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EVA STEINAA 
Presidente de la Sibmas

Monsieur le Vice-prđsident de la ville de Bel-
grade

Monsieur le Directeur du Musđe de Thđatre de 
Belgrade

Membres du Comitđ organisateur de ce congr&s
Chers collšgues et amis,
Au nom de la SIBMAS j'ai le grand honneur et 

le plaisir d'ouvrir ce XIV° congr&s de notre orga- 
nisation a Belgrade, capitale de la Yougoslavie, pa- 
ys qui a tellement souffert pendant la dernifere guer- 
re mondiale et qui maintenant, a ce que nous voy- 
ons, s'đpanouit d'une fa^on dblouissante.

Le plaisir que nous đprouvons d'etre invitđs a 
cette rđunion par nos amis yougoslaves est d'autant 
plus grand que c'ćtait dans votre pays, a Zagreb, il 
у a 26 ans, qu'a eu lieu le premier congrfes de no- 
tre organisation. M.Veinstein, prđsident de la SIB- 
MAS depuis le dđbut jusqu'a ce que je lui ai succd- 
dđ il у a 4 ans, nous parlera un peu plus tard, je
l'esp&re, de ses souvenirs de la naissance de notre
sociđtđ.

Sans ou-blier le passđ je me tourne vers le pr£-
sent et je donne la parole au Vice-prđsident de la
ville de Belgrade, M.Radivojević.

BRANKO RADIVOJEVlđ 
Potpredsednik Skupštine grada Beograda

Veoma se zahvaljujem na pozivu da pozdravim u- 
česnike XIV Kongresa SIBMAS~a koji se održava u na- 
šem gradu.

Gospodje i gospodo, drugovi i drugarice, gospo- 
djo predsednik,
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imamo veliko zadovoljstvo što ste se u našem 
gradu skupili, vi koji radite na problemima kcrji mo- 
žda nisu toliko poznati široj javnosti, ali koje je 
kulturna javnost našeg grada i naše žemlje imala mo- 
guđnost da upozna, da sazna ono što čini osnovni 
sađržaj vašega rada, ono na čemu se vi angažujete. 
Moje zadovoljstvo je utoliko veđe što se Kongres o- 
država ovde, u našem glavnom gradu, što se posle to- 
liko godina ponovo vrađate u Jugoslaviju.

Ovde je bio i prapočetak organizovanja vašeg 
zajeđničkog dogovaranja o vrlo značajnim poslovima koji se od- 
nose na brigu i čuvanje svega vrednoga što nastaje, što os- taje i što daje moguđnost da se novo otkriva, da 
se sazna šta su prethodne generacije činile i da se 
utiče na buduđu orijentaciju, da se staro sačuva od 
zaborava a nove vrednosti na novi način ostvaruju.

Mi u Beogradu ovim problemima posvecujemo zna- 
čajnu pažnju u skladu sa našim moguđnostima i u skla- 
du sa položajem naših institucija koje se bave ovom 
problematikom. Ne kažem da je u Beogradu to i naj- 
sjajnije,ali kao što je gospodja predsednik rekla, 
Beograd je imao isuviše mnogo problema koji su na- 
stali kao rezultat istorijskog nasledja. Ovo je naj- 
duži period slobode ovoga grada u njegovoj istoriji 
od 7000 godina. On je 40 puta bio potpuno sravnjen 
sa zemljom i kao feniks ponovo se dizao, gradio, na- 
stajao.

Želim vam zaista iskrenu dobrodošlicu, želim 
da u razmeni iskustava kažete koliko ste vi učinili 
za ovaj period od prošlog kongresa, da upoznate naš 
grad pored poslova koji vam predstoje i da se u na- 
šem gradu oseđate kao prijatelji.

Dobro nam došli!
Želim vam puno uspeha u poslu koji vam predstoji.

EVA STEINAA 

Monsieur le Vice-pr€sident,
Je vous remercie des paroles si chaleureuses que 

vous nous avez adressđes et je vous exprime la grati-
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tude que nous đprouvons pour la ville qui nous a per- 
nis d'organiser ce congres dans un lieu aussi beau 
et aussi agr€able qu'est ce centre de Sava. Merci.

Et maintenant je prie le Directeur du Musđe de 
Thđatre a Belgrade, M.Dragovan Jovanoviđ, de prendre 
la parole.

DRAGOVAN JOVANOVIĆ
Direktor Muzeja pozorišne umetnosti SR Srbije

Uvažena gospodjo predsednik,
dragi učesnici i gosti ovoga SIBMAS-a,
Pripala mi je osobita čast da u ime Muzeja po- 

zorišne umetnosti SR Srbije pozdravim ovaj značajan 
internacionalni skup zaljubljenika očuvanja tradid- 
je pozorišne umetnosti u savremenom svetu, u vreme-
nu ekspanzije ratnih stresova i ideoloških sudara.
U tom sklopu svetskih histerija kada svet počinje da 
se bori samo "od danas do sutra", kada se zaboravlja- 
ju niti tradicije bez koje ni sadašnjost ni buduđnost 
ne može da traje i da bude prava; u tom čitavom sklo- 
pu grubih zabluda savremenog čovečanstva veliku ulo- 
gu imaju, izmedju ostalih, kulturne i prosvetne in- 
stitucije i njihovi pregaoci koji se bore za priro- 
dni tok tradicije koja mora dostojanstveno i bez pa- 
tosa da se uliva u sadašnjost i buduđnost.

Pozorišna umetnost je, kako se to kaže, efemer- 
nog karaktera. Pozorišna predstava traje u sadaš- 
njosti i sve se više pretvara u prošlost koja pola- 
ko bledi. Ostaju kritike, recenzije, fotografije i 
priče. A pokazuje se da je sve to malo.

Kako pomođi teatru da duže živi? Kako pomođi
buduđim stvaraocima u njihovoj inspiraciji? Kako po- 
mođi buduđem gledaocu da vidi teatar koji je nekada 
prošao kao bljesak munja?

U toj borbi da se nešto sačuva u pozorišnoj kul- 
turi imaju svetu ulogu pozorišfli muzeji i pozorišne 
biblioteke. Uz pomoc razvoja tehnike i video sistema 
teatri đe sve više preboljevati efemernosti u jednom 
vremenu i sve đe više biti prisutni u savremenom i
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buduđem pozorišnom stvaralaštvu. Na tom putu don- 
kihotovske bitke da se nešto sačuva i da se nešto 
utka u buduđnost ostaje svima nama sveti zadatak. A 
na ostvarenju tog zadatka moramo da se ujedinimo i 
da svi zajednički radimo.

Naš Muzej pozorišne umetnosti u Beogradu ostaje 
otvoren čitavom svetu, svim zemljama i narodima i 
spreman je na saradnju sa svima koji to žele i ima- 
ju stvaralačku nameru. Saradnja sa čitavim svetom 
na ravnopra-vnoj osnovi je credo naše nesvrstane i 
samoupravne Jugoslavije. Muzej pozorišne umetnosti 
sledi tu politiku i poziva pozorišne muzeje i bib- 
lioteke svih zemalja na dugoročnu saradnju i sves- 
tranu uzajamnu pomođ. Izmedju nas mora da strujitaj 
fluid saradnje jer bez tog prožimanja u saradnji ne- 
ma ni koraka napred u buduđnost.

Neka ovaj Kongres da pravi doprinos u ostvare- 
nju što bogatije i stvaralačkije saradnje pozoriš- 
nih muzeja i biblioteka čitavog sveta i razvoju svet- 
skog stvaralačkog pozorišnog procesa.

U ime kolektiva Muzeja pozorišne umetnosti u 
Beogradu i u svoje ime, želim vam ugodan boravak u 
našem gradu i plodan rad.

EVA STEINAA

Cher Directeur, je vous remercie de ce que vous 
avez eu ia bontd de nous dire et je profite de " 
l'occasion pour exprimer le plaisir que nous avons 
eu, tous et toutes, d'^tre accueillis dans votre mu- 
sđe, un cadre si charmant et une maison de documen- 
tation tres importante pour la vie thd&trale en You- 
goslavie.

Last but not least: pour finir je donne la pa- 
role au secrđtaire gdnđral de ce congres, M.Siniša 
Janiđ. Je sais qu'il a depuis deux ans consacrd tout 
son temps et tous ses efforts aux travaux de prđpa- 
ration de cette rdunion et je suis sure que sous son 
đgide tout se passera bien.

Si nous ne sommes pas aussi nombreux que nous 
le souhaitions c'est la faute des circonstances ac-
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tuelles dans le monde entier auquel nous souhaite- 
rions un peu plus de sagesse et de comprćhension.

Je remercie spđcialement M.Janiđ pour plusieurs 
visages tout a fait nouveaux qui vont rafrai- 
chir notre soci^t^. J'e suis particulierement conten- 
te de voir que la Yougoslavie est reprđsentđe par 
un assez grand nombre de spđcialistes ce qui nous 
permettra de prendre une connaissance plus approfon- 
die de ce qui se passe dans le domaine des arts du 
spectacle de ce pays. Le prograirme que M.Janiđ nous 
a fait, nous promet hors du travail qu'il faut fai- 
re, une sđrie de manifestations assez attrayantes 
dont, je crois, il va nous donner maintenant les 
ddtails.

SINIŠA JANIĆ 
RAPPORT GĆNĆRAL DU SECRĆTAIRE GĆNĆRAL 

DU X I V0 CONGRES DE LA SIBMAS

Mesdames, Messieurs, chers collegues
Le Musđe de l'Art du thđatre de Belgrađe a eu 

l'honneur, lors du dernier congres de la SIBMAS a 
Barcelone, de se voir confier 1'organisation du XIVe 
congres. Depuis, nous avons cherchđ a rđsoudre aussi 
efficacement que possible les diffđrents problemes 
qui se posent aux organisateurs d'un congres inter- 
national, en comptant il est vrai sur l'appui de la 
Prđsidence de la SIBMAS et en metant a profit l'ex- 
pdrience des organisateurs des congres prđcđdents.
A ce propos nous sommes heureux de pouvoir exprimer 
notre immense reconaissance

a Madame Eva Steinaa, prćsidente de la SIBMAS,
a Mademoiselle Moor, secrdtaire gđnđrale de la 

SIBMAS
a Monsieur Andrš Veinstein, vice-prćsident de 

la SIBMAS
et a Monsieur Paul Delsemme, vice-prđsident de la 

SIBMAS, qui nous ont pr£tđ leur aide, prđcieuses a 
bien des đgards.
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C'est en mai de l'annde pr€cđđente que le re- 
prđsentantde notre Musđe a eu a Copenhague la pre- 
mi£re rencontre avec le Comitđ exđcutif de la SIB- 
MAS, prđsid€ par Madame Steinaa et c'est alors que 
nous avons pr€cisđ le thfeme gđn€ral du pr£sent Con- 
gres. Ce faisant, nous avons d€sir£ đveiller l'atten- 
tion non seulement des experts et de nos collegues 
travaillant sur le classement et la conservation des 
documents relatifs au thđatre, mais aussi l'attenti- 
on de tous сеих qui s'en servent a des fins scien- 
tifiques ou artistiques.

Nous avons đđsirđ, đgalement, stimuler dans le 
cadre du prđsent congr&s l'activitđs des commissions 
qui deploient depuis quelques annđes de gros 
efforts pour rćsouđre d'importants problemes concer- 
nant les documents relatifs a l'art du thđatre.

Pour ce qui est des workshops (ateliers) le 
choix des themes a đtđ confiđ a notre Musđe et nous 
en avons proposđ quelques uns qui ont trait аих pro- 
bl&mes d'actualitž et qui, h. notre avis, pr€sentent 
de l'intđret non seulement pour nous, mais aussi pour 
d'autres pays.

Une autre chose, tres importante, dont les or- 
ganisateurs de ce congres ont du tenir comptev c'etait 
d'interesser le public et h. cet effet nous avons 
adressđ a deux reprises - a la fin de l'annde derni- 
ere et au mois d'avril - des circulaires a de nom- 
breuses institutions travaillant aussi dans le do- 
maine du thđatre: bibliotheques, institutions, mu- 
sđes de l'art du thđatre, organisations de thđatre 
a l'đchelle mondiale - en puisant les informations 
nđcessaires dans le prđcieux Livre Bleu et en les 
complđtant par celles provenant d'autres sources. Nous 
avons pu constater avec satisfaction que le nom- 
bre de ces organismes avait augmentđ et qu'il s'6le- 
ve actuellement a un millier environ. Cependant, con- 
scient du fait que la participation a ce genre de 
congržs signifie de tres grandes dđpenses аих insti- 
tudons et аих personnes qui у prennent part a leurs 
propres frais, nous avons comptđ avec un nombre de 
participants bien infdrieur. Nous avons donc št4 
d'autant plus ћеигеих en constatant que notre Con- 
gres a attird non seulement nos collegues de la ma-
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joritd de pays europđens, mais aussi des reprđsen- 
tants de tous les continents a l'exception de l'A- 
sie. Je dois souligner tout particulierement que 
nous avons le plaisir de voir parmi nous les experts 
de grand renom qui, depuis des ann^es, dđploient des 
efforts en vue de faire garder a notre organisation 
son niveau đlevđ et son excellente rđputation.

D'autre part le Secrđtariat du Congrfes a regu 
de toutes les parties du monde de nombreuses let- 
tres lui souhaitant du succes,exprimant le regret 
de сеих qui n'ont pas pu у prendre part et tđmoig- 
gnant de leur interet pour les resultats du Congres. 
Ceux-ci seront portđs a la connaissance du public 
mondial dans les Actes du XIVe Congrfes.

Je voudrais signaler en outre que ce Congr^s a 
attirđ un grand nombre de nos collegues yougoslaves 
provenant des centres culturels les plus importants 
de nos rđpubliques et provinces et je crois que nous 
avons realise ainsi un de principaux objectifs 
de notre organisation, celui de chercher a rdunir a 
chacun des congres de la SIBMAS non seulement les 
experts de renom provenant d'un nombre de pays aus- 
si £1evć que possible, mais aussi et surtout сеих 
đu pays qui en est 1 'organisateur.

Le programme de notre Congres envisage, entre 
autres, pour vous distraire un peu, la possibilitđ 
de vous faire assister a certaines manifestations 
qui vous permettront de vous faire une idde de la 
vie culturelle et artistique de Belgrade, relative- 
ment riche et variđe. Cette partie du ргодгаципе corn- 
prend des concerts, des reprđsentations thđatrales 
faisant partie du BITEF, c'est a dire du Festival 
Intemational de Thđatre de Belgrade, qui a lieu tous 
les ans, ainsi que des visites de divers monuments 
et institutions culturelles, musđes, monast&res, Fći- 
cultš des arts dramatiques etc.
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ANDREI VEINSTEIN 
METHODOLOGIE DES DOCUMENTS DE THEATRE

Les documents et objets utiles a l'đtude et a 
la pratique du thđž.tre sont de nature et d'origine 
particulierement variđes. Leur classement peut itre 
effectu€ prđcisđment en fonction soit de leur natu- 
re, soit de leur origine, soit des motifs auxquels 
rđpond leur utilisation.

Nous prđoccupant de 1'exploitation des đocu- 
ments et objets d'intđret documentaire, nous adop- 
terons comme critere de classement, celui des motifs 
d'utilisation tout en tenant compte, h. l'occasion de 
leur ехашеп, des particularitđs qui tiennent a leur 
nature et a leur origine.

Dans la perspective ainsi džfinie, nous distin- 
guerons:
I - Les đocuments et objets utiles a une connais-

sance de la pratique thđžtrale.
II s'agira:
1) Des documents issus de la pratique thđatra- 

le;
2) Des đocuments reflđtant la pratique th^St- 

rale.
II - Les documents et objets utiles a la pratique

thđatrale.
III- Les documents et objets utiles a la connaissan- 

ce de certains aspects du thđžtre.
I

DOCUMENTS ET OBJETS UTILES A LA CONNAIS- 
SANCE DE LA PRATIQUE THČ&TRALE

A - DOCUMENTS(1  ̂ ISSUS DE LA PRATIQUE DU THEATRE

(1) Dans un souci de simplification nous renon^ons 
a ajouter: et objets documentaires, mais cette 
seconde đventualitđ doit subsister tout au lonq 
de l'exposđ qui suit.
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XI s'agit de documents et objets originaux 
concernant:
La piece; text:e, imprimđ, manuscrits, veri- 
sions diverses, etc.
La mise en scene: "mise en scene đcrite", no- 
tes, conduites.
La scćnographie: plans, maquettes, conduites. 
Le dđcor: maguettes (planes ou construites), 
esquisses, plans, plans de construction, de 
ddcors, etc...
Les costumes: esquisses, maquettes, patrons, 
đchantillons de tissus.
Les mobiliers, accessoires: relevđs, maquet- 
tes, croquis divers.
La musigue: partitions, enregistrements.
La chorđgraphie: notations.

B - DOCUMENTS REFLETANT LA PRATIQUE
II s'agit de document d'enregistrement, de 
reoroduction, de reconstitution, d'informa- 
tion.
Ces documents sont des plus variđs: gravures, 
estampes, toiles, photos, diapos, enregistre- 
ments sonores, films documentaires, bandes 
vid<5o, programmes, affiches, imprimđs divers, 
presse, interviews, tđmoignages enregistrds, 
comptes-rendus, correspondance etc...

II
DOCUMENTS UTILES A LA PRATIQUE THElATRALE

1) EN GENERAL il s'agira:
a) Des documents utiles a une connaissance des 

moyens d'expression scđnique, du lieu thđat- 
ral, de ses đquipements, du public.

b) Des documents utiles a la connaissance des oeu- 
vres et de leurs auteurs.

c) Des documents utiles a la connaissance d'un 
milieu, d'un pays, d'une ville, de couturnes, 
etc...

28



2) AUX DIFFERENTS HOMMESDE THEŽ.TRE
Liđs au choix des oeuvres, aux sujets, aux 

genres (thežtres historiques, politique), aux con- 
ceptions artistiques, a l'esprit d'expđrimenta- 
tion, de rđforme et de recherche, ces documents, 
tržs variđs, peuvent faire l'objet d'une classi- 
fication selon qu'ils peuvent štre utiles,
A l'auteur; il s'agira, par exemple, de textes et 
d'iconographie sur une đpoque, un pays, un milieu 
social, une personnalitđ, une sociđtđ ou une grou- 
pe, un đvenement donnđ.
Aux metteurs en scene: il s'agira de documents 
sur un auteur, une oeuvre, des coutumes, une vil- 
le, un quartier, des oeuvres artistiques, des 
costumes de ville, de thdatre, des mises en scfe- 
ne, des photos pour une rdalisation donnđe, de 
documents sur le matđriel, les appareils, les 
đquipements.
Aux dđcorateurs et aux scđnographes: il s'agira 
de la plupart des documents qui viennent d'etre 
passđs en revue a propos du metteur en sc&ne.
Aux costumiers: il s'agira, plus particulierenrent, 
de costumes de ville, de costumes de sc^ne pour 
une m<šme oeuvre ou pour des oeuvres appartenant 
au mšme genre de piece: des maquettes, des esquis- 
ses, des echantillons de tissus, etc...

III
DOCUMENTS ET OBJETS UTILES A UNE CONNAISSANCE 

DE CERTAINS ASPECTS DU THSATRE

II s'agit des aspects: pđdagogiques,
đducatifs, 
psychologiques, 
psychothćrapeutiques, 
sociologiques, 
đconomiques,
administratifs et compta-
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bles,
politiques,
professionnels, etc...

Les documents consisteront enđcrits, comptes-ren- 
dus, enregistrements (sonores et visuels) , pho- 
tographies, etc...

IV
QUESTIONS DE METHODOLOGIE GElN^RALE. IDENTIFICA- 
TION ET ANALYSE DES DOCUMENTS - SCHEMA GEJN^RAL

A - IDENTIFICATION DU DOCUMENT
I. Presentation materielle du document

II. Datation du document. Rappel des conditions de 
realisation des documents de meme nature, a la 
meme epoque.
- Conditions historiques et techniques (docu- 
ment ancien).

- Conditions techniques (document relevant de 
techniques actuelles).

III. Motifs de realisation et d'utilisation du do- 
cument ci l'origine.

IV. Sujet(s) concerne(s) par le document.
B - DESCRIPTION ET ANALYSE DES ELEMENTS PRESENTES PAR 

LE DOCUMENT
C - REFERENCES COMPLEMENTAIRES

- Auteur de l'oeuvre dont le document est issu.
- Auteur de l'original.
- Auteur du modele.
- Auteur de la reproduction, s'il у a lieu„
- Auteur du document.
Sujet(s) concerne(s) par le document:
- Titre de l'oeuvre,
. Dđcorateur
. Scenographe
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. Compositeur 

. Metteur en scene 

. Chef d'orchestre 

. Choregraphe 

. Acteur 

. Chanteur 

. Danseur 

. Costumier 

. Žclairagiste 

. Marionnettiste 

. Musicien 

. Architecte 

. Ingenieur 

. Autres.
- Date de l'oeuvre (ecrite, prđsentže).
- Nom du pays, de l'etablissement, de la troupe, 

du lieu.
RECOURS A DES DOCUMENTS COMPLEMENTAIRES
Pour memoire:Documents complđmentaires utilisa- 
bles en vue de 1 'identification, de la descripti- 
on et de l'analyse du document principal.
Documents conplđmentaires utilises.
Description et analyse concourrant a confirmer et 
ћ completer les rđsaltats de la description et de 
l'analyse du document principal.
La plupart des operations qui viennent d'etre d£- 
finies sont effectuđes concurremment. Par ехеш- 
ple,la datation du document principal peut itre 
prđcisee a la lumi^re des informations apportćes 
par un document complementaire.
L'examen particulier du document peut §tre utile- 
ment prđc^dđ du rappel des deux schemas-guides 
des operations a prevoir.
Le premier est le schema gćnđral dont les 41e~ 
ments viennent d'štre precisđs pour toutes les 
categories de documents.
Le second est le schema proposđ pour une catdgo- 
rie donnđe de documents. A titre d'exemple, nous 
traiterons ici:
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- des maquettes,
- des photographies,
- des films et bandes viđđo.

M A Q U E T T E S

A - IDENTIFICATION DU DOCUMENT(1)
I. Prćsentation materielle du document.

. Maquette plane (a deux dimensions).

. Maquette en volume (a trois dimensions).
Dimensions

Echelle
Materiaux utilises.
Coloris.
Elements mobiles ou non.
Eguipement d'eclairage ou non,

II. Datation du document
Rappel des conditions de realisation des docu- 
ments de mžme nature et de mžme epogue.
Distinction entre:
1. Maquette ayant servie en tout,- en partie a 

la realisation.
2. Maquette de reconstitution.
3» Maquette de travail (etat interm^diaire).

III. Motifs de realisation et d'utilisation du docu- 
ment
. De construction d'un edifice, d'un lieu, d'un 
espace de jeu, d' un dispositif, d'un decor, 
d'un costume, d 'accessoire, de mobilier, d'une

II s'agira, selon les cas, soit de "document", 
soit d'objet documentaire. Voir la note de p. 
1.
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machinerie, d'un equipement.✓. Etude.
» Enseignement.
. Reprise đ'un meme spectacle.
. Diffusion culturelle (expositions).

IV. Sujet(s) concernđ(s) par le document
. Architecture.
. Dispositif scenique.
. Decor.
. Machinerie.
. Equipements (lumiere - son).
. Costumes,
. Masques.
, Accessoires,
, Mobiliers.

B - DESCRIPTION ET ANALYSE DBS ELEMENTS PRESENTES 
PAR LE DOCUMENT

C - REFERENCES COMPLEMENTAIRES
Auteur de l'oeuvre dont le đocument est issu. 
Auteur de l'original.
Auteur du mođele,

- Auteur de la reproduction,
Auteur du document.
Sujet.(s) concerne(s) par le document;
Titre de l'oeuvre.
Dđcorateur.
Scenographe.
Compositeur,
Metteur en scene,
Chef d'orchestre.
Chorđgraphe.
Acteur.
Chanteur.
Danseur.
Costumier.
Eclairagiste.
Marionnettiste.
Musicien.
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Architecte.
Ingenieur.
Autres.
Date de l'oeuvre (ecrite, presentđe).
Nom du pays, de 1'etablissement, de la troupe, 
du lieu.

D - RECOURS A DES DOCUMENTS COMPLEMENTAIRES
Esquisses preparatoires.
Plantations.
Plan de construction.
Conduites.
Plan de la salle et du lieu de reprđsentation. 
Photos de scenes.
Photos de ddcors.
Plan du dispositif d'đclairagej de son.
Films documentaires.
Banđes video.

P H O T O G R A P H I E S

A - IDENTIFICATION DU DOCUMENT
I. Presentation matđrielle du document

. Format.

. Noir et blanc.

. Couleur.

. Qualites techniques du document.
11• Datation du document.

. Rappel des conditions de realisation des do- 
cuments de meme nature, a la meme žpoque.

. Avant 1914.

. Entre 1920 et 1939.

. Entre 1945 et 1955.

. Apres 19 55.

. En studio.

. En salle.

. Pendant les repetitions.

. Utilisation ou non du magnesium ou de flashs. 

. Pendant le jeu.
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. Utilisation đ'un tžle-objectif.

. En đehors des repđtition ou du jeu.
III. Motifs de ržalisation et d'utilisation du docu- 

ment
. Presse.
. Publicitć.
. Diffusion culturelle.
. Archives du theatre ou de la troupe.
. Žtudes.
. Enseignement.
. Photos de travail.
. Photos de jeu.
. Considđrations particuliferes concernant la 
photo examinđe.

IV. Sujet(s) concernd(s) par le document.
. Scene: mise en scžne, jeu.
. Decor, dispositif.
. Architecture.
. Machinerie.
. Equipements.
. Costumes, maquettes.
. Mobiliers.
, Accessoires.

V, Photos de documents concernant d'autres sujets.
Les photographies dont il est question ci-dessas 
constituent des documents de premiere main. D'au- 
tres sžries de photographies peuvent avoir 
realisđes a partir de documents originaux et 
d'objets concernant les sujets qui viennent d'e- 
tre enumdres.
Enfin d'autres photos peuvent concerner des ca- 
tćgories de sujets autres que les deux premiferes 
catđgories: par exemple des portraits d'homme de 
thđatre ou des "reprođuctions de reproductions".
Passer en revue ces differentes sortes de photos 
et en etudier les modalites d'exploitation qui 
gagneraient a etre envisagćes.
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Les autres examens depenđent de l'objet de la 
recherche et relevent de preoccupations techni- 
ques, esthćtiques, historiques, sociologiques, 
etc•••

B - DESCRIPTION ET ANALYSE DES ČLČMENTS PRESENTŽS 
PAR LE DOCUMENT

C - RČFERENCES COMPLEMENTAIRES
- Auteur de l'oeuvre dont le document est issu.
- Auteur de l'original.
- Auteur du modele.
- Auteur de la reproduction.
- Auteur du document.
Sujet(s) concerne(s) par le document.
- Titre de l'oeuvre.
. Decorateur.
, Scenographe.
. Compositeur.
. Metteur en scene.
. Chef d'orchestre«
. Chorđgraphe.
. Acteur.
. Chanteur.
. Danseur.
. Costumier.
. Čclairagiste.
. Marionnettiste.
. Musicien.
. Architecte.
. Ingenieur.
. Autres.
- Date de 1' oeuvre (ecrite, presentee).
- Nom du pays, de 1'đtablissement, de la troupe, 

du lieu.
D - RECOURS A DES DOCUMENTS COMPLČMENTAIRES

. Sćries de photos d'autres origines.

. Maquettes.

. Esquisses de decors, de dispositifs, de cos- 
tumes, de mobiliers, d' accessoires.
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. Plans de la salle.

. Mises en scene ecrites.

. Conđuites.

. Costumes, masques.

. Films.

. Bandes video.

. Tđmoignages: interviews. 

. Comptes-renđus.
, Critiques.
. Articles, etc.

F I L M S - D O C U M E N T A I R E S
B A N D E S - V I D Č O

A - IDENTIFICATION DU DOCUMENT
I. Prćsentatlon materielle du document 

. Film.

. Bandes vidđo.

. Format.

. Noir et blanc.

. Couleur.

. Durđe.
II. Datation du đocument. Rappel des conditions de 

rdallsatlon des documents de mžme nature, h. la 
rnšme epogue.
1. Adaptation cin£matographique d'une oeuvre.
2. Enregistrement d'une oeuvre "dans la mise en 

scfene thdcitrale de .."
3. Enregistrement en salle au cours de repđti- 

tion ou au cour d'une sđance spđciale.
4. Enregistrement en salle au cours d'une re- 

prđsentation.
5. Principe adoptđ de tournage a partir d'un 

point fixe.
6 . Tournage avec utilisation de mouvement de 

camera.
III. Motlfs de realisation et d'utilisation du do- 

cument h 1 ' origine^
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1. Document exploit€ dans le spectacle.
2. Enregistrement effectuđ en vue de 1' etude 

ou de la recherche theorique.
3» fllđment d'information pour la recherche.
4. Enregistrement effectuđ *pour la diffusion 

culturelle.
5. Enregistrement effectuć pour la diffusion 

commerciale.
IV. Sujet(s) concernd(s) par document

B - DESCRIPTION ET ANALYSE DES ŽLŽMENTS PRESENTŽS 
PAR LE DOCUMENT

C - RŽFČlRENCES COMPLEMENTAIRES
- Auteur de l'oeuvre dont le document est issu.
- Auteur de l'original.
- Auteur du modele.
- Auteur de la reprođuction.
- Auteur du đocument.
Sujet(s) concern^(s) par le document;
- Titre de l'oeuvre.
. Dđcorateur.
. Scenographe.
. Compositeur.
. Metteur en scene.
. Chef d'orchestre,
. Choregraphe.
. Acteur.
. Chanteur.
. Danseur.
, Costumier.
. Žclairagiste.
. Marionnettiste.
. Musicien.
. Architecte.
. Ingđnieur.
. AutreS.
- Date de l'oeuvre (dcrite, presentee)
- Nom du pays, de 1'đtablissement, de la trou- 
pe, du lieu.
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- Autres enregistrements (films, bandes vidđo 
du тбте spectacle) .#

- Enregistrement sonore du spectacle.
~ Selon les sujets:
. Texte de la piece,
. Mise en scene đcrite.
. Choregraphie notđe«
. Conđuite de jeu.
. Conduites đ'^clairage et de son,
. Photos, diapos de scene,
. Programme, tracts.
. Interviews, temoignages, đtudes, comptes-ren- 
dus, critigues.

D - RECOURS A DES DOCUMEN1S COMPLEMENTAIRES

i
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ALFRED S. GOLDING 
THE ACTING HISTORIAN AS TECHNOLOGIST

Today with±n the brief time allotted to me I 
wish to suggest an innovative methodology for the 
study of acting history, The methodology is innova-
tive because it demands special training on the part
of the reseaicher, to which hitherto he has not been 
generally exposed. Unlike the dance historian, who 
is educated in the practical craftsmenship of that 
art, the acting historian usually has not been groun- 
ded in what I am here terming the technology of enac- 
ting a role in a play— that is, in the minute, ma- 
nifold details of technique which are the bases,both 
physical and mental, on wh.ich the actor builds his 
art.

One reason for the failure by the acting histo-
rian to utilize a technological approach in his recon-
struction derives from the fact that stage behavior 
tends to conform to behavior offstage— that is acting 
is essentially a more realistic and less abstract ćvrt 
form than is dance. Because of its minimally styli- 
zed, relatively informal nature, acting has not pro- 
duced a clearly definable technical system, as has 
dance. And for lack of such definition, acting has 
been only occasionally subject to the liistorian's pre- 
cise technological observation.

A second reason for this failure stems from the 
inadequacy of the observer, as well as the seeming 
informal nature of his subject, Originally histori-ćms 
came to theatre study from the field of dramatic li- 
terature; with few exceptions their earlier training 
did not include training as professional architects, 
engineers, designers, or, for that matter, actors.As 
result they were ill-equipped to analyze the subtle- 
ties of theory and practice in these areas of profes- 
sional competence. Of all the theatrical arts that 
of acting unquestionably is the most intangible and 
the evidence of its method least present. In conse- 
quence, the study of acting has lagged behind that 
of theatre architecture and decoration, where at least 
data survives in objective and recognizable form.

0
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Because he usually lacked specialized knowled- 
ge of performance skills, the historian has in the 
main relied upon the resources available to him- 
-impressionistic description, pictorial representa- 
tion, memorabilia, theoretical handbook— to furnish 
an idea of what the actor looked like when he appe- 
ared before an auđience. While such a portrait is 
helpful, it needs to be supplemented by a more thoro- 
ughgoing technical analysis in order to constitute a 
properly objective reconstruction, In effect, while 
probing his sources, the historian must ask: what 
techniques did the actor employ in his vocal delive- 
ry, in his stance and walk, gesture and mimic ехрге- 
ssion, and in his rnode of characterization?

What I am urging, therefore, as an innovation, 
is a more objective acting historiography, such as 
that envisaged by Мах Herrmann^ in the early years 
of this century. The goal of this type of research 
is to reconstruct acting behaVior from technique in- 
strinsic to the performance, rather than from exter- 
nal, subjective impression. The method presumes that 
the historian of acting must first be trained to re- 
cognize the presence of specific performance techni- 
ques in an historic recorđ that is frequently vague 
in its statement and fragmented in form.

Before providing two examples of how the te- 
chnologically-sensitive historian might proceed, I 
wish to advance two generally held assumptions v/hich 
correlate with this mode of performance reconstruc- 
tion. The first is that in past centuries acting was 
a relatively stable and traditional art whose proce- 
dures were more standard than idiosyncratic. Because 
of this relative homogeneity, the historian can as- 
semble a great variety of pertinent sources of infor- 
mation from a consiđerable time range and geographic 
locale, for the purpose of his reconstruction. Because

For example, his Forschungen zur deutschen Thea- 
tergeschishte des Mittelalters und der renaissan- 
ce (Berlin, 1914), particularly Chapter"III, and 
hTs posthumously published Die Entstehung der be- 
rufsmassigen SchauspielkunsF~im Altertum und in 
der Neuzeit (Berlin 1962) which unfortunately he 
was able to complete to the Italian Renaissance.
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of this persistence of traditional stage behavior, 
the historian can also describe with great precisi- 
on the prevailing style of a general period, as wcll 
as the peculiar divergence of an actor from it. The 
second assumption is that in апу cultural period a 
icommon aesthetic governed the style of expression 
pf both the dramatic actor and the painter or scul- 
iptor-allowing for the fact that social nature of 
the theatre invariably caused it to follow after 
stylistic changes in the other fine arts. Hen-
pe the historian can also gain technical informa- 
tion on decorous behavior and emotional expression 
by studying the painting handbooks and paintings 
themselves of that period. A similar analysis of 
ancillary materials of a non-theatrical nature can 
be particularly helpful in pre-eighteenth century 
research when acting had not yet emerged as a se- 
parate art. In this regard rhetorical handbooks can 
be most instructive, for in this time acting was 
taught under a rhetorical label. So too the knowing 
historian can examine the books on formal etiquette, 
for these distinguish with great technical exactness 
the behavior of one social class from another, and 
thus the style of deportment of the tragic, comic 
and farce actor. The presence of a common aesthetic 
for all the arts also allows the historian to search works on prosody and elocution, confident that the 
methods suggested for poetic scansion and delivery 
were equally valid for poetic stage speech. Simila- 
rly emblem books and works on gesture language pro- 
vide significant clues to symbolic gesticulation and 
characterization procedures followed by the stage 
actor.

The value of the sources, howwever, directly 
depend on the ability of the scholar to detect ac- 
ting technique, which may or may not be obvious to 
his inspection. Here, for example, is Dr. Bulwer's 
illustration from his Chironomia (1644) , originally 
written as a manual language for the deaf and dumb. 
These he derived from an already existing tradition 
of rhetorical hand gestures practiced by orators and 
actors, as may be verified by consulting earlier 
works of rhetoric, such as that of Louis Cresol's 
Vacationes autumnales (1622) with its fulsome tech-
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nical treatment of classically derived symbolic plat- 
forrn behavior. A further comparison of selected ga- 
stures found in pictures of performing actors re- 
veals the continued utilization of many of these ge- 
stures,as well as the periods when they were modi- 
fied or no longer used. Thus the noli me tangere ge- 
sture originally was made to ассотрапу words of 
threat or warning, by waving both first and little 
fingers while the two middle fingers were held to- 
gether and folded into the palm. In time this beca- 
me our still-practiced one-fingered gesture of war- 
ning. But as stage iconography reveals, the study 
also became a sign of upper class distinction, and 
in the eighteenth and nineteenth centuries (when a 
more psychological and emotional gesture displaced 
that of a symbolic character) became part of the 
tenue or properly graceful finger position of the 
formal ballet.

Analysis of the actor's vocal delivery, howe- 
ver, requires greater expertise in order to detect 
the presence of technique within often vague des- 
cription. For example, Father Lang in his Disser- 
tatio de actione scenics (1727), Chapter X; and Goe- 
the in Nos. 6 and 7 of his Rules for Actors warn a- 
gainst lising or "swallowing" sounds at the end of 
a sentence. Since in the rhetoric of their day pun- 
ctuation still continued to be conceived as signs 
of pause duration and vocal inflection, the histori- 
an who has been trained as a phonologist can recog- 
nize in such a statement the presence of two acting 
techniques: 1 ) the continuation of adequate breath 
support to the end of a thought, where a new breath 
must be taken; and 2) vocal inflection carried thro- 
ugh to the end of an idea was instrumental in sepa- 
rating that idea from the one following it. Other 
pieces of literature like Arend Fokke Simonszoon's 
discourse on declamatory acting of the late eigh- 
teenth century, and Gilbert Austin's Chironomia of 
1806 provide technical description of the cadence 
and inflectional pattern which stage actors used at 
that time. Although evidence of the actor's delive- 
ry is spare compared to that for gesture and atti- 
tude, the historian can make good use of surviving 
phonograph recordings of late nineteenth century per-
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formers who had been traineđ in an older fashion of 
stage speech. These recordings can be analyzed for 
their conventional patterns of pronunciation and vo- 
cal quality by a trained ear and by audiospectrogra- 
phic examination.

What are some implications of this emphasis on 
the technological reconstruction of historic acting 
styles? For the historian, it suggests the need to 
become sensitive to the practical procedures— the 
craft of perforance. (Мау I interject at this point 
to note that two of my students are currently enga- 
ged in this style of technological activity— the 
one, a former choreographer, in defining the tech- 
nical movement of the fifth century B.C. Greek cho- 
rus, the other in delineating with great precision 
the pattern chorus, the other in delineating with 
great precision the pattern of early nineteenth cen- 
tury English declamatory and gesticulatory pa- 
tterns.) For the theatre archivist there is need to 
systematize the usually casually organized incono- 
graphy of acting, to collect old recordings and 
even film materials which document a nineteenth cen- 
tury performance manner. Finally, there is the need 
for both the historian and the librarian to colla- 
borate in the publication of check lists and biblio- 
graphies of ancillary materials which provide tech- 
nical information about conventions of expression 
of use to the acting historian.
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LES DOCUMENTS CONCERNANT LE COSTUME DE THEATRE: 
PROBLEMES D 'EKPLOITAT ION

II arrive de plus en plus frđquemment que les 
Biblioth&ques-musđes des arts du spectacle rejoi- 
vent des demandes de visiteurs s'intđressant au co- 
stume de thđStre. Ces demandes rđpondent a des be- 
soins tres divers selon la personnalitđ, la profe- 
ssion et les motivations de сеих qui les formulent.

Commenjons donc, tout d'aborđ, si vous le vou- 
lez bien, par dđfinir quelques types de chercheurs. 
Evidemment, il va souvent s'agir de professionnels 
du spectacle: les dđcorateurs et les costumiers exž- 
cutant les costumes sont souvent en qu€te d'idđes 
nouvelles, mais aussi de dđtails techniques anciens. 
Ils souhaittent consulter des documents contempora- 
ins de la crćation d'une piece, d'un ballet ou bien, 
selon le cas, de l'€poque ou se situe l'action, qu'el- 
le soit dramatique, lyrique ou chorđgraphique. Pa- 
rallelement, les metteurs en scene, les rđalisateurs 
de television souhaitent s'impregner du climat 
propre a telle oeuvre a tel auteur, mais parfois 
aussi s'informer sur le parti adoptd prđcđdemment 
dans des mises en schne antđrieures a partir desquel- 
les ils dđfinissent souvent, par rđaction, leurs 
propres conceptions. De leur c8t€, les interpretes- 
-comediens, danseurs-peuvent tente de mieux con- 
naitre la maniere dont est vetu, maquillđ,coiffđ, 
chausse a une epoque donnđe, tel type social cor- 
respondant au personnage qu'ils vont incarner.Ils 
s'interessent parfois đgalement a la facon dont 
sont apparus en scene tel ou tel le leurs prđdđces- 
seurs au cours des ages.

Les uns comme les autres vont donc rđclamer, 
d'une part des sources documentaires tres diversi- 
fi€es et complexes, dont certaines relevent en fait 
de l'histoire gćnđrale du costume et de ses acces- 
soires- maquillage, perruques, chaussures, sous-ve- 
tements compris - a travers les žges et ies conti- 
nents,tandis que d'autres proviennent de l'histoire 
meme du spectacle dans le monde. Notons l'influence

MARIE FRAN£OISE CHRISTOUT
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actuelle de 1 'Extreme-Orient sur le costume de thš- 
atre occidental. Les artistes crđateurs recherchent 
plutSt un climat, des suggestions capables de sen- 
sibiliser leur imagination. Ainsi, dans sa mise en 
scfene de Ph^dre de Racine, prđsentće ћ la Comđdie 
Francaise le 12 novembre 1942, Jean-Louis Barrault 
a-t-il demandđ a Jean Hugo des costumes d'inspira- 
tion crđtoise assez proches de la Magicienne aux ser- 
pents de Cnossos, tout en observant que celui de 
Phždre meme ne se pr&tait pas au mouvement "dćsor- 
donnđ". Dans la mise en scene de Phbdre par Jean Me- 
уег, toujours a la Comđdie le 22 dđcembre 1959, Ca- 
ssandre a v£tu Annie Ducaux-Phedre d'une robe de ve- 
lours rouge ouverte sur une sous-jupe de damas brun 
avec manchettes et col de dentelle dans le style 
m£me de la fin du XVIIe sifecle frangais. Dans Casta 
Diva, Maurice Bđjart a empruntđ s:es costumes au Bu- 
уо, au Bunraku, au Kabuki et aux arts martiaux ja- 
ponais. Pour leur part, les techniciens ont besoin 
d'obtenir des dđtails prđcis de coupe, de mati^re, 
đventuellement de tissage.

Avec d'autres types de visiteurs: les cherche-
urs - đtudiants, professeurs, đcrivains ou journali-
stes - les points de vue vont diff€rer selon que ce-
lui-ci s'intđresse au costume en lui-m&me, l'aspect
thđatral n'đtant qu'annexe ћ ses уеих, ou que ce-
1и1-1ћ s'efforce de reconstituer aussi fidelement
que possible le dđtail de telle ou telle mise en
scene,les divers aspects revitus par tel ou tel in-
terprcbte au cours de sa carri&re. Parfois le cher-
cheur peut s'attacher ^ l'oeuvre de tel dđcorateur
et tenter de dđfinir l'đvolution de sa personnalitđ
a travers ses successives rđalisations. Parfois il
s'intđresse plus particulierement \ telle pihce,

tel ballet out tel opđra et veut confronter ses di-
verses versions scđniques. Par exemple, celui-ci vou-
dra savoir comment a đt£ habillđ par Christian Ђб-
rard (1945), Le Marquet (196 ) puis Hubert Monloup
(1980) La Folle de Chaillot de Giraudoux. II en va
de meme pour Ubu-roi de Јаггу, La mouette de Tchđ-
khov ou Hamlet de Shakespeare, Parsifal de Wagner,
Faust, Giselle ou La Princesse Aurore de La Belle
au bois dormant. Cet autre s'int^ressera 'ћ l'oeuvre
—             — —  i. .  «
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de Christlan Bćrard, a celle de Lucien Coutaud ou 
de Lđon Bakst, ce dernier aux vetements portđs a la 
scbne par Talma, Rachel, Sarah Bernhardt ou Anne Pav- 
lova. Tel journaliste veut raviver sa mđmoire en 
revoyant le costume portđ par Louis Jouvet dans le 
Ier acte d'Ondine de Giraudoux, par Gđrard Philipe 
au dernier acte du Prince de Hombour de Kleist, ou 
par Suzanne Farrell dans Nijinsky, clown de Dieu de 
Maurice Bdjart. L'auteur d'une thbse sur un dramatur- 
ge, un metteur en scene voudra s'assurer que les 
indications portđes dans le texte, ou dans les no- 
tes de mise en scene, ont 6t6 respectđes par le co- 
stumier. Celui qui pr^pare une đtude sur le ballet 
classique s'intđressera plus particulierement a 
l'đvolution du chausson souple puis renforcć, si 
essentielle pour l'evolution esth€tique de la dan- 
se acadđmique. L'auteur d'une monographie sur Cha- 
liapine, Maria Callas ou Marlene Dietrich analyse- 
ra leurs diffđrents maqudHages. Celui d'un livre 
sur Chaplin constatera 1'đlaboration progressive du 
costume de Charlot.

Apres ce rapide survol, nous allons passer en 
revue les diffđrentes sortes de documents qu'il est 
possible devmettre a la disposition du visiteur pour 
repondre a Ses questions. Selon les cas, les mo- 
des de consultation seront diffćrents, parfois il 
sera fort difficile de communiquer certains elđ- 
ments. II importe donc de savoir tr4s rapidement qui 
est le visiteur, dans quel but prđcis il travaille 
afin de ddfinir ce qui peut lui etre utile et, 
eventuellement, de substituer un fac-similđ, une 
diapositive, un contretype a un document prđci- 
eux, en mauvais đtat ou de nature encombran- 
te, incompatible avec les locaux d'accueil.

En matiere de costume, les sources documentai- 
res sont, en effet, tres diversifiđes. II peut
s'agir de livres, par exemple histoire du costume a 
travers les a'ges, histoire du costume de thđatre en 
France, de ballet dans le monde, de recueils de re- 
productions concernant par exemple Les Ballets rus- 
ses du Serge de Diaghilev ou l'oeuvre du dđcora- 
teur Ertđ, mais aussi d'ouvrages anciens ou rđ-
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cents dans lesquels on trouve des rđfđrences au co- 
stume. Les gravures de mode, les estampes concer- 
nant la vie quotidienne, les fetes, les arts et les 
artistes du spectacle, les maquettes originales et 
croquis prđparatoires sont đvidemment une des rdfd- 
rences les plus prđci.euses. II importe toutefois, 
d'une part de les prđserver en đvitant, grace aux 
collections de diapositives, de communiquer les ori- 
ginaux, sauf quand cela semble indispensable. Enfin, 
m£me ces gravures et maquettes ne constituent pas 
toujours des rđfdrences sures.

II peut ne pas s'agir d'đtat dđfinitif. Certai- 
nes n'ont jamais đtđ rđalisđes ou bien la rđalisa- 
tion a apportđ des modifications, plus ou moins im- 
portantes, en fonction des tissus, des couleurs, a 
la requete des interpretes, a celle du directeur, 
voir du chorđgraphe. II faut donc complćter l'in- 
formation en consultant đgalement les notes de 
rđgie, quand on en possžde. Les indications por- 
tćes sur le texte, ou en tete de certains relevđs 
de mise en scene, celles de Jacques Copeau et de 
Gaston Baty apparaissent a cet žgard particuliere- 
ment intđressantes. Les registres et inventaires 
sont đvideimnent fort utiles mais manquent souvent 
de prđcisions dans les descriptions. De plus, pen- 
dant longtemps au thćatre les costumes ont servi suc- 
cessivement a divers ouvrage^. Ils ont rđuti-
lisđs pour raison d'đconomie a l'aide de quelques 
transformations plus ou moins mutilantes. Quand on 
a la chance de possđder dans des collections comme 
les collections Charles Dullin, Andrđ Barsacq ou cel- 
le du T.N.P. (direction Vilar ou Wilson) des cos- 
tumes de sc^ne avec leurs accessoires (chaussures, 
coiffures, masques), on peut vđrifier comment la ma- 
quette et les indications ont ćtđ respectđes, mais 
aussi la taille, la morphologie de 1 'interprete, le 
đegrđ d'usure đtant lui aussi significatif du suc- 
ces d'une oeuvre, ou d'un jeu dramatique tres mou- 
vementđ. Malheureusement, d'une part de telles col- 
lections, particulierement prđcieuses, sont rares; 
elles n^cessitent, de plus, un vaste espace de ran- 
gement. De l'autre il est difficile d'en communi- 
quer les žlđments.

Enfin, il arrive, quand des costumes histori- 
ques sont conservđs par un thđatre prestigieux comme
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la Comđdie Frangaise, que les costumes soient adap- 
tđs a un autre interprete et partiellement altđrđ, 
comme la robe de la Reine de Ruy Blas de Victor Hu- 
go portđe jadis par Sarah Bernhardt. La photograp- 
hie de scene est đonc, cet đgard, un gage d'authen- 
ticite fort important. Mais il ne faut jamais nđg- 
liger l'đventualitđ de modifications au cours des 
representations ultćrieures, le photographe de pres- 
se op€rant le plus souvent lors de la rćpđtition 
gđnđrale. Ainsi Peter Van Dyk fut-il appelđ a modi- 
fier son costume, con^u pour Cassanđre pour Chemin 
de lumi^re, ballet de Lifar, parce qu'il entravait 
le mouvement et l'empechait d'exđcuter les sauts et 
pirouettes rđglđs par le chorđgraphe.

D'autre part, les recueils de coupures de pres- 
se comportent souvent des renseignements utiles et 
parfois, du moins a certaines đpoques comme durant 
la premiere moitie ХХе siecle, des croquis de mode 
tržs prđcis.

Etant donnđ la diversitđ de ces sources compLđ- 
mentaires d'information, des problemes d'exploita- 
tion se posent aussi bien au chercheur qu'au conser- 
vateur. La principale difficulte reside, d'une part 
dans la dispersion des documents en fonction de leur 
nature, d'autre part dans la nđcessitđ de confron- 
ter les renseignements recueillis parfois dans des 
sources tres variđes.

II importe donc de jeter les bases d'une mđtho- 
dologie rđpondant a ces diverses donnđes. En atten- 
dant qu'aient pu etre analysđs tous les documents 
puis đtablis les renvois aux bordereaux et fichiers 
divers regroupant les informations, il est primor- 
dial de savoir guider 1 'utilisateur, de l'orienter 
en fonction de ses besoins propres vers les collec- 
tions publiques ou privdes susceptibles de repon- 
dre a sesdemandes. La premiere dđmarche est de conn- 
aitre non seulement les principaux đlđments conser- 
vđs dans sa propre Bibliotheque-musđe, mais aussi 
de pouvoir complđter cette information en orientant 
le visiteur vers d'autres fonds spdcialisds, qu'ils 
concernent ou non les arts du spectacle. En matifere 
de costume, une inteUlgente collaboration doit donc 
s'đtablir entre les Thđatres (avec ddpc5t đventuel
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đe maquettes, costumes etc.)/ les Organismes de spe- 
ctacle, cinđma, tđlđvision, les Bibliotheques-mus&s 
des arts du spectacle et les Centres de documentation d&liđs 
exclusivement ou partiellement a l'histoire et aux 
techniques du costume. C'est, en effet, grace a cet- 
te collaboration que l'on parviendra a rđpondre de 
fagon plus complete a une demande qui croit sans 
cesse.
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THOMAS SIEDHOFF
FORSCHUNGSINSTITUT FUR MUSIKTHEATER U BAYREUTH 
DAS URHEBERRECHT ALS H INDERN IS  IN DER DOKUMEN- 

TATION DES MUSIKTHEATERS
Der von K5nig Ludwig XVI eingefuhrte Druckz- 

wang fiir alle Buhnenwerke, die durch die Acadđmie 
Royale de Musique aufgefiihrt wurden sowie die Ein- 
gliederung dieser Partituren in die Bibliotheque 
Royale bzw. Nationale aufgrund der gesetzlichen Bes- 
tiiranungen des Depot legal, iiberliefern uns heutzu- 
tage ein nahezu einmaliges Spektrum des franzosi- 
schen Opernschaffens bis zum Jahre 1796. (1)

Komponisten wie Lully, Rameau, Grđtry und Cam- 
pra, um hier nur einige zu nennen, sind nahezu mit 
ihrem gesamten Ouevre in đieser Form ausgewogen do- 
kumentiert. In Italien, Duetschland und England sind 
zur gleichen Zeit nur besonders erfolgreiche Biihnen- 
werke verlegt und als Partitur veroffentlicht wor- 
den* die Uberlieferung der meisten Werke beschrankt 
sich jedoch auf handschriftliche Dokumente: Giinsti- 
genfalls handelt es sich иш das, oft schwer lesba- 
re, Autograph, iiberwiegend jedoch um Kopien in den 
Theaterarchiven, also wenig authentisches, meistens 
auf die lokalen Bediirfnisse zugeschnittenes Auffiih- 
rungsmaterial.

Mitte des 19. Jahrhunderts setzt jedoch erhe- 
bliches Engagement der Musikverleger und Musikalien- 
handler ein. So entstehen zu den meisten Aufflih- 
rungen an gro/3en Opernbiihnen spezielle Textbiicher, 
die von den Theatern in eigener Regie vertrieben 
werden. Die Ausgaben von Klavierausziigen, einzelnen 
Gesangsnummern und Instrumentalbearbeitungen, ub§r- 
wiegend fiir den Gebrauch in der Hausmusik bestimmt, 
vermittelten die Novitaten des Spielplans auf rasche 
und fiir jedermann nutzbare Weise an ein breites Pu- 
blikum. Man kann davon ausgehen, da£ die Opernlite- 
ratur von 1830 bis 1914 in einem Маде zum Allgemein- 
gut des Bildungsbiirgertums geworden ist, wie es

^Vorwort zur kritischen Ausgabe der Oper "Tara-
re" von Antonio Salieri, Miinchen: Henle 1978.
(Die Oper 1,1.).
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seitdem nicht mehr der Fall war, und wohl auch in 
Zukunft kaum mehr so sein wird. Wiewohl diese zahl- 
reichen Ausgaben und Bearbeitungen keinen vergleich- 
baren wissenschaftlichen Quellenwert im Vergleich 
zu Partitur und Autograph besitzen, sind doch imer- 
hin Text und die musikalische Struktur uberliefert, 
daneben mit den Merkmalen der individuellen Rezep- 
tion einzelner Werke. Die Veroffentlichungen von No- 
tendrucken spiegeln bis 1914 grundsatzlich, von Aus- 
nahmen abgesehen, die musikalische Szene. Der Zu- 
gang zu den meisten Werken der Musikliteratur wurde 
damals durch die Arbeit der Musikverleger gewahrlei- 
stet. Da es noch keine elektronischen Medien gab 
(die Schallplatte war damals noch kein Medium fiir 
eine echte Verbreitung), gab es als reproduzierende 
Kiinstler lediglich die Mitwirkenden in Theater und 
Konzert.

Die Veroffentlichung von Musikliteratur auf 
diesen Wegen geschah jedoch mit geringem urheberre- 
chtlichen Schutz der Autoren. Um die Wende zum 20. 
Jhdt. konsolidierte sich daher eine Interessenver- 
tretung, die die Verwenđung musikalischer Werke stren- 
ger kontrollieren konnte, und Komponisten und Text- 
dichtern ein auch iiber langere Zeit andauerndes Ein- 
kommen aus ein - und demselben Werk zusicherte. Di- 
ese Einschrankungen fiihrten zunSchst dazu, da/> es 
keine Ausgaben fiir den hausmusikalischen Gebrauch 
mehr gab, da diese in ihrer Herstellung durch Tan- 
tiemen an die Komponisten zusStzlich mit Kosten be- 
legt wurden. Die Biihnenwerke wurden in ihrer Rezep- 
tion nunmehr ausschlie/ilich auf das Theaterpublikum 
eingeschrSnkt. Gerade Richard Strauss als bereits 
fiihrender Komponist war es, der den urheberrechtli- 
chen Schutz von Biihnenwerken wohlorganisiert voran- 
trieb. In seiner eigenen arrivierten Position, und 
damit fiir seine Kollegen gleichen Status sprechend, 
brachte diese energische Initiative zweifellos un- 
schatzbareVorteile, naherten sich die Inhaber geis- 
tigen Eigentums den sozialen und finanziellen Siche- 
rungen, wie sie abhangige Arbeitnehmer zu gleicher 
Zeit bereits errungen hatten. Den Verlagen kam nun 
eine weitere Funktion zu: die t)berwachung der wei- 
teren Verwendung der durch sie vertretenen Werke.
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Zwangslaufig konnte es nicht iSnger dauern, da/i, 
besonders durch die jetzt beginnenden Moglichkeiten 
einer technischen Reproduzierbarkeit kunstlerischer 
Leistungen, diese Kiinstler auf den Plan traten, um, 
wenn nicht gleiche, so doch ahnliche Anspriiche im 
Sinne des Leistungsschutzes einzuklagen. Bald iiber- 
wachten und lenkten internationale Verwertungsge- 
sellschaften die Verwendung geistigen Eigentums im 
Sinne von Schopfung und (kongenialer) Rerpoduktion.

Die Werke des Musiktheaters waren durch diese 
Tendenzen besonders betroffen, die Verbreitung der 
Werke verlangsamte sich erheblich, da mit jeder ne- 
unen Verwertung eines Werkes vielseitige Interessen 
tangiert wurden, zumal damit auch die individuellen 
Produktionskosten erheblich anstiegen. Die Intere- 
ssenvertretung im Sinne des Urheberrechts - und Leis- 
tungsschutzes entwickelte sich durchaus ugleichma- 
jkig und spiegelt die besseren Moglichkeiten eines 
Kollektivs im Wettstreit глп gUnstigere Ausgangspo- 
sitionen. Bildende Kiinstler als individuelle und ni- 
chtorganisierte "Autoren" genieden bei weitem nicht 
gleiche Konditionen des Urheberrechts wie etwa Or- 
chestermusiker oder Komponisten. Der Bildende Kiins- 
tler erhalt keine Tantiemen bei Weiterverkauf oder 
Ausstellung seiner Bilder, nicht zu Lebzeiten, schon 
gar nicht bis zu 70 Jahren nach seinem Ableben. Kom- 
ponisten und deren Erben genie^en Schutz und Garan- 
tie bis iiber zwei nachfolgende Generationen hinweg. 
Das Oeuvre Richard Strauss' sichert seinen Nachko- 
mmen noch heute ein Leben ohne Sorgen, die Nachfa- 
hren bildender Kiinstlern leben in den seltensten Fa- 
llen vom Erbe ihrer Vorfahren.

Reproduzierende Kiinstler genie^en immerhin glei- 
chen Schutz bis zu 25 Jahren nach der Auffiihrung 
bzw. Erstausfiihrung, wobei in den Augen der manch- 
mal iibermachtigen Kollektive der Musikausiibenden di- 
ese Spannen bei weitem nicht als ausreichend ange- 
sehen werden.

So begriipensv/ert die soziale Sicherung des gei- 
stigen und kiinstlerischen Besitzstandes ist, so ein- 
engender ist sie in der Wirkungsbreite neuerer Musik 
auf ein zeitgen5ssisches Publikum. Der Weg eines Wer-
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kes vom Autor zum Publikum ist ein schmaler Pfad 
im Dickicht verschiedenster Anspriiche. Nur schein- 
bar sind die elektronischen Medien ein ideales Spra- 
chrohr zur Vermittlung dieser Kompositionen, da auch 
hier die Verbreitung lediglich in einer einmaligen, 
selten wiederholten Ausstrahlung einer Musikkonser- 
ve vorgenommen wird. Der Zugang zum Werk wird nicht 
in dem Ma£e ermoglicht, d ^  sich eine interessierte 
offentlichkeit mit dem Material auseinandersetzen 
kann und nicht annahernd den MSglichkeiten ents- 
pricht, die einem Publikum im 19. Jhdt. 'zur Verfii- 
gung gestanden haben. Biihnenwerke, die heute zur Urauf- 
fiihrung an einem Theater angenommen werden, haben 
bereits ein Raster im Prozq0 einer Risikoverminde- 
rung seitens Autor, Verlag und Theater bzw. Recht- 
strager hinter sich, das finanzielles Engagement 
allseits auf ein Mindestma^ begrenzt. Da£ ein so de- 
likates Gleichgewicht nur von arrivierten Komponis- 
ten und Verlegern gehalten werden kann, ist offen- 
sichtlich. Die Entstehungs - und Auffiihrungsgeschi- 
chte der Oper "Das LScheln am Fu£e der Leiter" nimmt 
sich angesichts dieser Bedingungen fast wie ein ana- 
chronistisches MSrchen aus. (1)

Die Musikverlage sehen in zunehmendem Ma$e ihre 
Aufgabe nicht mehr in der Verbreitung sondern viel- 
mehr in der Verwaltung der von ihnen vertretenen Wer- 
ke, und verlieren individuelle und sorgfaltige 
Offentlichkeitsarbeit immer mehr aus dem Auge. Kla- 
vierausziige werden uberhaupt erst gedruckt, wenn ein 
neues Werk zur Urauffuhrung angenommen wird; in den 
seltensten Fallen ist dieser dann auch fur ein "nor- 
males" Publikum zu kaufen, meistens dient er ledig- 
lich als Ansichtsmaterial fiir andere Buhnen oder fiir 
die elektronischen Medien. Das Auffiihrungsmaterial 
>?ird von Kopisten erstellt und verbleibt in den Ver- 
agsarchiven, nicht einmal bei den Theatern. Libre- 
ti, am konstengiinstigsten zu produzieren, werden 
erwiegend auch erst veroffentlicht, wenn das Werk 
f dem Sediment der Musikgeschichte angekommen ist.

l)Irmgard Scharberth. Musiktheater mit Rolf Lie- 
bermann. Hamburg. Christians 1975, S .6 6 ff.
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Dem Interessenten, der sich die Textur eines moder- 
nen Biihnenwerks vor Augen fiihren will, bleibt jeder 
konventionelle Weg versperrt, da ihm Verlage Ein- 
sicht nur in Ausnahmefallen gewahren. Ist das Werk 
einmal iiber Radio bzw. Fernsehen verbreitet worden, 
hat er die Chance, fiir seinen ausschliej3lichen pri- 
vaten Zweck einen Mitschnitt auf Tonband oder, giin- 
stigenfalls, auf Videocassette zu erstellen.

Institutionen, die sich zur Aufgabe gemacht 
haben, bzw. deren Aufgabe es sein sollte, das zeit- 
genossische Musikschaffen mittels Forschung, Doku- 
mentation und Lehre zu verbreiten, bleibt heute an- 
gesichts dieser restriktiven Bestimmungen nur der 
Weg in die Illegalitat. Das Phanomen eines historich 
iiberlastigen Speilplans ubertrSgt sich somit zwan- 
gslaufig auf diese Institutionen, denen in der Ver- 
fassung nominell so grojber Spiel- und Freiraum in 
Forschung und Lehre garantiert wirđ. Die urheber- 
rechtlich unsinnig engen Auslegungen verhindern ei- 
nen zeitgenossisch orientierten Schulunterricht und 
Vorlesungsbetrieb, da der Begriff der Offentlichkeit 
im Sinne des Urheberrechts bereits in einem Klassen- 
zimmer oder einem Horsaal die Vorfiihrung eines Werks 
mit Bild- oder Tontragern zu einem kostspieligen Un- 
ternehmen machen wiirde. Umgeht man diese Hiirde, ist 
ein langwieriges Genehmigungsverfahren beim Recht- 
sinhaber notwendig, um ausnahmsweise ein solches 
Werk zu Gehor zu bringen, eine Prozedur, vor der die 
meisten Dozenten resignieren.

Die Rundfunkanstalten, in der Bundesrepublik 
Deutschland immerhin Institutionen des offentlichen 
Rechts, sehen sich nicht in der Lage, ebenso offent- 
lichen Institutionen wie Schulen und Universitaten 
Beispiele ihrer Produktionen zu Vorfiihrungen zu iiber- 
lassen. Theatermuseen und -bibliotheken sind eben- 
falls gezwungen, mit vielen Bereichen in urheberre- 
chtlich unverfangliche Sammelgebiete auszuweichen, 
sei es, dag das Hauptinteresse z.B. auf die Sammlung 
szenographischer Dokumente gerichtet wird, das aus 
den eingangs genannten Griinden weniger konfliktgela- 
den ist, oder der historische Riickgriff in die Be- 
reiche getan wird, deren Mindestalter die kanonis- 
chen 70 Jahre hinter sich gelassen haben.

55

i



Nicht ohne Grund gleichen Ausstellungen, die 
eigentlich zeitgeschichtlichen Themen des Theaters 
bzw. dessen Gegenwart gewidmet sind, eher Kunstga- 
lerien, die nur wenig Ruckschlđsse auf eine thea- 
tralische Wirklichkeit zulassen, da ein Biihnenbil- 
dentwurf ja lediglich ein einziger Parameter eines 
weit gro£eren Pakets von Informationen ist.

Diesen Institutionen, so gewinnt man den Ein- 
druck, ist dieser Tatbestand in zunehmendem Ma£e 
ins Unterbewu tsein entglitten; aus dem totalen Erei- 
gnis des Tehaters miissen bei dessen Dokumentation 
wesentliche Bestandteile aus wenig plausiblen Griin- 
den aufgegeben werden, wobei die Werke des Musik- 
theaters von diesen Ausfallen wesentlich starker be- 
troffen sind, als Werke des Sprechtheaters. Die 
technisch ausgereiften Methoden einer umfassenden 
Dokumentation, wie Schall- und Bildaufzeichnung, кб- 
nnen nicht angewandt werden, da sie im Sinne der ge- 
setzgeberischen Bestimmungen nicht oder nur unter 
allergroj^ten Schwierigkeiten angewandt werden diirfen.

Die Position der Lehr- und Forschungsinstitute 
scheint gegeniiber den machtigen, durch einflu£rei- 
che Lobbies vertretenen Kolektive der Kiinstler, Au- 
toren und Verlag wie Vertrieb so schwach, da^ eine 
durchgreifende Anderung ihrer Arbeitsbedingungen 
kaum zu erwarten ist. Der Blick nach Holland zeigt 
jedoch einen Zustand, der, wenngleich wenig bekannt, 
einem Ideal gleicht. Offensichtlich ist das Anse- 
hen der Einrichtungen, die den Auftrag zeitgenossi- 
scher Werk- und Theaterdokumentation so professio- 
nell erfiillen, in der breiten Offentlichkeit und ge- 
geniiber dem Gesetzgeber so hervorragend, da0> nagen- 
des Mi£trauen gegeniiber angeblichen Miflbrauchen des 
Urheberrechts in deren Arbeitsbereich den Spielraum 
dieser Institute nicht einengt. Symptomatisch ersche- 
int die Tatsache, da/3 in diesem Klima Urauffiihrungen 
musikalischer Biihnenwerke von einer weit gro/3eren 
Offentlichkeit rezipiert werden, als es etwa in bundes 
đeutschen Experimentierbiihnen der Fall ist. So ist 
Peter Schats'Zirkusoper "Houdini" ein popularer Erfolg 
geworden, irn besten Sinne dieses Worts,was kaum eine 
zeitgenossische Oper in anderen Landern fiir sich bean- 
spruchen kann.
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Eine Revision unserer Bedingungen, die fur die 
meisten gleicherma^en zutreffen, laiJt sich nur in 
einer deutlichen Veranderung des Bewu/itseins zugun- 
sten der neuen Werke und ihrer Realisation im Be- 
reich des Sammelns und Dokumentierens erzielen, der 
deutlichen Artikulation dieses Anspruchs gegeniiber 
Kiinstlern, ihren Interessenvertretern und der brei- 
ten Offentlichkeit, der aus der zu verandernden Si- 
tuation heraus ein Angebot zur intensiveren Ausein- 
andersetzung mit Werken der Gegenwart gemacht wer- 
den mii/Gte.

Es wird, wenn sich die Schere zwischen Musea- 
lem und Biihnenwirklichkeit nicht immer weiter off- 
nen und im Unendlichen verlieren soll, einer engagi- 
erten, auch politischen Initiative beđiarfen, um das 
Bewuđtsein dorthin zu lenken. Kein anderer Kreis 
scheint dafiir pradestinierter und betroffener, als 
das hier versammelte Forum.
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NADEŽDA MOSUSOVA
THE STAGING OF F ILM AND TELEV IS IO N  OPERA

The theatre man, the musician, even the ama- 
teur and lover of the musical theatre, have probab- 
ly all noticed that regarding the presentation of 
opera on the screen - either the motion picture or 
video screen - the two media tend to be confounded 
and reduces to a common denominator, although, in 
spite of all similarities, they are characterized 
by some fundamental technical and terminological di- 
stinctions.

The screening of an opera performance and the 
telecasting (from the stage or from the studio) are 
two, or rather three aspects of an essentially ide- 
ntical undertaking. The operatic telecast is the 
true counterpart (toute proportion gardđe in view 
of the specific differences between the motion pic- 
ture and video screen) of the filmed opera or an 
opera performance adapted for the film. In common 
parlance they are referred to as film and televisi- 
on opera.

The motion picture and television operas in the 
true sense of the word, are musical-dramatic works 
created specifically for these two media and thus 
cannot be treated on the same level because the 
"film opera" - as a genre - does not exist. The com- 
poser creates his work either for the operatic sta- 
ge or, as is becoming increasingly common, for the 
television screen. But no one writes "movie operas". 
Such an opera, written in the motion-picture idiom 
(opera-film or film-opera), would belong to another 
field, where each individual work could be placed 
in a category of its own, sometimes close to the fil- 
med opera might also exist.(1) The esthetic value 
of its inđividual genres might range from respecta- 
ble stereotypes to great artistic achievements with 
the visual component on a par with the musical con- 
tent, in which case the credit would go to the film 
director rather than to the composer. The same is
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largely true of the motion pictures based on great 
novels and plays.

It is from this angle that ingenious produc- 
tions of filmed opera and opera written for televi- 
sion are considered in this paper. In either case, 
it is the best possible visual presentation, coupled 
with musical perfection, that ensures the artistic 
vitality of the work presented on the screen. This 
provides sufficient justification for putting an 
opera on the motion picture screen (here it should 
not be forgotten that screen versions of operas are 
loathed by some musicians and opera lovers just as 
much as the screen versions of literary works are 
rejected by literary men). In the case of opera pro- 
duced for TV medium, the attractive visual quality 
helps the viewer-listener to grasp new, modern mu- 
sical-dramatical works.

It appears that the majority of musicians are 
not aware of the importance of the visual component 
in operatic productions for the stage. Numerous ехат- 
ples could be quoted of adverse effect of inade- 
quate staging on the musical side of an opera.(2.)

Whatever the reasons for the failure of an 
operatic performance, the stage director, for all 
his arrogance, should be pardoned for at least so-

Rolf Liebermann (in his book Opernjahre, 1977, 
p.290) makes a distinction between, what he 
calls, the music film - Musikfilm (such as the 
well-known adaptation of "Tales of Hoffmann" and 
Bergman's "Magic flute") and the filmed opera -
- gefilmte Oper - which unlike "music film"keeps 
strictly to the original story and the score.

^ T h i s  is resolutely confirmed by Rolf Liebermann 
(Musiktheater oder Stagione, Contemporary Music 
Theatre, Hamburg, 1964, pp. 29,30^, the experi- 
enced manager of European prominent opera hou- 
ses, who argues that his opera productions ne- 
ver failed on account of musicians (singers or 
conductors) but exclusively of stage directors.

59



me of the mistakes (in violating "Werktreue"), due 
to restricted acting abilities of opera singers. On 
motion picture and television screen, however, the- 
re is little excuse for the director in case of fa- 
ilure; that points to his inability to handle the 
potentially boundless opportunities for his artis- 
tic expression. It is true that an ever increasing 
number of successful film adaptatation of opera owes 
a great deal to their stage presentation past and 
present. The film versions of Wagner's "Siegfried", 
Berg's "Lulu" or Strauss, "Salomđ", had as predece- 
ssors the superb productions of these works for the 
opera houses in Europe and America.

From this point of view, too, we find an ехсер- 
tional example in Losey's brilliant film produc- 
tion of "Don Giovanni", with Mozart's music excelle- 
ntly matched by the visual element. Joseph Losey co- 
uld not make use of апу specific model, because, as 
Giinther Rennert, directing this most sublime opera 
of Mozart's, claimed - there were always remembered 
great interpretations of the Don Giovanni role, but 
no spectacular performance of this opera as a who- 
le. (1) Talking of his personal experience, Rennert 
achieves that no stage director should feel asha- 
med if he fails to furnish an adequate framework for 
the musical "cosmos" of Mozart.(2) Losey's artistic 
merit is all the more remarkable considering that in 
the staging or motion picture opera, the film tech- 
nique can both be an advantage and a trap.

The director of a television opera can easily 
avoid such traps since he is dealing with a contem- 
рогагу work and can turn to the composer for help. 
The author's suggestions will often prove invalua- 
ble. It is usual for the composer of a TV opera to 
view the possibility of a stage performance of his 
work, as well. The present day chamber and TV ope- 
ras are so closely interrelated that their mutual

(1 )G.Rennert, Opernarbeit, Inszsnierungen 1963
- 197 3. Munchen, 1974, p. 239.

(2 ) ̂ 'lbid, p. 247.
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influences đeserve to be considered. (4.) In the So- 
viet Union, for example, numerous chamber operas ha- 
ve been produced (Ščedrin, Holminov, Bucko), which 
could, without much alteration, be presented on te- 
levision screen. In Yugoslavia, on the other hand, 
some inventive TV operas (Lhotka-Kalinski, Rajičiđ) 
could successfully be transferred to the operatic 
stage. The same is true of TV films and plays.

A characteristic liking prevails in contempo- 
гагу chamber and TV opera for the monodrama (coinci- 
ding with similar tendencies in modern theatre). A 
preference for the same or similar topics is quite 
often evident. That Gogol's."Diary of a Madman" has 
in the last twenty years attracted the attention of an 
English, a Russian and a Yuqoslav composer (Searle, 
Bucko and Rajičic),(2) may after all not be purely 
accidental. TV screen, especially the close-ups, 
offer ample opportunity for an expressive and effe- 
ctive display in the musical monodrama of the inner 
world of the actor-singer, while the talent of the 
TV stage director and scenographer can be instrumen- 
tal in establishing a closer rapport between the 
work and the public. Television, obviously, raises 
high hopes for the future of opera.

(L.G.Danjko, Notes to the Poetic of Opera, Ten- 
dencies of Style in Soviet Music 1960-1970, Le- 
ningrad, 1979, pp. 15, 16.)

Humphrey Searle and Jurij Bucko have composed 
Chamber operas and Stanojlo Rajičiđ TV opera ba- 
sed on Gogol's story.

(2)
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MIRKA PAVLOVIĆ
CONTRIBUTIONS FROM PRESS RECORD TO THE 

HIST0RY OF THE SERBIAN "MUSICAL  THEATRE"

This paper reports a search of press records in 
thestudy of music in the Serbian theatre. For deca- 
des, plays in which music was part of the performa- 
nce were among the most popular with Serbian thea- 
tre-goers. However, as music was considered an ele- 
ment relevant to a play's actual performance, it ve- 
ry often received no special mention in official re- 
cords. This study, therefore, sought to contribute 
especially on the following points: the repertory 
of such plays and, in as many cases as possible, the 
identity of the composer of theatre music; how mu- 
sic was used; whether there were definite forms or 
schemes which composers followed; the kind of mu- 
sic composed; the lyrics used; the kind of music 
composed; the lyrics used; whether music was anti- 
cipated by the playwright; the way music was "in- 
serted" into a play; the treatment of vocal and 
instrumental parts; the acceptance enjoyed by tra- 
nslated or adapted foreign plays; the treatment of 
music in such plays; the possibilities and the 
problems of performing music in different types of 
plays; the taste of the public; and finally, the 
search for missing musical material from these plays. 
The period covered is some 70 years, from the end 
of the 1830s to the turn of the century, This means 
the years from the earliest precise information avai- 
iable about music as part of a theatrical perfor- 
mance until the emergence of works usually conside- 
red the first real example of Serbian opera.

Before going into the actual course of our in- 
vestigation (1 ) and the results obtained, a few VvOrds
^ T h e  project was initiated by the Institute of 

Musicology of the Serbian Academy of Sciences 
and Arts.
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are necessary to establish a baekground againstwhich 
the development of the Serbian "musical theatre", 
the problems it faced and its late date will be ea- 
sier to understand.

First of all, when talking of Serbian theatre 
in general we refer to the theatre in Serbia pro- 
per, i.e. in the eastern part of present-day Yugo- 
slavia, and the Serbian theatre in Vojvodina (Voi- 
vodina) and a part of Slavonia, which means in the 
north-eastern part of the country. National thea- 
tres as institutions were founded, first in Vojvo- 
dina in 1861 - The Serbian National Theatre based 
in Novi Sad - and in Serbia in 186 8 - The National 
Theatre in Belgrade, Before the establishment of 
these institutionš, for đecades the theatre had 
been an activity of amateurs or non-trained profe- 
ssionals, People of the most điverse professions we- 
re led by their love for the theatre to stage plays 
or band together in professional touring groups. Such 
groups, from Vojvodina most notably, provided the 
nuclei from which emerged the national theatres in 
Belgrade and in Novi Sad, One such touring groupwas 
also behind the first performance in the national 
language in Zagreb, in Croatia, in 1840,

From the time the national theatres in Belgra- 
de and in Novi Sad> were established, records of 
their work, problems, repertory, etc., have been 
kept more or less systematically and mostly, satis- 
factorily. But from the point of view of music, such 
records are wholly inadequate. A systematic search 
of the daily and weekly press - which always ref- 
lects the general conditions and current of a time 
and place as well as reactions to different aspects 
of cultural and social trends - seemed the most sui- 
table starting. point in trying to fill the gaps in 
our knowledge. It shoulđ; be noted that the data we 
were able to collect are surprisingly rich in scope, 
number and detail,

Two factors had. a decisive role im the develop- 
ment of the Serbian. theatre in> the 19th century: 
historical developments in these regions and the
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We can only guess what these first theatrical 
performances incorporating music were like. Aside of 
sparse notes by contemporaries, the press is our best 
source of information, Because of their music, the- 
se performances were described as being "in the form 
of Italian opera" or simply called "opera". Certain- 
ly, at this time, the "patron" of the first Serbian 
theatre had never heard of opera, But, some of tho- 
se working to produce the plays in his theatre, mos- 
tly people from Vojvodina, were already at the begin- 
ning of the century admirers of opera in Italy. The 
music, however, in this fi'rst Serbian theatre was 
definitely Serbian, sometimes with some Turkish ele- 
ments and strictly within the limits of the very mo- 
dest possibilities.

Because of his autocratic rule, Miloš was for- 
ced to leave the country by the end of that decađe. 
Soon afterwords a new dynasty was installed. Howe- 
ver, his theatre survived and continued working. The 
same people carried on, joined by a few newcomers -
- teachers from the local secondary school. The main 
innovation was that now the theatre was no longer on- 
ly for a select audience but for anybođy willing to 
рау the entrance fee established for the benefit of 
the school fund, This was obviously a step forward, 
a step towards a real national theatre. It should be 
stressed, that a number of the plays written for that 
theatre, were from the very beginning conceived with 
music.

While Serbia was fighting for its final libe- 
ration from Turkish rule, Vojvodina remained firmly 
a part of the Austro-hungarian Empire. Although an 
outlying province of the Empire - and perhaps beca- 
use of this under mounting pressure of Hungariani- 
zation - its contacts were with big European cen- 
tres, especially with Vienna and Budapest. As a re- 
sult, the cultural level in Vojvodina was much high- 
er than in Serbia. But the aim of Serbs, both in 
Serbia and in Vojvodina, was the same: liberation 
from foreign domination. Theyshared also a growing 
determination to assert their national identity.
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In Vojvodina, the 1820s marked an intensifying 
interest in the theatre, and plays with at least so- 
me music gained in popularity„

A great unbounded enthusiasm and love for the 
theatre was the second decisive factor in the 19th 
century đevelopment of the Serbian theatre. Dynas- 
ties fell, political currents shLfted, politicians 
came and went, wars were fought, social and politi- 
cal unrest heightened or ebbed, the struggle for na- 
tional rights moved ahead with better or worse re- 
sults. But the love of theatre remained unchanged 
and a constant.

The general history of the Serbian theatre will 
not be reviewd here. Мапу and very valuable works ha- 
ve been written on the subject. Yet, we must note/ 
that there is nothing surprising about the acceptan- 
ce and popularity enjoyed by the theatre among 19th 
century Serbs. Theatre did not require a higher edu- 
cation or much of a financial outlay, at least not 
initially. But, at the same time, theatre above all 
lent support to the preservation and cultivation of 
a national consciousness and the national language, 
allowed the most diverse possibilities of expression 
(including music), and enabled participation by the 
broadest sectors of the population - either as per- 
formers or as spectators. Working for the theatre 
were people from different social strata. They did 
not seek personal gain but were motivated by their 
conviction alone of the national mission of their 
task.

In Serbia, notwithstanding the unstable poli- 
tical situation and reversals in dynastic fortunes, 
the prince-rulers and the members of their families 
always supported the theatre in word and deed. Other 
prominent figures in national and political life al- 
so gave of their work and influence and often con- 
tributed generously financially. The ordinary peo- 
ple expressed their support in humble gifts and im- 
portant aonations. One need cite only the sums co- 
llected in the 1850s, with the country still on.ly 
partially liberated, for the construction of the
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National Theatre in Belgrade, Unfortunately, these 
funds proved badly invested* The location chosen for 
the theatre had underground water and the builders 
brought in from abroad lacked the honesty to report 
this fact. In consequence, the National Theatre in 
Belgrade was founded and the building finally cons- 
tructed only 20 years later. All this tedious road 
is recorded in the press of those times.

In Vojvodina, where the press was even more 
eager to make note of all news concerning the thea- 
tre, conditions were a great deal different. To be- 
gin with, in Serbia, although every effort focussed 
on the liberation goals and despite the very unsta- 
ble political situation, the state supported the 
theatre by a modest but constant subsidy. In addi- 
tion, the military band and later, the military or- 
chestra, was almost always associated with the the- 
atre. In Vojvodina, the Serbian National Theatre re- 
ceived no state assistance, In their determination 
to safeguard their nationality, the Serbs rejected 
the condition set by Budapest for state assistance 
and refused to change their theatre's name from "The 
Serbian National Theatre" to "The Serbian Theatre 
of Novi Sad", foregoing for ever every chance of 
getting a state subsidy. The Serbian National The- 
atre in Novi Sad was In the true sense a national 
theatre, It performed for the people and was suppor- 
ted entirely by the people. For decades it survi- 
ved on the contributions, gifts, legacies and the 
interest and love of its public. Its base was Novi 
Sad, but it was in fact a touring сотрапу which so- 
metimes for more than two years did not return to 
Novi Sad. One can only imagine the role of the press 
in those days in keeping the public informed about 
the Theatre's activity. Reports in the press of that 
period provide an extremely vivid picture of theat- 
rical life. One can find all sorts of imformation 
and details especially valuable to us from the point 
of view of incidental music. These are sources not 
only for imformation about specific productions and 
the performance of specific actors-singers or vocal 
and instrumental groups, but provide a record as 
well of critical assessments and failures, analyses
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of problems and statements about the character and 
adequacy of music. Тћеу are especially precious do- 
cuments for establishing the repertory of plays vrfiich 
incorporated a musical element, an area otherwise 
very deficient in source material*

One further background note is due here, Name- 
ly, as the Serbian National Theatre in Vojvodina was 
under constant financial strain, it was impossible 
to think of training professional singers or having 
even a mođest permanent instrumental ensemble, Often 
even a musical director was out of the question. The 
theatre could only count on the special additional 
talents of its actors or actresses: a beautiful vo- 
ice or proficiency on the piano or harmonium for 
accompaniments. It could however turn for help to 
amateurs or the members of local choral groups or 
their directors. In Vojvodina, at that time, even 
the smallest towns had well-organized choral socie- 
ties, which, it shoulđ be noted, had not only an 
important cultural role but a patriotic role as welL 
These groups were frequently led by well-trained pro- 
fessionals, foreigners, most often Czechs. The mem- 
bers of such local groups were eager to lend their 
help and participate when the Serbian National The- 
atre visited their towns. And their enthusiasm for 
the theatre often meant they were active members al- 
so of a local theatrical group. Certainly, the ac- 
ting of professional actors was on a higher level, 
but music vocal and instrumental, because local gro- 
ups usually included excellent voices and because they 
were directed by professionals, was often better per- 
formed by amateurs,

In those days, reporters were not professional 
newsmen, but townsmen who from time to time wrote 
about local events, They regularly reported апу per- 
forraance of the Serbian National Theatre and, with 
no less eagerness, the theatrical endeavors of local 
amateurs, In this kind of reports, we sometimes co- 
me across wonderful bits of imformation. From the- 
se articles, for instance, we learned that amateaur 
theatrical groups tried their hand at cpera (Schu- 
bert, Masse) long before the National Theatre did,
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Тћеу were first to write and stage national. opere- 
ttas, and, in the 188os, productions of locally writ- 
ten national heroic opera are reported, In a num- 
ber of cases, these involved musically quite compli- 
cated undertakings, which explains the pioneer ro- 
le of provincial choral societies anđ their profe- 
ssional, well-trained đirectors. Most probably, lit- 
tle of the musical material of these efforts has 
survived, but a serious search still remains to be 
made.

The imformation in press reports such as those 
cited above is rounded out by occasional notes abo- 
ut local singers who after having studied abroad be- 
came prominent members of various European opera hou- 
ses. From the press, we learn also that often, du- 
ring vacations, these established professionals, 
returned home and generously put their art and craft 
at the disposal of their fellow citizens. Their par- 
ticipation is recorded in concerts of local singing 
groups and even, in local productions of a number 
of operas. The importance of such participation in 
the cultural development of these small towns needs 
no emphasis. At the same time, the fact that these 
small communities were receptive to such endeavors 
and successful in their realization is certainly 
worthy of admiration. m

The attitude in srnall towns towards the thea- 
tre and towards the "musical theatre" in particular 
is reflecteđ not so much in official theatre docu- 
ments, many of which were destroyed during the wars, 
as in short notes, comments, reviews, etc. in the 
press. In existing official documents, the struggle 
for survival of the Serbian National Theatre is co- 
nstantly present, but one can underetand how the 
battle was won only from the press, it registered 
often fascinating details, touching in their sim- 
plicity, great in their value as part of the whole 
picture. The examples are countless and most dive- 
rse. In illustration we shall mention a few. For in- 
stance, a short note that a farmer has sold his crop 
and from the florins received, made a contribution
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to the theatre •, or, that a road cobbler has died and 
of his 20 0-florins life savings, left 100 for his 
burial and 100 to the Serbian National Theatre; or, 
that a local lady has paid for all the costumes for 
a production of Shakespeare's Richard III; or that 
the director of the town's singing ensemble has gi- 
ven up his private classes in order to prepare,free- 
-of-charge, the musical numbers and singers for a 
local theatre production; or, that the director of 
the Serbian National Theatre has made a gift of his 
year's salary to the Theatre, or that one of the 
greatest Yugoslav playwrights, Jovan Sterija Popoviđ 
(Yovan Steria Popovich) - who was born in Vojvodina 
butfiara number of years worked in Serbia - has in 
1842 ceded all rights for the performance of his 
plays to the Serbian theatres. Etc., etc. Daily pa- 
pers, furthermore, carried a regular column - Con- 
tributions to the National Theatre - reporting even 
the smallest contributions and all gifts in clothes, 
furniture, arms, or anything else of possible use to 
the theatre. In the official reports periodically 
publisheđ by the Theatre about its work, problems, 
finances, etc, we read about impressive contribu- 
tions in топеу, legacies, and gifts - of buildings, 
land, forests, etc. These donations enabled the Ser- 
bian National Theatre in Vojvodina to survive and 
the National Theatre in Serbia to put up its own bu- 
ilding.

However, despite the fundamental differences 
between the conđitions prevailing for the National 
Theatre in Serbia - where national freedom was won 
during these decades - and the Serbian National The- 
atre in Vojvodina - where it was not - Serbia and 
Vojvodina throughout this period shared тапу of the 
people dedicated to working for or in the theatre 
and much of their repertory.

The question of repertory, as seen through the 
press, is particularly interesting. Its direction 
was imparted by the prevailing view of the theatre. 
The theatre was looked upon as a great school who- 
se principle responsibilities were educational and 
national. Its value as entertainment followeđ third.
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Therefore, the works of, let us say, Shakespeare, 
Moliere, Goldoni, Schiller, Lessing, Hugo, Laube, 
Gogol, or of Scribe, Sardou, Labiche, Legouve, De- 
ппегу, Szigligeti, Szigeti, Benedix, Raimund, etc., 
for a very long time were paralleled if not surpa- 
ssed in popularity by plays inspired by Serbian na- 
tional history, legends, epics and folklore. This 
was especially so in Vojvodina where national aspi- 
rations remained unfulfilled. Мапу of these plays 
included music. In the absence of plays in suffi- 
cient number by Yugoslav playwrights, foreign plays 
were often translated and adapted by transposing the 
place of action to Serbian localities, replacing fo~ 
reign names with Serbian names and adding national- 
ly coloured music. In addition, Serbian poets wouLd 
sometimes write special verses which were then put 
to music and inserted into the trans.lations. So, for 
example, the first two Serbian operettas (by D,Je- 
nko and R.Tollinger), both composed in 1882 - in
Belgrade and in Kikinda in Vojvodina - base their 
libretti on foreign plays. The second of these is
especially interesting, It was based on a play by
Emil Pohl, but specially composed verses by one of 
the leading Serbian poets of the time (Laza Kostich) 
were added. This detail, a commentary about the high 
musical level of that work, as well as when and whe- 
re it was performed is new information we came upon 
in our recent investigation of press records. The 
significance of these new finds is enhanced by the 
paucity, otherwise, of information on music in the 
19th century Serbian theatre. Despite the immense 
popularity of "musical plays" with Serbian theatre 
goers and the large number of such plays making up 
the repertory of that period, this field has reiaai- 
ned scarcely touched until now.

As most trained musicians were foreigners, mu- 
sic in the Serbian theatre from the standpoint of 
the authenticity of national musical expression was 
often discussed in the press. These discussions shed 
ligh't on the views, tastes and musical judgement of 
the times. Understandably, not all the musicians 
could have had the necessary sensitivity and be gif- 
ted composers. But when the music was successfully
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ments or even folk instruments, played on the sta- 
ge„ A simple accompaniment was particularly charac- 
teristic of Vojvodina. The theatre there, as we ha- 
ve noted, lacked the financial resources to main- 
tain a permanent instrumental ensemble. For this sa- 
me reason, the music used generally stressed the vo- 
cal parts and was usually especially composed for 
the particular play in question. There were, howe- 
ver cases of inserting well-known popular songs in- 
to plays, sometimes ignoring апу connection with the 
plot. This was done partly because of the great po- 
pularity of plays with music and partly to heighten 
the aspect of national affirmation. We have come ac- 
ross press comments reporting that the songs in a 
play were remarkably well sung (which is not surpri- 
sing since the vocalists were member of a local sin- 
ging group) but criticizing their insertion in the 
play without апу heed for the plot.

In examining the uses made of music in 19th cen- 
tury Serbian theatre, we did not dwell on music not 
actually a part of the performance of a play. Grand 
musical finales were sometimes performed to end an 
evening of theater and music was also offered bet- 
ween the acts of a play. There are indications howe- 
ver, that towards the end of the centruy, the tenden- 
су was to use music to prepare the atmosphere or 
reflect the setting of a play. In the case of a play
translated, for instance from Russian, music by Ru-
ssian composers was played, or, if the play's author 
was French, French music would be chosen. We have 
however, given close attention to especially compo- 
sed overtures, thematically related to a play.

In the repertory of translated plays, there we-
re many for which music was composed after they we-
re translated. Because of their music,some of these 
remained popular for decades with the Serbian 
public, Some translated plays had their own origi- 
nal music, to which new inserts by local composers 
would occasionally be added. There are also reports 
of well-known operas (Mozart, Rossini) being per- 
formed, adapted to the possibilities of local sin- 
gers. When on occasion a few singers would become
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available locally, short operas would be staged 
(Weber, Massđ, Mascagni, Blodek).

It must be stressed that most of the documen- 
tation for these assertions has been found in press 
records.

A curious fact deserves comment, Despite the 
great popularity with the Serbian public of "musi- 
cal plays", despite several successful examples of 
Yugoslav operettas - the operetta as a musical form 
never won a place in the Serbian theatre. This is 
true even today. Press records give us decades of 
polemics over the operetta. Most often, the preva- 
iling opinion considers the theatre a primarily edu- 
cational institution and to introduce operettas woulđ 
mean encouraging public taste in the wrong direc- 
tion, towards a longer road to true musical values. 
Attractive music and a special soloist would, from 
time to time, result in an operetta being staged but 
it usually received stormy reactions in the press. 
Serbs seem not to have had the psychological affi- 
nity or the historical and political climate for 
such productions, and, in truth, this was no great 
loss to their general musical development. On the 
other hand, the "singspiel" remained popular with 
some sectors of the Serbian public long after opera 
had become an established form and attained, between 
the two world wars, a high European standard.

Along with the systematic survey of the press, 
a search was begun of various- archives for musical 
material from the plays of this period. The stormy 
historical period in question leaves no doubt that 
much of the material was destroyeđ, lost or mispla- 
ced very early. The whole endeavor is further com- 
plicated by the preponderance of theatrical initi- 
atives in small towns and the facts that the Serbian 
National Theatre of Novi Sađ was really a touring 
сотрапу and that often military orchestras were in 
one way or another attached to national theatres in 
Serbia. The press records are often very helpful in 
telling us where to look and what to look for, but 
a hard, long and rather complicated task lies ahead
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and will demand perseverance. However, as our first 
steps have turned out to be unexpectedly fruitful, 
we hope there is no cause for pessimism. A number 
of noteworthy documents concerning the military band 
which played in the first Serbian theatre in 1835 
and 1836, came to light. Our initial conclusions ha- 
ve been supported by the even more recent find of a 
rich collection of very early musical material con- 
nected with the Serbian theatre, which, by a happy 
accident, had reached the archives of the Serbian 
Academy of Sciences and Art at the end of the last 
century. It is music written by the bandmaster of 
the first military band and first conductor of the 
Serbian theatre. The material consists of a great 
deal of his work over a period of 40 years, and 
among these compositions are the incidental music 
he wrote between 1835 and 1869. Except for the first 
play, which was a translation, the rest of the plays 
he wrote music for were by Serbian authors and ins- 
pired by national history and legend. It is of im- 
portance that most of these plays were from the ve- 
ry beginning conceived with music. Though the ma- 
terial is not complete, it is more than enough to 
give a clear picture of the evolution of the compo- 
ser and the musicians, It is interesting that some 
of the material is annotated as "opera". Conside- 
ring, furthermore, that libretti for Serbian operas 
were being written already in the 1830s and that an 
immense enthusiasm for "musical plays" was evident 
among Serbs, the question arises of why it took so 
long for the first real Serbian opera to materia- 
lize. Directly or indirectly, the answer to this 
question can also be found in the press. But, this 
is a different subject which will perhaps be discu- 
ssed on another occasion.

In conclusion, the information found in press 
records about Serbian musical theatre in the 19th 
century may be assessed as invaluable, First, it has 
filled many blanks in our knowledge} second, it has 
altered the dates in many of our previous con-
clusions; third, it has greatly enlarged our know- 
ledge of the repertory of plays which had music as
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part of their performance. In addition, it helps 
us to recreate the picture, climate and pulse of 
theatrical life in that period. Finally, the infor- 
mation garnered will contribute to a better grasp 
and evaluation of the aspirations and achievement, 
the ideals and capabilities, the longings and attain- 
ments, the needs and possibilities, eagerness and 
abilities, the struggles, doubts, defeats and victo- 
ries of several generations of theatre devotees. 0- 
verall, our survey of press records seems to pro- 
ject a long-ago film, against which the music - al- 
ready recovered or still to be recovered - from the 
plays of the 19th century Serbian theatre will be 
judged with more scope, evaluated with more under- 
standing, criticized with more sympathy.
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ТНЕ PRESENTATION QF TANDEM 
BY THE NATIGNAL. SIBMAS GBNTRE 

QF THE FEDERAL REPUBLIC QF GERMAN¥

Б
HARALĐ: ZIELSKE 

SOME ЕГШНШШШ5Ш REM'ARKS

Ladies arrdl Gfenttlleinen.,, d’ear COlleagues!
As the chairman ©f the National SIBMAS Centre 

of the Federal Repubiic; ofi Germany and on behalf of 
its members-, I would: Uiikej tto> make justt one or ttwo 
inttrodUGtory stattementts befiore I hand over tto my 
eolleagues Đr. Huesmann- and' Đr .Meder „ who will do 
tthe ташп work. in> tthis. pr?esenttattion! of TANDEM.

Тће computter-basedl ttheattre documenttattion sys- 
tem TANDEM, as iitt. is presentted here, has been de- 
veloped tthroughout the past six or seven years by 
tthe joint efforrtt of tthe Wfestt-German SIBMAS- members. 
Itt, iis. ttrue,, some ofi our members reallly pliayed' tthe 
acttive' paa?tt itm tthis: dtevelopmentt work whereas otthers 
only contributed critiiGstll adM.ce iim tthis matttter. Ne- 
verttheless, TANDEM shoulld] be regardfed as tthe eommon 
achievementt of tthe whcrUe- ofl tthe Nattional SIBMAS Cen- 
ttre o£ Westt-Germany/,

TO many of you TANDEM' iis notthing Gomplettely new. 
During tthe pastt уеагз ,, iitt: has been on various осса- 
sions tthatt we. could Iniflorm" you aboutt tthe factt tthatt 
TANDEM is being: diaveUopedi:. TANDEM, f or insttance, has 
been severali. ttimes: om ttfte: agpndai ofl meettings ofl tthe 
SANDAS GOmmiission;, and: liastt November, duoring a na- 
ttionall SIBMAS meettiimgf iin: MUnoiGh att whiGh guestts flrom 
floreign1 Gonttries ttooft par.tt:,, as from Austtria, Swittze- 
rland and Sweden., we hadl ai fiuiJl dfemonsttrattion ofl 
TANDEM in almostt tthe same way as; itt is. now prepared, 
on a much larger scaliev ofl course, for tthis congress.
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That we now, for the first time, present TANDEM 
to the forum of an international congress means that 
the purely experimental phase of the TANDEM đevelop- 
ment has come to an and, that we now consiđer TANDEM 
to be fully operationčl. However, this internati- 
onal presentation of TANDEM does not mean that no 
further developments have to be expected, On the co- 
ntrary, the development of TANDEM will and must go 
on, and will be a permanent task to all of us, For, 
whatever the future results of this development will 
be in detail, it is quite sure that TANDEM means a 
complete change - a revolutionary change, I might 
say - of all the methods we have used in our docu- 
mentary work up to today. And this complete overth- 
row of traditional working methods in theatre do- 
cumentation, as I dare to predict it here, cannot 
be just a national metter, it cannot be developed to 
be used in only one of the SIBMAS member-countries. 
TANDEM is a system and technical device to be opera- 
ted on an international level, it can easily cross 
borders and pass over long distances. Our present 
demonstration. of TANDEM, therefore, aims at especi- 
ally proving the international applicability of the 
whole system.

And at this point, I have to hesitate for a mo- 
ment. For, as to the international applicability of 
TANDEM, to its capability to cross borders and ope- 
rate over long distances, the prepared presentation 
of the system still is an experiment. Last November 
during the national SIBMAS meeting I have just men- 
tioned, we successfully tested TANDEM under the con- 
ditions of a relatively short communication link be- 
tween Munich and Frankfurt, and within the facili- 
ties of just one national telephone-network. Today, 
it is for the first time that we try to get theatre 
documentary material on our terminal screen at „ a 
place that is hundreds of miles away from our data 
centre in Frankfurt, at a place locateđ in a foreegn 
country that is not even a direct neighbour to West- 
-Germany. So, this is some kind of a "worlđ-premie- 
re" of TANDEM, and as such it still is and must be 
experimental. I sincerely hope - and even ргау a
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little bit - that this experiment will not turn out 
to be a failure, but a complete and convincing 
saccess.

Now, before the curtain rises to this "worlđ- 
-premiere" of TANDEM, let me just draw your atten- 
tion to some purely practical points, which are, ho- 
wever, of some importance regarding the forthcoming 
presentation.

First: The whole TANDEM system is, of course, 
not designed to be publicly demonstrated to a lar- 
ge auditorium, It has been designed to serve the 
needs of the individual scholar or practitioner, or 
the collective work of a small research team. The- 
refore, this presentation can show you only in ve- 
ry rough outlines what TANDEM really is, how it 
works, what it is able to do. Especially, what is 
happening on the terminal screen, what can be read 
there, will hardly be seen by апуопе of you in this 
hall, who you are all, more or less, sitting too far 
away from the screen. To compensate this handicap, 
we have provided for a certain number of special per- 
formances of TANDEM during the following days, and
I woulđ like to invite all of you who are interested 
in TANDEM in detail to take part in these special 
performances. However, in order to reach a maximum 
degree of information to all participants of these 
performances, the number of participants at each si- 
ngle performance should be limited to, let us say, 
not more than ten. I think, we have arranged enough 
of such special performances so that all of you in- 
terested in taking part really can take part. Апу- 
way, I would like to ask you to put your name into 
special lists that have been prepared by us and that 
are at your disposal at the Congress Office. This 
will help us to see how many of you will take part 
in these demonstrations and how many of such speci- 
al performances are really necessary.

The second point I still have to mention is: 
These special demonstrations of TANDEM will have to 
be performed during the afternoon hours. This is, 
because it is much less difficult to establish the
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necessary telephone communication between Belgrade 
and Frankfurt after miđđay, when telephone lines 
are not as busy as they generally are in the mor- 
ning. So we preferred to choose this "afternoon-ti- 
metable" in order to ensure the whole TANDEM presen- 
tation to become really successfull.

Now, to prepare for this success, it is now the 
turn of my colleague Dr.Huesmann, who will make you 
familiar with a number of important facts about TA- 
NDEM, i.e. he is going to tell you why TANDEM has 
been introduced and developed at all, how it works, 
what has been achieved up to now, anđ what are the 
aims of its further development in the near future.

II
HEINRICH HUESMANN 

THE TANDEM THEATRE INFORMATION SYSTEM

The problem imposed by the theatre upon the di- 
scipline of theatre studies, that of gaining infor- 
mation on a subject which does not exist in its ori- 
ginal form, has met with an extraordinarily slow re- 
sponse on the part of historical theatre studies. We 
are referring here to theatre studies within the 
German-speaking area. The stereotyped conclusion 
propounded now for several decades, to pursue stu- 
dies in a trite, unimaginative fashion with no tan- 
gible facts of a material or intellectual nature, 
has, along with the intricacy of the transitory art 
theatre and the coincidence in terms of both time 
and content between developmental and speculative 
strands, proportionally led to a neglect of the cen- 
tral theme of theatre studies, production, and o- 
pened up the way to an emphasis on more easily sur- 
veyed fringe topics such as the motifs of works,
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abstracteđ stylistic trends, stage design, actors, 
singers, criticism and essayistic conversation pie- 
ces. This set of problems is peculiar to the thea- 
tre and, with the exception of music, does not 
affect the other arts to the same degree because of 
the simpler structure of their subject matter. The 
documentation of so complex an artistic organism as 
the theatre could not —  in retrospect —  be achie- 
ved by conventional means,

The amorphous heaps of unmastered, unrelated 
items of information in the archives made the resi- 
gnation of archivists both regular and inevitable. 
Material was collected more or less eclectically, 
depending what happened to be available at the ti- 
me. Апу initially existing information networks ca- 
pable of relating theatrical material to producti- 
ons broke down after only a few years due to the 
lact of satisfactory systems for expanding them. Con- 
ventional card-index catalogues were found to be 
inflexible and unresponsive, and to set them up re- 
quired an economic expenditure which was quite 
unreasonable.

On taking stock of the instruments of informa- 
tion and documentation in the theatrical sphere, 
then, the criticwill start out from the justified 
conclusion that, until the advent of thiiri generation 
computers with their dialogue capacity, it was vir- 
tually impossible to deal with more than three as- 
pects of a question simultaneously using conventio- 
nal means. The fact that, in addition to and irres- 
pectively of this, those organs of information which 
could be mastered by conventional means were offe- 
ring a remarkably wide-meshed supply of information 
of equally remarkably constant unreliability, can 
be put down to the mania for individuation cheri- 
shed by earlier generations of researchers and to 
the desolate organisational structure of the disci- 
pline as a whole which this involved. All this is 
applicable from our point of view to the German-spe- 
aking theatre world, and the consequence was that 
апу feedback of the results of theatre studies into
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theatrical practice has taken place on an infinite- 
simal scale.

It is thus not without good reason that German 
theatres have begun, in the last few decades, to by- 
pass traditional theatre studies and to create and 
publish their own organs of documentation. The di- 
scipline has thereby started to withdraw from the 
productive process of the theatre and to degenerate 
at best to a training centre for stage practicians 
with only theoretical knowledge.

The situation regarding fundamental information 
in the theatrical sphere —  and this applies equally 
to theatrical practice and to theatre studies —  is 
characteriseđ by desiderata.

There is no continuous record of productions. 
Indiviđual records which do wxist are casual docu- 
ments limited in time and place, The essential ba- 
sis for serious research is therefore lacking; the- 
re is no insight into the history, development and 
continuity of the theatre, and no way of defining 
current positions and justifying them in recognisa- 
ble detachment from the historical facts.

There is no basis on which to allocate the ma- 
terial in the archives. This situation on the one 
hand gives rise to a highly uneconomical effort, bo- 
rdering on resignation, in researching basic facts 
every time a new research attempt is made, if the 
result is to be at all serious* individual research 
as the foundation of a further-reaching research pro- 
ject has served its purpose and is lost as soon as 
the final result is published. The same effort will 
be undertaken again for the next research attempt 
in the same field, with equally transient success,
On the other hand, the deficit of facts tempts stu- 
dents into belletristic interpretation of hypothe- 
tically placed theatre. The method gained encoura- 
ges a plethora of literature which has not only be- 
come a tradition, but is inflated by the extent to 
which these products of speculation are compileđ.

No object file exists. The working brses avai-
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lable in German language archives for both those ac- 
tive in the theatre and those engaged in theatre stu- 
dies remain for the most part inaccessible. It is 
almost impossible to match them with historic pro- 
đuctions unless an unwarrantably great research effort 
is made. The German-language theatre collections thus 
possess an impenetrable arsenal of what the techni- 
cal jargon has resigned itself to terming "archive 
corpses" —  material which is completely unfit for 
use. The necrophilia of the keepers of theatre arc- 
hives, inevitable in view of the present situation, 
means that the perception of important details and 
their context in the historical sphere of German the- 
atre is hindered, history is distorted under the 
spell of disproportionate information, and the ins- 
pirational and at the same time controlling momentum 
for the creative theatre of the present day is lost.

There is no index of names or artists. The 
attempt by Wilhelm Kosch to compile a theatrical 
encyclopaedia with no regional or chronological bou- 
ndaries, which was in апу case of a more literary 
nature, fell into a coma at the letter S some ten 
years ago, and has not yet regained consciousness. 
Even in the existing torso, the network of informa- 
tion leaves too many gaps. Not even the beginnings 
of a standard work such as the Italian Enciclopedia 
dello Spettacolo are to be found on the German cul- 
tural scene.

There is no index of works. The popular drama 
and opera lexicons for theatregoers can be disre- 
garded. Gregors Schauspielfuhrer, with about 2,000 
titles (compared to about 155,000 in the index of 
the Enciclopedia), does not venture beyond the very 
nucleus of classical and modern literature. Allga- 
yers Dramenlexikon, which has a limited selection 
of works, has serious gaps and false information 
which restrict its usefulness still further.

Press records are uneconomic, chaotic and short- 
-lived. Presentday collecting systems being. what the^ 
are, the material, and thus the information, lasts 
scarcely half a century. There is no retrieval sy-
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stem for the purposeful selective output of press 
information.

No specialised bibliography exists. Only in Vi- 
enna, Munich and Frankfurt are there serviceable con- 
ventional catalogues of stocks owned by those ci- 
ties which are of supraregional importance.

Only the German Biihnenj ahrbuch (Year Book of 
the Stage), published by the Genossenschaft Deutsc- 
her Biihnenangehorigen, provides a regularly issued 
list of theatre engagements, associations and insti- 
tutions, selected personal news, and information on 
premieres and first public performances.

There are no alternative solutions.
This was the reason why, on the fringes of the 

XIIth International Congress of SIBMAS in Vienna in 
1976, the members of the National Centre of the Fe- 
deral Republic of Germany resolved to take a first 
step Towards reorganising the entire discipline by 
making the introduction of the TANDEM theatre infor- 
mation system uniform and obligatory for the insti- 
tutes in the Federal Republic of Germany. This sys- 
tem, developed under the auspices of the Deutsches 
Theatermuseum with the participation of the major 
theatrical collections and of the practical theatre 
in Germany, then taken on and expanded with extraor- 
dinary dedication by Thomas Siedhoff, first in Fran- 
kfurt and later in Bayreuth, consisted in 1976 of 
only two file groups: productions and objects. His 
expansion was based on the idea of systematically 
registering the data of productions within the Ger- 
man-speaking area as the economical counterpart to 
the production-related objects* and where the
objects were concerned, to record merely the speci- 
cific object data such as the type of object, ori- 
ginator/artist, measurements and signatures, and 
to link these to the production data in апу desired 
combination using a system of identification num- 
bers. The production card itself was to contain all 
data and facts pertaining to the productive or crea- 
tive, but not the mechanical, process of a thea-
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trical production, determining its identical phy- 
siognomy. The main feature of the system —  hence 
the name TANDEM —  was its capacity for unrestric- 
ted, fully flexible operation in dialogue mode, u- 
sing апу category of information from either of the 
two files to obtain the desired depth of informaticn 
from both files. Thus it provided the possibility 
of obtaining an initial answer to a question by the 
use of free catchwords —  not of mandatory descrip- 
tors —  and then of obtaining, as required, all the 
information available on an individual production, 
or specific, selected results. So great is the fle- 
xibility of the system that fragments of titles, na- 
mes or designations can be supplemented by the trun- 
catingf process to give their full worđing, thereby 
instituting a search* "

One of the main problems in setting up a cen- 
tral, comprehensive theatre information system was 
posed by the event-like character of productions. 
Hitherto existing models such as the documentation 
of objects, persons or literature could be taken 
over in certain areas of the overall system, but 
not in the area of production or mise en scene. This 
circumastance necessitated, and will continue for 
some time to necessitate, software development work 
on a large scale, requiring a considerable financial 
investment, and so high a standard of technical ех- 
pertise that even the staff of the computer /manufac- 
tures approached were unable to provide it. It 
was therefore a particular stroke of luck when, in 
the 19 78/79 season, the Federal Government- and LS- 
nder-owned Gesellschaft fiir Information und Dokume- 
ntation in Frankfurt am Main, Section of Technolo- 
gy, discovered the field of event documentation, 
so problematic for the theatre, as a new field of 
technical research for itself, and an obviously fru- 
itful cooperation for both parties, technology and 
the theatre, sprang up. The presentation of the 
TANDEM theatre information system which is being 
attempted here today is largely due to the techni- 
cal achievements and hard work of the GID staff mem- 
bers present here in Belgrade, Frau Briihl, Herr
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Dr. KeBer and Herr Hartmann.
The nature and structure of the items of infor- 

mation,recorded in the data bank will be seen from 
the provided. Altogether, eight separate files are 
planned. They are:

1. A production file (containing all facts, da- 
ta and names which determine the identity of a pro- 
duction). The data structure can be seen from the 
A4-sized form with red print.

2 . An object file (containing all collecting 
objects related to a production, such as stage de- 
sign sketches, costume designs, prompt books, ground 
plans of the stage, photographs, gramophone records, 
tapes, films etc., and objects bearing no immedia- 
te reference to a production such as portraits, au- 
tographs etc.)» The data structure can be seen from 
the A5-sized form with red print.

3. An artist file (theatre people, critics, 
theorists, authors, composers). The data structure 
can be seen from the A4-sized form with green print.

4. A work title file (with basic information on 
the title, structure of the work, publication rights, 
editions etc.). The data structure can be seen from 
the A4-sized form with brown print.

5. A work title cataloguq (containing title, 
author, abbreviated name of institute, location nu- 
mber, etc.). The data structure can be seen from 
the A5-sized form with brown print. This form is 
being* developed at present and coulđ not be finansh- 
eđ in time for Belgrade,

6 . A press file (reviews, news items, progra- 
mme announcements). No concrete development has yet 
been undertaken«

7. A literature file (secondary literature, pe- 
riodicals, programmes), The first steps towards de- 
velopment have been taken,

8 . A season file (theatrical engagements). No 
concrete development has been undertaken in this
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sphere. On the other hand, as already mentioneđ, 
there exists a record of engagements since the 
early 19th century, published continuously in annu- 
al volumes, in the form of the Deutsches Biihnen- 
jahrbuch and its predecessors, Even though the re- 
search can only be put to its fullest use, inclu- 
ding mass selection and cross-connections, when 
the complex of information from the Deutsches Biih- 
nenjahrbuch is linked to the other files, the mec- 
hanical registration of the season file is not en- 
visaged for the time being,

As early as the XIth International Congress of 
SIBMAS in Copenhagen in 19 74, during the initial de- 
velopment phase of TANDEM, attention was drawn to 
the integration problems and furtherreaching effects 
which would be created —  economically and techni- 
cally necessary and meaningful in terms of inter- 
-disciplinal cooperation though it might be to do 
so —  by tying the system into the whole complex of 
specialised information systems on the documentation 
scene in the Federal Republic of Germany.

In view of the rapidly swelling flood of infor- 
mation, problems are today arising even for those 
fields which, unlike the theatre for several decades 
now, do not suffer from an organisational structure 
littered with desiderata, If we quantify the amount 
of scientific and technical information existing in 
1955 on the basis of 100, we find an increase to 
approxima.tely 1 , 2 0 0 at present, and we may expect a 
quota of about 1,750 in 19 85, To quote from "Info- 
rum" no, 1, April 1979, this "continuously rising 
flood of scientific and technical literature of dif- 
ferent origins and languages, and the điscovery, 
procurement and analysis of the relevant literature, 
are increasingly becoming a problem for the seeker 
of information. The growing effort necessary in or- 
der to be selective makes it proportionately more 
difficult to use scientific findings in solving po- 
litical, economic and social problems. On the other 
hand, though, the need for specialised information 
in the various spheres of society is becoming broa-
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der and more differentiated all the time". The same 
may be said of primary sources„

To create an efficient information network 
with a wide range of information on literature, da- 
ta, projects etc., the Federal Government decided 
to adopt the programme for the promotion of infor- 
mation and documentation (I anđ D Programme 1974), 
the aims of which are as follows:

- to increase the efficiency of research, de- 
velopment and training, and to accelerate
innovation*

- to strengthen the productivity of commerce 
and technology;

- to support public bodies in their work of 
planning and decision-making;

- to improve the information facilities for the 
media, citizens, and social groups;

- to promote the international exchange of in- 
formation.

The 16 specialiseđ information systems envisa- 
ged are classified as follows:

1. Publich health, medicine, biology, sports
2. Nutrition, agriculture and forestry
3. Chemistry
4. Епегду, physics, mathematics
5. Metallurgy, materials and metalworking
6 . Extraction of raw materials, geological 

sciences
7. Communications
8. Area planning, civil engineering, town plan- ning
9. Consumer goods
10. Econimics
11. Law
12. Education
13. Social sciences
14. Arts ‘
15. Science of states, intergovernmental and in- 

ternational relations
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16. Electrical engineering, precision enginee- 
ring, mechanical engineering

In addition to this there are four information 
services, each assigned to a definite purpose: an 
Information Centre for Patents, an Information Cen- 
tre for Control Technology, an Information Centre 
for the Environment, and an Information Centre for 
Research Projects.

The field of theatre comes under specialised 
information system no. 14. The planning report co- 
mmissioned by the Federal Ministry of Research and 
Technology structures this into six subject groups 
containing the following subjects:

Subject groups

Subject group 1

Subjects (fileds of specialised 
information)

- Philosophy
- Theory of science
- Religious science
- Theology 

et,
Subject group 2 - General linguistics

- General and comparative litera- 
ture

- Indo-European linguistics
- Albanology and Balkan lingui- 

stics
- Classical philology
- Papyrology
- German language and literature
- English language and literature
- American studies
- Celtic studies
- Sanskrit philology
- Tocharian stuđies
- Romance languages and litera- 

tures
- Slavonic languages and litera- 

tures
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Subject group 3

Subject group 4

Subject group 5

- Semito-Hamitic languages
- Turcology 

etc „
- Japanology
- Sinology
- South-East Asiatic languages
- Inđology
- Iranian studies
- Islamic studies
- Afri'can studies
- Ethnology 

etc.
- Near Eastern archaeology
- Egyptian archaeology (Egyptolo-

gy)- Prehistory and primitive histo- 
ry

- Classical archaeology (inclu- 
ding Etruscan and Mycenian stu- 
dies, early history and cultu- 
res of the Mediterranean area)

- Provincial Roman archaeology
- Medi'eval archaeology
- History of art 
-■ Folklore

etc,
- Ancient history
- Medieval history
- Modern history
- Contemporary history
- History of indiviđual countries
- East European, Chinese, Japane- 

se, American history etc. (hi- 
story of all world regions)

- Social and economic history
- Legal, constitutional and admi- 

nistrative history
- History of international rela- 

tions, military history
- Complementary subjects to the
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study of history (palaeogra- 
рћу, diplomatics, numismatics,
heraldry, archive studies)
etc.

Suhject group 6 - Musicology
- Theatre studies 

etc.
In West Germany, Austria and Switzerland there 

are now about 32,000 persons with professional and 
higher education working in the sphere of the thea-
tre alone —  not counting the media of film, radio
and television, or orchestral musicians. Their inar- 
ticulate need for information, inarticulate becau- 
se of the laćk of information services, ends in le- 
thargy. Even articulate requests for information 
from active theatrical circles can, with the scien- 
tific instruments currently available, be satisfied 
to an increasing degree only incompletely, partial- 
ly or not at all. The socio-political relevance of 
the information deficit intensifies in proportion to 
the supply or lack of information in the heads of 
the propagators of film, radio and television, of 
publishing staff and of agents of the journalistic 
medium. That the discipline of theatre studies is 
anxious to expand its information services both qua- 
litatively and quantitatively as regards the sub- 
jects bordering on the various literatures, such as 
German, English, Romance and Slavonic studies, aesth- 
etics, psychology, psychophysiology, electrical 
engineering, theatre law, musicology etc., is due 
not only to its scientific conception of itself and 
to its task of imparting knowledge, but bears upon 
the question of survival in an atmosphere of anything 
but harmless competition. The fact that, added to 
this, even so-called ordinary citizens have a right 
to information services, is something with which —
—  even if the process was slow and not entirely pa- 
inless - we have meanwhile come to terms.

The main aim of TANDEM, and the basis on which 
it operates, is that of being absolutely up to da-
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te. To defer the storage, and with it the provision, 
of information would be to block important areas of 
practical use. Casting problems in the artistic ma- 
nagement office, recastings types of roles (Rollen 
profile) played by unknown performers, particularly 
outstanding interpretations, details of work titles, 
publishing rights and conditions of purchase, inve- 
stigations of titles, repertoire analyses, particu- 
lars of the formal structures of works —  all these 
are ineffective, and it is of little use to select 
them, if they fail to include the latest state of 
affairs, Incidentally, this is true not only in the- 
atrical practice but likewise applies to the users 
in the fields of press, radio and television.

The second postulate is that of complexity, a 
fundamental requirement for both the practice and 
the study of the theatre. Selection as a delibera- 
te process of scientific valuation can only be a 
step in a scientific procedure; it can never be the 
premise for inquiry procedures, which, if this fun- 
damental requirement is neglected, will be no more 
than products of speculation,

A broad scope of operations, the unobstructed 
linkage, in апу desired combination, of all rele- 
vant single facts in the data bank, both linking the 
individual files themselves and moving unrectricted- 
ly through the files, апу desired cross-references, 
апу desired chronological, alphabetical or alphanu- 
merical clasifications of sub-groupings —  these are 
the results of the dialogue capacity developed in 
the computers of the 3rd generation. TANDEM has ful- 
ly absorbed these capabilities.

Particularly in the sphere of the arts, the 
profitability of information and documentation ser- 
vices has trađitionally been a very difficult ques- 
tion. Without a doubt, the TANDEM system is unlikely 
to bring a saving in budgetary funds in the foresee-
able future. According to the presently available 
data, additional funds amounting to between 600,000 
and 700,000 DM per уеаг will be required for the 
fiels of theatre alone, However, the fact that ad-
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jacent areas of music and literature will at the sa- 
me time be covered relativises the expenđiture for 
the one subject and underlines the indispensability 
of inter-disciplinal cooperation.

About 90% of the necessary annual budget will 
be used in improving the efficiency of the I and D 
(information and documentation) subject "theatre".
It is hardly likely that more than the remaining 
1 0% need be quoted for the adoption of conventiona- 
lly arranged services.

When considering the profitability aspect, how- 
ever, the argument cannot be focussed solely on 
■che question of rationalisation and the saving of 
personnel and resources which this entails, as long 
as the discipline of theatre is unable to fulfill 
its obligation to supply information while posse- 
ssing only conventional means, The useful effect for 
the national есопоту as a whole will best be refle- 
cted in the figures achieved as a beckflow of capi- 
tal for services rendered if adequate investments 
were made in the development phase. The rationalisa- 
tion effect certainly promotes greater standardisa- 
tion of work on which international cooperation can 
be based.

International cooperation in this sense тау in- 
volve:

- buying, selling or exchanging entire packa- 
ges of information;

- joint data aquisition and charging of the 
data bank according to definite agreed cri- 
teria (as will be the case from September 
19 80 onwards when Germany and Austria begin 
working together);

- тетогу leasing in the case of national data 
acquisition;

- aid with system generation for creating a na- 
tional information bank;

- system management =
Those engaged in both the study and practise of
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theatre in Germany hope that, in the age of long-đi- 
stance data transmission, they will be able to re- 
call relevant data on international theatre, via 
Euronet, in Rome, Paris, London or Amsterdam too, 
and are themselves prepared to make their own data 
pool available for international access.

In order to be of truly international calibre, 
and to preserve names of persons, roles, and titles 
of works as precise and unmistakable pieces of infor- 
mation, the TANDEM system endeavours, despite ma- 
jor technical obstacles, to keep the original lan- 
guage in its authentic version with its specific 
characters and diacritical marks. Keyboards, data 
display terminals and high-speed printers are at a 
stage of development which lags far behind the re- 
quirements of the theatre, if not others, in this 
respect. Nevertheless, even now there are auxiliary 
constructions which enable texts and names in over 
30 cultural languages of Europe and the rest of the 
world to be recorđed in their original version with 
the aid of the international transliteration sy- 
stem. The experimental data bank which we have at 
our disposal today does not yet meet the criteria 
of the system« Neither capital and small lettering, 
nor orđinary umlauts, nor diacritical marks are as 
yet available. Questions which to some extent requ- 
ire a political answer, such as that of the computer 
systems, are still undecided. The work of developing 
TANDEM is being conducted on an IBM computer using 
the STAIRS system, It cannot yet be foreseen whether 
some other system, such as perhaps GRIPS/DIRS, which 
has proved so useful in the fielđs of medicine and 
mathematics, will be adopted in the future and
TANDEM thereby be restructured. TANDEM is not a mo- 
nolithic unit, but a process of development which 
will continue for an as yet unforeseeable number of 
years. One hopes that the flexibility inherent in 
the system will prove adequate for coping with mo- 
difications arising from the information reauire- 
ments of а later era,

Regular data acquisition, without the specific 
character of an experiment, started at the beginning 
of 19 80. One person in Munich is occupied exclusi-
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vely with the acquisition of work titles data, whi- 
le in Bayreuth the primary task is to acquire the 
titles of musical theatre works and all successive 
productions of the German musical theatre, and also 
musical theatre premieres. From early 19 81, the ca- 
pacity for collecting work titles in Munich will be 
expanded, and the job of gradually covering the who- 
le of the spoken theatre will be embarked upon. This 
will be supplemented by the cooperation with Austria 
already mentioned, and the Austrian national share 
of productions in the areas of musical and spoken 
theatre.

Altogether, either in storage or prepared for 
storage, there now exist about 8 , 0 0 0 production do- 
cuments. These comprise the current opera programmes 
of the last three years, the total repertoire of the 
Residenztheater in Munich 1977/78, the total reper- 
toire of the Nationaltheater Mannheim's three-sec- 
tion theatre, and historic productions of musical 
and spoken theatre.

- About 5,000 object documents
- About 800 titles of works
- "Playing data" for the artist file
According to anunanimous agreement reached by 

the institutes representated in the German section 
of SIBMAS, the object file is to be created from the 
individual files of the institutes themselves, This 
means that it is the job of the institutes themsel- 
ves to compose the inđividual file. The central coor- 
dination takes place in Munich; technical harmo- 
nisation, such as the allocation of identification 
numbers also relevant to the object file, is secu- 
red by contact with the Munich centre.

No special structuring of the production file 
is necessary. The demand for up-to-dateness calls 
for a structure shaped by current productions and 
by the appropriate incoming material. The file will 
therefore have a linear construction, i.e. in order 
of performances. In documenting beckwarđs in time, 
that is in the historical field, the first to be 
registered are the major theatrical centres of Ber-
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lin, Vienna, Munich, Hamburg and Frankfurt back to 
1890. Expansion then takes place građually, accor- 
ding to the importance of the theatre concerned.

In the first phase of creating the artistfiie, 
the data . of theatre workers alive today (about 
32,000) will be collected and recorded, In the se- 
cond phase, existing torsi (Deutsches Theatermuseum 
with about 30,0000 names including titles of occupa- 
tions, anniversaries, dates of birth and death^ the 
dpa archives; the Gruner und Jahr archives; Zeutschel 
biographies, and many more) are to be compiled and 
completed. The said private archives have already 
agreed to cooperate.

The work title file is to be continued linearly 
in the same tenor as the work already begun. The 
20th century authors and their works are being re- 
gistered at present, proceeding in alphabetical or- 
der according to the names of the authors.

If two staff members are employed, the produc- 
tion file can be expected to grow at an annual ra- 
te of about 7,000 individual documents.

According to the existing work schedule, two 
keepers of documents and one part-time worker will 
edit the artistic and biographical data supplied by 
the artists themselves on the basis of a given pat- 
tern, over a period of a good two years. It is in 
the second phase that the said compilation, comple- 
tion and expansion of existing torsi will begin.

With one person working on it, the work title 
file will grow by about 3,500 individual documents 
per уеаг. During the composition phase, there are 
three staff members storing data with a time lag 
of one уеаг. A capacity of about 21,000 objects per 
уеаг is aimed for in this case.

It need hardly be said that the German section 
of SIBMAS is extremely interested in international 
cooperation. The theatre knows no national fron- 
tiers. The international exchange of theatre lite- 
rature, actors, producers, stage and costume desig- 
ners, composers, conductors, musicians etc. has been
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stanđard practice in the European theatre world for 
centuries. This trađition has expanded and increased 
in our decades. This automatically creates a nned 
for information which will transcend national bor- 
ders and national information storage systems. The 
aim of a new information and documentation system 
can therefore only be to be useful and compatible 
in an international context. The use of a suprare- 
gional specialised system might enable the babel of 
system languages, which is already causing chaos in 
other technical fields, to be reduced to a unified 
basis of communication. The German section of SIB- 
MAS was pleased to note that Austria, cooperating 
closely with the centre in Munich, has already star- 
ted working with TANDEM» A Swiss option for the 
adoption of TANDEM has been on "hand since September 
of last уеаг, It was noted that the Scandinavian coun- 
tries displayed an equally remarkable interest.

As a contribution towards promoting the inter- 
national ехсћапде of information, the German section 
of SIBMAS offers to make TANDEM available to апу co- 
untries which may be interested without having to 
share in the costs of development incurred up to 
now. TANDEM is a process of development, and this 
process of đevelopment is open to all countries and 
all colleagues who may wish to participate.

III
WERNER MEDER

DEMONSTRATION OF THE THEATRE INFORMATION 
SYSTEM TANDEM

As mentioned earlier in this session, the com- 
puter terminal in front of the audience is connec- 
ted via a conventional telephone line with the com- 
puter centre of the Gesellschaft fiir Information 
und Dokumentation (GID) in Frankufrt am Main. For 
interactive searching in the TANDEM files the input
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to the computer is done at a keyboard similar to 
that of a typewriter. The reply of the computer in 
this dialog will be written on the screen of the 
terminal and additionally may be printed by the on- 
line-printer next to the terminal. To perform sear- 
ches in the stored data and to edit the results of 
the retrieval process on the screen, standard com- 
puter programs are used. We apply for this purpose 
the IBM software STAIRS which originally had been 
developed for retrieval in bibliographic files.TAN- 
DEM data were adapted in accordance with the needs 
of the (potential) users as well as with the conven- 
tions of the information retrieval system STAIRS. 
TANDEM files have been stored on magnetic discs to 
achieve a comfortable dralog with short response 
time to the search queries<,

The first part of the demonstration mainly de- 
als with the "production file" of TANDEM. Fig. 1 
shows a typical unit of documentation.
NRl Stamm-Nr.: 103212.
TITEL *** FIDELIO. ***

Prod.-Titel: FIDELIO.
Gattung: OPER IN ZWEI AKTEN.
Orig.-Titel: FIDELIO«

AUTOR Texte von; SONNLEITHNER, JOSEPH; TREITSCHKE,
FRIEDRICH.

Nach der Textvorlage von: BOUILLY, JEAN-
-NICOLAS.

Bearb. von: WETZ, ULRICH.
Musik von: BEETHOVEN,.LUDWIG VAN.

THEAT NATIONALTHEATERj MANNHEIM.
Premlere: 2 8 .SEP. 1975.

REGIE Regie: LEININGER, CLAUS.
Regie-Assist.: GRISEBACH, PETER.
Dramaturgie: MONTLEART, ALEXANDER DE.

MUSIK Musikal. Leitung: WALLAT, HANS.
Musikal. Assist.: SEVERIN, JULIUS; LAUSS,

KARL; SEIFRIED, REINHARD.
Orchester: NATIONALTHEATER MANNHEIM.
Chor: NATIONALTHEATER MANNHEIM; geleitet 

von: SCHULZ, JUERGEN.
AUSST Buehnenbild: ZIMMER, ERWIN W..

Theaterwaler: BUETTNER, WOLFGANS.
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Kostueme: ZIMMER, ERWIN W..
Masken: MUELLER, HANS RUDOLF,

TECHN Тесћп. Leitung: LORENZ, WERNER.
Licht: SCHOTT, HEINZ. Ton: HILDEBRANDT,FRED. 

BESETZ SCHIRMER, ASTRID *** LEONORE.
СОХ, JEAN *** FLORESTAN.
ROESSLING, HANS *** DON FERNANDO.
MAZURA, FRANZ *** DON PIZARRO.
KNODT, ERICH *** ROCCO.
LEISENHEIMER, REINHARD *** JAQUINO.
DENZLER, DORIS *** MARZELLINE.
REES, JAKOB *** 1. GEFANGENER.
SYRI, ERICH *** 2. GEFANGENER.
HOENER, PETER *** HAUPTMANN DER WACHE.

NR2 Stamm-Nr.: 103212; Z; GR.
For searching productions of a certain work the

knowledge of the original title is needed as a кеу 
for a successful access to the file and for complete 
results. This prerequisite may be fulfilled e.g. 
by searching with SOMMERNACHTSTRAUM and receiving 
A MIDSUMMER NIGHT'S DREAM as the original title of 
this work,

Retrieval with this title results in six produc- 
tions from different theatres, The search result 
can be restricted in various ways, e.g, by combi- 
ning it with AUGUST WILHELM VON SCHLEGEL as the tra- 
nslation author. In four of the six productions 
Schlegel's translation was used,

The production file can be applied for both re-
trieving the actor who played a certain role in a
given work, e,g, the THESEUS in SOMMERNACHTSTRAUM 
(result: 9 names of actors), and getting a 'role 
profile' of a certain actor, e.g. of TONI BERGER 
(result: 16 roles in 10 different works). In both 
cases the output is a list from subsets of the casts 
of each production involved. Context information li- 
ke title, author, theatre, director, date of first 
night, etc, are also available and may be added to 
the output due to the users' special needs.

Another approach in searching the production 
file is to find out for a given theatre in which
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works a given actor playeđ a role, e,g. LOLA. MDEIHEL 
and RESIDENZTHEATER MUENCHEN (result: 6 productions), 
or in which production of a given work a given ar- 
tist was the director, e.g. HAMLET and МАХ REINHARDT 
(result: 1 production).

In a similar way, as mentioned above, search 
results may be restricted to a given time interval 
in which the first night took place, e.g. searching 
for FIDELIO with the premiere in 1975 or 1976 se- 
lects one of the six stored productions of this 
opera.

The second part of the demonstration refers to 
the "object file". Fig, 2. shows a typical item sto-
red.
NRl Stamm-Nr.: 455,
OBJEKT KOSTUEH-ENTVJURF (3 FIGURINEN) .
TITEL *** HAMLET ***
AUTOR Texte von: SHAKESPEARE, WILLIAM.
OURH Objekturheber: ERLER, FRITZ.
OBESCHR Objektbeschreibung: HAMLET* HORATIO; MARCE-

LLUS (?)> ROSENKRANZ GUELDENSTERN (?).
OTECH Technik: FEDER (TINTE), WEISS GEHOEHT

(BLATT).
ODAT Abmessungen: 655 X 510 H.

Sigel: ITWK SLG.N,NR. G 256.
NR2 Stamm-Nr.: 4 55.

Production-related objects are correlated with 
its production by a production number included in 
both the production and the object files. Ву sear- 
ching e,g. with PRODUCTION NUMBER 455 of a certain 
Hamlet production (Deutsches Theater Berlin, 1909) 
all stored objects (33 items) like stage design 
sketches or photographs are retrieved, Each unit 
of documentation includes all information needed in 
addition to the description of the object for e.g. 
ordering copies from the institution which holds 
the material in its archive.

In the third part some searches in the "work 
title file" will be demonstrated. Fig. 3 shows a 
typical item from this file.
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NRl
TITEL
AUTOR
ERSCH
BESCHR

ROLLEN

KOMPAR
NR2

ву
thor 38

Werktitel-Nr.: W198,
Orig.-Titel: MUTTER COURAGE UND IHRE KINDER. 
Texte von; BRECHT, BERTOLT.
Verleger: SUHRKAMP, FRANKFURT AM MAIN. 
Ersch.-Jahr: 1967. Entst.-Jahr; 1939. 
Schauplaetze: DALARNE, LANDSTRASSE IN STADT- 
NAEHE, POLEN, ZELT DES FELDHAUPTMANNS. FELD- 
LAGER, VOR EINEM OFFIZIERSZELT, EIN ZERSCHO- 
SSENES DORF, INGOLSTADT, IM INNEREN EINES 
MARKETENDERZELTES, FICHTELGEBIRGE, VOR EI- 
NEM HALBZERFALLENEM PFARRHAUS, HALLE, NEBEN 
EINEM BAUERNHAUS.
MUTTER COURAGE,
KATTRIN,
EILIF.
SCHWEIZERKAS.
DER WERBER,
DER FELDWEBEL,
DER KOCH,
DER FELDHAUPTMANN,
DER FELDPREDIGER,
DER ZEUGMEISTER,
YVETTE POTTIER.
DER MIT DER BINDE,
EIN ANDERER FELDWEBEL,
DER ALTE OBRIST.
EIN SCHREIBER.
EIN JUNGER SOLDAT,
EIN AELTERER SOLDAT.
EIN BAUER,
DIE BAUERSFRAU.
DER JUNGE MANN,
DIE ALTE FRAU.
EIN ANDERER BAUER,
DIE BAEUERIN.
EIN JUNGER BAUER,
DER FAEHNRICH.
EINE STIMME,
SOLDATEN.
Werktitel-Nr.: W19 8 .
searching e.g, for BERTOLT BRECHT as an au- 
titles are retrieved. A search for BRECHT
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in a different function than author shows that ће 
is the author of HERR PUNTILA UND SEIN KNECHT MATTI 
as well as a co-author of the text source used for 
this work.

Searching for an author's name and a given ti-
tle of his work delivers all stored editions of this
title, e,g, searching for HAMLET retrievel 17 items, 
the oldest edition from 160 3 as well as the latest 
one from 1978, a translation into German.

At апу time of searching changing from one file
to another is possible, e.g» after retrieving in-
formation on HAMLET in the work title file a search 
for HAMLET in the production file will inform which 
of the stored work titles were used and perhaps vđiich 
roles includeđ in the work title were omitted in 
the productions,

Due to the fact that all data elements are
searchable апу approach and апу combination of
search terms is possible. In addition to this for 
searching of words with uncertain or unknown spel- 
ling a truncation facility is available, e.g. by 
knowing the word NATO and the fragment INFAN... the 
title LUDUS DE NATO INFANTE MIRIFICUS by Carl Orff 
may be found.

The main difference between a conventional pri- 
nted index or card file and the computer-assisted 
searching in the TANDEM databanks is the following; 
In case of the conventional tools the search stra- 
tegy has to be predefined while in case of a data- 
bank the strategy is upset "in situ", i.e. in the 
moment when the problem arises, and the process of 
retrieving can be modified at апу time due to the 
user's needs and the search results received up to 
now.
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PATRIS PAVIS
REFLEXIONS SUR LA NOTATION DE LA REPRESENTATION

THE^TRALE

Parmi les lamentations des thđStrologues 'a pro- 
pos de leur objet d'đtude, la question de l'impossi- 
ble notation et conservation du spectacle figure to- 
ujours en tres bonne place. Quel que soit le mode de 
notation utilisć, il est facile de constater l'appa- 
uvrissement du spectacle dans le relevđ qui en est 
fait, de conclure sur l'entreprise dđsespđrđe et 
vouđe d'avance a l'đchec qui consiste ћ parler du 
thegtre en faisant parler le thčatre. II est certain 
que tout spectacle perd beaucoup - jusqu'a son exis- 
tence et sa sp£cificit<£ memes -, ћ £tre rđduit a un 
systeme de notation, fut-il extremement perfectio- 
nnđ et complet. Mais cette rđduction n'est pas, co- 
mme on le suppose souvent, de nature purement tech- 
nique: ce n'est pas parce que nous n'avons pas les 
moyens technologiques suffisants pour noter la mi- 
se en scene que la notation est insuffisante; c'est 
parce que la description modifie radicalement l'ob- 
jet dđcrit: noter, c'est toujours interpreter et 
donc faire un choix plus ou moins conscient dans la 
masse des signes de la reprđsentation jugđs nota- 
bles.

Au cours de ce survol des mđthodes de la nota- 
tion thđStrale et de ses problemes thđoriques, on 
examinera comment s'effectuent les transcriptions 
et quels systemes assurent la mddiation entre l'ob- 
jet spectaculaire et le spectateur-lecteur. Comme 
on le verra, la question fondamentale n'est pas: 
comment effectuer la notation, mais: dans guel but. 
De la finalitđ de ce travail dđpendent en effet le 
choix de la methode et le niveau d'approche et de 
formalisation de la mise en scene: veut-on dđcrire 
le theatre pour en conserver la trace, pour se do- 
nner les moyens de le reproduire, pour en relever 
la spđcificite ou pour en donner une đescription qui 
soit en meme temps đđja une interpretation? De tou- 
te manižre, la notation pose un double probleme s£-
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miologigue puisqu'il s'ag.it de savoir quelles opđra- 
tions sont nđcessaires a la description de l'objet 
theatral: si d'une part on admet, comme necessaire 
et indispensable, la mediation d'une langue nature- 
lle pour "denoter" la mise en scene, on se place 
au niveau d'une semiologie: "La sđmiologie postule, 
de maniere plus ou moins explicite, la mddiation 
des langues naturelles dans le processus de lectu- 
re des šignifiđs appartenant aux sđmiotiques non 
linguistiques (image, peinture, architecture, etc) 
alors que la sđmiotique les r^cuse" (GREIMAS, 1979; 
338). Cette opposition ouvre la voie a deux metho- 
des de đescription: l'une, sora.ologique, prendra en corrpte le 
đisoours ссшпе metalangage de 1/objet decrit; l'autre, semioti- 
que, oonstruira un langage dont la syntaxe et les regles suffi- 
sent a restituer l'objet decrit. La plupart des systemes 
de notation existants utilisent a un certain moment 
de leur description le discours, ne serait-ce que 
par desir de ne pas constituer une notation symbo- 
lique si complexe que seul 1 'utilisateur en aurait 
la clđ. Parfois, au contraire, (en particulier dans 
la notation^ des đđplacements scđniques), la notation 
fait appel a un systeme graphique conventionnel non 
linguistique. Le second probleme sđmiologique est 
celui du lien entre l'objet a dđcrire et sa descri- 
ption. C'est un debat que les philosophes de la co- 
nnaissance connaissent bien et qui consiste \ dis- 
tinguer l'objet reel et l'objet de connaissance, et 
a se demander si l'objet rđel possede dđja un sens 
et une organisation avant 1 'intervention du sujet 
percevant, et, dans le cas de l'objet esthđtique, 
s'il convient de đistinguer un sens du producteur et 
un sens du recepteur. Un esthđticien coome M. NADIN 
pose clairement l'existence d'un sens esthđtique intna- 
nent et d'un sens degagđ par le mđtalangage descrip- 
tif: "II se pose donc la question de principe deJare- 
lation entre les signes qui instituent le sens esth£- 
tique (et non seulement esthetique) de l'oeuvre thd- 
atrale et les signes qui participent, au niveau du 
metalangage, au degagement de ce sens et, de la sor- 
te, du jugement de valeur int^arant aussi bien le 
critere esthđtique (l'acte theatral certifiđ en tant 
que valeur specifique), que tous les autres criteres 
concernant la rđalisation socio-historique du thea- 
tre" (1978 : 19). Or, on peut contester cette sđpa-
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ration du sens esthetique en soi, et du sens п4дад4 
par le mđtalangage si l'objet thđftral existe effec- 
tivement avant meme 1 'intervention critique, seul le 
mđtalangage - qu'il soit notation effective ou nota- 
tion mentale de quelques aspects de l'oeuvre - con- 
stitue rđellement le thđStre en objet de connaissa- 
nce et parvient alors a le faire signifier (de dive- 
rses mani^res, la n'est pas la question). De sorte 
que non seulement la notation est un "mal necessai- 
re", mais encore elle donne son sens K la reprđsen- 
tation thdcitrale: il n'est de description et d'inte- 
rpretation que sous la forme d'une notation prđalab- 
le. C'est dire 1'extraordinaire enjeu de cette no- 
tion pour la constitution d'une sđmiologie thđcitra- 
le; cet essai n'a pas d'autre ambition que d'en es- 
quisser les difficultđs theoriques, de relever et 
d'đvaluer quelques techniques de notation couramment 
employđes et de faire quelques propositions pour une 
semiologie de la notation thdsTtrale qu'il faudrabien 
un jour s'efforcer de construire.

I - PROBLEMES THŽORIQUES DE LA NOTATION
Ces reflexions concernent la notation du specta- 

cle, c'est-a-dire de la realisation scenique du tex- 
te dramatique.

La notation iconique donne une representation 
figurative d'objets scdniques: dđcor, costumes, di- 
spositif de jeu. Elle n'hđsite pas a exagđrer certa- 
ins traits pertinents de l'objet montre, proche en 
cela du gros plan ou de la caricature. Son immđđia- 
tetđ et son evidence ont pour corrolaire une certai- 
ne imprecision dans le rendu mimđtique et dans l'in- 
terprđtation subjective du dessinateur ou du photo- 
graphe. Cette communication directe, par "ostension" 
rend parfois difficile une reproduction du spectac- 
le, car si l'impression gđnerale est souvent bien 
restituee, le sens du ddtail ou des proportions fait 
souvent defaut a un tel mode de repr^sentation.

La notation symbolique, au contraire, n'est pas 
imm^điatement comprehensible, car le lecteur doit 
possđder la cle des signes conventionnels utilisđs
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dans ce type de communication digitale. L'exemple le 
plus fameux d'un tel codage symbolique est la nota- 
tion symbolique par POLTI du geste du Discobole au 
Musđe du Louvre: 115 signes, composđs de lettres, 
de chiffre^ de signes crđđs sont nđcessaires pour 
en dđcrire, sur 9 lignes, la pose de cette statue.
Par contre, la notation symbolique se pr£te bien au 
relevd des dđplacements d'acteurs, du lien entre te- 
xte, musique et geste notđs sur une mime partition.

Mais avant mšme de se d^cider pour un de ces mo- 
des fondamentaux de la notation, il s'agit de dđtermL- 
ner la fonction de cette đescription et d'y adapter 
la transcription. On note en effet le spectacle a 
des fins tr&s diverses: conservation de la mise en 
sc^ne pour le travail des acteurs au cours des r£- 
pđtitionsj conservation pour les gđnđrations futures 
a la suite du dđp6t lđgal d'une mise en scene a la 
biblioth^que des rđgisseurs de thdatre; notation en 
vue d'une interprđtation dans le cas de l'analyse 
sćmiologique et de l'đlaboration du texte spectacu- 
laire. La ligne de partage apparente de ces cas de 
notation passe par la distinction entre une notation- 
-conservatlon et une notatlon-interprdtation. Pour- 
tant, dans la pratique, il est quasiment impossible 
de ne faire que conserver (sans interprđter), ou 
qu'interprđter (sans conserver au moins quelques 
dlđments du spectacle). Souvent, les tentatives de 
notations voudraient đviter la subjectivite de l'in— 
terprete en ne recueillant que des faits observables 
et objectifs: or, il n'est de notation qu'apres une 
interprđtation, meme inconsciente ou refusee de la 
mise en scene, Inversement, toute tentative d'expli- 
cation du spectacle passe par le choiX de quelques 
signes jug^s notables par un тоуеп ou un autre.

Cette nđcessaire confusion entre conservation 
et interprđtation nous sugg^re de mđnager toujours 
une certaine souplesse entre l'objet dđcrit et la 
mđthode de description. II est en particulier capi- 
tal d'adapter a chaque type de repr^sentation un mo- 
de spćcifique de description 'effectuer un va et vient 
constant entre mđthode et objet, de sorte que la mđ- 
thode permette de dćcouvrir des aspects cachđs de 
l'oeuvre et que l'oeuvre ait un effet rđtroactif sur 
la constitution de la thđorie.
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Le statut du langage decrivant la representa- 
tion est tres problematique; on peut le dđfinir com- 
me un metalangage, mais ce mđtalangage passe tantot 
par le discours ou s'articule au contraire sur des 
unites independantes. L̂ . encore, seule une semioti- 
gue (au sens greimassien) serait en mesure de re- 
presenter visuellement l'objet theatral dđcrit, d'en 
donner une notation symbolique, laquelle "emploie 
sous forme d'un graphisme conventionnel (figures 
geometriques, lettres, abreviations, initiales , etc.) 
un ensemble de symboles" et "sert a la representa- 
tion visuelle d'unitđs constitutives d'un metalan- 
gage" (GREIMAS, 1979 : 257). II n'existe, jusqu'a 
present, pour le theatre aucun mdtalangage de ce gen- 
re, ce qui s'explique par la diversitđ de systemes 
signifiants de la representation et 1 'impossibilitd 
de les homogđnđiser en une notation unique. Nous so- 
mmes donc contraints d'en revenir a une s^miologie 
qui s'efforce au mieux d'allier notation iconique a 
notation symbolique, d'assumer les pr^supposđs de 
son discours critique et d'ajuster sa thćorie h.
1 'oeuvre consideree »

II - QUELQUES TECHNIQUES DE NOTATIONS
Le cahier de mise en scene est un des plus prć- 

cieux instruments pour se faire une idee de la mise 
en valeur du texte, d'autant plus qu'il provient de 
l'entourage meme du metteur en scene et qu'il est censđ 
concentrer toutes les indications pour la direction des acteurs 
et des techniciens. II tend, dans les meilleurs cas, a devenir un second texte, scenique celui-l^, qui se 
superpose au texte dramatique et devient la propri- 
ete du metteur en scene. De fait, les mises en sce- 
ne doivent theoriquement etre deposees a la biblio- 
theque des regisseurs de theatre, conme on depose un 
brevet d'invention. Dans ce dernier cas, la techni- 
que du releve de mise en scene est essentiellement 
quantitative: elle accumule systematiquement toutes 
les donnees et details sur tous les aspects de la 
representation, depuis la distribution jusqu'au nom 
des fournisseurs (cf, VIERGE, 1956 et APPENDICE (1). 
La prđsentation du cahier varie bien entendu selon 
chaque realisateur; l'habitude est de placer les no-
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tes au regarđ du texte, en les situant par un sys- 
teme de reports« Les inđications portent tres sou- 
vent sur l'attitude et la psychologie du personna- 
ge lorsqu'il prononce telle ou telle parole. Toute 
liberte est laiss^e au commentaire pour preciser les 
motivations du personnage, le sens profond de son 
jeu, les pauses et le rythme du texte. Ainsi le ca- 
hier de mise en scene devient la matđrialisation 
ecrite, la partition complete du travail scđnique.
II nous revžle la vision intime de 1 'interprfete, ce 
qui est a la fois tres prđcieux et quelque peu dđ- 
cevant: on a en effet 1 'impression que la notation
est trop autoritaire et qu'elle oriente trop preci- 
sement la lecture du spectacle. II est evident qu'un 
observateur exterieur aurait pergu d'autres aspects 
et on est g8ne par les commentaires tantot descrip- 
tifs, tantot philosophiques ou moralisants: ainsi, 
dans sa Mise en sc&ne de Phedre, J.L= BARRAULT par- 
sđme ses notes de remarques m£taphysiques, musica- 
les, psychologiques qui en disent plus sur sa con- 
ception du theatre et de Racine que sur sa rđalisa- 
tion concrete. Le releve de mise en scene n'en de- 
meure pas moins un document de premiere importance, 
une matđrialisation de la vision optique et acous- 
tique du metteur en scene. Мах REINHARDT a ainsi lai- 
sse des tđmoignages prđcieux de ses mises en scene, 
la transcription devenant le moment ultime et dđfi- 
nitif de la recherche scenique: "On voit chaque ge- 
ste, chaque pas, chaque meuble, la lumiere, on en- 
tend chaque inflexion de voix, chaque montee, la 
musicalite des expressions, les pauses, les diffe- 
rents tempi. On sent chaque emotion intđrieure, on 
sait quand il faut la cacher et qua.nd il faut la 
decouvrir, on entend chaque inspiration, chaque re- 
prise de respiration, L'ecoute du partenaire, cha- 
que bruit sur scene et hors-scene, L'influence de 
la lumiere. Puis on note tout cela, les visions op- 
tiques et acoustiques parfaites, comme une partition. 
On a peine a suivre, tant cela se presse, mysterieu- 
sement, sans reflexion ni travail. On ne sait pas 
pourquoi on entenri et on voit les choses comme 5 a et 
pas autrement. Difficile a noter" (Cite in: PASSOW,
19 71 : IV)„ Мах REINHARDT rđsume ici une tentative 
de saisir le spectacle et d'en re^crire ,1a partition
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totale. Sa partition du Faust de GOETHE est d'une 
precision et intelligibilitđ presque insurpassable 
grace notamment aux descriptions des mouvements, aux 
esquisses des dđcors et aux indications psychologi- 
ques et physionomiques pour les acteurs (cf PASSOW,
1971 et APPENDICE (2).

Des cahiers de mises en scfene donnent une ima- 
ge parfois photographique du spectacle, mais ils n'en 
restent pas moins un succedanđ. C'est sans doute pcur 
remeđier a cet inconvđnient que certains metteurs en 
scene travaillent pendant les ržpđtitions avec une 
partition, mais en dđmultipliant la partition con- 
fiee a chaque acteur. Pour SCHECHNER, par exemple, 
la partition devient un outil, un "fil conducteur 
đtabli pour chaque role" qui rćpond au "besoin de 
localiser les actions physiques exactes, les tonali- 
tes musicales et les rythmes qui concržtisent les 
themes et les ambiances de la mise en scfene" (...) 
"La partition de l'acteur lui donne des points đ'an- 
crage - des moments de contact, un rythme sous-ja- 
cent, des dđtails sur des lieux ou il peut aller et 
venir" (SCHECHNER, 1976 t 150). Peu importe la mani- 
ere dont chacun transcrit son parcours dans le spe- 
ctaclejil est du reste probable que la notation 
n'aura rien de systđmatique, qu'elle sera un aide- 
-memoire plus qu'une notation symbolique. Une telle 
partition individuelle ouvre une perspective sur la 
scene vue "de 1 'interieur"} elle n'a bien sur de 
sens que replac^e dans le contexte des partitions 
de tous les acteurs, lequel est rđalise par le re- 
gard comparatif du spectateur ou du metteur en sce- 
ne. Au terme de cette comparaison et cooperation, 
on aboutit au texte global spectaculaire. La par- 
tition devient ici 1з passage du texte individuel 
des đirectives de chaque acteur en un texte specta- 
culaire notant les relations pertinentes entre les 
systemes scđniques, La notation n'est pas un simple 
mecanisme de transcription, mais le canevas du spe- 
ctacle et le laboratoire de la construction de son 
sens.

A cote de ces releves de notes de mise en sce- 
ne a l'usage des comediens et accessoirement des
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chercheurs, on s'intđresse a ce qui ne semble pas 
avoir et£ congu pour conserver la trace de la mise 
en scene, mais qui est parfois tr^s rđvđlateur des 
intentions manifestes ou cachđes les programmes mis 
a la disposition du public, les dossiers de presse, 
les notes de mises en scene, les documents citđs et 
les textes que le spectateur est invite a lire en 
relation avec la piece. De tels textes forment le 
cadre de la rđception, orientent la lecture drama- 
turgique et scenique, rappellent le "discours arti- 
stique" des realisateurs, Ce type de documentation 
est cepenđant difficile a đvaluer; il ne renvoie 
pas directement a un aspect nđcessairement percep- 
tible dans la reprđsentation, mais il sensibilise 
a des allusions ou des citations \ d'autres textes 
ou pratiques artistiques (PAVIS, 1980, article cad- 
re). Le travail sur les đocuments bruts n'est d'ail- 
leurs guere plus facile. Ce qu'on appelle en 
anglais "documenting the production" ne doit pas 
consister a accumuler des documents et a les res- 
tituer sans explication. Trop souvent, les archi- 
vistes du theatre se contentent de livrer des faits 
(photographies, enregistrements audio-visuels, des- 
sins des costumes et des đđcors) sans indiquer quel- 
le utilisation (a^quel moment, ou, dans quel but, 
etc.) la mise en scene a pu en faire. Tout đlement 
isole de la sc&ne n'acquiert de sens que si on com- 
prend _son rSle dans 1 'đnonciatlon scđnique. Or c'est 
bien la ce qui est le plus difficile a reconstituer;
1 'arrangement des objets et des acteurs a un moment 
donne du spectacle, le lien des mat£riaux sceniques 
et le rythme de leur utilisation.

Les indications prosodiques constituent une sour- 
ce d'information de premiere importance pour la 
mise en scfene et c'est par eux que les auteurs ont 
commence lorsqu'ils ont voulu indiquer la mani^re 
correcte de dire le texte. Ce domaine bđneficie de 
plus, aujourd^hui, des recherches de la linguistique 
sur les phenomenes paralinguistiques de la communi- 
cation et des methodes de transcription de đialogues 
enregistres. II s'agit de rendre par un syst^me de 
conventions les bruits de la conversation, les echan- 
ges kinesiques et proxemiques, la qualitđ et l'expres-

110



sivite de la voix (cf HESS-LOTTICH, 1979). II n'exi- 
ste pourtant pas de signes prosodiques universelle- 
ment employ<€s et le syst^me de Gerard de VIRE, au- 
teur dramatique du XVIe siecle apparait comme une 
sorte de syst^me de base pouvant donner une iđee gđ- 
nerale de la diction. G. de VIRE emploie dans ses 
pi^ces sept symboles dđfinis comme suit (cf RYNGAERT,
1972 : 194) .

•“ * parler plus lentement que le reste
Ce systeme n'a pas repris, bien qu'il fournisse une 

"ponctuation prosodique" fondamentale. S'il nous sertible aujour- 
d' hui tres gđn^ral et peu opđratoire, c'est en partie parce 
que nous ne scmnes plus habituđs a un type de recitation tr< 
rhđtorique et codifide obđissant a des constantes fort rdpđtiti- 
ves et đloignđs du ržalisme expressif. Les notations musicales 
restent trop liđes a ll'đcriture du chant ou de la musique pour 
fournir une base de du chant ou de la musique pour foumir 
une base de transci iption du rvtinve et de la tonalitđ des voix. 
Une exception notable est celle de E.F. BURIAN le- 
quel propose d'utiliser le systeme musical pour re- 
lever l'ordre rythmique et le "jeu des pauses" (cf 
APPENDICE (3)), Les variantes rythmiques d'une meme 
phrase ("c'dtait une belle nuit") sont notees en 
tenant compte de la structure rythmique de l'oeuvre 
entiere: "Chaque jeu congu dans un ordre rythmique 
est appele jeu de pauses. Si la valeur de la note 
dans une mesure correspond a la meme valeur d'une 
pause, il est alors necessaire de compter avec cette 
valeur tant dans la mesure des paroles que dans la 
structure de la phrase. Les pauses dans le texte 
scenique ne son pas simplement une division rythmi- 
que. Elles ne sont pas non plus une simple cesure 
dans le tempo du jeu. Les pauses n'y agissent pas 
seulement physiquement, mais aussi psychiquement.

(I ou U : pause
deux pauses 

+- trois pauses
'ffi un Pourm®nement (promenement) parJ/Cou(lJ tout le theStre
'f  ou(ce) parler bas

parler plus vite que le reste
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Ou "encore, c'est parce qu'elles ont une action phy- 
sique, qu'elles ont une rćsonance psychologique. Seu- 
leraent celui qui mSitrise 1а structure rythmique 
de 1а pi^ce est capable de ma^triser le jeu des pau- 
ses. Les metteurs en scene routiniers imaginent que 
la pause est une interruption caractđrisante de la 
situation et du texte. II n'est pas exact que la pau- 
se d^pend seulement de l'đtat mental du personnage 
dramatique. La pause dđpend tout autant de la struc- 
ture rythmique globale de l'oeuvre dramatique. On 
ne peut pas d^ranger arbitrairement le monologue ou 
le dialogue par une pause. Encore moins si cette pau- 
se ne correspond pas a une valeur rythmique ou a 
un ensemble de valeurs du rythme, du texte ou de 
toute la piece" (1939 : 24). Pour la premi^re fois, 
semble-t-il, la pause n'est plus saisie comme phđ- 
nomene isolđ, mais comme đlđment d'une structure ryth- 
mique d'ensemble qui dđpend đgalement des syst£mes 
visuels et du discours global de la mise en scene. 
Cette observation suggere un mode de codification 
qui n'isole pas les faits prosodiques, mais les fait 
appara^tre dans l'ensemble des autres signes de la 
reprdsentation. Un tel systeme de notation de la pro- 
sodie reste cependant "ћ inventer.

Pour la notation des mouvements, au contraire, 
ce ne sont pas les systemes qui manquent. Nous lais- 
sons ici de cotđ le relevđ des gestes de l'acteur 
(PAVIS, 1980) pour nous concentrer sur celui des mou- 
vements scđniques de tous les comđdiens en relation 
avec la r^citation du texte. Ici encore, la notation\  9emprunte frđquemment au systeme musical. Ainsi, N. 
IVANOV propose une "sđmiographie thđatrale" et tran- 
scrit les places des acteurs en quadrillant la sce- 
ne en cinq lignes horizontales paralleles a la ram- 
pe (correspondant aux lignes de la portđe musicale) 
et en lig'nes verticales (correspondant k un đcarte- 
ment d'environ 50 cm sur scene). Pour restituer la 
qualitđ du mouvement, en particulier son intensit^ 
et sa durđe, IVANOV utilise les notes musicales (blan- 
ches, noires, croches, demi-croches). Pour indi- 

querla direction du mouvement (de la salle vers le 
fond ou du fond vers la salle), il ajoute a la note 
une diese ou un bdmol. Chaque acteur fait ainsi

112



l'objet d'une partition, et coirane pour la partition 
d'orchestre, les partitions sont đcrites l'une sous 
l'autre. En inventant d'autres signes pour rendre co- 
mpte des pauses, des "legato", des tempi et de l'in- 
tensitđ et en ajoutant le "texte" des đclairages, on 
en arriverait a une partition scđnique complete. (Cf 
APPENDICE (4)).

La prđcision et l'utilitđ de ce mode de trans- 
cription sont evidentes et si ce systeme ou un sy- 
steme đquivalent n'a pas fait đcole, c'est sans dou- 
te a cause de sa mauvaise điffusion et de la motiva- 
tion insuffisante des metteurs en sc^ne pour systđ- 
matiser leur discours. La mđthode d'IVANOV n'est pour- 
tant pas, on s'en doute, universelle et d^finiti- 
ve. Elle est |згорге a noter les figures scđniques, 
et ce de maniere essentiellement quantitative : il
faudrait pouvoir у adjoindre des donn^es sur les in- 
teractions kinđsiques des acteurs, en particulier le 
systeme des regards, des mimiques et des gestes moda- 
lisant le discours. Ce systeme de notation reste tri- 
butaire d'une certaine conception de la mise en sce- 
ne qui voit dans les dđplacements sc£niques li£s a
la diction du texte l'essentiel de son role, Or, si
c'est bien la la partie đmergđe de l'iceberg, le res-
te du travail de l'acteur et du metteur en scene mđ-
riteraient une plus grande attention,

\  лA cote des relev^s nettement techniques de la 
repr^sentation (et qui sont effectuđs par des tech- 
niciens du thđatre : archivistes, thđoriciens du 
geste et de la voix, critiques, universitaires), on 
trouve aujourd'hui une sđrie d'approches moins spđ- 
cialisees qui emanent habituellement des crđateurs 
ou des thđatres d£sireux de prćserver et d'explici- 
ter une mise en scene en vue de travaux futurs. Ces 
tentatives se caractđrisent par un souci non d'exhau- 
stivite ou de scientificitđ, mais de globalitć et 
d'analyse a la fois scenique et dramaturgique. Le 
meilleur exemple est le Modellbuch brechtien, livre 
qui contient une mine de renseignements et de docu- 
ments sur les spectacles montes par BRECHT au Ber- 
liner Ensemble (BRECHT, 1961), Chaque "livre de rć- 
gie" se compose de remarques sur les repđtitions et
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l'đtude du texte et d'un ensemble complet de photo- 
graphies, 1500 photos^sont prises pour chaque spec- 
tacle, <m deux fo$s, a partir du m£me endroit: de- 
puis le premier balconr presque au milieu et en hau- 
teur, de fagOn \§Saisir 1'Arrangement scđnique des 
comđdiens. Đeux types de scšnes retiennent l'atten- 
tion du photographe: les entrđes et sorties et les 
changements de positions et le travail sur un choix 
de mouvements et de gestes caract£ristiques. La sđ- 
lection finale des clich^s s'effectue en fonction 
de leur aptitude a "visualiser" la fable, a en mon- 
trer les tournants. L'assistant a la mise en sclne 
a4‘notđ au pr€alable dans le texte les passages a 
photographier. Ce travail se fait en liaison cons- 
tante!avec la prđparation dramaturgique de la piece, 
en particulier pour la recherche des points forts de 
la piece, des moments tragiques, comiques ou pođti- 
ques. Les photos amenent parfois a prđciser, corri- 
ger ou đliminer une pose ou un groupement d'acteurs. 
Apres cette phase prđparatoire, des photographies 
plus "esthđtiques", mais toujours aussi informati- 
ves, sont prises aux moments essentiels, pour ršvđ- 
ler les enchainements significatifs et les contradi- 
ctions visibles des protagonistes„ Enfin, une docu- 
mentation tris prđcise est dtablie a partir de pho- 
tographies prises en dehors de la repr^sentation des 
costumes, dđcors, masques, accessoires, etc.

Le s^rieux et 1 'intelligence de cette mdthode 
sont đvidemment au-dessus de tout soup^on, Son lien 
avec la pratique et la thđorie est particuli^rement 
etroit: le Modellbuch donne une image du "Gestus fo- 
ndamental que la pižce racontej de 1 'interaction des 
personnages et des groupes dans leurs mouvements; de 
la repartition des episodes g£neraux en đpisodes 
particuliersj des considerations sur la caractđri- 
sation des personnages et sur la signification soci- 
ale des ^venements" (1961 : 296), Ce qui peut parai- 
tre surprenant et inattendu, c'est la fonction que 
BRECHT assigne au Modellbuch: "II est evident que 
ce travail n'est valable que lorsqu'une reprćsenta- 
tion est digne đ'§tre imit^e ou du moins imitee dans 
certains dđtails. Sa valeur rđside de plus dans le
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fait que l'on peut en conserver quelque chose pour 
les temps futurs, que ce soit le style de jeu, le 
đecor ou le gout de notre temps. Toute representa- 
tion est riche d'enseignement et on apprend aussi 
beaucoup des mauvaises" (1961 : 296), S'il n'y a ri- 
en a objecter a propos de la m^thode de notation, on 
peut en revanche s'inquiđter des prđsupposđs esthe- 
tiques et idđologiques de ce Modellbuch. En effet, mene si 
BRECHT prđcise qu'il ne saurait §tre question, dans les mi- 
ses en scene ultđrieures, d'imiter servilement le 
"modele", les cr^ateurs sont nđanmoins invitđs a "ren- 
dre le sens, le Gestus, le contenu" (1961 : 315), et 
donc, en somme, a respecter le coeur idđologique de 
la piece. Ceci semblerai acceptable pour tout autre 
auteur que BRECHT, lequel pronait prdcisđment, dans 
ses propres adaptations, une libertć totale dans 
l'emploi du texte considđrđ comme simple "matđriau 
de construction". Mais il ne faut peut-etre voir dans 
cette contrađiction, la contradiction de toute nota- 
tion qui prđtend travailler a l'i'ntention d'autres 
mises en scene et allier un relevđ descriptif a une 
interpretation dramaturgique tres serree (APPENDICE 
(5) ).

D'autres exemples de ce type de description glo- 
bale et de notation mixte (commentaire et photos) se 
trouvent dans les volumes des Voies de la crdation 
theStrale, lesquels sont consacrđs ћ des misei en 
sc&ne relativement rđcentes d'oeuvres contemporaines 
et classiques» Sans parti-pris mđthodoipgique unifiđ, 
les Voies observent nđanmoins un certain nombre de 
"regles d'or" qui rđpondent ^ des exigences identi- 
ques a celles du Modellbuch et qui ont le souci de se 
partager entre une description sc£nique tres prđcise, 
une analyse dramaturgique du^texte et un compte-rendu 
du discours de la mise en scene. Le prđsuppos^ sđmi- 
ologique implicite de ces etuaes rđside dans l'affir- 
mation du lieu scđnigue de toute signification thd- 
atrale■ Quant "a l'"đthique" de sa notation, elle se 
rđsume a une volontđ de recueillir le plus d'obser- 
vations possible en intđgrant les descriptions des 
photos a une interprđtation globale de la mise en 
scene et des choix des dramaturgiques„

115



л pourrait penser que de nouvelles pratiques 
thđatrales (improvisation, thđatre-rđcit, crćation 
collective amenent nđcessairement une r<£flexion sur 
leur notation, voi're une mđthode nouvelle. La rćali- 
tđ est malheureusement quelque peu diff^rante: la
retranscription utilise ies m^mes vieux procđdds gra- 
phiques (photos commentđes et texte des dialogues).
On reste ainsi dđ̂ ju par la notation tres plate de 
1789 dans la collection du thđatre ouvert chez Stock 
(Th€§tre du soleil, 1971), malgr^ le sous-titre allđ- 
chant, Photographie d'un spectacle (p. 3) , les indi- 
cations de mises en scene sont regroupđes en un tex- 
te thđorique (presque rituel!) sur la crđation col- 
lective et les improvisations (p. 81-96). Le texte 
dramatique est retranscrit sans aucun volumej quant 
aux photos, elles ne sont pas rattachđes a un moment 
prđcis du texte, mai semblent vouloir restituer une 
atmosphere de mouvement et de fete: la fonction de 
la notation photographique n'est ici qu'"apđritive".

On a mis beaucoup d'espoir dans les moyens d'en- 
registrement audio-visuel; sans doute trop, car les 
rđsultats ne sont pas necessairement meilleurs que 
сеих du commentaire, de la partition ou des photos 
prises en s£quence. En effet, il ne suffit pas d'ame- 
liorer la qualite de 1'enregistrement, de rendre le 
son moins distordu, l'image plus fidele: encore faut- 
-il, ensuite, trouver les unitđs et les traits per- 
tinents de la reprđsentation; ou alors, il faut sans 
cesse renvoyer 1'utilisateur potentiel du spectacle 
a 1'enregistrement lui-meme, en retrouvant le passa- 
ge en question et en le "passant" autant de fois 
qu'il est nđcessaire. Or noter, c'est aussi theori- 
ser, simplifier et choisir quelques signes-cadre, Une 
communication purement mlmćtigue et "reproductible" 
du spectacle ne saurait dispenser ce dernier de dć- 
construire et d'interprđter l'objet thđatral. Si ce 
travail de mđdiation et de đescription paralt pres- 
que plus difficile qu'a partir de la reprđsentation 
meme, c'est parce que le theatre s'est trouve sub- 
repticement transforme en un medium different (la 
bande-son, le magnćtoscope ou le film) et qu'il faut 
desormais prendre en compte sa specificitđ nouvelle 
pour retrouver son caractere premier de fait thda- 
tral. Tout se passe, paradoxalement, comme s'il fal-
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lait d'abord commencer par transformer le thđatre 
(le filmer par exemple) pour pouvoir en rendre com- 
pte: đecrire, c'est toujours dđtruire.

L'enregistrement du son (sur disque ou bande ma- 
gnetique) ne rđv^le pas seulement les voix et l'into- 
nation des acteursj il fait sentir le rythme de la 
representation (d'autant mieux que l'on est privd de 
l'image, laquelle "cimente" les differents moments 
du jeu et masque souvent le phrasđ et la rhćtorique 
prosodique du texte dđclamđ, sans oublier les procd- 
dđs et les tics des comđdiens!). L'enregistrement 
facilite le minutage et le repđrage de la reprđsen- 
tation, constituant en cela un шоуеп d'archivage 
efficace.

L'enregistrement magnđtoscopique (sur bande-vi- 
dđo) est l'đquivalent moderne du livre de regie, avec 
en plus la pr^cision et la mise en relation de tous 
les arts de la sclne, On pourrait. juste titre te- 
nir sur cette technique le discours que l'on tient 
habituellement sur l'adaptation filmique d'une oeuvre 
litteraire. Meme si le tournage n'est suivi d'aucun 
montage et si les prises de vues sont effectuees \ 
partir d'un point fixe sans changement de camđra ou 
effet de gros plan, le film video impose par son ca- 
drage une vision limitđe et partiale. Le camera peut 
difficilement filmer depuis une m<§me distance englo- 
bant toute la sc^ne; il resserre presque toujours le 
champ sur l'espace scenique ou đvoluent les person- 
nages d'une scene donn^e. C'est sans doute dans la 
possibilitđ d'arret sur l'image et de repetition d'une 
meme sequence que reside l'interet (mais aussi l'am- 
biguite) de la video. Ainsi se realise le vieux re- 
ve du theatrologue de rđflechir ^ loisir sur des mo- 
ments du spectacle en violant la loi de 1 'unicitđ de 
l'evđnement th^atral. Mais ce jeu de play/replay - jeu 
tres peu fair-play pour les comđdiens! - n'est pas 
encore une deconstruction de la mise en scene: il fau~ 
drait d'abord mettre en đvidence les procđdđs arti- 
stiques utilisđs, degager les codes utilises dans 
l'image et le texte» En somme, la video encourage a 
elaborer une sđmiologie ćfe 1 'audio-visuel qui prenne 
en compte la mediation de la camera et du film video
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dans la fixation du sens de la scene thđatrale. La 
prđcision et la durabilitđ de cette notation se pa- 
yent tres cher: par un n£cessaire approfondissement 
thđorique des interventions de l'objet enregistreur 
sur la constitutibn du sens de l'objet enregistrđ.

Ainsi, la notation auđio-visuelle n'est souvent, 
dans le meilleur des cas, qu'une conservation fidele 
de la mise en sc^ne; elle prđpare, plus qu'elle n'ef- 
fectue le travail de notation symbolique: V l'inver- 
se du film, l'đtape finale est le đđcoupage et le 
synopsis du spectacle, procđdures qui interprđtent 
la mise en scene autant qu'ils la notent. Le lien 
entre l'đtat d'une technologie et le systfeme de no- 
tation dominant est du domaine de l'đvidence; ce 
qui est moins đvident, c'est qu'k chaque technique 
de notation correspond non tant une mani^re de voir 
et d'attacher de l'im^ortance a certains elements du 
spectacle qu'une maniere de ne pas voir đ'autres 616- 
ments. II s'agit seulementd'etre conscient de ce 
qu'on se donne les moyens de decouvrir ou d'occulter.

Toutes les methodes de notation envisagđes jus- 
qu'ici achoppent sur la question de la transcription 
de jeu de l'acteur, du rythme de la mise en scene, de 
1 'interactlon scene/salle et, globalement, de 1 'inter- 
dđpendance des arts et des techniques sceniques. C'est 
precisement dans ces domaines que la sćmiologie peut 
nous aider a formuler quelques remarques mđthodolo- 
giques. Celles-ci ne suffiront certes pas a inventer 
une notation-miracle, mais elles prepareront peut- 
-Stre le terrain a un relevć cohđrent des signes fon- 
damentaux de la reprdsentation et a une ecriture/lec- 
ture du texte spectaculaire.

III - VERS UNE SElMIOLOGlE DE LA NOTATION
Curieusement la prđoccupation de la notation du 

thđatral n'est pas l'apanage de froids technocrates 
ou scientifiques; on retrouve cette "obsession" dans 
de nombreux "projets mythiques" des plus grands thđ- 
oriciens et artistes. Mythiques, ces expđriences le 
sont dans la mesure ou elles n'envisacfent pas con- 
cretement d'appliquer leur intuition a une technolo-
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gie quelconque, mais ou elles imaginent leur relevđ 
comme un mirage et une limite vers lesquels le thd- 
atre tend et dans lesquels il court le risque de 
s'annihiler, C'est par ces projets mythiques qu'il 
convient tout naturellement d'amorcer notre rtlverie 
sur l'ecriture spectaculaireг

Dans le thežtre et son double, A. ARTAUD est a 
la recherche d'un nouveau langage de la scene qui 
soit en mesure de dđpasser la vieille conception de 
la scene comme rđfraction d'un texte antđrieur. Mais 
ce nouveau langage ne saurait prendre corps sans une 
methode capable d'en preserver la force et la spđ- 
cificitđ: un syst£me de notation qui transcrive tout 
ce qui depasse la parole articulee:

"Pour le reste, il faut trouver des moyens nou- 
veaux de noter ce langage, soit que ces moyens s'ap- 
parentent a сеих de la transcription musicale, soit 
qu'on fasse usage d'une maniere de langage 'chiffre.

En ce qui concerne les objets ordinaires, ou 
meme le corps humain, eleves a la đignitđ de signes, 
il est evident que l'on peut s'inspirer des caracte- 
res hieroglyphes, non seulement pour noter ces signes 
d'une maniere lisible et qui permette de les^гб- 
produire a volontđ, mais pour composer sur la scene 
des symboles pr^cis et lisibles directement.

D'autre part, ce langage chiffrđ et cette trans- 
cription musicale seront pr£cieux comme тоуеп de 
transcrire les voix,

Puisqu'il est a la base de ce langage de procć- 
der V une utilisation particuliere des intonations, 
ces intonations doivent constituer une sorte d'đqui- 
libre harmonique, de ddformation seconde de la paro- 
le, qu'i1 faudra pouvoir reproduire a volontć.

De mime les dix mille et une expressions du vi- 
sage prises a l'etat de masques pourront etre đtique- 
tees et cataloguees, en vue de participer directe- 
ment et symboliquement a ce langage concret de la 
sc^ne; et ceci en dehors de leur utilisation psycho- 
logique particuliere" (1964 : 143).
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Meme si c'est sur le mode du programme et de 
l'invocation, ARTAUD postule ici l'existence d'un 
mode de notation du corps, du visage et de la sc£- 
ne. Cette "transcription" se caractđrise justement 
par son irrđductibilitđ au langage articulđ, elle 
"oscille" entre la transcription musicale - systk- 
me ćcrit symbolique, fait de signes codđs et repe- 
tables et le langage chiffrd - plus proche du mythe 
ou du hiđroglyphe, c'est-a-dire de signes motives, 
capables d'une synth§se entre l'arbitraire et le mo- 
t±v£, le symbolique et l'iconique. ARTAUD ne choisit 
jamais entre ces deux poles de la notation, il les 
juxtapose comme les termes d'une contrađiction qui 
est celle-mžme de son dđsir de faire un thđStre nou- 
veau et de dire ce thđ^tre 'ћ venirs "Et il faudra trou- 
ver un тоуеп de noter comme sur des parties musica- 
les, avec un langage chiffrđ d'un nouveau genre tout 
ce qui aura 6t6 compos€" (1964, vol. V : 37). II se- 
rait ridicule de reprocher a ARTAUD son hđsitation, 
volre son incohđrence theorique: il ne se pose ja- 

rnais concretement la question des moyens techniques de 
cette expression du nouveau langage scenique. Non pas 
simplement parce qufil mđprise ce souci terre a ter- 
re: pour lui, la notation n'est pas ult<£rieure a l'acte
thdatral, elle coincide avec lui, dans le sens ou GRO- 
TOWSKI peut dire que l'acteur "đcrit" en produisant 
avec son corps des hiđroglyphes qui sont a la fois 
le signe et la chose. ARTAUD est en quete d'un spe- 
ctacle et d'une notation "ou les gestes, les atti- 
tudes, les signes s 'inventeront au fur et a mesure 
qu'ils seront penses et directement sur la scfene"
(1964, vol. V : 37).

Avec ARTAUD et sa reflexion sur la saisie matđ- 
rielle et intellectuelle du spectacle s'amorce un 
retournement qui fait de la partition non plus un 
outil, mais un objet, non plus une retranscription, 
mais une ^criture, non pas un mćtalangage, mais une 
oeuvre d'art a part entiire. Ainsi, la musique con- 
temporaine se meut frđquemment aux limites de l'uni- 
vers sonore et visuel, donnant une dimension graphi- 
que a la mati^re sonore. La partition de A. LOGOTHE- 
TIS, Labyrinthos reconstitue, ћ partir de signes d'actions, de 
signes d'association et de symboles d' hauteur du son, un 
ensemble de labyrinthes pour les musiciens, sommđs
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de reconstituer "a vue" le parcours de leur instru- 
ment a l'interieur de l'exđcution globale, Entre la 
graphie descriptive et l*objet extđrieur de'crit, les 
frontieres sont fluides: temps et espace, objet et 
notation sont cosubstantiels (APPENDICE (6) ). Le
theatre n'en arrive que rarement a une telle extr£- 
mite, Ou alors, c'est encore sous la forme d'exer- 
cice de lecture-đcriture, comme dans le cas de 
Visual scrlpts đlabore par David COLE (1976 : 27-50). 
COLE experimente sur des mod^les visuels qui soient 
au-delk de l'opposition entre scale model (iconique) 
et functlonal model (arbitraire, symbolique), entre 
etuđe thiorique et activit^ pratique du thd^tre, en- 
tre faire et penser, Un tel script est "a pattern 
of imaginative order achieved in some medium other 
than performance, which offers itself as the basis 
for a performance event" (31). Les scripts consti- 
tuent des series d'exercices pour acteurs: ceux-ci 
sont invitđs a improviser en fonction de formes gđo- 
mdtriques, de graphiques ou de diagrammes% "reliant'’ 
plusieurs personnages. La creation de modele et la 
conception du thđStre comme activite mod^lante et 
comme approche mimđtique des relations sociales rejoi 
gnent curieusement les concepts de Modell brechtien 
et "ћ travers cet auteur, les syst^mes modelant secon- 
daires de LOTMAN et de la semiotique3 (APPENDICE 
(7) ).

Le retournement annoncđ par ARTAUD, thđorisđ par 
des expđriences sur les visual scripts comme celles 
de COLE, aboutit a des rđalisations qui "ecrivent" 
et montrent leur partition dans l'espace et le lieu 
memes du spectacle. Ainsi en va-t-il de la "sđmiogra- 
phie d'une partition" de Jacques POLIERI: "Projeter 
le son dans l'espace non pas uniquement sur le plan 
acoustique ou sonore, mais situer les instruments en 
tant que signes visuels, les cataloguer en ensembles 
et sous-ensembles relies entre eux par des relations 
fondamentales du point de vue de la fonction et de la 
forme, telle est l'ambition du prđsent essai" (1971 
: 183). La situation scenique des instruments, des 
solistes et des aires de jeu dessine une immense par- 
tition spatiale: le spectacle se note dans l'acte 
meme de sa creation. Chacune des 52 sđquences de la
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partition musicale s'inscrit en un "graphe bidimen- 
sionnel" notant 1 'intervention dans l'espace et la 
durće de tous les elđments de la reprđsentation 
(voix, ins truments , electro-acoustique ,iaouvements , 
etc). Ce type de notation "sđmiographique" est "na- 
turellement lie a la position fixe et mobile des spe- 
ctateurs et pourrait £tre le modele analytique de 
tou:t lieu de reprđsentation, a condition d'en elar- 
gir les donnees et d'augmenter k l'infini les pa- 
rametres (position du spectateur, angle de vision, 
mouvement, rćception, etc". 1971 : 188). De fait, la 
notation devient essentiellement un programme elec- 
tronique qui contr&Le essentiellement les јеих de 
lumiere. De sorte que l'acte thđatral, sa production 
programmee et sa mise en espace ne sont plus qu'une 
seule et meme chose; la notation n'intervient donc 
plus par apres et en fonction de la perception d'un 
spectateur rđel ou ideal: elle coincide avec l'objet 
thđStral, (APPENDICE (8) ).

Toutes ces tentatives mythiques pour dđcouvrir 
un mode de notation du spectacle aboutissent a un 
m&ne retournement du notđ et de la notation, comme 
si la notation devenait une fin en soi, une maniere 
de dđpasser la realit^ a đćcrire, d'en arriver \ une 
sorte de livre absolu dans le sens ou MALLARME ^ou- 
vait ćcrire que "le monde est fait pour aboutir a 
un beau livre" (Citd in: SCHERER, 1977 : 151).

KLEE peint, dans sa Fugue en rouge (1921), le 
mouvement plastique et colorđ de la musique. Ce ta- 
bleau d'aHleurs pourrait servir d'embleme au courant 
d'idćes qui recherche des correspondances visuelles
- formes imbriquđes, rđpetitives et disposđes hori- 
zontalement comme sur les lignes d'une portđe - pour 
une structure musicale non-f igurative, (APPENDICE (9)Ĵ

Mais, des que l'on se penche concretement sur 
les moyens techniques de rdaliser tous ces projets 
d'ecriture-notation, on est de nouveau confronte au 
problkme de leur finalite et du choix d'un aspect de 
la repr^sentation. II n'y a đviđemment pas ^ esperer 
de la s^miologie - comme l'imaginent ses detrac- 
teurs pressđs et malveillants-une nouvelle methode 
,(magique" de notation. Plus modestement, la semiolo-
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gie reflđchit sur la formalisation des systemes et 
des codes, sur la mise en forme du texte spectaculai- 
re, sur les prćsupposes du discours critique et sur 

v^sQe du publics
La formalisation de certains systemes ^ l'oeu- 

vre đans le spectacle appara'it comme une condition 
prealable a toute description-notation. C'est a ce 
prix que le "descripteur" est en mesure de travail- 
ler sur un objet de connaissance et non sur l'objet 
rđel sc<£niquee Comme syst§me particuli^rement formel 
et donc repđrable et traductible en un ensemble de 
relations, on pense immđdiatement aux codesj on suit 
en cela la definition de METZ pour les codes filmi- 
ques: "chacun des champs partiels dont on peut espđ- 
rer une certaine formalisation, chacune des unites 
d'asplration a la formallsatlon; ou encore chaque ni- 
veau de structure dans chaque classe de films" (METZ,
1973 : 138). Decrire les codes de la reprđsentation 
oblige prealablement a determiner le niveau et les 
unitđs de formalisation: par exemple, il faut clai- 
rernent dđcider de se placer sur le plan du systdme 
narratif ou des oppositions gestuelies ou des cou- 
leurs et de la figuration des matdriaux scđniques.
Le code n'a đ'inter£t semiologique, et donc de valeur 
pour la notation, que si les oppG^itions qui le con- 
stituent sont pertinentes pour la signification de 
la mise en scene et s'il est đgalement possible de 
saisir 1 'articulation reciproque du plus grand nom- 
bre possible de codes. Ainsi on s'achemine vers la 
notion de systeme des codes ou de texte spectaculai- 
re. Pour qu'il у ait texte spectaculaire et inter- 
action signifiante des codes, il faut que le signe 
relevđ dans la representation ne soit pas un pur si~ 
gnifiant (sans signifiđ precis) et que ce signe res- 
sortisse a plusieurs systemes.

Bien qu'il soit, par definition meme, irnpossi- 
ble de decrire toutes les combinatoires d'un tel 
texte spectaculaire, il est cependant utile de pre- 
voir quelques figures de la formalisation scđnique.

Le texte spectaculaire se caractđrise par ехет- 
ple par un constant recoupement d'isotopies de tou- 
tes sortes: narratives, thđmatiques, figurative^,
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musicales, etc. Les points nodaux - lieux ou plu- 
sieurs codes coexistent, se completent ou s'oppo- 
sent - sont facilement reperables et devront etre 
absolument relevđs. De mžme, toutes indications for- 
melles sur la dlsposition des signes seront bien- 
venues: sur les moments de ruptures, sur les redon- 
dances informationnelles , sur 1 ' accuraulation de 
signes debouchant sur une qualite nouvelle, etc.

Le but d'une telle recherche du texte spectacu- 
laire est de prendre en compte son organisation syn- 
tagmatigue en systđmatisant les signes pergus, 
c'est-V-dire en integrant des remarques sur les prin- 
схраих paradigmes du spectacle, II s'agit d'inven- 
ter un espace ou tous ces paradigmes et leur forme 
syntagmatique dans le cours de la reprdsentation 
pourraient s'inscrire^sur une partition qui, sans 
pour autant chercher a doubler l'espace de la reprđ- 
sentation, fournirait le simulacre intellectuel de 
l'ćvdnement multimedial de la scene. Cet espace-plan 
n'auraitrien d'une photographie realiste du specta- 
cle: il ressemblerait plutot a un "relevć đ'appenti^ 
a un diagramme au sens de PEIRCE, c'est-a-dire un 
signe qui est rattach^ a son objet par une relation 
binaire et analogue. Les relations entre les elđ- 
ments du diagramme reproduisent fid^lement (mimeti- 
quement) celle de l'objet dđcrit, Ainsi on conser- 
verait l'aspect linaire du spectacle et on pourrait 
approfondir les noeuds ou les moments particuliere- 
ment denses en termes de systemes signifiants su- 
perposes. Ces moments pourraient faire l'objet d'un 
commentaire linguistique qui explique leur r6 le dans 
la fabrication du sens. L'espace-plan s'efforcerait 
de marquer la hiđrarchie des codes ou du moins - si 
cette opđration est trop dđlicate - de regrouper les 
codes selon leur fonction divers moments ou de bi- 
nariser les codes en systemes dominants / domines. 
Comme pour les visual scripts de D. COLE, les pistes 
de sens autoriseraient ~ selon le type de spectac- 
le - plusieurs trajets d 'interpretation, notamment 
des retours en arriere, de fagon a integrer au mieux 
les signes nouveaux du dđroulement dramatique, Le cri- 
tere essentiel de la notation ne serait pas l'exhau~ 
stivite, tnais la fideli^e dans les proportions et 
la liberte' de manoeuvre du "lecteur de partition" .
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"Si quelqu'un voulait expliquer mon travail par un 
systeme de signes / fermć par-dessus le marche / il 
ne ferait qu'expliquer lui-mebe", declare KREJCA 
(1970 : 15), prenant cet argument pour dire sa mefi- 
ance envers le theoricien qui veut trop expliquer.
Mais la description, comme tout acte hermeneutique, 
explique aussi son interpr^te et 1 'espace-plan de- 
vrait tenir compte des hypotheses de travail de la 
partition,

Des lors, le "dessin" du texte spectaculaire 
devrait ̂ tre nđcessairement accompagnđ d'une refle- 
xion aussi lucide que possible sur les pr^supposđs 
ideologiques et esthetiques du discours critique. 
C'est a ce niveau que la reflexion sur la finalitć 
de la notation devrait intervenir, Cette interven- 
tion - m£me si elle n'est jamais innocente et en re- 
ste au stade id6ologique, sans parvenir au stade sci- 
entifique (cf ALTHUSSER, 1976 : 67-125) - aurait du 
moins le mđrite de ne pas leurrer le lecteur sur le 
lieu necessairement marquđ de tout discours.

Enfin, le texte spectaculaire ne serait pas com- 
plet sans une indication sur ce que l'on pourrait 
nommer le cadrage de la representation, Comprendre 
et "retenir1’ 1 *đvenement scenique, c'est toujours 
dđcouper dans le continuum des ensembles pertinents, 
etablir des cadres a l'interieur desquels - en vertu 
du principe de sđmiotisation qui transforme tout ac- 
te theStral en signe - un certain nombre de princi- 
pes, de lois restent uniformement valables. Un tel 
cađre indique par exemple que les signes de diffe- 
rents codes se lisent dans leur propre combinatoire 
avant que leur r^sultante, le cadre ainsi formđ, ne 
s'associe lui aussi a d'autres cadres, de sorte que 
la signification appara“it comme 1 ' interaction de
tels cadres. La mise en scene devient alors un com~ 
plexe de cadres (de significations) relativement au- 
tonomes composes de sousensembles hiđrarchises. Nous 
sommes ici tres projhes de la notion de geste seman- 
tigue de MUKaK0VSKY« Le geste sđmantique est le prin- 

cipe d'organisation et de l'intention sđmantique; 
cette notion cherche a remplacer 1 'intentionalite de\ 
l'auteur par une structure dynamique qui relie les
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composantes de l'oeuvre a la construction progressi- 
ve du sens et donc de l'objet esthđtique (cf CERVE- 
NKA, 1976). L'espace—plan devra donc indiquer non 
seulement quels srgnes sont prdsents, mais surtout 
convment ils imposent un certain dessin/dessein: for- 
me et intention.

Paradoxalement, la notation du texte spectacu- 
laire ne sera pleinement satisfaisante que si elle 
se relativise et se nie elle-mefrie* En effet, au lieu 
de tendre vers une notation neutre et universelle, 
il semble plus utile de donner plusieurs notations 
en fonction du but recherchđ, mais aussi du public 
/lecteur qui observe le spectacle. Du m£me coup, ce 
relativisme dđtruit tout espoir de notation "scien- 
tifique", du moins au sens legerement positiviste et 
scientiste. Pour rendre compte de la reprđsentation,
il faudrait renseigner le descripteur sur la posi- - 
tion - physique et intellectuelle - du public en face 
de l'đvćnement thđStral. Comment, par exemple, "no- 
ter" le 1789 du Thđatre du soleil sans connaitre le 
dispositif scenographique de la Cartoucherie les 
moments d'actions simultanđes, 1 'orientation du pub- 
lic entre les cinq aires de jeu surđlevđes.(Les cour- 
tes indications dans la brochure sont, la encore, 
tout a fait insuffisantes), L'espace plan ideal por- 
terait la mention des grands changements de la vision 
par le public: non seulement le lieu concret, la per- 
spective d'ou la piece est entendue et vue, mais aus- 
si la distance (ou la proximitć) du jeu, la maniere 
dont les comđdiens nous apparaissent comme pro.ches 
(crđdibles) ou lointains (distancies). On ržve d'une 
fagon de mesurer et d'inscrire dans 1 'espace-plan ces 
facteurs de perception, un peu comme on indique en 
musique si le jeu est legato, staccato, allegro ou 
sostenuto.

CONCLUSION GENERALE
Au terme de ce parcours dans le territoire tan- 

fSt rđel, tantot mythque et tant6t programmatique 
de la notation theatrale, on ne peut que marquer une 
pause quelc[ue peu sceptique et desillusionnđe. Si 
aucun systeme descriptif ne s'est impose pour l'etu-

126



de de theštre, c'est peut-'etre pour la bonne raison 
que le the'Stre s ' invente 'ћ chaque đpoque et irî me 'a 
chaque reprđsentation et qu'il existe toujours ail- 
leurs»ne se laissant formaliser que dans la "clSture 
’de la representation" dont parle DERRIDA (196 7) , 
c'est-a-dire dans la rdpčtitlon du theatre laquelle 
signifie sa mort meme,

Voila pourquoi l'on a toujours mauvaise con- 
science a noter le theatre, comme si l'on accompli- 
ssait un acte interdit qui fait đisparaifflre l'objet 
qu'il etait cense re—presenter.

Pourtant, si on congoit ce processus descriptif 
comme l'acte de naissance du sens meme, ne devient- 
-il pas alors manifeste que toute notation est aussi 
deja un acte thečrtral?
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SOPHIA D . LOKKO
THE GHANAIAN EXPERIMENTATION IN THE REACTIVATION  

OF HER HERITAGE IN THE ARTS WITH SPEC IAL  REFERENCE 
TO THE PERFORMING ARTS

One of the đistinctive aspects of traditional 
African iđentity, we suggest, is usually expressed 
in the arts which include: verbal arts, like langu- 
agej visual arts; like sculpture, carving and potte- 
ry; the performing arts like music, dance and dra- 
ma, All these forms have a style and message of their 
own; but they all communicate and mirror the Afri- 
can way of life in an intimate manner, These arts 
which are closely integrated with the life of a com- 
munity were practised from long ago as forms of sha- 
red experience - for amusement or entertainment, or 
at organised public traditional functions, The arts 
were therefore evident on different occasions giving 
the performances of rites, ceremonies or festivities 
their recreational and social dimensions.

In the recreational and social context there we- 
re occasions in days gone by when the traditional Af- 
rican would dress in the skin of an early catch or 
other costume of his choice. He chanted, sang and dan 
ced and performed certain rites for special favours 
and rewards like rain, good harvest, or health from 
the Supreme Being or the lesser gods or the dead an- 
cestors, He sometimes danced until he projected him- 
self outside of himself and acted as if possessed.
In the process an artist emerged depicting himself 
as an animal or another being. Through the medium 
of verbal arts - poetry, music, dance and sculptu- 
re - he communicated his message to the audience.
Such activities showed an awareness, albeit infor- 
mal, of the arts in traditional African society.

Thus it could be said that by the time the Eu- 
ropeans arrived in the early fifteenth century the 
practice of the arts was quite solid and pronounced 
in the daily activities of Africans. In fact, the 
practice of the arts was part and parcel of the peo- 
ple's cultural heritage. This was clearly borne out

129



by the cult of iron and gold usually performed with 
pomp and pageantry. Mothers and daughters took promi- 
nent roles in the cult which also embodied and pro- 
jected the performing arts - music, dance and drama 
as important ingredients in our culture« Societies 
were organised through the cult of iron and gold, 
making the performing arts a fundamental part of the 
social life. We could also refer to the popular and 
frequent moonlit night-interactions where oral tra- 
ditions in the form of folk tales and other narrati- 
ves presented in the choicest rhetoric adorned with 
proverbs formed part of the activities, (It is no 
wonder then that even today indigenous African langu- 
age that is considered good adopts the use of proverbs 
and metaphors). As a matter of convenience such
activities usually took place on moonlit nights. As 
soon as word went round male and female, young and 
old converged under the shade of trees or in their 
courtyard for the sessions. What added to the popu- 
larity of the activities was the knitted community 
relationship and the environment. Villages were not 
spread out and houses were so structured that people 
could easily and readily call on each other promptly 
when the need arose. There was a genuine concern for 
each other, probably because of ethnic links and ethics 
of the society, They also lived in an environment of 
lively action: there was some sort of action going 
on continually, for happenings like births, marria- 
ges, deaths, were consiđered to be public events usu,- 
ally attended with сегетопу. Singing and dancing fea- 
tured at such occasions. Some education or insight 
into the social norms and sanctions permeated the 
functions, We give as an example "Kpashimo" a form 
of song and dance with feet stamping body movements 
from side to side. It is observed as part of the annu- 
al festival celebration of the people of Labadi,(1) and marks the time when the deity "Lakpa" of Labadi

A town outside Accra the capital of Ghana. The- 
re is a Mantse as well as a deity in the town. 
The Labadi people in one of their internal wars
- The Kotoku Twrebo War of 1777 fought as allies 
of the Daneri,
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is said to have wedded every woman, consequently 
every man has the liberty to embrace, hug and fon- 
dle (Shakamo) all women without an infringement of 
conjugal rights. The women as custom demands, sho- 
uld not show апу resistance, or reluctance at the 
gesture. Should that happen they are forced into 
yielđings The "Shakamo" shoulđ not be confused with 
adultery or indecent assault.

The Kpashimo is a form of social sanction as 
found in the philosophical songs which are both ne- 
gatlve, a sort of tongue-lashing but may be also 
positive when mainly focussed on praise of indivi- 
duals and even the communitys It is also on oppor- 
tunity for letting off steaim The songs are usually 
based on social and current events of the уеаг. The 
initiators are people who are well versed in compo- 
sition of philosophical words and creating songs for 
situations, and people spontaneously, This example 
and other activities like enstoolment and dedestool- 
ment of chiefs were also and still continue to be 
occasions for artistic display»

The absence of formal education was not a handi- 
cap for the average traditionalist. In the social in- 
teractions he learnt some science, medicine, philo- 
sophy and logic„ Now there are schools; Western ty- 
pe, where formal education is pursued. Formal educa- 
tion endeavours we may say are supplemented by the 
traditional informal training given in the home. The 
functional art objects like the stool had (and 
still continues to have) a distinctive role in the 
life style of the Ghanaian. For example at the time 
of marriage the bride is presented with a traditional 
stool signifying that she should stay on in marria- 
gelife as long as the lifespan permits. "Woa ba tra 
fie" literally meaning "stay on if you are here". (No 
divorce) An institution like "Chieftaincy" goes with 
"Stool polity" , In general, through the performing arts 
and the other art forms, ideas were communicated to 
people, The art of story-telling which in Ghanaian 
society used to help in the training for life is full 
of drama. It is usual to have history, oral literatu- 
re, and oral traditions told with or in drama. These
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interactions and informal instruction in dramatic 
language were considered to be challenging but re- 
freshing and relaxing5 Mention should be made here 
of the traditional religion which also employed mu- 
sic, dance and drama.

The colonial and missionary influences did not 
advance the trađitional importance of the arts. In 
sum what transpired was an attempt to make the Afri- 
can look down on his traditional heritage. Indeed 
everything African bore the label primitive, anti- 
-christian, heathen or pagan - clearly an attempt 
at subverting things African, Caine has observed  ̂
that, "We are taught that African ancestor 'worship' 
which calls for offering food and drink to the dead 
in return for blessing is a primitive, superstitious 
ideaj but that the practice of putting flowers on the 
graves of dead relatives anđ friends by the Christi- 
ans is religious. The result of this attitude has 
been to kill the African psychologically/ and make 
him ashamed of his background."2 Dancing which had 
featured prominently in practically all ceremonies 
was now supposed to lead to fornication, Khasa has 
summarized the effect of the attack on tradition in 
the following worđs; "Since African culture was like 
a well-balanced troupe of snake đancers, damage in 
one area was reflected in all the other areas, Afri- 
can culture was then left standing like a hollowed 
tree whose inner fibre had been eaten away by termi- 
tes, waiting defencelessly for a small wind to top- 
ple it. " 3

The foreign cultural domination and influence 
consequent upon the condemnation of African culture 
almost crippleđ the indigenous forms of performing 
arts, It is no wonder then that at the time when the 
facilities for it existed very little documentation 
and cataloguing of traditional forms of drama were 
done. Moreover, the attempts that were made in this 
đirection tended to be distortions mainly because in 
the absence of mutual trust between the foreigner- 
-recorder and the traditionalist-informer, the rele- 
vant information was not easily forthcoming. This 
lack of reliable documentation makes more difficult
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the efforts'now being made at reactivation in Ghana 
in particular and Africa generally,

From the colonial times through indepenđence 
and shortly thereafter Ghana depended on European 
orientated themes and materials in the performing 
arts, Patronage at play performances especially was 
not encouraging* We attribute this partly to the dif- 
ficulty to grasp the humor and wit in the lines of 
the plays; and the fact that* unlike traditional 
performances, there was little, if апу, audience par- 
ticipation. Another contributory factor to the poor 
attendance was the regulation about dress. The au- 
đience were required to be in evening wear and not 
in their "traditional outfit"*^ xn a long discusisi- 
on about clothes with Genoveva Marias, Nkrumah(l) po- 
inted out that "ma.ny years ago Herbert Spencer recor- 
ded a remark someone had made - that the consciou- 
sness of being perfectly well dressed may bestow 
peace upon the person that even religion itself can- 
not give".5a "The remark is tantamount to the pea- 
ce and pride enjoyed by most Ghanaians from their 
clothesV

In Ghana and even in contemporary Africa as a 
whole, art is now a National issue; it is on the 
air, on television and even in the dailies. In the 
young parliament of the 3rd Republic of Ghana dis- 
cussions touching on art as it relates to develop- 
ment have a.lready begun and continue to receive li- 
vely attention. In a recent Parliamentary Debate the 
following reference was made concerning the arts:
"A retrospective analysis of the policies of / the 
Nkrumah / Government seems to indicate that it was 
guided by a concept which was drawn from culture,
I mean the African Personality ... Ghanaian trađid- 
tional forms of cultural expression have, admitte- 
ly, always been deeply interwoven with our social 
life. Му Government will, therefore, ensure that our

(1) First President of the Republic of Ghana. He 
steered Ghana then Gold Coast to independence 
in 1957.
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culture is not ađulterateđ or de-personalised by vul- 
gar cominercialism. The thrust of our policies will 
be to encourage the đevelopmental and promotional 
aspects of the different forms of our traditional 
artistes be they drummers, dancers, sculptors, wri- 
ters or musicians to develop their talents„"6

We are not suggesting in this paper that the 
activities of the past no longer form a part of our 
life style, Indeed there seems to be a remarkable 
awareness of what the past has to offer to the pre- 
sent. There is a resurgence of interest in the arts 
generally and the performing arts in particular, as 
evidenced in the great number of cultural groups that 
have been formed in recent timesc There are also dra- 
ma groups like the Ghana Playhousef Dawn Theatre,
Kusum Agoromba, Adabraka Drama Troupe and many others. 
There is the "School of Performing Arts" based at 
the University of Ghana. It was initiated in 1962 by 
the Late Dr. Kwame Nkrumah together with the 'Ghana 
Dance Ensemble'.S We also have musical groups like, 
the Orpheus Choir, (now Manyina Choir) Damas Choir 
etc.

We suggest that the success of the various groups 
is based on the fact that they take their mate- 
rials from traditional sources, T’he audience are the- 
refore able to identify with the characterss and to 
appreciate the solid message of the performances. In 
the small community like the University of diana we can 
clearly see the success of the reactivation process. 
Interest in the performing arts has been kindled. Per- 
formances are now so popular that even having to 
stand for more than an hour to watch a production 
does not pose problems.

Other new experiments in Ghana include the sto- 
ry-telling otherwise known as Anansegro. The play,
"The Marriage of Anansewa" by Efua Sutherland - based 
on Ananse (Spiđer) folk tales, was successfully per- 
formed in Ghana and also presented at "Festac"9 in 
Nigeria in 197 8 . There are original plays and adap- 
tations using both English and the local languages, 
but the material is authentically Ghanaian. Thus brinr’- 
ing out patterns of customary behaviour, costuming
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and other social norms.. Other experiments in the re- 
activation process is the joint effort of The Arts 
Council of Ghana and "Faisal Helwani Prođuctions"lO 
at the combined use of two different sets of musical 
instruments (traditional and modern) in fusion- This 
has produced very satisfactory result ~ an evolution 
in African sounđs, In this experiment as many as se- 
venteen traditional dance tunes have been re-arran- 
ged. The band featured at the "National Highlife and 
Traditional Dance Competition* " И  Another feature is 
the First International Cultural Festival under the 
patronage of the Ministry of Eđucation, Culture and 
Sports and The Ministry of Foreign Affairs which was 
organised in July this уеаг. There were more than ten 
participeiting countries, It is intended to be an an- 
n.ual affair. In effect the Festival was presented 
as a sort of 'Cultural Fair' to afford an opportuni- 
ty of projecting the rich cultural heritage of the 
participating countries. The serving girls added the 
typical Ghanaian personality in their rich colour- 
ful traditional clothes; with matching hair styles, 
also in the traditional fashion (The hair was parted 
and plaited or tied with black thread). The fair en- 
couraged the appreciation and understanding of each 
other's culture for their mutual benefit,

12For some ten years 'Kumasi' has hosted the Na~ 
tional Annual Festival of Arts and Culture usually 
organised by the Arts Council of Ghana. The decision 
now is to rotate the festival round the regions in Ghc 
na, (There are nine recognised regions in Ghana:- Gre- 
ater Accra, Eastern, Central, Western, Northern, Up- 
per, Ashanti, Volta., Brong Ahafo. There is a move 
to have an additional region - upper West to make 
ten,), The idea being to make participantst regions 
and the general public aware of the sense of belon- 
ging and thereby inculcate in everyone, the spirit of 
đevelopment, encouragement and pri.de.

Ghana's attempts at reactivation are laudable. 
However, as of now sufficient attention has not been 
paid to ceremonial and ritual drama, This is unfortu- 
nate because quite apart from their artistic quali- 
ties, ceremonial like durbar - / phase of ceremonial
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or ritual drama, for it has many phases /; has a lot 
to unfold. At such a durbar, history is unfolded; 
the structure of society revealed and elements of 
political organisation and socialism displayeds So 
that the reverential attitude tovrards the stools 
laid by as monuments of dead chiefs - the historical 
charters, the display of ceremonial stools, the druin 
language, the stool complex conjure definite overt 
behaviour patterns4 They include attitudes of gestu- 
res of obeisance and reverence, deep and mixed feel- 
ings of awe, grief, and felicity - showing of overt 
behaviour forms."13

But the wind of change may be catching up with 
the ceremonials after all. Recently, the raedia, par- 
ticularly television has been paying attention to 
festivals and the phases like durbars as a source of 
education about our heritage, It is our hope that 
the traditional arts will be kept alive through the 
continued experimentation in the reactivation process. 
Without a firm foundation in our Own cultural heri- 
tage it will be difficult for us as a nation to acco- 
mmodate materials from other cultures in such a way 
as to enrich our lives.
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SREDOJE LALIĆ 
ORGANISING DOCUMENTARY MATERIALS ACCORDING TO THE 

SYSTEMS OF SUBJECT OR FORM

(in regard to the experience of the Center for 
Theater Documentation of the Sterijino Pozorje,

Novi Sad)

Instead of an introduction; a Word 
or two about Sterijino Pozprje

Sterijino Pozorje was founded in Novi Sad in 
1956 with the basic purpose of promoting the advan- 
cement of Yugoslav dramatic literature and stage 
productions based on Yugoslav texts, Sterijino Pozo- 
rje has been carrying out its purpose continuously 
by:

- organising and holding of the Yugoslav Thea- 
ter Festival (Sterija Festival) in Novi Sad each уеаг 
at the end of the theater season;

- organising and holding during the Yugoslav 
Theater Festival of such regular activities as the 
Sterija Festival Round Table of Critics, the Young» 
People s Theater Festival, the Small Forum of Ste- 
rijino Pozorje and the Public Forum of Sterijino Po- 
zorje;

- organising Yugoslav theater exhibitions as 
permanent events and international tri-annual exhi- 
bitions on: "The Theater in the Photographic Arts", 
"Theater Scenography and Costume Design" adn "Thea- 
ter Books and Publications";

- publishing works on the dramatic arts, stu- 
đies, essays and scholarly research on the theater 
arts and other publications as part of the publish- 
ing program of Sterijino Pozorje;

- organising of documentation and information 
services for the collecting, classifying, storing 
and use of data and documentary materials on the
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literary, dramatic and theater activities of the na- 
tions and nationalities of Yugoslavia and the work 
of Sterijino Pozorje on their advancement;

- organising international symposiums of theater 
critics and professionals,

The most important, and, naturallyf the best 
known event which Sterijino Pozorje has been organi- 
sing for the last twentyfive years is the Yugoslav 
Theater Festival, This is a festival of Yugoslav the- 
ater and drama at which the dramatic works of authors 
of various Yugoslav nations and nationalities are per- 
formed by professional theater companies from Yugo- 
slavia and also those from abroad provided they offer 
the works of Yugoslav playwrights. At the Yugoslav
Theater Festival awards are presented for the best
literary-dramatic and stage-performing achievements 
and for other results in performance.

The instltutlon of the Sterljino Pozorje
Center for Theater Documentation and the
basic aspects of its activlty
The Center for Theater Documentation of Steri- 

jino Pozorje began its activity in mid 1977, that is 
to say, more than twenty years after the founding of 
Sterijino Pozorje--the institution within whose fra- 
mework the Center itself was instituted. Over the 
twenty years of existence of Sterijino Pozorje, that 
is to say, of tbe holding of the Yugoslav Theater 
Festival, the international symposiums of critics and 
theater professionals and Yugoslav and international 
exhibitions devoted to the theater and theater ar- 
tists and of a series of other events a large and va- 
ried amount of documentary material came into being.

Starting out its activities with a twenty years 
delay in comparison to the beginning of accumulation 
of documentary material, the Center for Theater Do- 
cumentation found itself confronted by various prob- 
lems of a professional nature. These arose from the 
variety of documentary material, both in content and 
in form, due to which it was difficult to find a
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simple and unique approach to its sorting, notation 
and processing.

The documentary material which came into being 
and is still continuing to accumulate at Sterijino 
Pozorje consists of:

a) original archival documents which have come 
into being from the activity of Sterijino Pozo- 
rje and its social and professional bodies and al- 
so from the work of the professional staff engaged 
in the organising and carrying out of the Sterijino 
Pozorje Program of Activities,

b) dramaturgical documentary material:
- manuscripts of dramatic works (performed 

or not performed at the Yugoslav Theater Festival),
- a collection of clippings (theater, lite- 

гагу and drama critiques in Yugoslavia, the reperto- 
ires and activities of theater festivals in Yugosla- 
via, biographies of theater artists, reviews of per- 
formances at the Yugoslav Theater Festival and the 
overall activity of Sterijino Pozorje) ,

- negatives, photographs and slides taken
at theater performances, exhibitions and assemblies,

- tape recorđings made of performances and 
various events,

- 16 and 35 mm film tapes of performances 
(and from 1980 video-casettes also),

- theater posters of premiere performances,
- theater programs and other short printed 

materials,
- scenography and costume design sketches 

and final solutions,
- various other types, in smaller quantity, 

of written, drawing, recorded or duplicated materi- 
als, including three-dimensional objets (medallions, 
models and the like),

c) library collections (Yugoslav and fore- 
ign books and periodicals on the theater and of Yu- 
goslav dramatic literature),
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d) bibliographies and bibliographical materi-
als,

e) unpublished documents (both primary and se- 
condary) providing statistical and other factual da- 
ta on the activities of Sterijino Pozorje and the 
theater life in Yugoslavia.

Dilemmas at the outset
Confronted by the fact of documentary material 

which had been collected and stored since 1956 but 
not sorted as well, following its institution the 
Center for Theater Documentation found itself in 
1977 before its first and greatest dilemma of which 
methodology for sorting and processing this documen- 
tary material .it should apply.

The problem of methođology posed itself as the 
alternatives of: 1 ) applying the method of the sub- 
ject system of organising, sorting, processing and 
storing of documentation (or, to phrase it diffe- 
rently, of collecting units of documentary material 
according to the criterion of subject) or 2) apply- 
ing the method of the form system of organising, sort- 
ing, processing and storing of documentary materi- 
al (or, to phrase it differently, of collecting the 
same kind, in the material sense of the word, of 
units of documentary materials into larger formal 
series or wholes).

Arguments "for" and "against"
organising documentary material
according to the subject system
The subject system for organising, sorting, 

processing and storing documentary material offers 
very attractive possibilities for creating, in a 
relatively simple manner and short time, of thema- 
tic and subject entities of various kinds of docu- 
ments, which, from the stanđpoint of information 
and document use, bring documentational materials 
closer to potential users. For instance, this sys- 
tem makes it possible to find within one subject
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group (and as a physical collection) all the mate- 
rials on, let us say, the performances of Goran Ste- 
fanovski's play Divo meso /Proud Flesh/ (the text of 
the play, literary reviews, documents on the author, 
directing, scenographic and costume design materi- 
als, photographs, theater posters, tape recordings 
of various performances, theater reviews of various 
performances and the like).

The documentary materials are, therefore, sort- 
ed independent of their material features and di- 
stributed into subject groups according to their 
content. Depending on the scope of subjects of the 
documentary materials, the documentarist establis- 
hes a number of subject groups so as to "cover" the 
entire material. For his own purposes and for those 
of the users it is sufficient, in such a case, to 
make an alphabetical index of these subject groups 
according to whicn the documentary material is sor- 
ted.

Provided the interest of the user corresponds, 
in regard to content, with one or more of the sub- 
ject groups, this system can, undoubtedly, meet the 
demand for certain data and documents. Those demands 
of the user, however, which originate from specific 
or "cross-reference" positions and do not coincide 
with the subject groups, can be met only by going 
through a number of subject groups of documents.

The advantages of this system which appear in 
its relatively simple and quick practical applica- 
tion are subsequently lost due to the limitations 
and difficulties encountered later in the attempt 
to develop more ramified and "multifaceted" infor- 
ming.

The shortcomings of organising documentary ma- 
terials according to subject, which become apparent 
in developing a more advanced information system, 
can, to a great extent, be overcome by creating in- 
formation means adapted to this system of documen- 
tation. The joint feature of these information means 
woulđ be the fact that one means would present in- 
formation only on primary documents of the same ma- 
terial (formal) features. For instance, a catalog 
of theater posters whose cards would be ordered acco-
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rding to their authors or according to the authors 
of dramatic works or according to theater companies 
or the like which facilitates the process of gai- 
ning detailed information from this series of docu- 
ments. The denotation of the subject group under 
which the poster is classified would, in such a ca- 
se, function as its call number.

One should not exclude, even in this system, 
the possibility of applying more complex informa- 
tion procedures, of a conventional or non-conventi- 
onal nature. In this regard there are, in fact, li- 
mitless possibilities for applying traditional (cla- 
ssical) and mechanical (modern) indexing. Efforts 
in this direction are conditioned by the adequate 
processing of particular documentary units of which 
there are, as a rule, tens and hundreds in each sub- 
ject group of documents.

From this the conclusion impresses itself that 
with time, along with the introduction and advance- 
ment of more complex systems of information (capa- 
ble of offering detaileđ data from various positi- 
ons at one and the same time) the original organi- 
sation of documentary material according to subject 
becomes obsolete as the basis for complete and accu- 
rate informing. In the not so distant future, subject 
groups, that is to say, their titles as possible 
formulations of corresponding demands for informa- 
tion, will turn into an embryonic, quite small por- 
tion of an incomparably larger number of variously 
formulated demands for information which it will 
be possible to meet completely and accurately.

This consideration of the features of organi- 
sing documentary material according to subject should 
also include, though in broad terms, several 
othersof a different nature. These stem from the 
fact that not even the smallest documentary unit 
belongs, by its content and formal features, to one 
single subject group exclusively. Most often there 
are instances of a single documentary unit which, 
due to its various content and formal features, co™ 
uld be justifiably included in a larger number of 
subject groups of different titles. This is in fact
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what is done, provideđ there are several copies of 
the same documentary unit— but to the detriment of 
storage space. If, however, it is a case of a uni- 
que item, it rests on the subjective opinion of the 
đocumentarist to determine which of its features 
will be the determining ones for assigning this do- 
cumentary unit to a corresponding subject group.

The factors of есопоту in sorting and storing 
of documentary materials, and also the possibilities 
of standardising storage equipment, the application 
of physical and chemical protection and the possi- 
bilities for uniform documentational processing are 
also some of the weaker aspects of this system.

The system of organising documentary material 
according to subject offers, at first glance, very 
attractive possibilities: even large collections of 
documentary materials can, in a relatively short 
period of time, be organised according to the prin- 
ciples of subject pertinence and thus quickly made 
available for scholarly and professional use. The 
limited popularity this system enjoys stems, for the 
rnost part, from those document users whose interests 
coincide with the formulated subject groups.

Arguments "for" and "against"
organising documentary material
according to the form system
The form system of organising documentary ma- 

terials, as is evident in the practice of archives, 
museums, libraries and documentation centers, is 
founded on the principle of grouping the basic do- 
cumentary units of the same formal and material fe- 
atures into separate groups— collections. Within 
these groups an order of basic documentary units is 
established according to the criterion of formal fe- 
atures (numerical denotation, chronological, alpha- 
betical according to name, alphabetical according 
to name of geographical features, alphabetical acco- 
rding to author, combined denotation and so on).

The establishing of groups of basic documenta- 
ry units and the determination of their order accor-
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ding to formal features can rarely, at the first 
stage of sorting and processing, offer a subject 
view of the material. The sorting of the basic do- 
cumentary units and their individual noting (inve- 
ntory) creates physical series of documents of the 
same kind, and these can "emanate" information only 
if the demands (reguests) of the users stem from 
that feature which served as a criterion for esta- 
blishing the order of documents. Thus, for instance, 
if a collection of posters is organised (ordered) 
according to theater-houses— publishers, it would 
be easy and quick to answer a request for informa- 
tion to the effect of: "how many and which posters 
did this theater house publish?" as opposed to a 
question to the effect of "how many and which pos- 
ters in the collection were published in 1961?" 
which would require much more time for their exami- 
nation and singling out.

From the instance cited the conclusion can be 
easily drawn that the system of organising documen- 
tary material according to form, following the rea- 
lisation of the first stage of sorting and noting 
of the basic documentary units, offers very modest 
possibilities for information. This is particularly 
true of such requests for information which require 
a synthesis of data and documents on a broader sub- 
ject notion. So, for instance, the information de- 
mand about the play "Proud Flesh" by Goran Stefano- 
vski on the Yugoslav stage would be left without 
a complete reply.

What is, therefore, the advantage of the sy- 
stem of organisation according to subject (that re- 
latively complex information requests can be answe- 
red fairly quickly, though not requests for more 
detailed information also) is a characteristic wea- 
kness of the system of organisation according to 
form (which can fairly quickly answer requests for 
more detailed information but not those which reguire 
a synthesis of features or of various kinds or 
documents).

Still, the system of organising documentary 
material accorđing to form calls for the creation
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of an information system "for the long run" and for 
the application of more advanced information means 
and methođs. The appropriate selection and evolving 
of information means, along with the application of 
traditional or contemporary techniques of document 
processing (and, of course, along with much knowle- 
dge and time devoted to the analysis of the content 
of the basic documentary units), can give rise to a 
complex information system which will be very flexi- 
ble both in reagrd to the fields of interest of the 
users and in regard to the analytic and synthetic 
approach of users to subject notions, the formal fe- 
atures of đocuments or to the combined criteria for 
the dispersion of documents.

The perspectives which the present age offers 
in the field of applying modern information methods 
and means particularly in the area of machine index- 
ing, create an assurance that at least some of the 
previously insurmountable problems in the informa- 
tion memorising and retrieval will be overcome by 
the application of modern technical means in the 
field of theater documentation as in others.

The system of organising documentary material 
according to form can also be characterised as an 
"open" information and documentation system, one 
in which new information sub-systems can be intro- 
duced, that is to say, as a very adaptable one in re- 
gard to user demands and compatible to larger branch 
or regional information systems.

Along with this, the system of organisation 
according to form afford an incomparably more econo- 
mic and safe storage and protection of documents, 
standarđisation of equipment and technical require- 
ments, an easier application of uniform methods 
of professional processing, and also more efficient 
methods and more modern technical means for the re- 
trieval of necesssary documents.
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The system of organising documentary
material chosen for the Center for Theater
Documentation of Sterijino Pozorje
An examination of the basic characteristics of 

the two systems for organising documentary materi- 
als presented in the previous two sections, though 
in a somewhat simplified manner yet sufficiently 
stressing the differences between them, was the pro- 
cedure taken in solving the dilemma by which the 
Center for Theater Documentation of Sterijino Pozo- 
rje found itself confronted at the outset of its 
activity.

The basic decision was to adopt the system of 
organisation of documentary material according to 
form as the basic one, along with a partial appli- 
cation of the system of organisation according to 
subject only for particular areas and for particu- 
lar categories of documentary materials.

After a period of three years of work, the fol- 
owing collections have been established at the 
Center for Theater Documentation of Sterijino Po- 
lorje:

- a collection of manuscripts of dramatic works 
by Yugoslav writers (containing 758 inventory units 
and supplied with two catalogs: according to author 
and according to title),

- a collection of photographs (containing 10,058 
inventory items and with catalogs of name and sub- 
ject indexes supplied with 4,000 cards-entries which 
contain in turn over 35,000 denotations-call num- 
bers of photographs),

- a collection of clippings (containing 10,350 
inventory units; in process is the entering of their 
call numbers onto the cards of a specialised biblio- 
grapnical catalog devoted to the field of post-War 
dramatic literature and theater in Yugoslavia which 
is being made on the basis of bibliographical pe- 
riodicals and which contains over 21,700 bibliogra- 
phical units arranged according to the UDC),
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- а collection of theater posters (containing 
559 inventory units and supplied with two catalogs 
made according to the authors of the posters and the 
authors of the dramatic works performed),

- a collection of tape recordings of various 
performances and other events (containing 253 inven- 
to.ry units and supplied with a subject catalog) ,

- the archives of Sterijino Pozorje (contai-
ning 86 boxes of archive documents sorted, though 
not fully, according to the principle of free pro- 
vidence). /

Besides tnese collections, two groups have been 
established according to the principle of subject:

- a collection of short printed materials (re- 
pertory announcements, programs for individual per- 
formances, invitations and the like) which is orga- 
nised according to the principle of dossiers for 
each theater-house in Yugoslavia,

- a collection of written documents of a bio- 
graphical nature (autobiographical documents, memoir 
materials of an autobiographical content, arti- 
cles biographical in content, bibliographical data 
on articles biographical in content, bibliographi- 
cal data on the publications of particular indivi- 
duals) which are organised into dossiers for each 
individual.

To this activity of the Center should be added 
that on the sorting and processing of books (1,216 
Yugoslav publications supplied with three catalogs: 
an author, UDC and subject one) and Yugoslav thea- 
ter periodicals (98 titles totalling 678 volumes).

The Center for Theater Documentation of Steri- 
jino Pozorje has still not begun work on all the 
forms of processing the documentary materials it po- 
ssesses and which it is continuing to collect along 
with collecting and sorting of "dry" data on the 
repertoires, performances of professional theater 
houses and theater festivals in Yugoslavia.

The presentations on the theoretical and prac- 
tical problems of sorting, processing and use of
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đocumentary material on the theater which we have 
had the occasion to hear at the 14th Congress of 
SIBMAS will be of great value to us in our future 
work. All the more so, since the Center for Thea- 
ter Documentation of Sterijino Pozorje is virtually 
at the beginning of its growth. What we have said 
of ourselves and of some of our problems and dilem- 
mas in the organising of our theater documentation 
and information activities will provide you with an 
image of a rather small documentation center still 
in the process of origination.
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ALESSANDRO TINTERRI
THE COMPAGNIA DEL TEATRO D 'ARTE DIRECTED BY 

L U IG I  PIRANDELLO 1925-1928

At the Civico Museo Biblioteca dell'Attore del 
Teatro di Genova, a research is under way having as 
object the history of the compagnia del Teatro d'Ar- 
te in Rome, which Luigi Pirandello established in 
1925 and directed until August 1928. This research 
started from materials, mostly unpublished, are co- 
mprised in the archives of three kept at the Museo 
dell'Attore and are in many ways complementary to 
each other:

- Guido Salvini collection (1893-1964): this 
director began his artistic career in Pirandello's 
Сотрапу, first as administrator, then as scenograph- 
er and stage manager;

- Virgilio Marchi collection (1895-1960): he 
was the architect who designed the Ođescalchi The- 
atre, which was for only a few months the permenent 
site of the Compagnia del Teatro d'Arte. Then he 
remained as scenographer for the Сотрапу;

- Lamberto Picasso collection (1880-1962): he 
was the leading actor of the Сотрапу, except for the 
1926-1927 season.

This research has as its goal a better under- 
standing of Pirandello's works through his directing 
experience.

The materials collected, copious and diverse 
include: the plan of the theatre where the Сотрапу 
first opened on 2 April 1925 and continued until 3 
June of the same уеаг; the drawings of the scenogra- 
phy, photos of the performances, a few scripts; some 
relics such as, for example, the costume Picasso 
wore as the Father in Six Characters in Search of 
an Author; there are also letters and financial pa- 
pers.

We have read and studied magazines and newspa-
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pers of those years and we were able to rebuild the 
Company's daily repertory and its tours abroad. The- 
se very import-erre!' proofs permit us to evaluate and 
understand the intentions and reasons which guided 
Pirandello through his experience as director. We 
also looked for the old play programs to follow the 
changes which occuinred in the artistic listing.

During our research we have found evidence con- 
firming the significance we had atributed to Pira- 
ndello's directing experience. We also found confir- 
mations that such an experience influenced his play- 
writing activity.

An example of some of our findings can be fo- 
und in the last edition of Six Characters in Search 
of an Author printed by Bemporad in 1925. In this 
edition, which is the one we all know, the Six Cha- 
racters come from the back of the theatre accompa- 
nied by the Commissionaire, and thqy reach the sta- 
ge by two small flights of steps. This expedient 
brings the actors into contact with the public as 
the author points out in the initial caption. But 
it was not like this in the first edition of 1921.
As a matter of fact, if we read the first edition 
of the Six.Characters in Search of an Author, we no- 
tice that not only did the Characters come from a 
small door at the back of the stage, but that there 
was no trace of апу communication between the actors 
and the public. Dario Niccodemi followed this ver- 
sion during the first staging of the play in Rome 
at the Valle Theatre on 10 Мау 1921. Two years la- 
ter, on 10 April 1923, George Pitoef staged the Six 
Characters in Search of an Author in Paris at the 
Thdatre des Champs Elysđes. Under his direction the 
Six Characters were brought on stage by means of a 
service lift. Ву this same lift they disappeared 
at the end and went back to their original place, 
conferring to Pirandello's "play in the making" a 
new circularity. Pirandello, at first, is against 
this change but when he sees the performance in Pa- 
ris, he is convinced of its effectiveness. However, 
this innovation is limited to Paris: here all the 
action takes place only on stage.
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Мах Reinhardt's direction of the play in Ber- 
lin on 30 December 1924 brought nothing new in this 
sense: the Six Characters again come from the small 
door backstage.

Now our question was: where did Pirandello get 
the ideas for all of the captions appearing in the 
last edition? None of the hints were described in 
the edition presented in 1921. What happened in the 
meantime?

In Rome, towards the end of 1924, the Societa 
del Teatro d'Arte was established and Pirandello 
became its director. The playwright finally had a 
Сотарпу and a permanent theatre which allowed him 
to bring to life his plan for reforming the Italian 
theatre. He deđicated himself completely to this 
new achievement and participated in first person to 
the planning of the new theatre. It is in this pro- 
ject that we find for the first time the smaH flights 
of steps mentioned in the captions of Six Characters 
in Search of an Author.

Virgilio Marchi, teh architect, mentions in his 
notes, how Pirandello intervened when the stage was 
built. It had to be lowered, in comparison to the 
standard stage, until it was only 90 centimetres 
from the floor of the theatre itself. He also wan- 
ted to add to the prospect, the possibility of a co- 
mmunication between the stage and the public. For 
this purpose the architect added two small movable 
flights of steps to the stage. These steps made it 
possible each time to have either a closed front 
stage with a central flight of steps (the steps next 
to each other); or side tiers (a set of steps on each 
side of the stage), or again a mystic gulf which in- 
cluded the two small flights of steps to form the 
armonious curve for the orchestra beneath the stage 
(here the steps were not only next to each other but faced each other).

The Theatre was inaugurated on 2 April 1925, 
with Luigi Pirandello's single act play Sagra del 
Signore della Nave. This was followed by The Gods 
of the Mountain. A play by the Irish playwright Lord
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Dunsany.
The play Sagra del Singore della Nave had first 

appeared in the magazine "II Convegno" in the edi- 
tion of Sept. 1924. For the first time, Pirandello, 
in this single act play, foresees a communication 
between the stage and the public by means of a small 
bridge. The text, which in fact ends with a proce- 
ssion climbing to the stage, was to have been per- 
formed at the Theatre del Convegno in Milan, direc- 
ted by Enzo Ferrieri, in December of 1924, but at 
the last minute it was cancelled. One of the obsta- 
cles which prevented the performance was a police 
rule prohibiting апу kind of contact between the 
public and the actors.

The following уеаг, at opening night at Odes- 
calchi Theatre, under the direction of Pirandello, 
the procession arrived from the foyer, crossed the 
theatre where the public was sitting, and reached 
the stage by the two small flights of steps on each 
side of the stage. This is clearly seen in a pho- 
tograph of the performance. It is obvious that this 
time, the director's prestige and the fact that this 
new theatre was well protected, helped to overcome 
the police rule. This trespassing of the theatrical 
action within the public, was mainly due to sceno- 
graphy demands.

The playwright-director Pirandello was full of 
new ideas when he directed Six Characters in Search 
of an Author at Odescalchi Theatre on 18 Мау 1925.
I believe that we can affirm that this kind of di- 
rection had not been premeditated in advance. There 
are two reasons demonstrating this statement:

- there is no trace of this new direction in 
previous editions of Six Characters in Search of an 
Author;

- also, Pirandello had not planned to include 
апу of his writings in the repertory of the Teatro 
d'Arte except for Sagra del Signore della Nave. The 
programs were changed later on: during the London 
tour of the Summer of 1925, the British impresario 
C.B. Cochran imposed as a condition that only Piran-
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đello's plays be performed.
It is likely that this new idea, that is, the 

connection between stage and public, came to his 
mind in front of those steps. As a matter of fact, 
it had been a programmatic directing intention to 
involve the public in the performance. This proved 
to be a valid and significant playwriting adđition 
which will be reflected in the last edition.

In fact the final edition of Six Characters in 
Search of an Author represents the playwriting tran- 
scription of the performance directed by the author 
at Odescalchi Theatre. The two small flights of 
steps which the author introduces in the initial ca- 
ption give origin to the appearance of the Six Cha- 
racters from the back of the Theatre and to the com- 
ing and going of the Producer from stage to public. 
This gives a visual translation of his increasing 
curiosity.

The steps underline the actual and simultaneous 
presence of two worldsconfirming the stage as a ma- 
gic place catalyst of mysterious presences. Think 
of the irresitible appeal that the stage has on the 
Characters and of Madame Pace's evocation. Think 
again of the Son's inner struggle who can't go down 
those steps separating him from the public which 
would free him of his torments. He wanders along the 
length of the footlights without being able to cross 
that boundary and he remains prisoner of the part 
which he woulđ like to refuse.

Let us also remember the stimulating ending 
which does not exist in the first edition of 1921. 
This ending only describes again what happened du-
ring the famous performance at Odescalchi Theatre 
where the disappearance of the Characters behind a 
backcloth and the flight of the Steapdaughter thro- 
ugh the public gave to Pirandello's "play in the 
making" a circularity which was felt in Pito^ff's 
direction but was all together absent in the first 
edition.

It was not at all casual that Berlin's critics,
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who had seen the previous уеаг Six Characters____ in
Search of an Author directed by Мах Reinhardt, were 
very interested in the performance by the Compagnia 
del Teatro d'Arte. The Compagnia toured Germany in 
October of 1925.

The directing experience had therefore suppli- 
ed precious suggestions to the playwright, which we- 
re not lost with the staging of the play but are he- 
re for us in the final pages of Pirandello's "play 
in the making".

S L I D E S
1) In front the stage of the Odescalchi Theatre stLlL 

under construction, from left to right: Lamberto 
Picasso, Virgilio Marchi, Luigi Pirandello, Ma- 
ssimo Bontempelli, Guido Salvini.

2) Drawing by Virgilio Marchi: interior of the Ode- 
scalchi Theatre.

3) The stage seen from the front.
4) Plan of the stage.
5) View from the gallery.
6) Inauguration performance: Sagra del Signore della 

Nave (2 april 1925)
7) The interior of the theatre.
8) The royal box.
9) The foyer.
10)The foyer: a lamp.
11-12) The lounge and tea-room .
13) Six Characters in Search of an Author: Luigi Pi- 

randello and the Compagnia del Teatro d'Arte at 
the Thđatre des Champs-Elysđes in Paris.

14-15-16) Six Characters in Search of an Author at 
the New Oxford Theatre in London.
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DR A. TURKSON
THE CONCEPT AND ĐEVELOPMENT OF THE 

PERFORMING ARTS IN AFRICA

Concepts of the Arts
The performing arts in Africa to a large extent 

share a coimnon heritage and demonstrate similarities 
and common techniques and conventions.

The performing arts of Africa are closely in- 
ter-realted almost to the degree of being insepara- 
ble. And this is how they are conceived of in Afri- 
ca. There is hardly апу performance of dance without 
music. Similarly there is music to ассортапу the dra- 
ma of rituals and festivals. Thus it woulđ be wrong 
to isolate music from the rest of the performing 
arts in Africa.

Апу analysis of features of African rhythm pro- 
ceeds from a deep awareness of movement and the dan- 
ce on which to a large degree, it is based. To appre- 
ciate African music fully it is desirable to deve- 
lop a feeling for movement in order to relate inwar- 
dly to the repulsive effect of recurrent patterns.
To be able to perform this music, it is necessary 
to develop a sense of periodicity, the ability to 
repeat phrases, rhythm patterns at the same point 
of entry within cycles of a given time span.

The African experience in the performing arts 
can best be observed within the framework of commu- 
nity life for they are conceived of not only as a 
mode of artistic expression but more importantly as 
social activity. They offer the individual certain
aesthetic experiences as well as a sense of belong- 
ing to a community. During ceremonials as well as 
performances these experiences are shared with the 
e.ntire community. They are regarded as social acti- 
vity in Africa and so performances generally take 
place on social occasions where groups come togeth-
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er for recreation, or the celebration of festivals, 
the performance of rites and ceremonies, or the wor- 
ship of divinities. Traditional performances there- 
fore take place on a variety of social settings. The 
performance itself generally takes into account not 
only the aims and purposes of the occasion, but also 
the emotional needs of the participants.

In the process music tends to be part of a com- 
plex of events in which the various artistic ехрге- 
ssions are integrated. It is linked not only to the 
dance but also to the variety of forms of visual dis- 
play conceived as elements in dramatic commmunica- 
tion or as focusses of aesthetic appreciation.

2. A Programme of the Arts
Because there is a very rapid transformation 

currently taking place in Africa, posing great threat 
to their vitality and integrity, as well as their 
very survival as living expressions of Africa's 
cultural values the need to preserve and promote the 
performing arts in Africa has become very necessary. 
The preservation and promotion of the traditional 
arts are becoming increasingly necessary especially 
with the rather enormous changes in the socioecono- 
mic structure of the traditional societies under the 
surge of science and technology and industrializa- 
tion.

For this purpose a recommendation was made at 
a symposium on the UNESCO Ten Year Plan, held in Kin- 
shasa, Zaire on 25th-29th September, 1978 for con- 
sideration by UNESCO to set up a pilot centre in 
Africa to preserve and promote the performing arts 
in Africa. The aim of the centre is to preserve the 
artistic heritage; expand and improve training pro- 
grammes; encourage creativity; disseminate artis- 
tic and cultural material and finally provide a sta- 
institutional infrastructure to sustain its own ac- 
tivity.

Since the performing arts in Africa share a com- 
mon heritage and show similarities and common tech- 
niques and conventions, it is necessary to maintain
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а pan-African outlook and a common approach in the 
formulation of programmes. This woulđ facilitate the 
provision of common advisory and consultancy ser- 
vices, usage of pooled resources, co-orđination of 
work and adoption of uniform measures. It will also 
help in greater co-operation, cultural contacts and 
wxchange between African countries and encourage 
researches in common areas of the arts.

One such area is the survey and đocumentation 
work especially in music, dance and drama. There 
are problems iđentical to the arts in all African 
countries and these call for uniform approaches and 
measures. The problems will be found in the modern 
methods of training in the performing arts and pre- 
paration of scientific teaching and, prođuction of 
cultural materials and their dissemination, prepa- 
ration of texts and books on the arts and encoura- 
gement of inter-disciplinary researches and semi- 
nars.

The problems facing the performing arts in Af- 
rica will be seen in the need for promotion and pre- 
servation by means of research, creative experiments, 
education, the training of cultural officers,research 
personnel as well as performing artists and
teachers of music, đance and drama. Hence the role 
of Universities and institutions of higher educa- 
tion becomes very evident in the development of the 
arts.

The role of Ministries of Education and Cul- 
ture is to deal with cultural policy and finance.
Arts councils shoulđ have efficient machinery to 
preserve and promote the arts. Like the Ministries, 
Arts Councils are not as equipped generally to han- 
dle the task of research, teaching and training of 
teachers, nor do they award certificates and diplo- 
mas in the performing arts. The two organizations 
may however work closely with Universities or such 
other instituions and centres attached to them for 
this purpose.

The need for training and research into the 
performing arts in Ghana was met by setting up in
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the University of Ghana the Institute of African 
Studies with a focus on historical and cultural re- 
search and the School of Performing Arts with a fo- 
cus on the training of performers and teachers of 
the arts.

Other institutions in Ghana soon showeđ inte- 
rest in various areas of the arts. The University 
of Cape Coast for example, established a Music De- 
partment with a focus on the teaching and training 
of teachers of music up to the unđergraduate level; 
the programme also has a bias in dance. Similarly 
the University of Science and Technology in Kumasi, 
established a Centre for Cultural Studies in the 
Faculty of Social Studies which provided the cultu- 
ral needs of the University and its neighbourhood.
A research programme has been mounted at the Centre 
to look into the scientific production of traditional 
music instruments. Vacation courses are organized 
yearly to cater for the needs of those interested in 
improving their knowledge of music, đance and drama. 
The National Academy of Music, Winneba, was establi- 
shed by the Ministry of Education and Culture for 
the training of music teachers for the first and se- 
cond cycle schools.

The Arts Council has embarked on a scheme crea- 
ting some opportunities for the study of the perfor- 
ming arts on part time basis at the Accra Music Cen- 
tre. Other centres are soon to be established in 
other parts of the country. The centres are meant 
for those people aspiring to be professional musi- 
cians, dancers and actors as well as those who wish 
to acquire certain skills so that they can partici- 
pate in performance events in their communities. Other 
beneficiaries are those who wish to improve their
knowledge and appreciation of the arts to enable 
them to fuliy епјоу music, dance and drama. ;

The pursuit of the part time courses wi.ll ulti- 
mately improve the general level of performance of 
certain types of music, dance and drama in the cou- 
ntry, increase understanding of the arts and stimu- 
late greater participation in the performing arts.
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3. Development
The development of the performing arts in Afri- 

ca has given rise to the establishent of a few schools 
of performing arts within Universities in many Afri- 
can countries. The first of these is the School of 
Performing Arts of the University of Ghana. Perhaps 
a general look at this school, its role and the pur- 
pose for which it was established will throw some 
light on the đevelopment of the performing arts in 
Africa.

The School was established in October, 1962 in 
Legon, as the School of Music, Dance and Drama to 
link the University of Ghana to the National Thea- 
tre Movement. It was set up in the institute of Afri- 
can Studies as an extension of its music and rela- 
ted arts programme so as to facilitate its develop- 
ment as the main focus for training and creative ех- 
periments in the performing arts of Ghana.

Sience the University, at the time, had no cour- 
ses in Music, Dance and Drama, it was thought that 
these courses based on the research work of the Fel- 
lows of the Institute of African Studies, could be 
developed alongside other arts courses and integra- 
ted into unit training programmes in the various 
areas.

The growth of the School became so rapid that 
in 1967, barely five years after its establishment, 
it was felt that plans could be made to separate its 
administration from that of the Institute of Afri- 
can Studies and develop it steadily into a Faculty 
of Performing Arts. This view has been embodied in 
the Busia Report on the School of Music, Dance and 
Drama submitted to the Vice-Chancellor at his own 
request by the late Professor K.A. Busia, then the 
Chairman of the Special Committee for the Delimita- 
tion of Functions of University Institutions in 
Ghana.

To pave the way for its establishment certain 
developments were initiated in the matter of staff 
development programme, the building up of financial
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resources as well as expansion of facilities for the 
School. Consequently the School now has a strong team 
of Ghanaian and expatriate staff. Additionally, there 
are are presently a number of students of Music, Dan- 
ce and Drama on the University of Ghana graduate 
scholarship designed to meet the staff development.

The courses offered in the School include Cer- 
tificate and Diploma as well as Degree courses in 
each of the three đepartments. The Music Department 
has courses leading to the higher degrees of Master 
Arts and Doctor of Philosophy. The School therefore 
has a vigorous and more varied teaching and research 
programme now than before. As a result of these, aca- 
demic responsibility for these courses has increa- 
sed enormously and points to the need for establi- 
shing a departmental framwork for each discipline 
for the develpment, organization and supervision of 
courses in the School. The courses are fully sub- 
scribed not only by Ghanaians but also by students 
from other African countries (both Anglophone and 
Francophone) as well as students from Europe and 
America.

With the diversification of courses and growth 
in the number of students taking courses in the va- 
rious departments of the performing arts, the scope 
of the School and its potential for growth nas 
widened considerably, thus administrative responsi- 
bilities in the School increased considerably and 
required the oversight of a Director. The School 
has established two Departments each headed by a 
Professor or a Senior Lecturer.

(a) Department of Music
(b) Department of Theatre Studies

(i) Drama and Theatre Studies
(ii) Dance.

In addition to the Director each Department is repre- 
sented on the Board of E’aculty of Arts by its head. 
The activities of the School is funded separately
by Government subvention, presently through the Mi- 
nistry of Education, Culture and Sports.
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The evolution of the School of Performing Arts 
into a separate Faculty is being kept, in view of 
the development of its programmes and future struc- 
tural organization.

The separation of the School from the Institu- 
te of African Studies has enabled the Institute to 
focus attention on its own fields of activity in 
graduate teaching, research, ancillary programmes 
in African Studies and extension programmes in the 
area of cultural development. It also functions as 
an interdisciplinary institution with emphasis on 
historical and sociocultural research in Ghana and 
her neighbouring regions and Africa in general.

4. Documentation of Theatres
A great deal of documentary research has been 

done in the Institute leading to the accumulation 
of a wide variety of materials on festivals, tradi- 
tional ceremonies, dances and music. The library of 
recordings holds field materials from Ghana and dif- 
ferent parts of Africa, including published recor- 
dings by verious institutions and recording compa- 
nies which it shares with the School of Performing 
Arts.

The School also has its own collection of fi- 
eld recordings of materials on festivals, rituals 
as well as ceremonials. A well equipped transcrip- 
tion centre has been acquired where field recordings 
are transcribed for analytical study. The centre is 
open to both lecturers and students of the School 
as well as Research Fellows of the institute and 
can seat from persons at a time.

A museum of the arts in the Institute has a 
good collection of exhibits to depict the culture of 
the land. Inspite of the fact that Ghana has rich 
theatre crafts, and in many forms of dance and thea- 
tre, colourful and gorgeous costumes, head-gears and 
jewelery are used, and there is a staggering varie- 
ty of traditional musical instruments there are no 
museums of performing arts.
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It is intended to establish a Museum of Per- 
forming Arts in the University. If necessary a spe- 
cial section of performing arts would be added to 
the existing museums of arts especially the Natio- 
nal Museum in Accra. The establishment of such mu- 
seums of performing arts has acquired игдепсу because 
of the fact that many forms of dance, theatre 
and music are gradually disappearing, as well as the 
traditional craftsmen manufacturing a variety of ar- 
ticles are now giving up these crafts to take up 
other vocations in the cities. The museums will gre- 
atly facilitate the preservation of the performing 
arts, as well as serve as material sources to dire- 
ctors and designers for experimental work using tra- 
ditional materials and forms.

A very close collaboration exists between the 
School and its parent body, the Institute of Afri- 
can Studies in common areas of interest in teaching 
and research as well as the organization of programme 
which contribute to the development and growth
of the University of Ghana as a centre foi the crea- 
tive arts.

5. Goals of the School
One of the aims of establishing the School of 

Performing Arts in the University is to link the 
University to the cultural development in the coun- 
try and enable it to play a leadership role in the 
vital areas of the arts. Since research into the 
performing arts was necessary for the preservation 
and promotion as well as for creative experiments, 
it was necessary to саггу this out in an academic 
setting where materials could be fed directly into 
teaching and training programmes in the performing 
arts.

Traditional musicians and dance teachers have 
been employed on the staff as demonstrators and assis' 
tants. There are plans to recruit certain traditi- 
onal musicians and dancers, on temporary basis, from 
other African countries to enhance the teaching pro- 
gramme of the School. There are programmes for trai-
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ning amateur actors, dancers, playwrights and pro- 
ducers through participation in drama productions 
and workshops in the Schools.

The School's graduates include materials from 
various African countries, notably, the Ivory Coast, 
Togoland, Nigeria, Zaire, Uganda and Zambia. Stu- 
dents from Europe and America have also received 
training in the School. Majority of these students 
have successfully completed their training and have 
since returned to their various countries as teachers 
of the performing arts. The Ghanaian graduates are 
mostly found in the Teaching Service, the Arts Coun- 
cil as well the Mass Media.

With the growing interest in the performing 
arts in Africa all over the world, the time has su- 
rely come for Africans to give a lead in area and 
comparative studies of the arts. Certainly in the 
field of performing arts, there is much that we can 
contribute from our African experience. And it is my 
ardent hope, therefore, that Ghana will act as a 
spearhead in the development of the performing arts 
of Africa.
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MJSEUMS OF THE PERFORMING ARTS AND THEATRES

Animator: M. Siniša Janiđ
M.Janiđ pointed out that there were two kinds 

of institution for documentation:
1) documents collecteđ on a regional or a nati- 

onal basis; and
2) archive collections within a theatre.
Everyone recognised the importance of the rese- 

arch carried out in these specialised centres for 
exhibition or publicity purposes. Мапу difficulties 
confrOnted the museums, theatres and other centres 
of documentation in pursuing their work, but the 
chief difficulty was lack of funds.

Мапу of the older institutions have used their 
experience to establish satisfactory relations bet- 
ween centres of documentation and theatres. Should 
these two - the centre and the theatre - co-opera- 
te and if so, in which fields?

In Yugoslavia the issue of an annual publicati- 
on had resulted in a specific kind of methodology 
concerning the documentation of each theatre. It has 
proved a very valuable link between the institution 
and the theatre« In another field we had all seen 
the results of Audio Visual documentation, recording 
and screening theatrical performances.

But how could centres separated by many miles 
arrange for the đocumentation of performances.

Centres would require to be set up to collect 
such material and in a future congress one topic wo- 
rthy of discussion would be how to collect, organi- 
se, catalogue and file all such data.

It woulđ also be useful to consider theatre ех- 
hibitions, how they were set up, what material had 
been included and would such material be needed by 
future historians of the theatre.

We should not be satisfied with what remains of
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а performance, e.g. photographs (often taken primari- 
ly for photographic and not theatrical interest). We 
must anticipate what data will be needed in the futu- 
re for the production of much larger works.

In conclusion M.Janiđ suggested that some recom- 
mendation might be put forward for discussion at a 
future congress.

In the discussion which follov/ed it was gene- 
rally agreed that M. Janiđ's suggestion might form 
the main theme of a future congress.

Meantime it would be useful to establish what 
happens now in each country and how Centres co-ope- 
rate onewith another within each contry.

There was need for a critical assessment of wo- 
rk being carried out in different countries and this 
assessment shoulđ be guided by what is needed by tho- 
se who seek information.

Some researchers require theoretical, histori- 
cal and aesthetic documents and libraries can satis- 
fy their needs, but it was a basic necessity that 
manuscripts, models, designs, etc., should not be 
dispersed but kept together.

The problem was complex but merited a đetailed 
examination.
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DOCUMENTATION AND THEATRE CRITICISM
Animator: м. Slobodan A.Jovanoviđ

M.Jovanoviđ provoked a lively discussion by as- 
king if criticism could be used as a historical do- 
cument and how reliable it was, He put forward three 
points of view:

1) the relationship between the creative artist 
and the critic: to what degree does the former accept 
the judgment of the latter; has the critic said all 
that should be said about the performance and are 
his remarks comprehensive? The artist has studied the 
work for 2-3 weeks, perhaps months and sees it in a 
way the critic cannot approach;

2) the point of view of the theatrical critic 
himself, One critic will assess the same theatrical 
production quite differently from another;

3) the relationship between the critic, his wri- 
ting and the historian of the theatre: can the latter 
rely on the critic and if so to what extent?

M.Delsemme referred to the second point and saiđ 
that criticism did not always convey what the wri- 
ter intended. In Belgium an experimental theatrical 
fiche for 1979/80 hađ been compiled and was to be con- 
tinued; he gave some examples of items which do not 
appear in reports of theatrical critics: the name of the stage manager, the number of performances, re- 
vivals, scene designs, lighting effects, distribu- 
tion costs and the complete cast.

M.Cluny thought that these remarks applied rath- 
er to the third point than the second as the fiche 
could only be completed after the performance. Ke 
pointed out that the artist was rarely satisfied 
with the critic's assessment for two reasons: 1) 
the artist was not neccessarily the best judge of 
his own work; 2) a play is not a once-for-all per- 
formance. For example a classical play will receive
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quite đifferent performances in the 20th century 
from those of the 17th or 19th. The play is not seen 
in the same way: the text is appreciated differen- 
tly and therefore takes on a time-value and a colou- 
ring unlike the original.

M.Szydowski recognised that many reproaches were 
levelled at critics but he could not accept that 
the theatrical historian could ignore the public cri- 
ticism of the day. There seemed to be a complete lack 
of documentation on criticism and SIBMAS appeared to 
be the organisation which could work on such a pro- 
ject in conjunction with the International Theatre 
Yearbook. It was pointed out that TANDEM was planning 
to include theatrical criticism but such a project 
should be carried out in co-operation with others 
and TANDEM would be grateful for assistance in pre- 
paring the project.

In thanking M.Szydowski for attending the Con- 
gress, the President said she was sure that a group 
could be set up to pursue his very valuable sugges- 
tions. She also pointed out that often scene desig- 
ners were dismissed by critics in a couple of lines, 
or worse still, not mentioned at all, although they 
might have prepared their designs after considerable 
research.

M.Jovanovid drew attention to another group too 
often ignored, translators.

R.Gasparro, a member of the National Associa- 
tion of Italian Critics said that the problem for a 
critic tođay was to go beyond the literary text. In 
principle a critic's report was subjective and concer- 
'ned the themes of the play. The problem was to link 
all aspects of criticism together and produce a do- 
cumentation of the theatre.

M.Lavoie thought that the practitioners of the- 
atrical criticism today seemed to be guided by com- 
mercial reasons: critics who are journalists are
1) not specifically trained for their work and 2) 
expect subsidies for it, The only interesting cri- 
ticism was that written after a performance but not 
for publicity reasons and it should be composed with
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the performers in the theatre,
M,Cluny added that there were two types of cri- 

ticism: 1) daily reviews and 2) reviews written af- 
ter a lapse of time. The first reflected the audien- 
ce's failure to understand and rejection of the piece 
should not be ignored when making a later asses- 

sment o£ the work.
M.Laliđ reported that already Novi Sad had ta- 

ken the initiative in drawing up a bibliography of 
theatrical criticism from 1956-1980 which contained 
12000 entries. This dealt with Yugoslav plays only.

The President asked for volunteers to follow up 
M.Szydowskifs suggestion and collect the prelimina- 
ry information, Mlle Christout, Miss Gasparro, MM. 
Delsemme and Blancquaert agreed to form such a group.

Dr. Zielske wished to discuss the suggestion 
with his colleagues and would report their reaction.
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LEXICOGRAPHY OF THE PERFORMING ARTS
Animator: Miss Irene Реуросћ

Although Miss Peypoch who was to present a pa- 
per based on the work of the Museu del Teatre in 
Barcelona had not be able to attend, we are publi- 
shing the synopsis of her paper:

Bien souvent, au moroent de rđdiger une fiche ou 
un document relatif a un des arts du spectacle, nous 
avons des doutes sur 1'utilisation de tel ou tel 
mot.

Comme dans tous les arts il у a des mots qui 
n'ont4qu'un seul sens, unique, et ne posent pas de 
probleme, mais il у en a, et beaucoup, qui en ont 
plus d'un et c'est la que surgit la necessite de 
1'đlaboration d'un thesaurus des arts du spectacle.

Ce thđsaurus pourra etre đlaborđ, au cas ou 
nous serions d'accord sur la lexicographie a utili- 
ser.

A l'lnstitut du Thđ^tre de Barcelone nous avi- 
ons entamđ des ^tudes sur la lexicographie en cata- 
lan et en castillan, langues d'usage courant chez 
nous.

Convaincus de la n€cessit£ de porter ce theme 
a un niveau international, en utilisant les langues 
couramment en usage dans le monde du spectacle - thđ- 
Htre, cinđma, danse, općra, marionettes etc., nous 
pensions qu'il serait intćressant que le present ate- 
lier donne naissance a un groupe de travail qui puis- 
se travailler conjointement sur la lexicographie et 
đtablir une base pouvant serivr a 1'đlaboration d'un 
fond lexicographique que nous considđrons indispen- 
sable a notre travail quotidien.

Les termes a employer une fois approuvđs, il 
nous faudra ensuite faire le recensement de сеих qui 
sont plus significatifs du langage naturel et reali-

174



ser une liste des candidats descripteurs, a l'inte- 
rieur de ce cadre seront choisis les termes a rete- 
nir comme descripteurs,

La collecte des termes peut se faire en suivant 
la mđthode analytique, ou la mđthode synthđtique, ou 
bien une ^ombinaison des deux. Les trois possibili- 
tes sont a etudier.

Pour le choix des descripteurs les termes đoi- 
vent etre la trascription d'un seul concept; le thd- 
saurus ne peut contenir deux descripteurs synonimes 
ni quasi-synonimes.

Ces quelques lignes peuvent donner une idđe du 
travail a entreprendre, qui sera long et difficile
- on peut dire que les arts du spectacle n'en con- 

laissent que de tels - mais absolument necessaire«
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S А N D А S

M.Andrž Veinstein, in the absence of Mille Gi- 
teau, gave a brief review of SANDAS since 1972 and 
drev/ particular attention to the GID demonstration.
He reminded the Congress that SANDAS had three aims:

1) the exchange of information on the develop- 
ment of automation;

2) the treatment of documents in preparation 
for an international data bank;

3) regular meetings to exchange information and 
compare notes.

In discussion it was reported that
1) TANDEM: Bayreuth collected information on 

all international world premieres of the lyric the- 
atre. There was no critical selection and the des- 
cription was entirely free of апу critical element. 
In 282 productions there were entries for 4000 ro- 
les, 80 work titles, 70 objects and 5 artists;

2) in Genoa there was a catalogue of microfilms 
and microfiches relating to the Italian theatre of 
the 19th and 20th centuries;

3) in London the computer was being used to ca- 
talogue about 9000 prints. Retrieval was instanta- 
neous, but the input took time and with about one 
hour per print there was 4 years work in hand;

4) Austria was working out a TANDEM system for 
Vienna;

5) in the UGSKA. it took almost twenty years 
to computerise the Dance Collection in the Lincoln 
Center. The Dance Collection was the first project 
and chosen because it was the smallest collection. 
Now work had begun on the Theater Collection. OSU 
had collated microfilms and other documents; the- 
se ha been adequately catalogued and recently a 
computer and a typewriter had been purchased for use 
within the Collection. The What is V/here project was 
temporarily in abeyance: the problem was two-fold,
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1) lack of government support, and 2) internal dif- 
ficulties within the Department;

6) Canada: since 196 6 Montreal has had a docu- 
mentary collection within Quebec of all theatrical 
activities. There were 3000 entries in the first 
volume: prints, press cuttings, photographs, audio- 
-visual materijal and texts, plus an analysis of 
each document;

7) in France the project was run by the Depar- 
tment of Performing Arts and CRNS and called CREDAS. 
The permanent store of theatr'ical productions list- 
ed some 600-800 given each уеаг, catalogued according 
to TANDEM for eventual transfer to the computer.*

«HfCe texte, et tous les suivants, đcrits en anglais, 
ont redigđs par Mlle Dorothy MOORE, secrđta-
ire gđn^ral de la SIBMAS.
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AUDIOVISUAL A ID S

MM.LOU Hoefnagels and Luk Blancguaert nad two 
demonstrations, the first of sliđes of costumes set 
out. for an exhibition of theatrical costumes and the 
second a film of a Czech mime troop performing in 
Amsterdam during the Fete des Fous (June 1980).

The selection of slides had been made by the 
designer who mounted the exhibition. The film showed 
how necessary it was to experiment. There were vari-
ous ways of photographing a work and the only way to 
discover the best was to take one work, use diffe- 
rent methods and then compare the results, and de- 
cide which was the best for recording the perfor- 
mance.

In the film of the Czech сотрапу first one ca- 
mera was tried but the performance did not come ac- 
ross and two cameras were not satisfactory. A per- 
formance without an audience was tried but the stage 
director (who could not read a film script) said 
it was necessary to take this and that in close-up. 
In a filmed or TV production the theatre dropped 
away - nothing was left open for stage gesture. It 
woulđ be possible to work on one act only and see 
what happened; after all it was not always necessa- 
ry to film the whole play.
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THEATRE - ENSEIGNEMENT - DOCUMENTATION

La Sđance de travail de la Commission, dirigđ 
par M. Andrž Veinstein, comprenait des participants 
appartenant notamment aux pays suivants: Etats-Unis, 
France, phana, Italie, Hollande, Yougoslavie.

Pour les diffdrents pays ainsi reprđsentđs, la 
situation des rdalisations concernant 1'dlaboration, 
la conservation et la communication d'unitđs dociome- 
ntaires utiles a 1'enseignement a đtš dtablie: s6- 
ries de diapositives, enregistrements sonores, films, 
bandes video.

La coopđration des Centres et Comitds nationaux 
de la SIBMAS avec d'autres organismes nationaux a 
6tđ 6voqu6e en vue del'đlaboration et de la diffu- 
sion mđthodique de telles unitđs documentaires de 
base.

L'đlaboration d'un projet de recherche concer- 
nant les techniques d'enregistrement sur films et 
bandes video des spectacles de thđStre ћ 6t6 amor- 
сбе.

Les participants ont ćgalement prđsentđ un bi- 
lan critique des publications de bibliographies ou 
d'ouvrages de reference rđcemment publiđs, mais dont 
1'information d'origine internationale est notamment 
insuffisante.

La bibliographie de base concernant le thečitre, 
utile 'ћ la crđation de bibliotheques nouvelles, a 
ete đvoquđe en prenant pour reference l'exemple de 
la Maison Jean Vilar a Avignon, dont 1'organisation 
scientifique a 6te confi'ee au Dđpartement des Arts 
du Spectacle de la Bibliotheque Nationale (France).
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NATIONAL CENTRES AND NATIONAL COMMITTEES

м ’ Paul Delsemme outlined three points for con- 
sideration:

1) the present situation;
2) creation of new Centres;
3) how to attract new members.
There seemed to be some confusion between the 

two categorias and whether it was necessary to have 
both: this night be the subject of điscussion at so- 
me future meeting.

CENTRES
Netherlands Contacts continued between the uni- 

versities and the amateur theatre.
Belgium A Centre was created in 1972 but had 

not expanded as much as had been hoped.
Germany (West) The member institutions of which 

there were 10 in 19 7 8 were in close co-operation wit- 
hin the Centre. There were two categories: 1) theatre 
libraries concerned with the works of the same coun- 
try: was this a Centre or an official association? 
Collaboration between them was easy; 2) Committees 
grouped by collections. The problem was not the rela- 
tionship between the members but to discover the 
best legal status which would help in the furthe- 
rance of the work.

France The past уеаг had been chiefly concer- 
ned with plans to prepare for automation all the ba- 
sic elements on theatre production.

Great Britain There was nothing to report.

COMMITTEES

Catalan There was nothing to report.
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Austria The Committee specialised in all as- 
pects of theatre: museum, cinema, marionettes, dan- 
ce and circus. The first point to solve was how to 
incorporate large public libraries which have large 
theatre collections and secondly how to invite owneis 
of large private collections of theatre material to 
co-operate. The development of TANDEM had brought 
other libraries closer together in information work, 
but the private collection, even with restricted 
access, wou.ld be a valuable asset.

Denmark It was hoped that there would be a 
Scandinavian Centre next уеаг based in Oslo, Stock- 
holm or Copenhagen.

Yugoslavia There was every possibility that the 
range of SIBMAS activities would soon be extended to 
include Zagreb, Skoplje and Ljubljana.

Нипдагу There was a National Committee.
Poland There were plans to create a Slavonic 

Centre by linking Warsaw, Krakow and Gdansk in the 
first instance.
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FINAL PLENARY SESSION

The Final Plenary Session was held on 19 Sep- 
tember 19 80 and some 40 members were present,

Report on the work since the last Congress
The President began by reporting on the work 

she had done since the Congress in Barcelona:
Les activites de la SIBMAS depuis le congres 

de Barcelone, il у a deux ans, n'ont melheureusement 
pas 4t6 si nombreuses que nous le souhaterions - fau- 
te de temps, faute d'argent et peutetre aussi fau- 
te d'initiative. Pourtant le Conseil s'est rđuni a 
Copenhague%pendant trois jours au mois de mai l'an- 
nee derniere. On у a beaucoup discutđ de la coope- 
ration avec les organisations internationales dans 
le domaine des arts du spectacle, ce qui est, il me 
semble#d'une tres cjrande importance. Si nous nous 
isolons trop derriere nos đocuments, notre raison 
d'etre disparait.

C'est surtout avec la FIRT qu'il nous faut coo- 
perer, La recherche et la documentation ne peuvent
exister l'une sans l'autre. Comme vous le savez tous, 
nous publions notre Bulletin d 'Information ensemble.
A Copenhague nous avons dtabli le contact avec M.J. 
Reading de Londres, qui represente le secrđtariat 
des membres de la FIRT et qui maintenant, comme vous 
le savez sans doute par des rappels que vous avez 
recus, s'occuppe aussi des cotisations des membres 
de la SIBMAS. Č'est aussi a Copenhague que le con- 
seil a discute et dđterminđ avec 1'organisateur, M. 
JANIC, le theme et le programme de ce congres ^ 
Belgrade.

ХЈ Institut International du Thđertre a rđtabli 
il у a'trois ans le Comitć de Liaison qui comprend 
neuf organisations internationales du domaine des 
arts du spectacle associees \ l'IIT. Vous pouvez voir 
la liste de ces organisations dans le dernier bul- 
letin. L'IIT de la Republique d'Allemagne a bien vou-
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lu inviter chaque annđe au printemps les membres de 
ce comite a Schildow - petite ville pres de Berlin -
- pour qu'on puisse у discuter pendant trois jours 
tous nos problemes individuels et communs, et nous 
faisons ensemble une liste des đvenements prevus par 
nos organisations, liste d'ailleurs đgalement pub- 
liđe dans notre bulletin. J'espere que dans l'avenir 
on peut coordonner encore mieux les choses. M.Alexan- 
der et moi-meme avons representđ la SIBMAS a ces 
rđunions tres utiles a Schildow, Lors de la dernie- 
re, des reprdsentants de l'AICT, de la FIRT et de la 
SIBMAS ont đgalement discutđ des publications commu- 
nes. Parmi les sujets discutđs il у avait un WHO IS 
WHO du Theatre qui serait un annuaire des notabili- 
tes de la recherche et de la critique theStrale. Un 
calendrier des evenments du thdtitre a đgalement šte 
discutđ. C'est aussi a Schildow qu'on a preparđ et 
beaucoup điscutđ les confđrences europeennes et mon- 
diales sur les đtats g€nđraux du theatre organisđ 
par l'IIT sous l'đgide de l'Unesco \  Paris.

Ces conferences ont eu lieu au mois de mars cet- 
te annđe et la SIBMAS a <šte reprđsentee par M.Vein- 
stein et moi-meme, ainsi que par d'autres membres 
encore. Pour сеих qui s'y intđressent, je vais annon- 
cer que le rapport de ces confžrences figure au nu- 
mđro 1-2, 1980 de 1'International Theatre Informa- 
tion. Vous verrez que parmi les recommandations qu'a 
faites la commission D il у a une sur l'importance 
du travail de la SIBMAS. Malgrd tout cela il faut di- 
re que nous n'avons pas joue un grand role a la con- 
fđrence. La documentation est toujours le dernier 
point de l'ordre du^jour et on n'a pas le temps de 
prđsenter nos problemes et nos souhaits, mais il 
faut continuer„

SIBMAS Secretariat

Jack Reading wrote "There is obviously a real 
need to increase the recruitment of new members. I 
am arranging for a small publicity drive, in asso- 
ciation with IFTR/FIRT, to be shown at an exhibiti-
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on being organiseđ at French's Theatre Bookshop in 
London during September. It is believed, however, 
that in all specialised societies the most success- 
ful approach is the personal one. A strong recommen- 
dation is made to the Committee to consider this matte 
and propose action to be taken towards the end
of this уеаг and in 19 81".

Financial report
The Treasurer reported that there were 6 5 mem- 

bers, coir.posed as follows: National Centres 6; Na- 
tional Committees 2; Corresponding Kembers 39; Asso- 
ciate Members 18. SIBMAS was constituted in 19 54 and 
between that date and 197 8 many members did not рау 
their subscriptions. In 1977/8 the Treasurer sent 
out reminders of overdue subscriptions and reques- 
ted payment by postcheque rather than through banks 
in order to avoid heavy bank charges. 2000 SIBMAS lea- 
flets had been printeđ for publicity material and 
300 were still available for distribution.

The Bulletin

The BULLETIN stil required more information and 
was dependent on the members for this. Miss Christout 
added a plea for more news for 1'Information du Spec- 
tacle.

F I -R T
Professor Rolf Rohmer apologised for his abse- 

nce but invited all SIBMAS members to the FIRT Co- 
ngress which was to be held in Leipzig from 20-26 
September 19 81. The subject would be The art of ac- 
ting. The President added that this would be an oppo- 
rtunity to meet and exchange views with FIRT collea- 
gues. Applications should be sent direct to Profe- 
ssor Rohmer.

LIVRE BLEU: Зе edition
M.VEINSTEIN offered a summary of steps taken to
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prepare and publish the third edition. He mentioned 
the help given him by SIBMAS, especially by its Cen- 
tres and National Committees as well as by many of 
its members, He is indebted to them for information 
and, above all, for financial aid.

M.VEINSTEIN unđerlined the importance of this
help.

The edition and translation of the notes, which 
will be remarkably more numerous than those publis- 
hed in the previous publication, represent a source 
of complex problems often difficult to solve.

Owing to Professor GOLDING's help it seems that 
OHIO STATE UNIVERSITY will take all the charge of 
the translation into English. This is certainly a 
contribution of exceptional interest. It is likely 
that OHIO STATE UNIVERSITY shoulđ also get engaged 
in the printing and đistribution of the book.

The editors of OHIO STATE UNIVERSITY and C.N. 
R.S. will have talks in the meantime, If their joint 
contributions could provide the indispensable means, 
the third edition might be published within 1983.

Reports on commissions and workshops
These will all be published in the Proceedings 

of the Congress. Meanwhile the President urged all 
those present to continue with the work already in 
progress without waiting for the next congress.

SIBMAS headguarters
0The address was now 1 rue de Sully, Paris 4 .

Other business
It was repovced that there would be a conferen- 

ce on the History of the American Musical Theatre in 
New York from April 4-7, 19 81.

Dr• Thomas Siedhoff invited the Congress to meet
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in Bayreuth in 19 86.
ELections

Мше Steinaa left the meeting anđ M.Veinstein 
took the chair.

M.Veinstein proposed that Mme Steinaa be re-ele- 
cted Presiđent for the ensuing 4 years. This was a- 
greed, and Mme Steinaa was recalled. She thanked the 
Congress for their support in the past and looked for- 
ward to the future with confidence.

In order that the Council should be as fully re- 
presentative as possible the President proposed that 
were a member found he was unable to attend he should 
have an alternate to stand in for him. This was 
agreed.

At present there were 3 vacancies on the Council-
2 of which were reserved for representatives from 
East European countries.

Alexander Schouvaloff replaced Dorothy Moore as 
representative of Great Britain and Oskar Pausch suc- 
ceeded Dr, Mayerhofer as representative for Austria. 
Harald Zielske replaced Diedrich Diederichsen for 
Federal Republic of Germany.

Date and place of next Congress

On behalf of the Director of the Museum of New 
York City, Dr. Магу Henderson invited SIBMAS to meet 
in New York in 19 82 and suggested a date between the 
end of August and early September. On behalf of 
SIBMAS the President accepted the invitation with 
pleasure.

Before declaring the Session closed the Presi- 
dent pronounced the followin<£.

Paroles d'adieu
Chers membres du comitđ organisateur, cher Di- 

recteur du Musee, cher M.Janiđ
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Le moment de sđparation est venu - trop tot ше 
semble-t-il. A la fin des congres de la SIBMAS on 
dit toujours que celui-ci, le dernier auquel on a 
assiste, est le meilleur - et c'est vrai chaque fois! 
Nous sommes ici dans un petit coin du Centre Sava aux 
cotđs de la grande confđrence sur le mals - la nour- 
riture spirituelle et la nourriture teirrestre. Vous 
avez fourni toutes les deux, et le programme que vous 
avez fait pour nous a et<š admirablement bien varić. 
Vous avez meme organise un temps magnifique, L' ехсиг- 
sion d'hier a etš une reussite complete que nous 

n'oublierons jamais.
"Mechanisation takes command" - c'est le titre 

d'un livre anglais dans ma bibliotheque„ £'ai sou- 
vent pensd a ce titre pendant notre congres - surtout 
en regardant cette merveille de machine que nous 
ont apportđe nos amis allemands. C'est lci l'exploi- 
tation des documents la plus avancee de toutes. Mais 
je pense aussi a cette traduction simultanđe dont 
nous avons joui.

Cependant il ne faut pas oublier que sans el6- 
ment humain cette technologie ne serait rien.

Les traducteurs* ont fait un travail extraordi- 
naire. Je suis convaincue que nous sommes tous d'ac- 
cord pour les applaudir.

Hvala a tous nos amis yougoslaves pour leur ho- 
spitalit^ et merci a tous les membres de la SIBMAS 
qui sont venus a Belgrade.

Au revoir a tous.
In his reply the Director M.Dragovan Jovanoviđ 

said that he thought quite a lot had been accompli- 
shed during the week, and he was only sorry that socie 
countries had not come in greater numbers while he 
particularly deplored the lack of representatives 
from Asia. The work on automation and audio-visual
Ht I n t e r p r e t a t i o n  i n t o  E n g l i s h ,  P r e n c h  a n d  

S e r b o c r o a t i o n  w a s  p r o v i d e d  b y  m e m b e r s  
o f  t h e  A s s o c i a t i o n  o f  O o n f e r e n c e  I n t e r p r e t o r s  
o f  S e r b i a
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cassettes was most important for the future of the- 
atre research. In conclusion he .invited members to a 
celebration on 2 8 November of the 2 5th ann.iversary 
of the founding of the Theatre Museum in Belgrade,
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MEETING OF THE NEW COUNCIL

A meeting of the new Council of Sibmas was held 
at the Musej pozorišne umetnosti SR Srbije in Belgra- 
de on Saturđay, 20 September 19 80.

PRESENT: Eva Steinaa (in the Chair)
Paul Delsemme Dorothy исогеEszter Суогду Qska Јацвоћ
SiniSa Janic /шс1г<5 veinstein
Helen Johnson Harald zielske
Slobodan Jovanovic

APOLOGIES for absence were received from Alfred 
Golding, Lou Hoefnagels, Irene Реуросћ and Alexander 
Schouvaloff.

PRESIDENT'S REPORT
The new system of alternates was already in ac- 

tion: Helen Johnson and Dorothy Moore representing 
Alfred Golding and Alexander Schouvaloff respecti- 
vely.

Harald Zielske had been invited to fill the va- 
cant post of second Vice-President, with special re- 
sponsibility for the recruitment of new members and 
extending knowledge of SIBMAS.

Alexander Schouvaloff had been invited to beco- 
me Secretary-General in succession to Dorothy Moore.

The new Council, with the President, two vice- 
-Presidents, Treasurer and Secretary-General forming 
the Executive Committee, was as follows:

President
Vice-Presidents

Treasurer

Eva Steinaa (Denmark) 
Andre Veinstein (France) 
Harald Zielske (Federal 
Republic of Germany)
Paul Delsemme (Belgium)

Secretary-General Alexander Schouvaloff
(Great Britain)
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Anne Murch (Australia)
Oskar Pausch (Austria) - Otto Schindler 
Heather McCallum (Canada) - Pierre o(.avoie 
Eszter Gyorgy (Нипдагу)
Eric Alexander (Netherlands) - Lou Hoefnagels 
Liliana Alexanđrescu (Rumania)
Alfred Golding (USA) - Магу Henderson 
Slobodan Jovanoviđ (Yugoslavia) - siniša Janic 
President of FIRT (ex-officio)

3 vacancies.

TREASURER'S REPORT
SIBMAS account was in credit, many members ha- 

ving paid subscriptions during the Congress. Upon re- 
ceipt of an up-to-date membership list from the Treas- 
urer, Jack Reading would send out reminder notices 
to all those whose subscriptions were overdue in De- 
cember 19 80.

M.Veinstein proposeđ that as the SIBMAS account 
was in credit some part of the President's expenses 
should be met from the account. This was agreed.

BULLETIN

Eric Alexander and Liliana Alexandrescu wanted 
as much and varied news as possible. Mlle Christout 
would also be glad to receive сору for ITI.

Only members of FIRT/SIBMAS entitled to receive 
the Bulletin. It was important that a membership form 
should be completed by countries of the East, inclu- 
ding the USSR, though it was recognised that payment 
of subscriptions was difficult.

It was also important that it should be clearly 
understood that SIBMAS was not concerned with the 
theatre only, but with the performing arts in the wi- 
dest sense, marionettes, cinema, dance, circus, etc.
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CONGRESS in 19 82
The suggesteđ dates were Monday, August 30 - Sa- 

turday, September 4.
M.Janiđ had made a file of names both for per- 

sons and for institutions to whom he had addressed 
circulars for the Belgrade congress. The addresses 
had been taken from the Livre bleu and about 50 let- 
ters had been returned. He agreed to send to Dr. Ma- 
ry Johnson a сору of his list.

ACTS of the BELGRADE CONGRESS
The Procceedings of the 197 8 Congress had not 

yet been received: Miss Реуросћ was to bring them 
with her to Belgrade but had been unable to come. It 
was very late to receive proceedings after another 
Congress had taken place.

M.Janiđ reported that he had set aside a sum 
for publication and it might be possible to publish 
the proceedings of the present congress in Teatron 
as either a special number or a supplement. This he 
would discuss with the editors of the journal. There 
were tapes for all the main điscussions but probably 
not for the commissions. Those who were responsible 
for the workshops and commissions would be asked to 
supply corrected texts by a certain date.

OTHER BUSINESS
There being no other business the meeting ended 

after the President had once again expressed thanks 
to MM.Jovanoviđ and Janiđ for all they had done to 
ensure a successful Congress.
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RECEPTION donnee par M.Munir Lasiđ,president du Comite 
Municipal d'Education et de Culture.

CONCERT
Solistes: Olivera Djurdjeviđ,piano 
Aleksandra Ivanović,mezzo-soprano 

Jovan Kolundžija,violin

Galerie des fresgues 
CONCERT DE L'ENSEMBLE "RENAISSANCE"

Universite populaire de Kolarac 
CONCERT de danses et de chants populaires de Yougosla\

Ensemble "KOLO"

VISITES ET PROMENADES
Visites de la Faculte des Arts Dramatiques 

et du Palais de la Princesse Ljubica 
Promenade guid^e a travers le Kalemegdan

EXCURSION
Excursion au. monastere Manasija (140 km) 

avec la visite de la Grotte de Resava 
Dejeuner devant la grotte 

Visite facultative du monastere Ravanica
EXPOSITIONS

Musee de l'art du thđatre 
DOBRICA MILUTINOVIC 

Exposition commemorant le centenaire du grand 
tragedien serbe 

Realisateur; Veroslava Petroviđ
Le Centre "Sava"

TITO,LE THEATRE ET LES ACTEURS Rđalisateurs: Dragovan Jovanoviđ, Zoran Filipoviđ
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THEATRES
Thež.tre national 

Bitef - Inauguration du festival international de theatre
W.Shakespeare

HAMLET
The&tre National Croate de Split 
Metteur en scene: Ljubiša Ristiđ

Scene de Filmski grad - le Bitef 
St „Witkiew.icz 
POULE D'EAU

Theatre de la Commune d'Aubervilliers ~ Paris 
Mise en scene: Philippe Adrien

Theatre national/Scene de Zemun - le Bitef 
Gudmundur Steinsson 

BRIEF RESPITE - STUDARFRIDUR 
ThđStre National de Reykjavik, Islande 

Mise en scene: Stefan Baldursson

Thžcttre "Atelje 212" - le Bitef 
Marsha Norman 
FETTING OUT 

Actors Th6citre of Louisville 
Louisville, Ky,Etats Unis 
Mise en scene: Jon Јогу

Pionirski grad - le Bitef 
Ciulli Schafer 

ALCESTE d'apres Euripide 
Schauspielhaus,Dusseldorf,RF d'Allemagne
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C O N T E N T S

ORGANIZING COMMITTEE
PARTICIPANTS
OPENING OF THE CONGRESS

7
9

17
17
18

Eva STEINAA 
Branko RADIVOJEVIĆ 
Eva STEINAA
Dragovan JOVANOVIĆ ^9
Eva STEINAA ' 20
Siniša JANIĆ: Rapport general du secretaire

gđneral du XIVe Congres de la рт
SIBLIAS

LECTURES
Andrđ VEINSTEIN: Methodologie des documents

de Thđatre 27
Alfred S .GOLDING: The Acting Historian as

Technologist /(>0
Marie Fran<2oise CHRISTOUT: Les documents 
concernant le costume de thđatre: problemes 
d'exploitation Ц.5
Thoraas SIEDHOFF: Forschungsinstitut fvir Musikthe-

ater u Bayreuth 51
Nadežda MOSUSOVA: The Staging of Film and

Television Opera 58
Mirka PAVLOVIĆ: Contributions from Press

Records to the History of the 
Serbian "Musical Theatre 62

ТНЕ PRESENTATION OF TANDEM SYSTEM 
by the National SIBMAS Center 
of the Federal Republic of Germany

I Harald ZIELSKE: Some Introductory Remarks 77
II Heinrich HUESMAN: The Tandem Theater

Information System 80
III Werner MEDER: Demonstration of the Theatre

Information System 97
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Patris PAVIS: Reflexions sur la notation
de la representation theatrale ]_Q3

Sophia D.LOKKO: The Chanaian Experimentation
in the Reactivation of her 
Heritage in the Arts with 
Special Reference to the 
Performing Arts 129

Sredoje LALIĆ: Organizing Documentary
Materials According to the 
Systems of Subject or Form

Alessandro TINTORRI: The Compagnia del Teatro
d'arte directed by Luigi 
Pirandello 1925-1928 1 5 0

Adolphus TURKSON: The Concept and Development
of the Performing Arts in 
Africa 1 5 6

WORKSHOPS
MUSEUMS OF THE PERFORMING ARTS AND THEATRES 169
DOCUMENTATION AND THEATRE CRITICISM 171
LEXICOGRAPHY OF THE PERFORMING ARTS 1?^
COMMISSIONS
SAl'JDAS 179
AUDIOVISUEL AIDS 181
THE ATRE -ENSEIGNEI4ENT -DOCUMENTATION 182
NATIONAL CENTERS AND NATIONAL COI4MITTEES 183
FINAL PLENARY SESSION 185
MEETING OF THE NEW COUNCIL 195
SOCIAL EVENTS 2°1
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