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PROGRAM 

 Led by Jean-François Dusigne, Claire Arnaud Dusigne


Objectives: to explore theatre in the making 



In accordance with the place and context, and the challenges and issues that arise, artists are regularly led to ask themselves why, here and now, they should make theatre. 

"Why does theatre matter to us? What is its relationship to the world?”

All over the world, as lifestyles adapt to globalization, technological shifts, and climate change, the question of the role and use of theatre is more pertinent than ever.

Some choose to live for the theatre; others realise that the theatre helps one through life, or helps make life better. 

If the answers often remain transient, the mere fact of asking questions encourages each and every practitioner to clarify their approach. Asking "why" leads to asking "how": based on this or that intuitive impulse, how are we going to proceed? This puts artists on the path of looking for concrete solutions, to begin by doing and to orientate their methods of practice accordingly, and this exploration can be transformative.


This invitation to interested persons of all ages and backgrounds to experiment and explore together is intended to offer a creative crucible designed to stimulate each individual to illuminate their own path. Through practical dialogue the workshop invites the exploration of the processes behind theatrical creation. This is followed by exchanges and feedback on each experience in a collaborative perspective. The gaze of the “other” and the confrontation between one’s desire and the practical reality of doing provokes the instigation of creative protocols.


 Through a spirit of itinerance and a firmly international outlook the workshop aims to affirm the artisanal dimension of the theatre as an experience of Encounter. 


The theatre can offer a rare space where people who do not at first know each other may meet and imagine together, to make stories come alive, to share dreams and visions. 


To ensure that something truly alive happens, to procure the enjoyment of it, requires the prior establishment of a climate of listening and benevolence: how can one access intimacy in the open, how can one reconnect with the childlike experience of feeling and believing for a while in the reality of what is told? 


To try, to practise, to strive for


The word "theatre" derives from theatron, which in ancient Greece first designated the space where people gathered to follow the actions of others. History is discontinuous and the idea that European theatre originated solely from Greco-Roman theatre is debatable. Nonetheless it is prescient to note that the word "theatre" is itself derived from another civilization, that of ancient Greece, near and far, and whose archaeological records can be said to form part of the universal heritage. The word “theatre” can therefore be used everywhere in the world without referring to a cultural model that could be perceived as dominant. It is notable that where forms of practice have words which are difficult to translate into the French language we conventionally deploy the original terms to speak of their specificity. 


Neither talent, nor mastery, nor virtuosity are sufficient: art demands assiduity and ethics. It designates less a state of affairs than a movement following certain values around which a chorus agrees; a quest for that which escapes, whether immanent or transcendent. 

Although the term does not exist in some languages (the Amerindians call it "medicine" - which is instructive), we use the word "art", open and fluctuating. The "art of theatre" refers to what the person telling a story through word, gesture, song or dance is trying to achieve.


Insofar as training refines the perception of sensations, the exercises aim to develop sensory, intuitive and imaginative capacities to modify our relationships and to transform our lifestyles, at the heart of an enriched ecosystem.


Through an exploratory perspective of intertwined research and creation, the workshop offers time and space to try, analyse and deepen. It invites one to consider aspects of scenography and ethnography and to experience different ways of telling, playing and sharing stories with a diversity of people gathered in the same place, at the same time. Depending on the objectives, conditions, materials and means available, the devices and processes are perpetually to be re-evaluated.

We invite participants to mobilise their intuition and their awareness of their actions. The group is encouraged to clarify their intentions and to work on finding the means to do so, contributing in return to the development of their own resources. 


Moving and decentering


The international workshop for the exploration of the art of theatre is an invitation to set aside time and space outside of the daily routine to discover oneself in, with and by the ensemble gathered together, all motivated by the creation of a common poetry based on the sharing of life stories, the elaboration of plural dramaturgies and their enactment in time and space. 

It is an invitation to dare to share one's feelings, revulsions, and desires and to exchange practical knowledge towards the common exploration and mutual transmission of experiences. 


Transcending borders, it considers potentialities, stimulating and connecting artistic initiatives which, on varying scales, develop in the four corners of the world. 


The idea of itinerance underscores the principles of displacement and decentering, encouraging the recognition of cultural particularities and the identification of common links. The curiosity for the “other”, the meeting of the foreigner (who is also reflected in oneself), leads to the revelation of possible correspondences. This allows for the weaving of artistic conductive principles which may be convergent. The process aspires to agreement, without necessarily claiming to always reach it.  

The transmission of knowledge and the experience shared here and now leads to a lively questioning of who we were, what we have become and where we are going. 

Whatever the place we are in, the awakening of ancestral memories and the scripting of the future, the possibility of dreaming together, of glimpsing new relationships to the world through the stories played out, pushes us to regularly ask ourselves the questions: "What is a ‘human being’? How do we recognize ourselves as ‘human’?”

The approach thus aims to reconnect us with the living
, to pollinate the world with poetry
 through the potential of the theatre. 

This multi-faceted art, which is constantly reinvented, may contribute to a better way of life through the energy it incites us to deploy; as much for the actors as for the spectators, its faculties of resilience, transformation and empathy are potentially capable of reinforcing for each one the feeling of existing.


Our motivations, in the wake of predecessors


Measuring the extent to which the mutations of the industrial revolution were beginning to impact lifestyles and even manners of behaviour on a daily basis, the pioneers of European art theatre
 undertook, at the dawn of the 20th century, to reconsider their skills, knowledge and habits in order to conceive of their practices differently. 


During the last century, dystopias (such as Aldous Huxley's Brave New World or George Orwell's 1984) envisaged the hold of technological canvases in which everyone believed himself to be a participant, moving through life freely, whereas he was actually merely an enrolled spectator, inert and alone, spending three quarters of his life riveted to screens. 


Calling to "protest against a human image sent back to satiety by the unified play of actors such as one apprehends on all the television screens of the world"
, Antoine Vitez wanted to make of the theatre a "laboratory of human behaviours". As a "very small field of forces, but where the whole history of society is always played out"
, the stage was to become, in 1985, a "place of experience for new gestures, new ways of saying - as Meyerhold dreamed"
.

In this first quarter of the 21st century the consequences of a globalized neo-liberal economy, climatic disturbances and pandemic threats have reinforced fears of mass extinctions of living beings. The few unsatisfactory political answers brought to the terrorist, pandemic and ecological problems have often had for collateral effect a tendency to reinforce these societies of control described by Gilles Deleuze, against which he invited us to reflect on the role occupied by art. 


Since the first lockdown resulting from Covid-19 the expansion of virtual technologies has accelerated, to the point that we are wondering if we will continue to go to the theatre.  By dint of interposed screens, has the idea of living together in the same place been transformed into the dystopia of living together at a distance? 

How can we conceive of a theatre that is no longer just an effect of presence?


The urgency to experience, to perceive from other points of view


Blinded by our knowledge or our predatory power, we humans tend to deny death, to neglect our vulnerability; yet the awareness of this vulnerability is a guarantee of survival. Natural forces regularly remind us of this. 

Vulnerability does not mean fragility. Awareness of our precariousness and the impermanence of things can also put us back in touch with this metabolic power, this transformational energy that is at work in the slightest cellular exchange, the flow of which we can feel, the force of which we are vectors. In the sensory interactions between humans and non-humans, we have measured how delicate or difficult it is to decentre ourselves. 

New ways of decentering remain to be envisaged where we humans do not necessarily hold the pivotal roles, as in World Tree Story, a novel by Richard Powell, where the real protagonists are the trees.


Transforming ourselves through sensory experience, the sensory encounter with the world and thinking through fiction gives us new possibilities about how to change our ways of life. 

"All the best arguments in the world won't change someone's state of mind," says Richard Powers, who continues: "The only thing that can do that is a good narrative, a good story, and I think there's a psychological truth to that because when you empathize with a character in a novel, when you feel an emotional connection, when you see what life looks like from someone else's point of view, suddenly you're much more open to revising your own narrative of the world. That's the unique gift of fiction, the power of fiction.”


The idea of crucibles, workspaces of the sensitive   


Albert Camus
 conceived of the theatre stage as a "melting pot
 where different forces come together from the audience, the play, the space, ourselves, the day, the moment." 

Let us look to surpass the known. Our aim is less to pretend to provide answers than to search for poetic markers to intuitively mark out our conducts and to conceive together, out of the daily routine, a specific space-time in which to weave links, to elaborate other narratives. 


In accordance with the place and the context we look at ways to practise theatre, according to certain principles and certain relationships to the world.


Who are we? Our approach


Conceived and directed by Claire Arnaud-Dusigne and Jean-François Dusigne, the workshop's approach is based on their combined experiences drawn from: École Jacques Lecoq, artistic practices in dance-theatre, and professionalization in Caycedian sophrology.

Claire Dusigne has added to her artistic experience that of a hospital and paramedical practitioner
 in her role as a physiotherapist and Caycedian sophrologist; 

Jean-François Dusigne was the first actor in France to defend a doctorate on the Art Theatre, a European adventure of the 20th century (1995). He combined his experience as an actor
 (notably at the Théâtre du Soleil) with that of lecturer and then university professor (with research in ethnoscenology, on the processes of actor's direction and the narratives involved), in connection with a twenty-two year career as artistic director of ARTA, an international school for actors supported by the Ministry of Culture and the City of Paris.


Guiding principles of the workshop


The International Workshop for the Exploration of the Art of Theatre was initially the result of experiments conducted in Europe, South America and Iran. Its first partners were the French Centre of the International Theatre Institute, ARTA, the research team in ethnoscenology of the University of Paris 8, and the Hilaj Film Making and Cinematic Research School in Tehran.


The practical research (in the form of internships of varying duration) is conceived along five interdependent axes: 

- The dynamic relaxations of Caycedian sophrology as a preparatory basis for the creative breath; mastery and awareness of the breath in its existential dimension; and reviving consciousness;

- Finding the impulse, the availability and the adaptability to "play the intimate in the open";

- Activation of the sensory perception of what surrounds us, sensory explorations: springboards of personal and poetic transformation;

- Experiences of phenomenological encounters: work on otherness, the multiplicity of points of view, interactive materials between living beings. The meaning of animality: adaptation, reaction, anticipation;

- Stories, fictions and acts of play combining gestures of speech, music and dance. To put in relation, to proceed to round-trips between small facts of everyday life, big cycles of human history, cosmology and cosmogonies.  

Having affirmed the stage as a place of phenomenological encounter, a space that is both matrix and metaphor, we set up time to experiment, to learn to identify its potential lines of force and dynamic relationships. Let us thus apprehend the stage as a field of living forces, a melting pot of dynamic tensions where the conflicts of ordinary struggle are transformed into conflicts of play. 


It is less a question of acting "in" or acting "for" the environment than of interacting "with" it. Becoming more sensitive to the specificities of the relationships between the people present within each space-time, ensuring that they can be partners, significantly modifies the listening and understanding of the playing field. 

In the same way, the relationship with things opens up other sensory fields when they are no longer manipulated as accessories but respected as partners: attention to touch, for example, stimulates sensations that trigger a fertile game of associations, both to awaken memories and to imagine.


The staging of fictions can also lead to the exploration of our animality, to review the ways of distributing continuities and discontinuities between humans and non-humans, enticing the imagination of other relationships to the sensed world, the experience stimulating ethical thoughts and aesthetic considerations. 


This is not to forget, of course, the creative joy, the musical intoxication and the spirit of childhood instilled by the work of rhythm, individual and choral, and the sonic and melodic percussion of words and their resonances beyond the contents of meaning.


To feel before understanding, to experience in order to better understand, such is perhaps also the impact of the theatre, when the actor tends to put himself in the skin of, to adopt the point of view of the character, and when the spectator feels and experiences in a double relationship of empathy with the person of the actor and with the character whose role he takes.


Conferences and round-table discussions may accompany the practical courses, as well as artistic residencies. Individual or group coaching in the construction and development of roles and in directing actors.

Jean-François Dusigne, Claire Arnaud Dusigne. 

� This is a reference to Baptiste Morizot in Raviver les braises du vivant, Domaine du possible, Actes Sud, 2020.


� Dialogue with Omar Porras, in his introduction to his ARTA workshop, « Le corps qui raconte, la danse du pinceau, le corps d’un texte » (“The body which speaks, the dance of the brush, the body of the text”), 5 November 2021.


� Le théâtre d’Art, aventure européenne du XXème siècle, Editions Théâtrales, Paris 1997. ISBN 978-2-907810-99-9.


� « protester contre une image humaine renvoyée à satiété par le jeu unifié des acteurs tel qu'on l'appréhende sur tous les écrans de télévision du monde »


� « champ de forces très petit, mais où se joue toujours toute l'histoire de la société »,


� « lieu d'expérience pour de nouveaux gestes, de nouvelles façons de dire - comme le rêvait Meyerhold- .»


� See « Richard Powers, l’enfant qui voulait sauver le monde », La Grande Librairie, programme presented by François Busnel, France 5, 27/10/2021 : « Tous les meilleurs arguments du monde ne changeront pas l’état d’esprit de quelqu’un […] La seule chose qui peut le faire c’est un bon récit, une bonne histoire, et je crois qu’il y a une vérité psychologique à cela parce que  quand on a de l’empathie pour un personnage d’un roman, quand on sent une relation émotionnelle, quand on voit à quoi ressemble la vie du point de quelqu’un d’autre, soudain on est beaucoup plus ouvert à revoir notre propre narratif du monde. C’est le don unique de la fiction, le pouvoir de la fiction. » 


� Cf. Florence Marguier, Maria Casarès, Recherches et métamorphoses d’une comédienne, doctoral thesis directed by Georges Banu, Paris 3, 22 November 2011.


� Albert Camus, Théâtre-Récits et Nouvelles, Paris, NRF. coll. « La Pléiade », 1962, p. 1694.


� Attended École internationale de mime, mouvement, théâtre de Jacques Lecoq between 1979 and 1981. From 1989 to 2003, Claire Dusigne worked at Hôpital Cochin, Paris, where she practised in Rheumatology and Orthopaedics in the Burns Unit, specialising in resuscitation, manual lymphatic drainage, reflex massage, relaxation and sophrology. She participates in the development of programs on rheumatoid arthritis, chronic rheumatic diseases, treatment of chronic low back pain, exercise training, spinal pathology (scoliosis), and prevention of falls in the elderly. She has also set up a Department of Rehabilitation and Adaptation to Movement for Haemophiliacs.  From 2000, she trained as a Relaxologist and Caycedian Sophrologist. In 2003, she started a private practice in Neuilly-Plaisance, and in parallel developed a psycho-physical training program for artists.  





� Attended École internationale de mime, mouvement, théâtre de Jacques Lecoq between 1979 and 1981. Jean-François Dusigne was an actor at the Théâtre du Soleil between 1983 and 1991. He became a lecturer in 1996 at the University of Picardie-Jules Verne. He trained as a relaxologist and sophrologist in 2002. A Professor in performing arts, theatre and ethnoscenology since 2003, he has been attached to the University of Paris 8 since 2009. He was the Artistic Director of ARTA, an international school of acting research, Cartoucherie, Paris, between 1999 and 2021. He was named Chevalier de l'ordre des arts et des lettres in 2014.
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