C. Davia and U.C. Berkel ey . s hovn on 
San Franc isco Cable 6 , and staged-read at The One-Act Thea ter Co. He has 
acted with The Berkeley Shakespeare Festival, designed eeta and worked as 
a scenic artist for thf' Bare Stage, &nd has directed 1u1.ny s hova over the 

'""""'"m~ ) 
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~A~~·';; begsn I n l he t heater a s a staj\e 11&n"8er, 
·including er~• ·, .. tike Berkeley 5hMes pea r e Festival ' s Julius Caesar and 
King Lear, &1 t 1',C. Berkeley's Machinal. She r eceived her degree i n Dru
ntic Art r rOlll u.c. Berkeley , Rnd v as a varde-d the University' s Pillsbury 
Avard f or acting . She has apVf!&red v ith The Yam Complex and Berkeley Lunch
time Theater in 1!!.!i• The I nde pendent Female, Waiting f o r Lefty, ~. 
and Icarus' Mother . -- -.....,. 

A A /!/"--. graduated vith a B.A. in theater from U. C. Berkeley , Y ~!e~e /.('performed i n over t 1Jcoty s ho vs. He has a c ted at t he Magic Theater 
i n Euro pa and Memory Hot el , and at The One-Act Theater Co. in The Script 
Conferenc e . Alflio 'lt the One -Act Theater Co., he co-directed and acted in 
A Dey for Surpri&ea. A co- founder o f The Yam Complex , he has di rected n i ne 
eho..,s llith thent in the past three years , i n addition f or Berkeley Lunchtime 
Theater , The One-Act Theater r.o. , a nd The Greate r Qn.eryville Plft.ye rs. 

is knovn primarily as a set designer i n the Bay Area, de
signing for The One-Act Theater Co • • Be rkeley Lunchtime 

, l y Stage Company. and an a bsurd number or productions at 
U.C. Berkeley before graduat ing with a degree in English. Although s he de-
s igned The lndeeendent Fe.ale and Waiting f or Letty f or the Yam. this is 
her t lret ~rfonMnce as an actor with the cOllpany. 

~ ~ -1 j J>-1 j is a pla.yvright vho has also directed 
musicals i n t he Bay A:e~ ~t thef.:411a Morgan Center end on t he U.C. B. campus. 
She has done freel ance video work as a writer and assistant producer fo r 
VideoWeet and KrV in San Fnmdsco and Nev York. She ha s stud ied acting wi th 
Brad Dourlf, lmprovh at lon with Shlreen Str ooker o f The Werkteater, and -
dance vith Fred ~trickler o f the Jazz-Tap Ens emble. 
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PRODUCTION STAFF: 

DOUGLAS PURGASON - "ED ITOR 11 

KARL HAMANN - TECHNICAL DIRECTOR 
.FRED KENNAMER - CONSULTANT AT LARGE 
NINA Ruscio - PUBLICIST AND GRAPHICS 
ALEXANDRA SOKOLOFF - GENERAL ADMINISTRATION 

TECHNICAL STAFF: 
ADRIAN ELFENBAUM 
CAROL HEXNER 
FRANK KANE 
VICKI LEVITCH 
MOLLY McBRIDE 
JOHN WALTHERS 

"ACTIVATE OF DETERIORATE" WRITTEN BY EVE DECKER, 
ARRANGED BY BILLY WOLFE 

BANNER CREATED BY PAULA WHEELER 

SPECIAL THANKS TO: 
WALLACE ~ROOKS' PATIENCE, KAREN HYBERTSON OF 
ST, JOHN S CENTER, ROB RUIZ, ELA ROBERTSON, 
KATHERINE GARTHSIDE, AND MICHAEL SMITH FOR 
HIS MARVELOUS PHOTOGRAPHY, 
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MAIPVW~AllQll)llE~~ 1----co_N_rn_1 s_u_rn_R_s _ .... _. _·. ·___, 

CAlflE 

"Good Food in the Neighborhood" 
243.1 F llu1;m1 Avenue B<•1kelf)y C;ilolnm1n c~ 151845-1130 

Mel and Susan Warnke 
Mo lly C l iff and John L Cunnif f 

CAMPUS DISCOUNT 

2431 B Dutant 
Berkeley, CA 94704 (41 5) 848-0425 

EDDIE'S MUSIC 
lft'lll< - ()( V.m...JR.....i. 

Z~'h Tdqropll A,.. 
llcrliclcy. CA9474M 

6"-0270 

New York Srylc Discounts - Saaight & Simple 
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From The East Bay Express, December 2, 1983, pages 26-27. 

Yam Complex presents Hearsay: A Play About More Than just Talk, 
created out of improvisation by the ten-member company. It's 
stretching the term a bit to call this piece a play. The Yams are a 
company that have broken out of the UC Drama Department and 
their focus seems to be on breaking down the walls of centuries of 
theatrical tradition and starting all over from the rudiments up. The 
hour and a half show is a collection of short sketches, some full 
ensemble pieces and others involving but a few of the company, all 
exploring various aspects of communication and group dynamics. 
Some come off as little more than acting exercises and others seem 
but tentative forays into a topic, but there are a number of enter
taining moments such as a shopping cart collision between intransi
gent men, a comic look at manipulation on a panel show, and a 
harrowing look at autistic children. This group will bear watching 
in the future. At 8:30 pm tonight and Saturday, at Nexus Gallery, 
8th and Carleton, Berkeley. 843-1235. 
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Photographs 



Subject: 

Place: 

Dress rehearsals of NEGLECT 

Durham Studio Theatre, University of California, 
Berkeley 

Date: Weeks of 27 March and 3 Apri I 1983 

Photographer: Baird Straughan 

NEGLECT-Peter Naar, ]ohn Furse (on top): "Dream Sequence." Each dreams of 
the other in his dream . 
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NEGLECT-(left to right) Glenn Backes, Amy Kimba//, j e.ffrey Rotblatt: "Cefe 
Scene. " G lenn andje.ff neglect Amy. 

NEGLECT- (left to right) Gay Patterson, 
j ohn Furse, Glenn Backes: "Parents 
Scene." Gay and j ohn ignore their child, 
G lenn, who at times is actually invisible to 
them and who also as an adult sometimes 
speaks to the ai1dience about his childhood. 
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NEGLECT-(left to right) Miriam Grnnder (seated), Heidi Metcalf, Amy 
Kimball: "The Fantastic Hairdo" and "To the Doctor," moments played simul
taneously from two otherwise entirely separate scenes. Miriam is about to go out on 
a date. Amy, with stomach cramps, crawls and sings, "I'm gonna eat some worms." 
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Subject : 

Place : 

Date: 

Performance of DRUG NEGLECT (adapted by 
Shireen Strooker and the cast from NEGLECT) 

Veterans' Administration Hospital, Detoxification 
Ward, Palo Alto, California 

11May1983 
Photographers: Anita Grunder, Denis Roland 

DRUG NEGLECT- (/eft to right) S teven Wetter, Shireen Strooker: "Apartment 
Scene." Shireen (acting with the group in this one performance) is about to go out 
and get some twinkies f or Steve; he has j ust waked up; evet11ually she will leave 
him. 
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DRUG NEGLECT- (left to right) Heidi 
Metcalf, Miriam Grnnder: "The Fantastic 
Hairdo." 
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DRUG NEGLECT- Miriam Grunder: " The 
Fantastic Hairdo." Miriam is terribly shy. 
She is about to go out on an imagined date. 
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DRUG NEGLECT- with this outrageous coiffure, 
Heidi gives Miriam some self-assurance. 



DRUG NEGLECT-(/eft to right) Steven Wetter, Peter Naar,John Fiirse: "Cafe 
Scene." S teve holds up the cooks / waiters with his guitar. 

DRUG NEGLECT-(/eft to right) Steven 
Wetter, john Furse, Peter Naar: "Cafe 
Scene. "John and Peter hit the floor. 
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DRUG NEGLECT-(/eftto right) John Furse, Gay Patterson, Shireen Strooker, 
S teven Wetter: audience and peifonners applaud each other. 
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Subject : 

Place: 

Date: 

Dress rehearsal of the ONDINE PROJECT 

Durham Studio Theatre, University of California, 
Berkeley 

Week of 22 May 1983 

Photographer: Baird Straughan 

ONDI NE PROJECT-Opening of the peiformance: all actors on stage with candles. 
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ONDINE PROJECT- Fisherman's cottage: 
Hans (now Reed Martin) is f ed. 

ONDINE PROJECT- A ctorsform rolling waves in f ront of the King efthe Sea 
Uess Borgeson),from which Ondine (now Amy Coolbaugh) and Hans (now Andy 
Myler) 1vill emerge to play a love scene. 
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ONDINE PROJECT-The Illusionist ljess 
Borgeson) lights a match and makes magic. 
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ON DINE PROJECT- The court gathering prior to the royal entrance: (left to right) 
Hans (now Doug Hall), The Illusionist ljess Borgeson), Bertram (Adrian 
Elfenbaum), The Chamberlain (Karl Hamann), The Cardinal (Andy Myler), 
Violante (Amy Coolbaugh), Bertha (Eve Decker). 
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ONOINE PROJECT-(/eft to right) Bertha, 
the Princess (Eve Decker), and The 
Illusionist ljess Borgeson) . 
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ONDINE PROJECT-thefarewell: Hans 
(now Andy Myler), Ondine (now Amy 
Coolbaugh). 
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Title: PLUCKING STARS, AN EXPLORATION OF THE WORLD 
OF THE MENTALLY RETARDED 

Stimulator: Stanley Lai 

Actors: Nai-chu Ding (the mother) 
Kuo-hsiu Li (the child) 

Situation: Mother-"Look at how tall you are, Ah-hsiu, look 
what's up there!" 

Photographer: Hsun-te Hsieh 

Place: The Studio of the Lan Ling Theatre Workshop, Taipei 
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FROM BERKELEY TO TAIPEI 

Stanley Lai has taken the methods of the Werkteater to the Republic of China, where 
during 1984- 1985 he has served as the "stimulator" on several projects by the Lan 
Ling Theatre Workshop, an experimental theatre company based in Taipei. 
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