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Abstract 

This thesis records the directorial process involved in the development of the 

production of Vaclav Havel's Temptation, presented by the Department of Drama at the 

University of Calgary from 29 November to 9 December, 2000. Chapter one presents an 

outline of Havel's biographical context and traces his development as a writer. The chapter 

ends by placing Temptation within that context. Chapter two is a textual analysis of 

Temptation which outlines a number textual elements which proved important to the 

production. Chapter three documents the development of the mise-en-scene, focusing on 

the continuing dialogue between director and designers through early discussions and into 

production. Chapter four describes the casting and rehearsal process, outlining the progress 

of this work on a week-by-week basis. Chapter five serves as a retrospective to the entire 

process, focusing on both the director's response to the production created and on his 

professional development as a director. 
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Introduction 

This thesis documents and reflects on the process I underwent while directing 

Vaclav Havel's Temptation at the University of Calgary as part of my MFA studies. It is 

meant to provide a permanent documentation of something which is by nature temporal

the existence of a production during a limited period of time, seen by a finite amount of 

people. As such, issues of translation will always abound. 

In this introduction, I will begin by documenting and reflecting briefly on my play 

selection process as a means of introducing the play, speaking of what drew me to it 

specifically. Chapter one of the thesis will focus on the context in which the production 

took place, exploring Havel as a writer, and locating Temptation in the context of his 

oeuvre. In chapter two, I will present my own analysis of the play, outlining several key 

aspects of the text that were developed in the University's production of the play. In the 

next two chapters, I will describe the development of the performance text, explaining the 

choices we, as a production team, made, particularly in light of the analysis work I 

describe in chapter two. Chapter three will focus on design issues and execution, paying 

special attention to the relationship between the designer (Gavin Semple) and myself. 

Chapter four will outline the casting, rehearsal, and performance processes. Finally, 

chapter five will be a brief retrospective on the production, focusing on what I feel were 

the strengths and areas of growth both for the production and for myself as a director. 
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Play selection 

As is the case with most MFA students in directing at the University of Calgary, I 

was invited to submit five proposals for productions for the 2000-01 season. In January 

of 2000, I submitted proposals for productions of Tartuffe, by Moliere, Shakespeare's The 

Tempest, Collateral Damage, a contemporary play by Canadian playwright Mansell 

Robinson, The Einstein Project, a contemporary docudrama by American Paul D' Andrea, 

and Havel's Temptation. I had a number of criteria that shaped my selection of proposed 

shows. 

First, and most important to my studies, I wanted to make sure that this production 

would stretch me out in new ways as a director. I had gained a lot of experience in 

working with a small cast on a tightly knit show during my work on my pre-thesis 

production of Patrick Friesen's The Raft. This show was poetic, had a cast of three, and 

delved into the psychology of the characters in a more or less traditionally realistic 

approach, even though my directing approach focused heavily on using the actors' bodies 

as a means of accessing this psychology. In contrast, therefore, I tended to choose scripts 

which would help to develop a different set of skills, those required for a more 

presentational style of script, one in which the staging is more overtly important. All of 

the shows I proposed save for Collateral Damage had casts of larger than ten actors, and 

required a great deal of attention to staging and spectacle. As a director I knew that, in 

general, I felt more comfortable with smaller-scale productions and smaller casts. My 

choices were designed to force me to approach something decidedly large-scale. 
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My second criterion was that the show should be a good choice for the University. 

I wanted to direct a show that would engage the audience that comes to the University's 

productions, as well as one that would engage the students working on the production. I 

felt that all of the productions I proposed had the potential to grab the attention of an 

audience, even though all of them would be engaging in different ways. For the more 

traditional script proposals, that of Tartuffe and The Tempest, I specifically proposed 

productions that would stretch an audience's understanding of the text, relying heavily on 

movement in order to find new meanings in centuries-old texts. Collateral Damage, as a 

kind of parable of contemporary societal politics in Canada, was certainly gripping 

material, and D' Andrea's The Einstein Project investigated the life of Albert Einstein 

through a very creative dramaturgy. In all of my proposals, I knew that I did not want to 

produce a play that would elicit a mediocre response from the audience. I wanted to 

make sure that the production would be out on a creative limb as much as possible, 

whether it succeeded or failed. In fact, I was prepared to follow the advice of my advisor 

that it is better to produce a spectacular failure than a tepid success. 

Given these criteria, it soon became clear to me that Temptation was my first 

choice for production, and so I was very pleased when it was selected for my thesis 

project. I had read Temptation as an undergraduate student almost ten years before this 

time, when Havel first became president of Czechoslovakia. I was intrigued by the idea 

that a playwright could become president of a country, and so I began to investigate his 

writing, particularly his blend of politics, art, and spirituality. I knew that I wanted to 

direct the show at some point in my career, but the show was of such a large scale that I 
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would not have been able to do so in a professional setting due to production costs. I put 

the show out of my mind for a few years, and did not even think about it at first when I 

was gathering scripts to propose for my thesis. But, when I finally thought of it, I knew 

that Temptation was a strong choice for my thesis production. 

With ten scenes set in four settings, a cast of sixteen (which I later expanded to 

twenty-the largest cast I have ever directed), and a grand spectacle for a finale, 

Temptation relied very heavily on strong staging for its success. It was also an edgy 

script, dealing with complex moral choices in an environment of alienation. I had never 

previously directed an absurdist play (even though Temptation is among Havel's more 

realistic works), and so this was certainly the chance I needed to expand my stylistic 

vocabulary. I knew that there was a sense of formality which would be key to our 

exploration of the play, and I wanted to have a chance to find out just how that formality 

would play itself out in rehearsal. If I am honest, I can say that Temptation scared me 

more than the other scripts did, which I took as a strong indication that I should direct it. 
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Chapter One: Context 
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An understanding of the context in which Temptation was written is very 

important to a solid understanding of the text itself and of the production that we created 

from the text. In the University production we chose a setting which did not overtly 

reference the context in which the play was written, that of mid-1980s communist 

Czechoslovakia. Nevertheless, Havel invokes a potent sense of a spiritual ethos behind 

the historical and cultural signifiers of the context in which the play was written. It was 

this ethos and what I perceive to be its similarities with our own contemporary historical 

and cultural context that I feel were much more important to the production we created. 

This ethos certainly had its seeds in Havel's particular context, just as our exploration of 

this ethos in our production germinated from our own context. In this spirit of enquiry, 

what follows is an investigation of the context in which the play was written, focusing 

first on the biographical and political aspects of Havel's life, and then his literary context. 

Havel's biographical context 

This question of context is certainly germane when it comes to Havel. The 

writing of Temptation and all of his other plays is overtly affected by the political system 

under which he wrote his plays. Furthermore, it is this system itself which forms the 

subject matter of all of his plays. In Temptation, however, this biographical connection is 

even more overt, in that a series of specific events brought about directly by the political 

system under which he lived had a demonstrable effect on his choice not only to stage the 

Faust legend, but also the manner in which he chose to present it. 

The idea of a Czech writer taking on the Faust story is certainly not unthinkable. 

The Czechs actually claim the Faust story as their own. One of the tourist attractions of 
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Prague is the Faust House on Charles Square, where the historical figure who inspired the 

earliest versions of the Faust story, the medieval alchemist Johann Faust, is said to have 

lived. But this connection between Czechoslovakia and the Faust story has a much 

deeper resonance on a mythological level. As a minor power placed in central Europe 

between several large empires, Czechoslovakia has had a long history of being overrun by 

other European powers. During the relatively brief period of the twentieth century, 

Czechoslovakia had more than its share of foreign occupiers. At the beginning of the 

twentieth century, the Austro-Hungarian Empire encompassed all of Czechoslovakia. 

After the first World War, Czechoslovakia had a brief period of independence under 

Tomas Masaryk. But this ended when the predominantly German Sudentenland and 

eventually the entire country was occupied by Nazi Germany in 1936, an event made 

possible through a non-aggression deal made between Great Britain's Neville 

Chamberlain and Adolf Hitler without Czechoslovakian input. This was the first of many 

Faustian deals in this century in which the country was betrayed. After the Second World 

War, Czechoslovakia was again independent, but in 1948, through a series of shady 

political deals and eventually a coup, a communist regime was established. 

Czechoslovakia again found itself betrayed, and now in the de facto power of another 

empire, the Soviet Union, as part of the Warsaw Pact countries. During 1968, there was a 

movement in Czechoslovakia, a new sense of openness and reform, which became known 

as the Prague Spring. The Czechoslovakian people, supported by Communist President 

Alexander Dubcek, called for a reform of Communism, a call which was given the catch

phrase "socialism with a human face." The Prague Spring also brought about a 
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renaissance of Czechoslovak art and literature. However, in the fall of 1968, the Soviet 

Union's Leonid Brezhnev, who considered the politics of the Prague Spring to be 

detrimental to Communism in eastern Europe, ordered troops from the other Warsaw Pact 

countries to invade Czechoslovakia and put an end to the reforms. After 1968, 

Czechoslovakia entered into the period known as Late Socialism, under the leadership of 

Gustav Husak, a much more conservative leader than Dubcek. Czechoslovakia had 

enjoyed a higher standard of living compared to most of the other Warsaw Pact countries, 

and so another kind of informal deal was struck between the government and the people, 

one born out of the sense of despair after the collapse of the ideals of the Prague Spring 

and its accompanying optimism. The deal, simply put, was this: if the people refrained 

from protesting, the government would promise to maintain this comparatively higher 

standard of living!. The Late Socialist period in Czechoslovakia proved to be a time of 

cultural stagnation and repression, at least on an official front, because many artists were 

banned from exhibiting or performing their work within the country. 

Within this century ofrepeated betrayal and shady deals, Vaclav Havel was born. 

He was born in 1936 to parents of bourgeois origin, an upbringing that made him very 

unpopular when the Communists took over in 1948. Because of his upper-middle class 

life, he was forbidden to attend university. He studied economics for two years at the 

I Ajoke that was popular at the time involved two dogs, one Polish, one Czechoslovak, who meet 

at the border between their two countries. The Czechoslovak dog asks the Polish dog why it is heading into 

Czechoslovakia. The Polish dog answers: "so I can eat." The Polish dog asks the Czechoslovak dog why 

it is heading into Poland. The Czechoslovak dog answers: "so I can bark." 
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equivalent of a community college before dropping out. He began to work at Prague's 

ABC Theatre as a stagehand, but became interested in playwriting, and eventually began 

having his work produced at Theatre on the Balustrade, a theatre that became very 

important in staging his early works. Havel's first major play, The Garden Party, was 

staged there in 1963. Within the early years of his career, Havel enjoyed a relative 

amount of freedom as a writer, and had a number of his works produced to popular and 

critical acclaim in Prague. However, shortly after the invasion of Czechoslovakia in 

1968, Havel fell victim to the compliance-for-comfort deal struck by the Husak 

government. In 1969, production of Havel's plays was officially banned in 

Czechoslovakia. All of Havel's subsequent plays, with the exception of his play 

Audience (which was had its first performance at a clandestine gathering for an invited 

audience), premiered outside of Czechoslovakia and in a language other than Czech. 

Despite being banned by his government, Havel gained notoriety as a playwright 

following 1969. His plays circulated widely through samizdat, an intricate system of 

person-to-person distribution through which banned documents found an audience. So 

effective was this system of distribution that Havel spoke of often being recognized as a 

writer when he presented his identification at various stores and offices. Even though the 

Czechoslovakian population in general did not attend his plays before they were banned, 

Havel gained a sense of respect from the general public through the writings that 

circulated underground. In addition to banning production of his plays, the authorities 

prohibited Havel from even working in the theatre. In an ironic twist, the Czechoslovak 
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government "sentenced" him to a life of proletarian work at a brewery, an experience that 

fed into his play Audience. 

However, Havel did not come into direct conflict with his government until 1975. 

Prior to this year, although he continued writing in defiance of government policy, he did 

not take an overtly political stance against the government. Although the content of the 

plays he was writing certainly was critical of the government, Havel did not speak out in 

his own voice as a citizen in a public forum. This changed in 1975, when Havel wrote an 

open letter to President Husak condemning what he saw as a repressive and sterile 

environment in Czechoslovakia. In 1977, in response to the imprisonment of se eral 

members from the Czech rock group The Plastic People of the Universe, Havel became a 

signatory on a document called Charter 77. This document called for an end to 

censorship in Czechoslovakia, and spoke out against the imprisonment of artists who 

expressed their political views. Havel was charged with treason for being a signatory on 

the document, and was sentenced to several months in prison, the first of three 

incarcerations. 

During this first incarceration, an event occurred which was to have a major 

impact on Havel; one that directly fed into his idea for Temptation. Havel has spoken at 

length on numerous occasions about this experience: 

... towards the end of that first period of imprisonment ... I realised that [the 
authorities] were preparing a trap for me: they intended politically to misuse 
something I had said in one of my appeals against my detention, something that I 
had said in all innocence, but which was now to be distorted and twisted in order 
to discredit me.... Suddenly, instead of the usual reading-matter such as the 
Soviet novel Far from Moscow, Goethe's Faust arrived in my cell, followed 
shortly afterwards by Thomas Mann's. I had strange dreams and strange ideas. I 
felt I was being-quite physically-tempted by the Devil, that I was in his 
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clutches. I realised that I had somehow got tangled up with him. The fact that 
something I had written, something I had really thought and that was true, could 
be misused in this way brought it home to me yet again that the truth is not only 
that which one thinks, but also under what circumstances, to whom, why and how 
one says it. ("My Temptation", 21) 

Havel's final sentiment is expressed almost verbatim in Temptation by both Fistula (60) 

and the Deputy (66). 

Although Havel was released from this first incarceration after a few months, he 

was imprisoned again in 1979, this time speaking out with a group connected to Charter 

77 called VaNS (a Czech acronym for the Committee to Defend the Unjustly 

Prosecuted). This time, Havel was given a harsh sentence of four years at hard labour. 

Havel documented his experiences in prison through a series of letters to his wife Olga, 

which were later published in Czech in 1983 as Dopisy Olze (Letters to Olga). While 

writing these letters, Havel was prohibited from including any information that could be 

deemed as subversive, and was supposedly limited to writing about personal matters. 

Those letters which did not conform to the strict (and, as Havel claims, arbitrary) rules 

enforced by the prison warden were not delivered to Olga. Because of these conditions, 

Havel developed an elaborate writing style, in which he could communicate small 

amounts of information through a larger strategy of obfuscation. As Havel told a New 

York Times Magazine correspondent several years after his release, "very early on I 

realized that comprehensible letters wouldn't get through, which is why the letters abound 

in long, compound sentences and complicated formulations. If I wanted to write 'regime' 

for example, I would obviously have to write 'the socially apparent focus of the non-1' or 

some such nonsense" (qtd. in Winn, 100). Havel's experience only reinforced a principle 
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that he had been using for years in his playwriting, and one which makes a marked impact 

on Temptation: that language is a powerful political weapon, both in the things it 

communicates, and in the things it conceals. 

Havel was released early from prison in 1983. His health was failing, and the 

Czechoslovak authorities, fearing that the death of a now-famous 'dissident' playwright 

(a term that Havel strongly dislikes) would bring bad publicity to the regime, sent him to 

recover in a civilian hospital, and ended his sentence. After his recovery, Havel sank into 

a deep depression, and did not write for a while. Then, in 1984, in a flurry of writing, he 

completed Largo Desolato, a strongly autobiographical piece. He soon followed with 

Temptation in 1985, a play which he says took him ten days to write, even though he had 

spoken of wanting to write an adaptation of the Faust story for years, and had even made 

two previous attempts, which he destroyed. Havel remained out of prison, although he 

continued to speak out against the policies of the Czechoslovak government. In early 

1989, Havel was again imprisoned under charges of incitement, for his involvement in 

the movement that would soon become known as Czechoslovakia's "Velvet Revolution". 

Havel was kept for a very short period of time, and upon his release, he became a 

prominent leader of the forces that brought the end to one-party rule in Czechoslovakia. 

When Communism fell, Havel was the unanimous choice of Parliament for the 

presidency of the country. At the time of writing, Havel remains president, although now 

of the smaller Czech Republic, following the split between it and Slovakia in 1992. 
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Literary development 

Havel's literary development, traced from his earliest plays in the early 1960s 

until the time in which he took on the presidency, displays a kind of paradox. Significant 

biographical changes in his life have had a concrete impact on the content of his plays, yet 

there exists a palpable common thread among all of his works, manifested not only in a 

stylistic unity, but also a strong thematic unity. One can pick up aspects in his earliest 

plays that are reflected and even mirrored in Temptation, which appears to be his 

penultimate pIal. 

What unifies Havel's work in a grand sense is his use of absurdity. Havel began 

writing during a time when, inspired by Ionesco and ,Beckett, absurdism was a common 

mode of discourse for European playwrights. But Havel has maintained this form 

throughout his career. Even though his later plays (including Temptation) may seem to 

be less overtly absurd than his earlier works, the sense of the absurd is still very strong. 

In his definitive work on absurdism, The Theatre of the Absurd, Martin Esslin 

encapsulates the driving thematic force behind absurdist playwrights, saying that they 

write about "the senselessness of the human condition and the inadequacy of the rational 

approach by the open abandonment of rational devices and discursive thought." (24) This 

idea of plumbing the limits of rationality, and the destructive force which can be 

unleashed when these limits are not acknowledged, form a core theme for Havel's work, 

2 To my knowledge, Havel has not written a play since taking office in 1989. If he has done so, 

that play has not been published or staged. I am very curious as to what kind of plays Havel might write 

having seen the other side of power in his country. 
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both early and late. Havel's own contribution to absurdism, however, is the strong 

connection he draws between absurdity and bureaucracy_ This is understandable; Havel 

wrote under a governmental system that was extremely bureaucratic and inefficient, a 

system that increasingly made his life and career difficult. But his link between 

bureaucracy and absurdity is not merely his means of fighting back against those forces 

that oppressed him. Rather, it is a battle of spirit. As he wrote in Letters to Olga, 

A flower, a fish, a galaxy, a neutrino, man's nervous system-anything that is not 
the work of man---can awaken in us feelings of amazement, horror, joy and a 
whole range of other emotions, but they cannot in themselves, awaken a sensation 
of absurdity. That feeling is always evoked by something man does, by human 
institutions, thoughts, products, relationships, actions, etc. Absurdity is the 
experience that something that has, should or could have aspired to meaning-that 
is, something intrinsically human-does not do so at all, or else has lost it. It is, 
therefore the experience of losing touch with Being3

... (342) 

For Havel, there is something denaturalizing about bureaucracies or "institutions" as he 

puts it here. This idea of the denaturalization of the human being, where one can put 

aside what one knows in one's heart in order to collaborate with the institution, is a very 

common theme in Havel's plays, one that has a particularly strong expression, including 

these spiritual overtones, in Temptation. I will trace some of these themes through 

Havel's work. 

Havel's first play of critical note was The Garden Party, written in 1963. It 

concerns a young man, Hugo Pludek, who is sent down to the so-called Liquidation 

3 Havel's notion of "Being" is a complex one. Havel speaks of a higher entity which exists to give 

meaning and purpose to the universe, which he alternately calls "Being" (always capitalized), "absolute 
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Office in order to meet a friend of his parents. Once he reaches the Liquidation Office, 

which is currently embroiled in a political conflict with its ri val, the Inauguration Office, 

he is mistaken for an employee, and quickly moves up through the ranks of the 

bureaucracy. As the play progresses, Hugo becomes more and more dehumanized, taking 

on the language and the mannerisms of the bureaucracy for which, apparently, he now 

works. At the end of the play, Hugo returns home, and has become so denaturalized by 

his contact with the bureaucracy that he is no longer recognized by his parents, and 

babbles office-speak: 

Today the time of static and unchangeable categories is past, the time when A was 
only A, and B always only B is gone; today we all know very well that A may be 
often B as well as A; that B may just as well be A; that B may be B, but equally it 
may be A and C; just as C may be not only C, but also A, B, and D; and in certain 
circumstances even F may become Q, Y, and perhaps also H. (50) 

The Garden Party has many characteristics that can be seen throughout Havel's later 

works, including Temptation (not the least of which is the staging of two of Temptation's 

scenes at garden parties). Most significant, however, is the theme of the hero (and it is 

always a hero, not a heroine in Havel's plays) who loses his identity by coming into 

contact with the bureaucracy. This loss of identity gets reflected in language, which is 

always an important tool used by Havel in his plays. 

Language is the central theme of another of Havel's early works, The 

Memorandum, written in 1966. Josef Gross, the hero of the play, works for another 

institution, one that is in the process of streamlining its language in order to become more 

horizon", or other terms. These ideas are worked into Foustka's text (albeit with a strong sense of irony) 

throughout scene three of Temptation. 
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efficient. The powers that be in this institute have decreed that all communication is to be 

earned out in a new, efficient language called Ptydepe. The problem is that no one 

actually understands this language. At the beginning of the play, Gross is handed a 

memorandum written in Ptydepe. He is sure the memorandum is important, but 

unfortunately he cannot read it, and he is forbidden from having the memorandum 

translated. He turns to a secretary in the institution, Maria, who translates it for him. 

Because he is able to now read the memorandum, Gross is valorized within the 

institution, although Maria gets fired for doing the translation. At the end of the play, 

Gross refuses to defend Maria, because doing so would jeopardize his newly acquired 

power. Again, Gross's journey throughout the play has become that of dehumanization. 

Even though he initially fights against the power of the bureaucracy, manifest in the new 

language, he eventually decides to join their ranks, hoping to affect the institution from 

the inside rather than the outside, and thus collaborates with it. As in The Garden Party, 

the theme of complicity is strong. But Havel explores this idea through an even stronger 

metaphor of language. He utilizes the concept of a new language designed to be more 

efficient which in reality is completely inscrutable. This language becomes a tool of 

power, of entrenching the hierarchy that already exists within the institution. Because 

only certain people within the institution can understand Ptydepe, therefore only certain 

people can hold onto the power that is legitimized by their knowledge. 

In Havel's early plays, written before his work was banned in 1969, there is a 

strong sense of the institution that pervades. The setting of the play is very often 

concerned with a particular structure, most often a bureaucracy of some sort or other. 
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The content involves a main character who does not fit into that particular structure, and, 

faced with the choice of maintaining his own individuality or collaboration with the 

structure, chooses the latter. In these plays, the hero exists as a kind of cardboard cutout, 

a shell of a human whose form changes by its association with the bureaucracy. After 

1969, however, during the time when Havel's plays were being distributed via samizdat, 

the content changes. Havel becomes more interested in the indi vidual himself, rather 

than in the structures he inhabits. 

This change in content is most visible in his so-called Vanek plays, a series of 

one-act pieces written between 1975 and 1979. The main commonality between these 

three plays is that the central character is the playwright Ferdinand Vanek, a character 

who appears to be a fairly direct representation of Havel himself. Havel establishes this 

connection in the first Vanek play, Audience, in which Vanek meets with the Brewmaster 

at the brewery in which he, like Havel, has been forced to work. Audience centres around 

the dialogue between the two, in which the Brewmaster finally reveals that he has been 

asked to report on Vanek's activities within the brewery. Since the Brewmaster is not 

able to find anything to write about, he offers Vanek a cushy job in return for Vanek's 

informing on himself. In the second play, Unveiling, Vanek is invited over for a drink by 

a couple who place their apartment, their lifestyle, and even their sexual habits on display 

for Vanek. When Vanek becomes increasingly uncomfortable and attempts to leave, his 

hosts slip into despair. Havel's third Vanek play, Protest, centres around Vanek's 

4 The character of Vanek became so successful that three other Czech writers, Pavel Kohout, Pavel 

Landovsky and Jiri Dienstbier also wrote plays with him as the central character. 



18 

attempts to make an intellectual, Stanek, a signatory on a document protesting the arrest 

of a pop musician. 

Unlike Havel's earlier plays, which deal with individuals working within 

institutions, the Vanek plays take a much more personal approach to politics. The Vanek 

plays span the time period in which Havel became directly involved in opposing the 

politics of the ruling party. Audience and Unveiling were written in 1975, six years after 

his plays were banned. It was in this year that Havel first became overtly politically 

active, having written his open letter to President Husak. Protest was written in 1978, a 

year after Havel was imprisoned for being a signatory of Charter 77 (the document 

sparked by the arrest of the members of the pop band The Plastic People of the 

Universe-a direct connection with Vanek's request in the play). Vanek is a study of the 

personal complications involved in power and dissidence. Havel's use of a character with 

many similarities to himself immediately creates a sense of personal identification with 

the main character. The audience member is not as distanced from Vanek as he or she 

might be from the two-dimensional Hugo Pludek or Josef Gross. Rather, Havel wants the 

audience member to go through Vanek'sjoumey with him. The end result is a series of 

plays that are much more psychological than absurdist, despite the fact that Havel 

continues to play with formality and repetition in the language his characters use. 

What connects the Vanek plays with his early work, however, is the theme of 

complicity. Even though the institution is not manifested in terms of overt bureaucracy, 

the way it appears in The Garden Party and Memorandum, it appears in the attitudes of 

the people that Vanek comes into contact with. Each Vanek play is a parable of 
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temptation, in which Vanek is enticed to buy into the system as it stands. What is striking 

about the plays is that, despite the strong connection between Havel and Vaiiek, Vaiiek 

always gives in, and is morally compromised. In Audience, Vanek is won over by the 

plight of the Brewmaster, who will get into trouble if he cannot conjure up convincing 

reports on Vaiiek. At the conclusion of the play, Vaiiek re-enters the space and adopts the 

mannerisms and language of the Brewmaster, ending the play with a phrase the 

Brewmaster uses repeatedly: "Everything's all fucked up" (26). In Unveiling, Vaiiek is 

shamed into staying at the couple's house by their despair at his departure, only to have 

the couple once again return to their shallow displays. In Protest, Vaiiek is unsuccessful 

in convincing Stanek to sign the document of protest. Stanek's trump card, which he 

reveals at the end of the play, is a charge against Vanek: "Well! As far as I know, in 

prison you talked more than you should have" (74). This last compromise is the most 

startling of the three, particularly considering Havel's anecdote about having his 

statement twisted during his first incarceration. In putting a literary alter-ego through 

these temptations and by having him fail them, Havel foregrounds the complexities of 

dissidence, reinforcing a theme which becomes more and more prevalent in his later 

political writings and in his later plays-that the choice to resist or comply with an unjust 

system is within every person, and that every person must bear responsibility for her or 

his own actions.s 

5 This idea of personal responsibility became even more important to Havel after he assumed the 

presidency. One of his early debates concerned the role of former Communist Party members within public 

life. Havel opposed their exclusion from public office on the basis of their past Party membership, 
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Havel's longest imprisonment, between 1979 and 1983, brought about another 

shift in his writing, to what I see as a third phase, which began after his release. During 

this phase he wrote three plays, Largo Desolato (probably his best-known play), 

Temptation, and Redevelopment (or Slum Clearance). Largo Desolato centres around a 

dissident figure, Professor Leopold Nettles, who, after being released from prison for his 

political activities, comes under pressure not only from the mysterious authorities, but 

also from crowds of waiting fans, who expect him to continue his political activism. The 

result, for Nettles, is a kind of emotional and intellectual paralysis. Nettles, like Vaiiek, 

echoes Havel's life strongly, reflecting his post-imprisonment state of mind. Temptation, 

Havel's Faust drama, which I will explore in greater detail later in this chapter and in the 

next one, has been described by Havel as "inspired by my personal experience, indeed 

more profoundly and more painfully so than Largo Desolato" ("My Temptation," 20). In 

Redevelopment, which, at time of writing, was Havel's last published play before 

ascending to the presidency, a team of civil engineers attempts to "improve" the living 

conditions of the people Ii ving in a centuries-old town by designing a new, efficient Ii ving 

environment, despite the objections of the inhabitants of the town. 

After his release from prison, Havel struggled with writer's block, feeling a deep 

sense of depression, and responsibility for those colleagues who remained in prison. But 

after this depression, Havel burst forth with a burst of creative energy, completing both 

Largo Desolato and Temptation within short writing periods, which was a departure from 

suggesting instead that each person should be dealt with on a case-by-case basis, and judged by their own 

personal actions. 
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his usual habit of working on a play for a number of years. Like the Vanek plays, all 

three of these post-imprisonment works move away from the extreme absurdity of 

language that marked Havel's earlier works. But a strong sense of absurdity still exists, 

evident in frequent use of repetition of dialogue and non-realistic characters. During this 

period, however, Havel moved back into his exploration of the institutional structures of 

power, the element that he had left behind in the Vanek plays. Havel expresses it thus: 

The plays I wrote in the sixties tried to describe the social situation and the 
position of ordinary people crushed by the events of their time; the plays were, as 
it's called today, about 'structures' and about the fate of people within them. 
There was, in those days, no sign in my plays of the man who has been rejected by 
the establishment and who at the same time is trying to voice his opposition to 
it-there was no sign then of any 'dissidents' .... And, of course, when I was 
then cast out and found myself in the position of a 'dissident', I naturally began to 
analyse it and write about it-again, among other things, by taking an outsider's 
view of it! This gave rise to the series of one-act plays about the banned writer 
Vanek, and led in the end to Largo Desolato. . .. Then, after this play, it seemed 
to me I had nowhere to go in that particular direction. . . . I no longer wished to 
base my play so transparently on my personal experience, to be told yet again that 
dissidents are only able to write about themselves and their predicament. I 
decided therefore to go back to writing about 'structures'. ("My Temptation", 20) 

Largo Desolato still includes the Vanek figure, now named Leopold Nettles, who has all 

of the psychological complexity Havel utilized during the 1970s. However, the elements 

of an outside institution re-appear, as manifested in the First and Second Chaps, agents of 

the powers that be who berate Nettles for being a signatory on another protest document. 

Redevelopment presents a similar balance. The play focuses in on the moral predicament 

of Albert, a young architect working on the project who begins to have doubts about the 

wisdom of tearing down the history of the town. Yet at the same time, the basic structure 

of the play centres on the institutional processes of the project at hand. 
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Temptation and Havel's Literary work 

In Temptation we see the clearest synthesis of Havel's literary career, a balance of 

the tormented protagonist of the Vaiiek plays and the spirit-crushing world of the 

bureaucracy. Temptation re-tells the Faust story, giving it a peculiar Soviet bloc twist. In 

the play, Doctor Henry Foustka works for an Institute of indeterminate purpose. The only 

concrete activities referred to by the employees seem to be feeding carrier pigeons, 

distributing soap, and holding garden parties. What the Institute does clearly, however, is 

extract absolute complicity from its employees. Within the Institute, reason is declared 

supreme. Any other kind of knowledge is said by the Director of the Institute to be 

comprised of "mystical prejudices, superstitions, obscure doctrines, and practices 

disseminated by certain charlatans, psychopaths, and intelligent people" (13). Foustka is 

bored and trapped by the grey existence of the Institute. As a means of dealing with this 

blandness, he turns to black magic to help him explore the world in another way. He is 

visited by Fistula, a strange old man with smelly feet-Havel's manifestation of 

Mephistopheles. Fistula presents himself as a sorcerer, and strikes a deal with Foustka

he will initiate the doctor into the world of black magic if Foustka promises him 

protection from the magic-phobic authorities. Eventually the Director of the Institute 

discovers this deal. Foustka attempts to save his career and his reputation by playing 

Fistula off against the Institute, posing for both as a kind of double-agent. But in the final 

scene, a costume garden party in the theme of a bacchanalian gathering of devils, 

Foustka's duplicity is revealed by Fistula, who in reality works for the Institute itself and 

was sent to tempt Foustka. At the end of the play, a quasi-biblical moral is delivered by 
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the Director, ironically a figure of evi I in the play: "You cannot serve two masters at 

once and deceive them both at the same time! You cannot take from everyone and give 

nothing in return! You simply must take a side 1" (99) The costumed devils at the party 

transform into real devils, and Foustka, who appears at the party in the traditional 

costume for Faust, meets a fiery end. 

What is striking about Temptation is the way in which the piay serves as a kind of 

retrospective of Havel's career. The play returns to the setting of the faceless institution, 

which figured so strongly in The Garden Party and The Memorandum. Again, the 

audience is faced with inscrutable institutional language, in which much is said, but little 

actual information cornrnunicated6
. Yet at the same time, there is a strong sense of 

psychological identification with the main character, much as there was in the Vaiiek 

plays. We not only witness Foustka in his interaction with the institution (or the 

'structures', as Havel puts it), we also see him in his private life, during scenes set in his 

study or in his girlfriend's bedroom. 

But at the same time, Havel develops these themes into something larger than 

what he had previously written. Like his earlier works, he writes about the negating force 

of bureaucracies (a theme that I will explore more fully in the next chapter). However, by 

fitting this exploration into the context of the Faust story, a story with long mythological 

roots, Havel adds a new layer of depth. He treats the struggle against bureaucracy as a 

spiritual one, not merely a political one, putting into artistic practice the theory of "the 

6 I will explore the nature of language in Temptation more fully in the next chapter. 
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experience of losing touch with Being" he expounded in his Letters to Olga. Temptation 

is certainly the most overtly spiritual work in Havel's oeuvre. Never before have Havel's 

characters left the confines of the rational worlds controlled by bureaucrats. Even though 

Temptation begins in Havel's ubiquitous institutional world, we are soon brought into the 

world of mythology; Foustka begins scene two by casting a spell. We see him, according 

to the stage directions, "kneeling in the middle of the room with four burning candles on 

the floor around him. He holds a fifth one in his left hand and a piece of chalk in his right 

hand, with which he draws a circle around himself and the four candles" (15). The play 

ends in a similarly magical way, with the supernatural transformation of the costumed 

office workers into real devils, and the actual death of Foustka, whose cloak catches fire. 

This mythological setting also helps further Havel's discussion about the 

complexity of dissidence and compliance. In the other tel lings of the Faust story by 

Mann, Goethe, and Marlowe, it is Faust's dalliance with black magic that leads to trouble. 

However, in Havel's version, the Faust character is closest to salvation in his dabbling, 

because he has begun to think for himself and to try to find his own spiritual path, rather 

than living in strict complicity with the requirements of the Institute. But what damns 

Havel's Faust is the fact that he chooses not to follow the new truth that he has 

discovered. Rather, he chooses to live a lie, giving into the grey politics of the Institute 

instead of exploring this new truth. The idea of losing one's soul, begun already in The 

Garden Party, now comes to overt expression within the literary context of the Faustian 

deal. 
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In this chapter I have explored what I feel to be significant recurring themes in 

Havel's work over the last forty years, suggesting how Temptation fits into the context of 

this work. In the next chapter I will explore the text of Temptation more fully, outlining 

several key ideas which were important to the production as we envisioned it at the 

University of Calgary. 
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Chapter Two: Textual Analysis 
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Directing Temptation as an MFA thesis project afforded me the opportunity to do 

something incredibly rare in the world of professional theatre: I was allowed to study the 

play intensely for almost six months before beginning rehearsals. During this time, I read 

and re-read the text, collected and studied numerous articles and books about the play 

itself and Havel, read ancillary texts (including C.G. Jung, various theologies of the devil, 

Joseph Campbell's The Power ofMyth), and, most importantly, began dialogues with my 

advisor, Douglas McCullough, and the show's designer, Gavin Semple. Out of this study 

and discussion carne a number of ideas which were integral to the final production we 

staged. As with all useful ideas in directing a show, these ideas both shaped and were 

shaped by the production we created at the university-the idea and the execution always 

dance with each other. In this chapter I will outline these key ideas as a basis for 

discussing the actual production work in later chapters. 

It is difficult to boil down all of the layers of meaning that go into a production 

into a few salient points. Theatrical work is a form of performance research. It is 

complex and cannot be adequately encapsulated by theory, particularly because meaning 

is contracted between a large number of artists and a much larger number of audience 

members. Nevertheless, a number of ideas present in the text seemed particularly relevant 

to me before I began the rehearsal process. They seem even more important in hindsight. 

They are: 

1. The nature of evil as Havel explores it in Temptation 

2.	 The strong sense of theatricality and performance, a set of "plays within a 

play" which marks the text. 
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3. The role of magic and ritual in the play. 

4. The strong sense of absurdity evident in the play, an element which had a 

marked impact on the visual style and rehearsal strategy of the piece we 

created. 

I will discuss each of these aspects in tum. 

The nature of evil as expressed in Temptation 

Using the term "evil" is a tricky business, because different people use the term in 

many different ways. We have different ways of referring to things that we feel are 

wrong in the world, or even what kinds of things are indeed wrong in the world, 

depending on our perspectives. Some choose to eschew the term altogether, choosing 

instead to speak of "harm", or "disharmony", or "negativity". These differences in 

terminology are important, particularly in a discussion of Havel's Temptation, in that his 

view of what is wrong or harmful is integral to his plays, particularly gi ven his history of 

opposition to the monolithic power structure in Czechoslovakia during his years as a 

playwright. 

The term "negativity" seems to be the most appropriate in speaking of Havel's 

plays in general, and Temptation in particular. What I see as the driving force behind 

Havel's social and political critique in the play is his opposit.ion to the negating force of 

the bureaucracies under which he (and arguably we in our contemporary context) existed. 

This negation is precisely the dominant force at work within Temptation's Institute, 

which sucks the life out of the people who work there. The Institute does not only exist 

as an organization, but also as a spiritual ethos of nothingness. It exists as an antithesis to 
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creativity and mythology, the force for which, ostensibly, Havel works. In his essay 

entitled "Stories and Totalitarianism," Havel writes of this nothingness: 

It would seem that the absolute 'classical' death of stories (which for all the 
terrors it holds is still mysteriously able to impart meaning to human life) has been 
replaced here by another kind of death: the slow, secretive, bloodless, never quite 
absolute yet horrifyingly ever-present death of 'non-action', 'non-story', 'non-life' 
and 'non-time'; the strange collective deadening-or more precisely 
anaesthetizing-of social and historical nihilization. (14) 

Put in the context of the Faust story, this idea of nothingness is intriguing. Instead of the 

pop-culture idea of a devil who entices a human to do something, in Havel's world, the 

forces of evil prompt the characters within the play to do nothing, to work for an Institute 

of "indeterminate mission" (5). No reference is made to the actual mandate of the 

Institute. The only tasks that are discussed are either mundane ones such as distributing 

soap and feeding the carrier pigeons, or ancillary tasks having to do with the garden 

parties that the Institute seems to hold regularly. So, what do the characters actually do? 

They do nothing. In making a connection between the devil and a nihilizing force, Havel 

heads into territory cut forty years previously by the English author, C.S. Lewis. In 

Lewis's Screwtape Letters, a book of letters sent from a senior devil in the "lowerarchy" 

of hell to his nephew, a junior letter, the senior devil speaks precisely of the power of 

nothingness: 

... you will be gradually freed from the tiresome business of providing Pleasures 
as temptations. . . . You will find that anything or nothing is sufficient to attract 
his wandering attention. You no longer need a good book, which he really likes, 
to keep him from his prayers or his work or his sleep; a column of advertisements 
in yesterday's paper will do. You can make him waste his time not only in 
conversation he enjoys with people whom he likes, but in conversations with 
those he cares nothing about on subjects that bore him. You can make him do 
nothing at all for long periods. You can keep him up late at night, not roistering, 
but staring at a dead fire in a cold room. All the healthy and outgoing acti vities 
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which we want him to avoid can be inhibited and nothing given in return, so that 
at last he may say, as one of my own patients said on his arrival down here, 'I now 
see that I spent most of my life in doing neither what I ought nor what I 
liked' ... .Indeed, the safest road to Hell is the gradual one-the gentle slope, soft 
underfoot, without sudden turnings, without milestones, without signposts. (63-5, 
italics mine) 

This description can certainly be applied to the Institute environment. The first moment 

of the play is precisely that of stasis, of nothingness: 

As the curtain rises, Lorencova, Kotrly, and Neuwirth are onstage. Lorencova ... 
is seated at the desk, with a mirror propped up against the typewriter, where she is 
powdering her nose. Kotrly ... is sprawled out on the bench reading a 
newspaper. Neuwirth ... is standing in the rear by the bookcase, his back to the 
audience, looking at a book. There is a short pause. (5-6) 

Our first glimpse of the employees of the Institute shows them doing very little, rather 

than carrying out the mandates of their workplace. This stasis does not end until a person 

with political power enters the room, in this case Foustka. But when it breaks, another 

form of nothingness becomes apparent, that having to do with language. 

This nothingness is not just manifested in what the characters do or do not do on 

stage. It also has very much to do with the language they use. Language is Havel's best-

loved tool, and in Temptation, Havel uses it very effectively. Even though the play is full 

of complex sentence structures and words--critic Phyllis Carey refers to Temptation as 

"by far Havel's wordiest play" ("Living in Lies," 207)--not much is actually 

communicated in those words. Those in power speak volubly-one sentence from the 

Director contains 121 words (12-13)-but there is little content behind the words. The 

dialogue of those lower in the hierarchy of the Institute is for the most part limited to 

sycophantic interjections. Almost all of the characters in the play repeat phrases said by 

other characters. In scene one, nearly twenty percent of the dialogue and stage directions 
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are either repeated within the scene, or in later scenes. Marketa Goetz-Stankiewicz, in 

her essay "Variations of Temptation-Vaclav Havel's Politics of Language," provides a 

good summary for the use of language within the Institute: "the language keeps us, as it 

were, at bay. In fact, while seeming to inform, it mystifies; while apparently 

communicating, it sets up a barrier totally preventing communication" (97). Goetz-

Stankiewicz goes on to emphasize that this use of language is part of Havel's larger 

scheme of language usage, a pattern evident throughout his work: 

The ability (or temptation?) to let the phrase perform, to play the pliable 
instrument of language, trying out all its registers while monitoring; the listener's 
reaction, has seized nearly all the figures that populate Havel's dramatic universe. 
For the most part these figures are slaves to the phrase, they are entirely integrated 
into the social system, spout prepackaged comments and become interchangeable 
mouth-pieces of a certain type of language. A few central characters, however, 
not quite integrated, troubled, insecure and system-shy, provide us with a 
fascinating gallery of strategic language acrobats which culminates in Foustka, the 
scientist/magician whom the devil taught the use of language. (98) 

This misuse of language among the characters within the Institute strips the meaning from 

their communication. In the end, they express nothing. 

But the nothingness is not just about what is being said by the characters. It also 

has to do with what is not said. The Institute runs on an economy of information. Not 

only do the people who work there say nothing, they are also told nothing. The question 

"did something happen?", which recurs seven times during the action of the play, spoken 

by three different characters, is indicative of this lack of information. Information is 

passed around the Institute-somehow. Lorencova, Kotrly and Neuwirth know about 

Foustka's "private studies," (8) and Fistula makes reference to events and conversations 

which take place at the Institute, despite the fact that he was not in attendance at these 
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events (23). However, as readers and audience members, we do not know how this 

information is getting around. There are many unanswered questions in the text, 

questions about the nature of the Secret Messenger, and what the content of his messages 

to the Director is. Foustka too gets caught up in a poverty of information, eventually 

accusing his girlfriend, Vilma, of infonning on him about his occult activities, even 

though (we assume) she is innocent. 

Foustka chooses to fight against the nothingness evident in the Institute by 

engaging in occult studies. At the beginning of the play he resists the system as it stands. 

Yet, as he begins to compromise, trying to play Fistula and the Director off against each 

other, he slides into a kind of nothingness himself. In scene seven, a kind of trial scene 

where Foustka begins overtly to collaborate with the Director, his language becomes very 

formal and convoluted: 

I simply felt from the very first that my efforts to help those seduced by charlatans 
and my intentions to fight effectively against such seducers must not be confined 
to mere theoretical-propagandistic work. I was and am to this day convinced that 
it wouldn't be honest to keep my hands entirely clear of living reality in an effort 
to keep them clean, as it were, and to lull my conscience with illusions about God 
knows what great practical results coming out of my theoretical struggle. (72) 

Foustka buys into the nothingness of the Institute's language, and in doing so, he loses all 

of his moral effecti veness. Rather than fighting the evil he colludes, so much so that all 

of his beliefs, like those of his colleagues, mean nothing by the end of the play. Erhard 

Bahr comments on this dissipation of moral standing, giving the play's end a decidedly 

biographical spin: "even the Director can be tolerant enough to applaud [Foustka's] last 

statement, because he knows that Foustka no longer exercises any moral authority among 

other dissidents. In the end, Foustka is not sentenced to prison or death, but to seeing his 
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dissent trivialized" (204). All of these ideas of nothingness played into our conception of 

the mise-en-scene of the play. I will discuss how in the two following chapters. 

Theatricality and performance within the text ofTemptation 

Another idea that had a strong impact on the production we created at the 

University has to do with the borderline between theatricality and reality. The idea of 

role-playing and duplicity is very strong in Temptation, stronger than in any other of 

Havel's plays, which made it an intriguing idea to explore in production. The characters 

put on masks of sycophancy or friendship when it is beneficial for their standing in the 

Institute to do so. But because of these masks, within the world of the play we as 

audience members and even the characters themselves are not sure about what is real and 

what is make-believe. As Marketa Goetz-Stankiewicz puts it, "the action is a veritable 

who-is-who game. Identities are worn and shed like lab coats," ("Variations of 

Temptation," 97) a reference to the puzzling shifting of lab coats indicated by Havel in 

his stage directions. 

Temptation is not the first of Havel's plays to explore role-playing. Hugo Pludek 

takes on the role of bureaucrat in The Garden Party. There are echoes of role-playing in 

Largo Desolato as well, in which Bertram says of Leopold Nettles "I can't escape the 

awful feeling that lately something inside you has begun to collapse ... that you are 

tending more and more to act the part of yourself instead of being yourself' (19-20). 

Havel follows up this idea with the final stage direction of Largo Desolato, in which "the 

lights start to come up in the auditorium and the music begins to be heard. Leopold 

straightens up slowly, goes to the footlights and bows. At the same time all the other 
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characters enter from the various doors and gather round Leopold bowing" (56). It is the 

character, and not the actor who takes the bow at the end of the play, for the character 

himself has been playing a role. 

Foustka carries out the prime duplicity within the action of Temptation. He 

attempts to wear one mask within the Institute, that of professional and rational scientist, 

and another when he is with Fistula, that of the seeking mystic. When the two masks 

come into conflict with each other, he decides not to choose one or the other, but rather to 

juggle them. But Fistula, too, has a prime theatrical role. We never are sure who Fistula 

is-does he live up to the Mephistopheles role assigned to him by Havel, or is he just a 

crazy old man? Fistula, too, is capable of switching roles quickly. During his initial 

conversation with Foustka, he switches rapidly between manic clowning and rational 

discourse: 

(For a moment Fistula stares stupidly at Foustka, then he suddenly begins to 
laugh wildly and dance around the room. Just as suddenly he falls silent, comes 
to a stop, stoops to the ground, and with his finger slowly traces the circle that 
Foustka had drawn there earlier, after which he jumps up and begins to laugh 
wildly again. . .. Then suddenly, Fistula becomes serious again, returns to the 
couch, and sits down.) 
FIS11JLA (matter-oflactly): I know your views well, Doctor Foustka. I know how 
much you love your work at the Institute, and I apologize for my foolish joke. (22
3) 

Eventually, Fistula drops his mask, revealing himself in the final scene as an agent of the 

Institute itself, the exact opposite of the identity he presented to Foustka. 

All of the characters, with the exception of Mrs. Houbova, share this sense of 

masquerade, and it is therefore fitting that the final scene of the play takes place at a 

costume ball, in the theme of a mock "witches' -sabbath ... A gathering of devils, 
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witches, sorcerers, and magicians" (74). According to the description at the top of scene 

ten, the office people come dressed according to the theme. Foustka is "wearing the 

traditional theatrical costume for Faust" (89). Havel continues his stage directions in this 

vein, requesting that "some of the best-known and most common motifs traditionally 

used in the theater for 'hellish' or 'witchlike' themes should make an appearance in this 

scene" (89). However, Havel's stage directions also indicate that "The actors ... behave 

as if there were no such costumes, their demeanour being just the same as in [the previous 

garden party scene)" (Havel, Temptation, Trans. George Theiner, 62).7 During the final 

moments of the play, the line between what the characters are costumed as and what they 

actually are becomes blurred. As Foustka and Fistula's duplicities are revealed, the other 

characters, who have gathered in a circle around Foustka, begin to transform into the 

demons they portray. The mood of the scene changes, according to Havel's stage 

directions: 

The Director begins to clap lightly, and all the others gradually join in. At the 
same time the music grows louder-it is hard, wild, and aggressive rock 
music.... The clapping soon becomes rhythmic, in time with the music, which 
grows ever louder, slowly becoming almost deafening. Everyone onstage, with 
the exception of Foustka, gradually begins to move suggestively in time with the 
music. At first, while clapping, they begin to wriggle gently, swaying and shaking 
to the music. Then this movement slowly changes into dancing. At first they 
each dance alone, then in couples, and finally all together. The dance is ever 
wilder, until it becomes a crazy, orgiastic masked ball or witches' sabbath. (101) 

7 Strangely, this stage direction only appears in the British version of the play, translated by 

George Theiner (Boston: Faber and Faber, 1988), and not in the Marie Winn translation we used for our 

production. The stage direction is important, however, and affected our staging of scene ten. 
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In a play in which role-playing is one of the primary activities, it is only fitting that the 

ending should involve the characters, and not just the actors, in theatrical costume. As in 

Largo Desolato, Havel maintains this indistinct borderline between performance and 

reality in his final stage direction of Temptation: 

... the music suddenly stops, the house lights go on, the smoke fades, and it 
becomes evident that at some point during [the final dance] the curtain has fallen. 
After a very brief silence, music comes on again, now at a bearable level of 
loudness-the most banal commercial music possible. If the smoke-or the play 
itself-hasn' t caused the audience to flee, and if there are still a few left in the 
audience who might even want to applaud, let the first to take a bow and thank the 
audience be a fireman in full uniform with a helmet on his head and a fire 
extinguisher in his hand. (102) 

Like Leopold Nettles' curtain call in Largo Desolato, the final moment belongs not to the 

actors, as is traditional, but rather to a character. In our production at the University, we 

chose to explore this idea fully by not including a traditional curtain call. I will explain 

this choice more fully in chapter four. 

These manifestations of role-playing are only the most obvious ones, however. 

There are many other instances of subtle role-playing which take place throughout the 

text. At the top of scene one, Lorencova, Kotrly and Neuwirth snap out of their time-

wasting personal activities the moment Foustka enters the room, and they change again 

when the Deputy comes in. In front of the Director and Deputy they are sycophants of the 

highest degree. Later, however, one of them drops her mask and refers to the Director 

and Deputy as "those two idiots" (32). This duality and role-playing takes on a much 

darker tone in Foustka's relationship with Vilma. Scene four begins with a bitter 

argument between the two, one in which Foustka accuses Vilma of being unfaithful to 

him with a dancer who repeatedly shows up. After the argument reaches its climax (and it 
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is a climax, in a sexual sense), their anger drops, and Vilma "begins to clap her hands," 

telling Foustka "you keep getting better and better" (42). The scene progresses, and the 

two characters speak about the jealousy game that they play, another masquerade that 

centres on the invention of the dancer as object of Foustka's jealousy. Yet at the end of 

the scene, a character called the Dancer actually does show up at the door, bearing violets 

for Vilma. The line between the love-game the two of them have invented and reality is 

blurred again. Havel continues this blurring with what comes next. After the Dancer 

leaves, Foustka "slaps [Vilma] brutally in the face. Vilma falls to the ground. Foustka 

kicks her" (45). This scene of brutality is completely erased at the top of the next scene, 

where the couple is happy again, despite the fact that Vilma is badly bruised. We are 

again unsure, this time with most unsettling consequences, whether or not what transpired 

in scene four is a scene of violence or whether it is part of a consensual role-playing game 

between Foustka and Vilma. 

The idea of theatricality became a very potent image for discussions of the mise

en-scene, and provided both designer and director the opportunity to play with some of 

the received boundaries of theatrical space. I will write about the decisions that this idea 

engendered in the next two chapters. 

Magic and ritual in Temptation 

Magic and ritual certainly play an overt role in the content of the play. Any play 

that begins to re-tell the Faust story must invoke some kind of supernatural force, be it 

rational or mystical in nature. But in Temptation Havel stretches the definition of magic 

and ritual in a most interesting way. 
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Magic does playa part in Foustka's private studies. In scene two, we see him 

executing a traditionally magical incantation, complete with circles and candles. Fistula, 

too, has a number of supernatural qualities to him, not the least of which is his 

temperature, said by Foustka to be "fifty below zero" (24). But what is more interesting 

is the sense of ritual that pervades the text as a whole, regardless of the setting. When I 

use the word ritual, I am referring to a pattern of communal action or performance that 

references a higher meaning or power. Ritual is connected to the sacred, regardless of 

whether the higher meaning invoked is seen to be the power of some deity or of the 

power of the Institute. For Havel, there is no spiritually neutral space. The rationality of 

the Institute is as much a product of a spiritual ethos as are Foustka's incantations in his 

study. 

Havel sets up this kind of ritual textually, through a series of repeated scene 

elements. Each of the Institl,lte scenes follows a similar shape: 

The lower hierarchy characters are on stage. 

The Deputy and Petrushka enter. The Deputy introduces the problem, and 
then says that the Director will address it. 

The Director enters, greets his employees, and then attends to the 
matter at hand. 

The interaction between the characters also has a sense of ritual to it. The Deputy 

repeatedly answers the Director's pronouncements with "That's precisely what I was 

telling our colleagues here just a second ago, Sir!" (11, 48, 67, 99). The garden party 

scenes have an even more complicated sense of ritual to them. In scene three, Havel 

makes the most of repetitions, both in dialogue and in movement. He sets up a series of 



,. 
J 39 

interruptions of Foustka' s conversation with Marketa, which repeat. The pattern of 

interruptions in scene three goes like this: 

Foustka speaks to Marketa. 

Vilma interrupts, finishing with "Well, I seem to be in the way here" (29). 

Foustka continues to speak to Marketa. 

Neuwirth asks Marketa to dance. They leave. 

The Director enters and attempts to seduce Foustka. 

The Deputy and Petrushka enter and interrupt the 
seduction; they leave with the Director. 

Lorencova and Kotrly enter and have a lovers' quarrel. They leave. 

Neuwirth enters with Marketa and then leaves, saying "Oh dear, I seem to 
be in the way here" (32). 

Foustka continues to speak to Marketa. 

Kotrly asks Marketa to dance. They leave. 

The Director enters and attempts to seduce Foustka. 

The Deputy and Petrushka enter and interrupt the 
seduction; they leave with the Director. 

Lorencova and Neuwirth enter and have a lovers' quarrel. They leave. 

Kotrly enters with Marketa and then leaves, saying "Oh dear, I seem to be 
in the way here" (37). 

Foustka continues to speak to Marketa. 

Vilma interrupts, ending the scene. 

The entire scene revolves around patterning of entrances, exits, text and events-a ritual 

of seduction and jealousy. Even though the only stated purpose of the Institute is to 

oppose mysticism, it plays out its own kind of mysticism by subconsciously following its 

own rituals. Whether it is placing candles in a ritualistically ordered way or placing one's 

interjections according to a pre-established pattern, ritual pervades all of the 

environments of the play. As Havel has said, "The demand for general and unquestioning 

loyalty forces people to become bit players in countless empty rituals and leads them to 
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despair of any kind of public self-realisation" ("Stories and Totalitarianism", 19). This 

sense of ritual had a very strong impact on our staging of the play. 

Absurdity and Form in Temptation 

One of the ideas that had the strongest impact on our production, however, was 

Havel's attention to form in the play. This sense of form is very much tied into Havel's 

continued reliance on absurdism as a means of discourse. Even though the form of 

Temptation is not as overtly structured as that of his earlier plays, it makes its presence 

known strongly. Form is particularly important within the theatrical context in which the 

play was written. Czech critic Frantisek Deak summarized this context concisely in his 

essay entitled "A Playwright for President": 

In the theatre, a certain style came into being as the result of censorship. The 
production, even when following the approved text, was about something 
different from what the censor had read. This was not done by the obvious means 
of set design, costume, or radical interpretations of roles but mainly by subtle and 
temporary means: a look, tone of voice, attitude toward the role, body language, 
sudden acts of defamiliarization. These were, however, not haphazard acts of 
undermining the text but a systematic and conscious mise-en-scene that resulted in 
a new more complex texture in which the political meaning was not just one of its 
pleasures. (42-3) 

The use of form within a Czech context constitutes another text that is performed along 

side the written word. Deak continues his analysis by describing a kind of peculiar 

semiotics which arose between Czech audiences and their performers, a kind of formal 

code which was shared between the two parties, allowing a different layer of 

communication to take place (43). 

This formality is found in the language and the scene structure, as I have 

discussed earlier. But the formality is also found in the rituals of the body, an element 
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which we explored deeply in our production (a process which I will describe in more 

detail in a later chapter). This link between the formality found in the text and that which 

can be found in the body is expressed well by Marketa Goetz-Stankiewicz in her essay 

"Shall We Dance?". In it, she begins with Fistula's remark that Foustka has turned his 

betrayal of Marketa into "a sort of small dance floor on which to perform ritual 

celebrations of his principles" (62). Goetz-Stankiewicz counters with her analysis of the 

remark: 

Principles on a dance floor? An intellectual ritual? Is the tight repartee of the two 
partners to be understood as a pas-de-deux of ambiguous ethics? But in a pas-de
deux each partner repeats in variations the steps of the other. Precisely! They 
dance with their feet, their bodies, their words, following fixed patterns of 
entrances and exits, appearing and speaking on cue. (218) 

Havel began writing the play by mapping out patterns of entrances and exits (Goetz-

Stankiewicz, "Tempter and Tempted", 166). For him, it seems, there is a geometry at 

work in the writing of the play. His stage directions seem to follow up on this geometry. 

Characters move in distinct patterns, particularly in the garden party scenes. When the 

overall structure of the play is considered, with its repeating scenes and dialogue, the 

whole play becomes an almost mathematic exercise in form. It is this kind of form which 

provides the basis for the new rituals Havel has created for the supposedly de-ritualized 

world run by the Institute. 

The power of the Institute and its absurdity does not reach everywhere and into 

every character, however. There are a number of levels, what I am referring to as 

"realms," within the play, under which a different mode of form exists. In order to 
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envision the fonnal dynamics at play in each of these realms, I created the following 

diagram: 

REALM NAME /
/ 

/ 
/

/ 
/ 

/ 
/ 

/
FUNCTION 

Fo = Foustka " -----..... Fi= Fistula 
',,~# ~~~, / Di =Director 
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/ ..
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/ WHEREIWHEN THE REALM EXISTS/ 

Figure I--realms of Temptation 

In the centre of the model is the realm of the actor. This layer is concerned with 

the actor herself, outside of the realm of the show. This is how the actor exists backstage, 

in a relaxed, neutral state. The next layer is what I have tenned the "Reeve Actor," that 

is, the actor outside of character but within the perfonnance space, in view of the 

audience. The actor does not embody any specific character, but by nature of being 

watched, the Reeve Actor is different from the actor. The Reeve Actor exists within the 
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space of the Reeve theatre, during scene changes and scene breaks, when the actors drop 

character and move to the wings. 

The next two layers are where the heart of the formality dynamic lies. They are 

the layers of character and function. As indicated by the diagram, there is permeability 

between the two layers. The character refers to a more-or-less traditionally realistic 

concept of character-what the character likes, dislikes, thinks, feels, and wants to do. 

The function refers to what the characters actually do, regardless of what they want. Of 

course, a discrepancy between desire and action is a part of characters in many different 

forms of drama. However, within Temptation, most of the characters tend to suppress 

their own will in favour of one force: the will of the Institute. This distinction b tween 

character and function is particularly useful in discussing Temptation, because much of 

the structure of the show (and the humour) has to do with the discrepancy between these 

two realms. As shown on the diagram, most of the characters who work in the Institute 

exist primarily in the realm of function. What they do in order to get ahead is more 

important than what they really think. Those who exist primarily within the realm of 

character (Houbova, Foustka, Vilma, and Marketa) tend to follow their own truth and 

react honestly to the stimuli around them. This boundary between character and function 

is permeable, which means that all of these characters can have times when they reveal 

character, and times when they perform function. Mrs. Houbova, for instance, is truthful 

about how she feels about Fistula, and warns Foustka, an act which comes from her 

character as a caring individual. However, she does not speak about her concern until 

scene nine, when it is too late, because she operates in the realm of function-as a 
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housekeeper, she understands that it is required of her to mind her own business. 

Lorencova seems to inhabit the realm of function quite strongly, sucking up to her 

superiors in scene one. But in scene three, we begin to see parts of her that she does not 

reveal in the Institute, elements of character. In these moments she is much more honest, 

revealing her true feelings about the Director and the Deputy and referring to them as 

"those two idiots" (32). 

The environments in which function and character rule tend for the most part to be 

discrete. The Institute is a place where function holds sway, while places like Vilma's 

apartment and Foustka's study are environments where characters can come out. Again, 

there is some penneability. Foustka lapses into the security of his Institute style 

formalism when he feels threatened by Fistula: ''That's enough! I'm a scientist with a 

scientific outlook on life, holding down a responsible job at one of our foremost scientific 

establishments! If anyone were to speak in my presence in a way that's obviously 

intended to spread superstition, I'd be forced to proceed in accordance with my scientific 

conscience!" (22). The Dancer, too, is a marker of function within the predominantly 

character-friendly environment of Vilma's apartment, for he exists completely as fonn. 

Within the scenes set in the Institute's garden, however, there is a complete tug-of-war 

between character and function. Even the Director drops his function in his attempt to 

seduce Foustka and reverts to the world of character, inviting him back to his place for 

cherry liqueur (35). 

The final realm is that of the audience, a complex realm which is difficult to 

explain. As I noted in my section on theatricality and the text, the idea of what is real and 
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what is not is crucial to the play. This metaphor extends to the audience as well. There 

are moments, like the final curtain call that belongs to a character, rather than an actor, 

which breaks down the barrier between stage and theatre space, thereby making the 

audience an integral part of the production as well. A similar moment occurs when the 

lighting cable falls at the end of scene five (an effect which replaced Havel's prescribed 

falling chandelier). The audience is unsure as to whether or not they have witnessed a 

theatrical accident, or part of the show. They are unsure of the realm in which the event 

has taken place. The audience realm, although it has its roots within the theme of 

theatricality employed by Havel in the text, is a layer that played out more overtly in the 

mise-en-scene that we created for the play out of the text. Each of these layers had a 

different kind of formality, which we as a cast explored in rehearsal, and which Gavin 

Semple and I investigated in our design discussions. I will discuss how we explored all 

of these layers in the next two chapters. 
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Chapter Three: Developing the Mise-en-scene 
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The following two chapters of this thesis will explore in a detailed fashion the 

process we took as a creative ensemble in creating a performance text. I will begin by 

speaking about the design aspects of this text in this chapter, and then focus on the 

casting and rehearsal process in the next. Gavin Semple served as designer for set, 

lighting and costume, as well as taking some of the responsibility for designs for the 

properties. I will therefore speak of these elements first. I will then speak briefly about 

the makeup and sound designs. 

Set design 

I began my design discussions with Gavin Semple as early as April 5, 2000. We 

had a brief, informal discussion out behind the Reeve props shop, in which Gavin 

commented on the sense of mystery at work in the text. There were so many unexplained 

elements to the text; we both found these elements fascinating. This quick discussion 

was the beginning of a long process of discovery, yet we always returned to this sense of 

mystery, and it guided us through the development of the design. On April 28, we met 

formally for the first time. I began our meeting by reading Gavin a section from Havel's 

Letters to Olga: 

I'm not very fond of so-called symbols in art, or to be more precise, a certain type 
of symbol in which one level of phenomena is simply replaced by another and all 
you need to know is how to operate a simple switch to relate what is said on the 
second level back to the first and, by this process of "translation," practically 
exhaust the entire meaning of the work. On the contrary, I like it when a work can 
be interpreted in different ways, when it is something of an enigma and when its 
meaning, though it may transcend the work itself, does so by radiating in all 
directions, when it cannot be reduced to a straightforward conceptual formula. 
Art in general is a little like playing with fire; the artist deals with something 
without precisely knowing what it is; he creates something without knowing 
precisely what it will 'mean.' The work, it seems to me, should always be 
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somehow "cleverer" than its author, and he should ultimately be able to stand 
before it filled with the same sense of awe and with the same questions in his 
mind as someone seeing or reading it for the first time. (170-1) 

This quotation served as a kind of plumbline for our discussion of design. We attempted 

to arrive at design solutions that embraced this sense of mystery, even if the solutions 

could not be cognitively understood, at least not easily. 

What I knew before our first meeting, and what I shared with Gavin at an early 

stage, is that there was something which needed to be geometric in the movement we 

would put on stage. Given Havel's attention to form and ritual, and given my knowledge 

that Havel began his explorations of the text by sketching out patterns of entrances and 

exits, I knew that I wanted circles, shapes, and patterns to be on stage. The mise-en-scene 

needed to be something in the realm of a theatrical sacrament. Our first discussions 

concerned doing away with the end-stage configuration suggested by the stage directions 

in Havel's text. We knew that changing the configuration would mean some logistical 

juggling, but we both felt that we wanted to bring the audience close to the action on 

stage. End-staging the show could have put some unwanted distance between performers 

and audience, and would limit the staging possibilities to mostly lateral patterns of 

entrances and exits. 

During this first meeting, Gavin asked a question which proved crucial to my 

understanding of the text and shaped a lot of our choices both for design and for 

rehearsal. Gavin spoke about Foustka's demise at the end of scene ten. In this scene, 

Kotrly, who seems to have a passion for theatrical shows, like the lightbulbs in the pool in 

scene three, brings in a bowl of fire, another one of his tricks. Gavin knew that having an 
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open flame on stage of that size simply would not work. So he asked a question: if 

Kotrly brings on an obviously stagey bowl of flame, but Foustka's cloak actually catches 

fire, what does that mean?8 It was this question which made both Gavin and me begin 

thinking about the borderline between theatricality and reality that I outlined in the 

previous chapter. 

The other important discussion that we had in our first meeting concerned the 

setting of the play. We were in agreement that the setting should not be 1985 

Czechoslovakia, but neither should it be Calgary in the year 2000. The absurdity of the 

text demanded that we would be in a kind of new, non-definable space, albeit one with 

contemporary overtones. In doing so, we followed a comment Havel made in an 

samizdat essay of advice for directors of Largo Desolato: "Any attempts to localize the 

play more obviously into the environment where it was conceived ... would harm it 

greatly. Whatever would make it easier for members of the audience to hope that this 

play did not concern them, is directly opposed to its meaning [Havel's italics]" (qtd. in 

Goetz-Stankiewicz, "Shall We Dance?", 215). 

By the time we met again, I had had the chance to do a great deal of background 

reading, most of which was ancillary to the play, intended to help me in a broader 

understanding of the text. One of the most useful ideas I discovered in this reading came 

from Joseph Campbell's book, The Power ofMyth. In this book, Campbell writes about 

the idea of the mandala: 

8 Ironically, this earliest of discoveries was the last one to be executed. We did not arrive at a final 

form for this stagey bowl of fire until the preview. 
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"Mandala" is the Sanskrit word for "circle," but a circle that is coordinated or 
symbolically designed so that it has the meaning of a cosmic order. When 
composing mandalas, you are trying to coordinate your personal circle with the 
universal circle.... In working out a mandala for yourself, you draw a circle and 
then think of the different impulse systems and value systems in your life. Then 
you compose them and try to find out where your centre is. Making a mandala is 
a discipline for pulling all those scattered aspects of your life together, for finding 
a center and ordering yourself to it. (216-17) 

The mandala was to become an important idea for me. The circle is such a common 

spiritual symbol; Campbell's book illustrates this with a series of colour plates of 

religious artwork from all kinds of different perspectives, all of which feature the circle 

prominently. I knew that it needed to be an important part of the set design. When 

Foustka carries out his incantation (like his literary predecessors), he "draws a circle 

around himself' with a piece of chalk (15). Foustka has to make a mandala, because he 

is, as Campbell says, "trying to coordinate [his] personal circle with the universal circle." 

His spiritual journey is about how he can resolve the tension between his personal truth 

and the received truth of his Universe, namely, the Institute. But this spiritual tension is 

not just there for Foustka. If it is true that there are no religiously neutral environments 

within the world of the play, as I have suggested earlier, then all of the action must take 

place on the mandala. When I presented this idea to Gavin at our meeting on 9 June, his 

initial reaction was that the order of the mandala might be in too much collaboration with 

the rational order of the Institute. However, we kept the basic idea of the circle, which 

was the most important aspect to me. In later designs, Gavin included the inverted 

pentacle within the circle, providing an extra level of geometry that I felt aided in the 

blocking of the show. 
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In the 9 June meeting, which was our first of a series of regularly-scheduled 

meetings, we continued to develop our idea of the theatricality of the show. Gavin 

suggested a kjnd of classical idealization of some of the settings of the play. Foustka's 

study, he felt, must be an archetypal study, complete with a large wood-grain desk and a 

crusty bookcase. Likewise, Vilma's room needed to be hyper-"feminine" (or, rather, 

within the stereotype of femininity), with strong pink tones and lush fabrics. This latter 

idea developed even further into the stage-like bed with its red velvet curtains that 

appeared on stage during production. 

During this meeting, I loaned Gavin a copy of Fatboy Slim's album, You've Come 

a Long Way, Baby, music that I was considering using for the show. I gave the CD to 

Gavin so that he could get an aural clue for some of the formality and energy that I 

wanted the acting to have. It was also during this meeting that we discussed the idea of a 

deep-thrust configuration to the space, with audience sections on three sides of a circle. 

Although we toyed with other configurations, this original idea proved to be strongest, 

and ended up as the final configuration. By this time, Gavin had drawn up a preliminary 

properties and furniture list based on Havel's stage directions. The list proved to be quite 

large. I knew already that we would be straying from Havel's stage directions, due to the 

fact that we were planning to eschew an end-stage configuration for the space. I also 

knew that some of the ideas we were playing with in terms of the formality of the mise

en-scene would mean that simplification would be possible. 

In between our meetings, I continued my readings. I also took some time to boil 

down the properties and furniture list to what I thought was a manageable level. I 
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eliminated major pieces of furniture that did not seem necessary to the world Gavin and I 

were creating. By the time we met on 22 June, we seemed to be working on the logistics 

of some collaboratively established basic principles. At this meeting, Gavin presented an 

alternate audience layout, one that placed the circle in the round of the three audience 

sections, but we both felt that our initial deep-thrust configuration was still best. Gavin 

envisioned a long, wide hallway-like section that extended upstage from the central acting 

circle. He also proposed a series of six pillars that would line this hallway section. The 

end result was that of a kind of cathedral space, which extended into the Reeve 

secondary. I liked this idea very much. Without being too overt, it invoked a kind of 

received memory of a sacramental space, and placed the audience within either the nave 

of the cathedral, or, in the case of the centre audience section, upon the altar itself. We 

discussed using the pillars as possible areas in which to store properties or smaller set

dressing pieces. However, this idea was not used in the final production. Placing the 

acting area centrally posed one problem from a pacing perspective. We both knew that 

there would be issues with timing actor entrances. I decided that I needed to ensure that 

actor entrances, particularly in scene three, were well timed and fluid. 

Around the time that Gavin suggested the pillars on the set, another idea 

developed. We knew that the text had a strong element of performance within 

performance to it. As I discussed in my previous chapter, almost all of the characters 

seem to be playing a role for one another. We wanted to carry this idea into the realm of 

the mise-en-scene. Gavin's primary response to this idea was that we attempt to take 

elements of the architecture from the Reeve Theatre and to bring them into the stage 
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space itself, thus blurring the borderline between theatre space and performance space. 

He suggested that we take the form of the panels that surround the Reeve Theatre, with 

their cloth-like surface, and bring that form and texture to the pillars themselves. Thus, 

the pillars had a burlap covering to them, mimicking the Reeve panels. Gavin also 

suggested that we hang a secondary lighting grid eighteen feet off the stage floor. This 

grid, while providing additional places for lighting instruments, also becomes a part of 

the playing space, like a ceiling piece in a more traditional set. It was on this grid that we 

attached fluorescent lighting units for the Institute scenes, furthering the connection 

between the secondary grid and the playing space. Above this secondary grid hung a 

number of ventilation pipes, like the ones found in the Reeve Theatre. We used the larger 

pipes to mimic the ventilation system of the theatre itself, and then brought in smaller 

ones to form a kind of tangle above the grid. All of these ideas involved the repetition 

and transformation of textures and shapes found in the Reeve Theatre. I liked this idea 

very much; it allowed a kind of metaphoric echo of what was happening on stage. 

Initially, the hallway area and the central acting area were to be raised up a few 

feet and extended into the centre audience section. We had planned to use the biscuits of 

the Reeve floor, and extend the scaffolding up in order to gain the extra few feet. This 

idea appealed to me, because it afforded me the opportunity to get the action closer to the 

audience and it provided a kind of an underworld underneath the stage which could be 

used for entrances and exits. However, when Gavin discussed the cost of such a venture 

with technical director Don Monty, we discovered that the plan would be far too 
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expensive. By late August, we were resigned to keeping the action on the Reeve floor, 

rather than raising it up. This was the last major change we made to the setting. 

Gavin presented the model of the set to me a few days before our first rehearsal. I 

was relieved that we would have this model for the actors to see at first reading, because I 

felt the space would be an important clue to how the show was to be staged. The basic 

ideas that we had been discussing were present. However, Gavin had added a number of 

important elements. He had filled in an inverted pentacle design into the circle, which 

was an idea that disturbed me a bit at first. I wondered if it might be too obvious-the 

inverted pentacle has been associated with the concept of the devil for centuries, 

appearing on many Tarot decks as a deliberate inversion of the pagan symbol for 

harmony, and might be a bit of a cliched inclusion. However, Gavin assured me that this 

design would be painted in quite subtly. It also provided me with more geometry within 

the playing space, which I felt would be useful for my blocking in rehearsal, an element 

that I will discuss more fully in the next chapter. 

Also added were a number of security cameras attached to the pillars on the set. I 

liked this idea very much. I had been doing a lot of thinking about how to include the 

audience in the action of the play. I did not want the audience to have a strictly 

voyeuristic relationship to the action on stage. Gavin provided us with a great 

opportunity to break down some of the barriers between the Reeve Theatre space and the 

playing space by aiming some of the cameras at the action on stage and some at the 

audience itself. As audience members, like the characters onstage, we do not know where 

the information from these cameras is going, or who is viewing it. 
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Costume 

At our meeting on 6 July, we began discussing costuming in earnest. We began by 

talking about what the general tone of the costuming was to be. Since we were producing 

the play at a university, and therefore most of the actors available to us would be younger, 

I felt that we needed to use that youth to make the Institute a relatively young place, 

somewhat akin to the youthfulness of present-day software companies. I did not want to 

have to age the actors with makeup. Nor did I want to play out the "blue-banker's suit" 

stereotype in highlighting the formality of the Institute. 

We knew that our central palette for colouring the show, particularly the realm of 

the Institute, was going to be shades of grey. Havel himself has made a connection 

between the colour and the dehumanizing aspects of institutions in his essay "Stories and 

Totalitarianism": "If we mix all the colours together we get a dirty grey. The intention of 

totalitarianism is to make everything the same. Its fruit is unifonnity, gleichschaltung, 

and the creation of a herd mentality" (18). This sense of "herd mentality" certainly went 

into our costume discussions for the inhabitants of the Institute. 

We wanted to present a strong sense of uniformity among those who work in the 

Institute (in a literal sense of the word), yet we also wanted to preserve the sense of 

hierarchy that is so palpable in the text. We also felt that these principles needed to carry 

over into the characters' lives in the garden party settings. We chose grey suit variations 

for the all of the workers in the Institute except for Foustka, who always appears in black, 

and Marketa, who has not yet learned to fit into the grey ethos of the Institute. The 

Director and Deputy, because of their positions at the top of the hierarchy, were allowed 
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to wear ties along with their grey suits, while the men lower in the power scale, Kotrly 

and euwirth, were limited to grey golf shirts under their suits. Lorencova, Petrushka and 

Vilma were also placed in grey tones, although Petrushka's office suit was of a higher cut 

than Vilma's or Lorencova's. Similarly, when the action shifted to the garden party 

scene, Kotrly and Neuwirth were in tight grey knit shirts along with their suits. The male 

lover, who appears in scene three, is similarly dressed. The overall look we wanted to 

achieve was quite chic, but yet emphasized a strong amount of uniformity. This 

fashionable conformity was also carried out in euwirth and Kotrly's facial hair. The 

two sported trendy thin beards that were exactly the same. 

We also wanted to pay attention to a peculiar pattern of costuming, indicated in 

the text. Havel suggests something unusual in his stage directions regarding the wearing 

of lab coats by the workers of the Institute. In the stage directions in scene one, Havel 

says that Lorencova, Kotrly, Petrushka, and the Director are wearing white lab coats, 

while Neuwirth, Vilma and the Deputy are in "everyday clothes" (8). In the next Institute 

scene, however, scene five, the coats are reversed: in this scene, it is euwirth, Vilma, 

and the Deputy who are wearing lab coats, but Lorencova, Kotrly, Petrushka, and the 

Director are wearing everyday clothes. Foustka stays out of this lab coat game, and never 

wears one. Marketa wears "an office smock" (6) in every Institute scene that she is in. I 

found this switching of lab coats intriguing, yet puzzling. I knew that there was 

something to Havel's costuming request, but I did not know what purpose it served. I 

still do not have a rational explanation for the switching, whether it is a kind of office

politics game to see who will match whom on what day, or some kind of bureaucratic 
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code that determines exactly who is allowed to wear lab coats. Perhaps the Institute itself 

has only enough funding for a limited number of lab coats. But these explanations are 

irrelevant. The final answer for me was revealed when we got into dress rehearsals and 

we began seeing the coats on the characters. For me, the lab coat switching is about form. 

Scenes one, five, and seven are quite similar in their dramaturgic construction, yet there 

are subtle shifts in the patterns of action. Likewise, the lab coats are present, but are 

subtly shifted between the characters. I did not feel like I needed any other explanation 

beyond form and function. 

Those who stood out from the rest of the Institute had their own palette of colours. 

Marketa, we decided, was fresh out of secretarial school, and therefore did not have the 

financial means to match the other people in the Institute. We envisioned her in brighter 

colours that contrasted the greyness of the Institute. We decided that for the most part we 

wanted to reserve the colour black for Foustka, as indicated by Havel's stage directions. 

If the play was to be about the darkness within him, we decided that we needed to put 

some of that darkness on the surface as well. Foustka was to be dressed relatively 

simply-still chic in a black sweater, but not necessarily caught up in the Institute's 

fashion games. Fistula was much more of a puzzle for costuming. We knew that Fistula 

inhabits a world very different from the rest of the characters, and that his costume should 

reflect this difference. We also felt that Fistula was a bit of a chameleon, who is able to 

change his guise to work to his own political advantage, an idea that came out of our 6 

July meeting. So we decided that Fistula, who appears in four of the ten scenes of the 

play, would change his costume in every appearance. The first time we see Fistula, in 
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scene two, we wanted him to be dressed in a manner close to the "distinctly unsavoury 

impression" (16) called for by Havel in his stage description. We chose to put him into 

some raggedy clothing, invoking a kind of "street person" image. We had intended to put 

Fistula in a kind of scholar's robe for scene six, and then to have him clothed in a 

costume identical to Foustka's in scene nine. When Fistula is revealed as a double agent 

in scene ten, he is dressed as Foustka, but now with the requisite white Institute lab coat. 

In execution, the scholar's robe did not play on stage; it had a feeling of being rather 

tacked on. So we decided to forego it, and instead Fistula wore a black sweater like 

Foustka's underneath his ragged coat. The overall effect, then, was of Fistula's costume 

turning into Foustka's as the play progressed. For Mrs. Houbova, who is one of the most 

realistic characters in the whole play, we chose a costume that would be very "everyday." 

We chose not to give her a stereotypical "housekeeper" costume, with a house dress and 

slippers, and chose instead to put her in a comfortable lavender sweatshirt with a floral 

pattern. Houbova, we thought, was about comfort, warmth, and natural patterns, a 

contrast to the sterile grey of the Institute. Finally, we decided to dress the Spirit 

characters in black, at once providing some basic neutrality for their existence, but also 

strongly identifying them with Foustka and his costume. 

The final scene of the play proved to be the greatest challenge and the most fun in 

terms of costuming. Staging a costume party provides many opportunities to let one's 

creative id run wild. Realizing those designs was more of a challenge. Gavin and I 

picked up on a key stage direction of Havel's early in our discussions. In describing the 

costumes in scene ten, Havel says that "Some of the best-known and most common 
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motifs traditionally used in the theater for 'hellish' or 'witchlike' themes should make an 

appearance in this scene" (89). Gavin and I decided to go beyond just theatrical motifs to 

include pop-culture motifs as well. We also had a feeling that we wanted to include 

elements of red in most of the costumes on stage. 

Foustka, according to Havel, appears in "the traditional theatrical costume for 

Faust" (89). That beginning point was simple enough, and we asked the costume staff to 

create a Faust robe and ruff for him. We also knew that the Director appears in a 

"particularly conspicuous devil costume," with "horns on his head" (89). We decided 

that the Director should be wearing a tuxedo, with a red vest, and a long red tail. Since 

the hierarchy of the Institute still reigns in its garden parties, we chose a similar costume 

for the Deputy, although his horns and tail were considerably shorter to mark his 

comparative stature in the Institute. We decided to continue the devil theme with 

Petrushka, whom we dressed as the stereotypical "sexy devil" in a black body suit with 

flames and fake clip-on horns. Petrushka's outer appearance is that of shallowness and 

cultural convention-the trophy girlfriend of the Deputy. However, when she appears on 

stage after biting Neuwirth on the ear, real blood flows out of her mouth. This choice was 

another example of blurring the boundaries between theatricality and reality. Is Petrushka 

dressed like a devil, or is she really one? 

Because of his interest in tinkering, demonstrated by his underwater light displays 

and his flaming bowl, Kotrly appeared as a kind of mad scientist figure, a loan from pop

culture movies. Neuwirth, who, according to his colleagues, "pretend[s] not to be 

interested, and all the while tell[s the authorities] everything" (32), appears to have a kind 
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of leech-like quality to him, and so we chose to dress him as a vampire. Lorencova 

appears dressed in a pop-culture conception of a witch, with hat and broom, a 

manifestation of the kind of destructive power that she wields in the Institute. Vilma and 

the Dancer appear together in this scene. Gavin and I knew that there was something 

magical about their presence here, for the Dancer himself seems to exist in another plane 

of existence. For them, we chose kind of Cirque du Soleil inspired devil's costumes. For 

the Lovers, we chose a kind of cinematic in-joke. The two appeared dressed as the knight 

and Death from Ingmar Bergman's classic film, The Seventh Seal. There was something 

perversely pleasing about seeing the two characters reconciled, and the characters helped 

highlight the dark atmosphere of the scene. Although Marketa does not arri ve at the party 

in costume, her appearance has very strong theatrical overtones, and her costume 

reflected these overtones. Marketa appears in "a white nightgown with the word 

'psychiatry' stamped at the bottom in large letters" (93). Yet she also has a wreath of 

flowers in her hair, and her song identifies her with Ophelia from Shakespeare's Hamlet. 

Even though she is not demonic in the sense that the other characters are, she is still 

strongly theatrical in her costume. 

The costumes for the show came together quite well, for the most part. Because 

of the volume of pieces that were needed for the show, with twenty cast members, most 

of whom had at least two costumes, we had to make some compromises in order to have a 

finished product on stage for opening night. Both budgetary and time restrictions came 

into play. Foustka's Faust costume, for instance, was less ornate than I had hoped for, 

and he had no hat. Unfortunately a compromise had to be made in the name of logistics. 
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Lighting 

Lighting was not an area in which I took a very strong conceptual hand. I was 

satisfied that Gavin and I had anived at a good understanding of the mise-en-scene 

together, and I was confident that this understanding would become evident in Gavin's 

lighting plot. In general, we worked toward transformational lighting, rather than 

illustrative lighting. By this, I mean that we did not attempt to create lighting solutions 

for a traditionally "realistic" environment, attempting to assess time of day, quality of 

light or other realistic considerations. Rather, we chose again to emphasize form, 

transforming one physical environment into another by changing shapes and colours of 

the light. One of Gavin's strongest stylistic choices had to do with his addition of eight 

fluorescent lighting units to the secondary grid, which would be turned on during the 

Institute scenes. These fluorescent lights, an echo of the Reeve Theatre's worklights, 

washed the stage (and parts of the audience) with strong, cold top light, washing out any 

remaining colour in the stage space. The effect was to create a clinical, sterile 

environment in which the machinations of the Institute were to take place. 

Outside the Institute, we continued to play with form, building environments that 

contrasted with that of the Institute. In Foustka's study, we contrasted the washed-out 

lighting of the Institute with almost hyper-warm tones, using two overhead fresnels to 

highlight the circle on the floor. Likewise, in the scenes in Vilma's apartment, we used 

hyper-pink tones to give the scenes a kind of unreal feeling. 

In the first garden party scene, we began lighting the tangled structure of 

ventilation pipes hanging above the secondary grid. We wanted to emphasize the kind of 
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blending taking place within the scene: there is an element of the Institute here, with the 

regulated office (and Reeve Theatre) architecture, but it is twisted into a kind of 

vegetation-like state. It was during this scene that we also began lighting above the 

primary grid, furthering the blurring of definition between the Reeve Theatre space and 

the stage space. 

The focus on form continued in Gavin's choice to light aspects of the stage from 

the primary lighting grid, sending the light through the secondary grid and all of the 

ventilation pipe hung between the two grids. This technique, which I call Gavin's 

"lighting through" technique, used particularly in his cues during scene changes, created a 

kind of odd geometry on stage. The most interesting result of this technique, when used 

during the scene changes, was that it banished the geometry of the circle and inverted 

pentacle almost entirely, positing a new kind of form as one physical setting was replaced 

with another. 

Gavin also highlighted form in his lighting design for the end of scene ten. He set 

up a series of transformative cues as Foustka's and Fistula's duplicities are revealed. 

During this series of cues, the green foliage patterns that were predominant in scene ten 

began to fade, and were replaced by the geometric red top light from the primary grid, 

again using the lighting through technique used in the scene changes. The overall effect 

was to transform Foustka's environment into something completely defamiliarized. 

Properties 

Gavin and I also used transformative principles in our approach to the furniture 

and properties that we used during the production. Although most of the items were 
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found pieces, we chose to transfonn them by gi ving them a particular kind of paint job. 

We found an old metal desk that appeared to work for the Institute, but then we painted it 

grey to match the palette of the Institute. This served to unify the world of the Institute. 

This fonnality continued outside of the world of the Institute, however. Gavin designed a 

large, imposing bed for the scenes in Vilma's apartment. Because Foustka and Vilma's 

relationship seemed to us to be highly theatrical, gi ven the odd jealousy games that they 

play with each other, we chose an equally theatrical treatment for the bed. Gavin's final 

design included a backing to the bed that looked very much like a theatrical curtain. 

This theatricality was also prominent in the bowl of fire that Kotrly brings in at 

the end of scene ten. Our first idea was to make the bowl mechanical, with a fan that 

would blow silk flames up in a standard theatrical illusion. What was most important 

about this prop was the borderline it represented between theatrical flames and the real 

smoke that comes out of Foustka. Our properties master created such a bowl, but the 

result was unsatisfactory. The fan in the bowl was not strong enough to create a 

convincing effect. However, we did not have enough time to re-work this piece 

satisfactorily. Gavin's solution was to make the piece even more obviously theatrical, 

with cutout flames sticking out of the bowl, much like what would have been used in a 

medieval miracle play. In the end, this solution worked satisfactorily, even though it was 

certainly not Gavin's nor my first choice for the effect. As was the case with costuming, 

we faced restrictions of both time and budget for this particular property and for other 

properties. 
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Make-up design 

I believe I made a good choice in bringing Lily Visser and Whitney Huget-Penner 

into the process as make-up designers for the show. I tend not to think too much about 

make-up for a production, but in the case of Temptation and our attention to form, I knew 

that make-up would be a significant part of the mise-en-scene. 

Lily and Whitney brought forth many good ideas for the show. Their first 

suggestion was that we find a way to defamiliarize the faces of most of those working in 

the Institute. This was to be a subtle effect, but something that could be read by an 

audience, if only subconsciously. We chose to subtly whiten one half of the faces of the 

characters most affected by the requirements of the Institute: the Director, Deputy, 

Petrushka, Lorencova, Neuwirth, and Kotrly. This effect was not too overt. It also made 

those whose makeup was a little more natural (Vilma, Marketa, and Foustka) stand out 

more. 

Scene ten provided a large task in terms of make-up. We needed complete 

makeovers for most of the characters on stage during this scene. Lily and Whitney were 

quite creative in their solutions, particularly in the Cirque du Soleil makeup scheme 

sported by Vilma and the Dancer. In general, we were looking for menacing faces, even 

in those who, like the female Lover dressed as Bergman's knight, were costumed in a 

reasonably non-threatening manner. 

By far the biggest challenge in terms of makeup was in deciding what the final 

design was to be for the four spirits. In rehearsal the four actors playing the spirits 

brought in gargoyle images, from which we built their basic shapes. I presented these 
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images to Lily and Whitney, and we worked from there. Initially, Lily's designs were 

very formal and geometric, with a specific predominating colour assigned to each spirit. I 

found the concept quite interesting. However, the execution of these designs by the 

actors did not go well; the process of painting these designs on their faces frustrated the. 
actors. The resulting designs were also too strong for my liking once we saw them under 

the lights in the final rehearsals. As such we toned down the strong geometric qualities, 

and worked instead with blended tones rather than discrete geometric shapes on the 

actors' faces. This technical frustration was compounded by a pattern of difficult 

communication from myself regarding the spirits, a dynamic that I will explore more fully 

in succeeding chapters. 

Special effects 

The spectacle required by the text demanded that we put some thought into the 

special effects that we planned to use in the production. There were three main areas 

where we needed discussion and solutions in order to create the desired effect. 

At the top of scene two, Foustka creates his ritual with five candles placed around 

a circle. Due to new fire regulations, the technical director felt that it would be a safety 

hazard to have five open candles on stage. We discussed several alternatives to plain 

candles, and finally arrived at the solution of making candles in glass jars. The lips of the 

jars would be sufficient to keep the open flame contained, and also kept us within fire. 

code. 

The second effect that gave us an amount of trouble was a technical headache that 

provided an important thematic discovery as well. At the end of scene five, as Marketa 
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exits, Havel's stage directions state that "the chandelier crashes to the floor. It doesn't hit 

anyone but shatters into pieces on the floor" (55). We knew that creating such an effect 

over repeated performances would be both dangerous and too expensive, so we looked 

around for an alternative. Gavin's first suggestion was a fine thematic solution. He 

proposed that instead of a chandelier, we should drop a lighting instrument. This nicely 

breached the borderline between the world of the stage and the world of the Reeve theatre 

as we had envisioned it. It also provided the appropriate punctuating moment to the 

scene and the act. However, when we proposed this solution to the technical director, it 

was again discarded due to safety reasons. Because we decided to stage the show in a 

deep thrust configuration, we only had a maximum of twelve feet between the centre of 

the stage and the first row of the audience. The technical director felt that if we dropped 

an instrument from eighteen feet up, it could break upon impact and injure someone, even 

if we removed the lens and other breakable items. We held a meeting about this problem 

with the technical staff, and eventually worked out a compromise. We decided in the end 

to drop a coiled lighting cable from the secondary grid at the end of the scene. The cable 

fell just as Marketa exited the circle on her way out of the Institute, banging to the ground 

in the centre of the circle. This addition provided the necessary sound required to 

punctuate the end of the scene, and it also breached the divide between the world of the 

play and the world of the Reeve Theatre. The dropped cable is an image of decay, of a 

world that is crumbling, much as the extreme bureaucratic nature of the Institute simply 

cannot be maintained. But it also exists as an element of theatrical error, a possible 

mistake not necessarily occurring within the fictive realm of the play. When the cable 
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dropped, the actors onstage visibly reacted to it with surprise. For the audience member, 

it was not immediately clear that the dropped cable was indeed intentional. Was this a 

moment that existed within the world of the play, or one that existed within the world of 

the Reeve Theatre? 

The third and most obvious special effect challenge was brought about by Havel's 

final paragraphs of stage directions. These stage directions require that Foustka's cape be 

ignited by Kotrly's flaming bowl. At the end of the play, Foustka runs around the stage in 

engulfed in flames. We ran into similar problems with this effect as we had with the 

candles and the flaming bowl. There was no way that we would be able to use real fire on 

stage for the effect, due to Calgary's strict fire safety regulations. Therefore, we had to 

limit ourselves to using theatrical smoke in order to complete the effect. The challenge 

was in localizing the smoke to Foustka, who must appear to be burning before the rest of 

the set is engulfed in smoke. The technical director and properties master toyed with a 

number of ideas, in which the actor playing Foustka would carry the smoke-making 

materials on him, but all of these ideas proved to be either too costly, impractical, or 

dangerous to the actor. What we finally decided was to make sure that Foustka's Faust 

cloak extended all the way to the floor. At the appropriate time for the effect, the actor 

playing Foustka stepped over a discreet grating in the centre of the stage. Theatrical 

smoke was pumped up through this grate into his costume. Because of the nature of 

theatrical smoke, and the fact that we had to pump it about twenty feet from its source 

through a hose in order to get it out of the grate, we had to play with the timing of the 
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effect repeatedly in order to achieve the desired result. The finished effect was 

functional, although not quite as spectacular as I had hoped it would be. 

Music 

As is often the case for me when I direct a show, music played an important role 

at a very early stage in shaping my ideas for the play. With ten scenes (and therefore at 

least eight quick scene changes), I knew that a good deal of music would be needed, and 

that therefore my musical choices would be very important. For me, music suggests tones 

and images that are useful in creating the environment of the play. Often the connection 

between the music and the play does not become clear to me in a cognitive sense until 

later on in the process, but there almost always is a strong intuitive connection there from 

early on in the process. I began listening closely to so-called "techno" music during the 

summer before rehearsals began, particularly Fatboy Slim's album You've Come a Long 

Way, Baby. Fatboy Slim creates dance music by making heavy use of sampling. He finds 

patterns in other music or pieces of spoken text and builds them into rhythms. His music, 

and music by others like him, particularly Moby and the Crystal Method, seemed to work 

well for Temptation for a number of reasons. First, I liked the energy of the music. It is 

contemporary, with a strong beat and drive to it, music that I felt would energize the 

show. Because it is electronic, rather than acoustic, it has a very clean, sometimes sterile 

feel to it, a feel that matched the grey world of the Institute. Finally, I liked the idea of 

sampling that is central to this form of music. The artists we used take samples of text 

and music which have a certain meaning within the context in which they have originally 

been created, but they take these samples out of that context and then repeat them, giving 
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them new contexts as rhythm or form. I found this very similar to Havel's approach to 

language, in which he takes lines of dialogue that should have a meaning, but then repeats 

them, stripping them of their original content and changing them into pure form. 

I was happy that the planning for most of these technical elements was in place 

before the end of the summer. I wanted to have thought through the environment of the 

show with a reasonable amount of clarity before bringing the process to the next phase of 

development: the audition and rehearsal process. 
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Chapter Four: Casting and the Rehearsal Process 
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It is difficult to document a rehearsal and casting process. The complex 

interaction of human beings within a rehearsal room is a kind of alchemy far too detailed 

to document thoroughly, particularly with the written word. Even though I joumaled my 

process extensively, the rehearsals of Temptation seem in hindsight like a hurricane we 

passed through. Nevertheless, I will begin this chapter by writing about what I was 

looking for in a cast. I will then discuss how I went about trying to find the actors I was 

looking for, detailing my casting process. Finally, I will document the rehearsal process 

week by week, and finish with a brief overview of the eight performances. 

The actors: what I was looking for 

I knew from early on in the process that Temptation would be a challenging show 

to produce, for three main reasons. First, Havel's text would be challenging, particularly 

for university-level actors because of its verbiage and convoluted sentence structure. 

Second, I knew that the show would also be large in scale, relying heavily on spectacle, 

which would mean that I would have less time than I was used to having for individual 

work with actors. Third, I knew that in highlighting the form of the show I would be 

taking both the actors and myself into new creative territory. In employing the techniques 

of physical theatre we would stretch out our skills in order to make the show work. I 

needed actors who would be up to these challenges. 

About six months prior to the rehearsal process I wrote a proposal paper for the 

production. In it, I outlined what I wanted in my cast: 

Given the importance of physicality in this production, I will be looking for actors 
who are very comfortable in their bodies. They will need to be able to be in 
control of their physicality throughout the entire performance; this will require a 
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good deal of ability to concentrate as well. I am also looking for an ability to find 
truth in characterization even when that mode of characterization is abstracted. I 
want actors who will be able to explore the facets of their characters in multiple 
ways. This will not be a play for method acting, even though motivation and 
intention will be important. What will be even more important, however, will be 
the actors' ability to tap into some of the larger, spiritual content of the play. I 
want actors who have begun to do some thinking about the nature of good and 
evil, and about how these concepts are revealed in them and in the world that they 
see around them. ("Production Proposal for Temptation", 4-5) 

This idea of being very comfortable in one's body became even more important as the 

production progressed. I believe that the body has its own intelligence, that it can 

understand things in a way that the mind cannot. I wanted to cast actors who were able to 

access this intelligence. At the same time, I was also looking for actors who had already 

had a bit of stage experience, so that they would be able to build on that experience in 

stretching themselves into the techniques of physical theatre. In addition to these 

technical qualifications, however, I was also looking for a specific personal quality in the 

actors. I place a great deal of emphasis on the personal dynamic of the ensembles that I 

work with. I want to work with people who are open hearted, and I cast them whenever I 

can. Because of this desire, I looked for people who were, as much as it is possible, free 

of ego issues.9 

9 When I expressed this desire in the above-mentioned proposal paper, the professor for whom I 

had written the paper scribbled "Good luck!" in the margins. Fortunately, I feel I was more or less able to 

achieve this goal with the cast we gathered. 



73 

The audition process 

The audition process was a challenging experience, but also a very rewarding one. 

In a way, it set the tone for the rest of the rehearsal process. I took some chances in it, 

exploring new territory. This was scary for both myself and, I think, for the actors who 

participated in the process, but in the end it was quite rewarding. The audition process 

also marked the first time that I brought Grisell Amaro-Galvan, the assistant director, into 

the process. 

The audition/casting process was exhausting for myself and for Grisell, but also 

very rewarding. It was a long week, but at the end I think we ended up with a solid cast. 

We began with open auditions in which auditioners would read from the text or perform 

prepared monologues. Many of these auditions were good, although they tended to be of a 

rather tradi tional nature: the technical details were solid, but the actors' work 

demonstrated one prepared and polished reading of the piece. Grisell and I attempted to 

challenge their readings by having the actor take apart the monologue or the reading and 

to find a new metaphor for the piece within the body. For example, an actor would come 

in and do the piece, and then I would have her/him find three body shapes (moving into 

them on instinct, rather than pre-thinking them), which they would go into when I clapped 

my hands. I would have them repeat the shapes, clapping my hands to signal when they 

should change shapes, until they had the shapes within their muscle memory. Then we 

would add the text again. Each body shape had a different spirit; I was interested in 

seeing the actor translate this body knowledge to the delivery of his/her text. In general, 

this technique provided us with enough information to understand whether or not the 
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actor demonstrated an organic connection with the text, rather than memory by rote, and 

whether or not the actor would be able to use her/his body to create a physical text in the 

show. One of the most interesting things that came out of the audition process was what 

Grisell and I learned from each other, by watching each other take different actors. This 

was demonstrated by the way that both Grisell and I altered our auditioning technique 

during the sessions. Some beginning actors we knew we could not cast, due to 

inexperience and lack of technique, but we spent some time with them anyway to see if 

there was some potential for other auditions within the department. This added to the 

sense of exhaustion, but I do ~ot regret doing that work. 

The callback audition was incredible. We called back twenty-six actors and cast 

sixteen of them in the show. I let Grisell take care of the exercises, so that I could observe 

and see who could really make a connection. Grisell constructed a kind of hour and a 

half-long ritual, an element that we maintained throughout the rehearsal process as well. 

This ritual was held mostly in silence. It began with some basic body focus group 

exercises, in which we stood in a circle and worked for a while to calm our minds and 

hearts by paying attention to various parts of our bodies and their alignment with each 

other. For these exercises, Grisell borrowed heavily from the Hindu idea of the body's 

shakras. After this opening, we conducted an individual/group exercise in which the 

actors would come up one by one and move to music. The focus of this exercise was that 

the actors needed to be generous, to give to the group, and that the group would give 

back. I saw good work from a number of actors, who demonstrated their openness and 

sensitivity to other actors. After this exercise we paired up the actors, and had them look 
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each other in the eyes, to have a kind of dialogue between the two. This, for some, was a 

very emotional exercise. Some pairs experienced very positive communication. For 

others, the exercise was very tense. Next came group audition work, in which the actors 

were masked with purple gauze, so that the face could not be seen, just the body. They 

would move in patterns together, gaining information from each other and creating a 

collective whole. This worked quite well; the actors paid attention to each other and for 

the most part were able to create a unified whole. Finally, we ended up with a ritual 

exercise similar to the one we did at the beginning of the process, which brought closure 

to the whole experience. I finished up by calling some actors in to read-a more 

traditional ending to a rather nontraditional audition process. 

Casting 

Casting was very difficult. I had had a number of ideas about which actors I 

wanted to play which roles, but a lot of those ideas were thrown into the air by the 

audition process. There were a number of actors whom I felt were strong, based on 

previous work of theirs that I had seen. However, some of those actors were unable to 

connect with the physical work we did in both phases of auditions as well as I had hoped. 

I therefore had to consider a number of casting possibilities very carefully. My auditions 

were held at the same time as those held by Barry Yzereef for his production of Love's 

Labours Lost. Fortunately, given the size of both casts, Barry chose to mount an all

female production of the show, which left me with a lot of choice among the male actors. 

In return, as part of an informal deal we made, I gave him first choice of the female actors 

who auditioned for us. After the callback audition was complete, Barry and I met to 
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haggle over casting. Barry and I were fortunate in that we had envisioned Love's Labours 

Lost and Temptation as very different shows, stylistically speaking, and therefore we were 

looking for very different actors. We had a few instances of conflict over actresses that 

we both wanted, but for the most part we were able to work out our respective casts quite 

amicably. 

I did not have the complete role assignments worked out in my head by the time 

we began rehearsals. I knew that I had a company of actors together, and I knew most of 

the role assignments, but there were still a few possibilities for role-switching. My choice 

for Foustka, for example, was between two actors. I had decided to post a company list 

for the show after auditions, but not role assignments. I wanted us to begin rehearsals by 

looking at the action as an ensemble first, before we began taking it apart and finding out 

what each character's stake was in the show. Because of this desire, I did not assign roles 

to the actors until after the first few days of rehearsals were complete. This was an 

unusual step, both for myself and for the company. But I strongly felt that we needed to 

build an ensemble first, exploring what the general spirit of the play was together. I wrote 

an explanatory memo to the company after the cast list was posted, explaining my choice: 

The reason I've delayed announcing my casting choice has to do with the concept 
of ensemble that we want to create with the show. I want all of us as company 
members to see the show as a whole first before we decide what our own personal 
stake in the show will be. There is a spirit (if you'll pardon the expression) to the 
play which we need to investigate first as a group before we break it down. We'll 
do a lot of that work within the first week. Don't worry that you won't have 
enough time to do the character work that you'd like to do--there will be plenty of 
time for that after casting (4 weeks before tech!) and you'll gain a richer 
perspective on your character once you understand the playas a total organism 
first. (Memo to cast of Temptation, 27 September 2000) 
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Despite the fact that I stated in this memo that the casting was already clear in my head, I 

did make some last minute adjustments to the role assignments during the first few days 

of rehearsal. I am not sure how I feel about having done this. On one hand I needed 

more information about a few of the actors before I felt comfortable in assigning them 

challenging roles, and I could only gather that information by watching them in rehearsal. 

I also did not want the actors to feel that they were competing with each other, for that 

would have damaged the ensemble feel I wanted"to foster. Nevertheless, it was a kind of 

deception, and I am not entirely sure if I was justified in using it. 

The rehearsal process: Week 1 

Week one was more or less split up into two distinct parts, pre-role-assignment 

and post-role assignment. The assignment of roles changed the dynamic of the process 

significantly. During the first rehearsal, we began with the usual introductions of each 

other, of the script, the set, and some basic information about the text. Of course, I felt 

like we just skimmed the surface in these introductions, but that was to be expected. 

What was more important, however, is that we were able to discuss some of the dynamics 

that we hoped to create within the rehearsal process. I stressed that we would all be out 

on a limb, creatively, but I promised the actors a safe environment in which to work, that 

they would be supported in the artistic risks that I would be asking them to take. Our 

introductions lasted for about one and a half hours. We took a break and then returned 

for a reading. I had not yet assigned the roles, and so I divided the parts up among the 

actors, disregarding gender lines. In some cases I used the role-reading assignments 

during this period as a means of testing some combinations of actors, if only to hear the 
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words of the character coming out of the mouth of the actor in whom I had an interest. 

The first reading proved to be quite a challenge. In it, all of the complexity of the text 

was revealed, an element that had scared me in my initial discoveries of the text. As I 

wrote in my journal following the first rehearsal, ''The reading felt painful to me-the 

density of the text became apparent-we were falling asleep during the longer, 

convoluted speeches. Foustka/Fistula scenes are particularly tough" (Journal, 24 October 

2000). The company went out for a drink after the reading, and some actors commented 

on their fear of the complexity of the text. This density of text continued to be a 

challenge throughout the process, although we made some real progress in working our 

way through it in production. During this first reading, I encouraged my actors to read for 

information, rather than feeling like they had to perform for each other. I wanted the 

ensemble to learn about the play, not to feel like they were competing with each other. 

On occasion, I had to pull actors back from performing too much. 

In the second rehearsal we began a pattern for rehearsal which we maintained 

throughout the process. The first part of rehearsal was dedicated to exercise work 

focused on developing the particular physicality of the piece. The second part of the 

rehearsal was dedicated more to the textual aspects of the show-the staging of the 

production and the working with text. During the first two weeks, we dedicated two of 

the four hours to these physical exercises. As the rehearsal process progressed, the time 

we needed for physicality work waned. In the first few days of rehearsal we had no 

specific physicalities of character to build, because roles had not been assigned. We 

therefore spent this time focusing on finding the neutral actor, and building skills of 
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openness and access to the body that we put into use later on in the process. For example, 

during our second rehearsal, Grisell began by asking the cast to roll across the Reeve 

Secondary floor, paying attention to how the body moved during the rolling. We then 

moved into the Reeve Primary, in near darkness, and spent time paying attention to the 

space, both in terms of the environment we were in and also to what was going on inside 

of ourselves. After we turned the lights on, we spent some time "meeting" each other 

with our eyes. This involved looking into each other's eyes until we felt we had "met", 

and the moving on. This exercise was difficult for some actors, who felt it an intense 

experience to look someone else deeply in the eyes. Throughout our rehearsal process we 

offered the opportunity for actors to sit out if they felt too uncomfortable with an exercise, 

and occasionally actors took us up on the offer. This was a general principle arranged 

between Grisell and myself and the actors. We always said that in rehearsal we would 

ask the actors to give us whatever they wanted to give us, but we would never try to take 

something from them that they were unwilling to give. This helped foster an air of trust 

within the company. During these early exercises, I participated as an actor, because I felt 

I needed to understand what the actors were going through in order to be sensitive to their 

processes later on in the work. I believe this was a wise choice-it helped build a 

respectful relationship between the actors and myself. After the first few days of these 

exercises I chose to take myself out in order to observe. Ritual played an important part 

in these exercises throughout the process. In this second rehearsal we developed a 

chanting exercise which we repeated often in the process, standing in a circle and 

chanting out the names of characters: "Foustka, Fistula, Marketa, Lorencova". The 
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chanting grew more rhythmic and grew into a dance. This exercise was particularly 

strong in its first incarnation. 

In the second half of the rehearsal, we began another reading. Because the reading 

at the first rehearsal had taken so long, and we felt like we were tiring out by the end, I 

decided to split the second reading up between two rehearsals. This gave us more time to 

discuss the text between scenes. The responses from the actors during our periods of 

discussion were very strong and intelligent, reflecting a good deal of thought and interest 

in the project. 

In the third rehearsal we continued our physical discoveries and then moved on to 

a reading of the second half of the text. Already we had to issue a caveat to the cast 

regarding the physical work, which was proving to be fairly draining both physically and 

emotionally. We encouraged the actors to use their discipline to leave whatever was 

discovered in the exercises within the rehearsal room, and not to take that energy home 

with them. We knew that Temptation dealt with all kinds of darkness within one's self, 

which made us particularly aware that this darkness needed to be dealt with safely. This 

difficulty with the results of the physical exercises was to continue throughout the 

rehearsal process, a challenge that we dealt with as it came up. After we finished the 

second reading, I assigned the roles, ending the first phase of our rehearsal process. In 

general, there was some trepidation, but mostly satisfaction among the cast regarding the 

role assignments. However, at this point a difficulty began regarding the Spirits, roles I 

had created for my own concept of the show. This difficulty was to continue throughout 

the process until we opened, and requires some explanation. 



81 

I originally conceived the Spirits as a means of exploring the ritual aspect of the 

production. Because I believe that there is no religiously neutral environment in the play, 

I felt it appropriate to bridge the gap between Foustka's study and the world of the 

Institute by placing these mystical characters in both settings. The Spirits were 

manifestations of Foustka, of the darkness within him, and were therefore dressed 

similarly to him. They behaved as a kind of chorus during the Foustka/Fistula scenes, 

reminding an audience that there were spiritual consequences to the deals being 

constructed, both inside Foustka's study and in the Institute. These characters had no 

lines to speak, and therefore the actors I cast as the Spirits had no textual anchors to hold 

onto for their characters. The actors looked to me for information throughout the 

rehearsal process, but I do not think my communication with them was clear or complete 

enough initially in order to empower them to do their own creative work. Therefore, the 

actors playing the Spirits were often frustrated with their work, and unsure of what I 

wanted. This dynamic improved somewhat during the process of rehearsal, but I often 

felt that the actors did not fully trust that they would be making a useful artistic 

contribution to the production. Fortunately, I believe that they did come to see what their 

contribution was once we entered into performance. I will further my discussion of the 

Spirits and their place within the rehearsal process as I describe the rest of the rehearsal 

process. 

During the second half of the first week we continued both our physical work and 

our readings with table work. Staging work was put off until week two. We continued 

reading the text, stopping between scenes to discuss what we had read. Actors were 
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asked to pay particular attention to the images that the text invoked. Their responses 

were quite strong: silence and speaking, a repeated alphabet, a powder puff ignited, the 

smell of formaldehyde, stale cinnamon hearts. Grisell developed an interesting exercise 

for the physical work. She asked the actors to sit down and write stream-of

consciousness text as she read off the names of the characters. They were to record 

whatever mental images they received when thinking of the character. We then gathered 

in a circle, and shared these images with one another by acting out the descriptions 

expressionistically with our bodies. The other people in the circle would follow the one 

sharing the description, and move their bodies in imitation of the person sharing his or her 

impressions. When the person sharing was finished with his or her description of the 

character, everyone in the group would 'send' the information over to the actor playing 

the role, a kind of blessing or gift of raw ideas. We did this for each of the roles in the 

play. During this time, Grisell and I began sharing the exercises more. We were 

beginning to find a rhythm for the exercise work. 

The rehearsal process: Week 2 

Week one served as an introduction to the process, in a complete sense. In it, we 

explored the text without stepping onto stage. We also began the process of building a 

kind of physical vocabulary for the show. In week two, we began using the tools that we 

had created for ourselves in week one in order to begin building the show. 

Our physical exercise work in week two centred strongly on the shape of the 

individual characters. Once the actors had been assigned roles and had been provided 

some time to investigate their character in relation to the text as a whole, we were ready 
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to continue that exploration in the body. I reminded the actors that the body has an 

intelligence that the mind does not access, and encouraged them to leave themselves open 

to this intelligence in the work at hand. We began our exercises by asking the actors to 

find the physical shape of their character within the body, to express something of that 

character's nature In a physical sense. The shape choices could be very physically 

extreme, perhaps even far too expressionistic to place directly on stage. But they were a 

source of information. Jamie Popoff, for example, found a very interesting shape for the 

Deputy, straightening his back and legs, and holding his clenched fist, thumb between 

fore and middle fingers, against his chest. It was his means of expressing the Deputy's 

rigidity within his function in the Institute. Jennifer Roberts as Lorencova found a 

wonderful gathering action with her arms, a reflection of what she understood to be 

Lorencova's need to take what she could in order to get power (in the setting of 

Temptation, she gathered "her boys," as she called them). This shape was settled low in 

the hips, which emphasized Lorencova's powerful sexuality. In the exercises we 

conducted in week two, we encouraged people to find these shapes and then develop 

them. We asked them in the exercises to push the shapes as far as they could, and to 

focus on making them precise. We also added the voice in these exercises, asking the 

shape to say its name, to let the sound also be a reflection of the shape. In all of this 

work, the actors were allowed to find their own shapes. They were not given specific 

direction on which shape to choose. Rather, they were challenged to make that shape 

honest and to embody it as fully as they could. 
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Once the shape had developed, we introduced a new dynamic. We asked the 

actors how the shape existed inside the Institute and outside of the Institute. In doing so, 

we began to explore, through an accessible metaphor from the play, the dynamic between 

function (inside the Institute) and character (outside the Institute) which I outlined in 

chapter two. We had some struggles in investigating how various characters interpreted 

this metaphor, particularly those that did not appear within the world of the Institute (like 

Houbova) or did not appear to inhabit the same physical realm as some of the other 

characters (like the Spirits). But in general, it was a useful dynamic to explore what the 

dehumanizing effect of the Institute was on these characters. The shape that Jamie found 

worked very well within the world of the Institute. However, when the Deputy stepped 

out of the Institute, all of his power was gone, and his shape began to come apart. The 

clenched fist became more of a claw and moved away from the chest a bit, and although 

the spine remained straight, it bent forward at the waist. For Lorencova, however, the 

shape was stronger outside the Institute. Because she is lower on the Institute's hierarchy, 

she finds more power in her personal life, as expressed in her liaisons during the garden 

party scenes. In these scenes, the gathering action and low hip motion became more 

pronounced. In the Institute scenes, the hips moved less, and the gathering reduced to a 

slightly akimbo stance with twitching, grasping fingers. The same energy was there, but 

it had gone inside. 

During week two we also did specialized physical work with some of the actors, 

particularly those with larger physical challenges. We began working with Renee Amber, 

who played Fistula, helping her find some of the variations of Fistula's physicality. If 
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Fistula was to be the chameleon that I spoke of earlier, we needed to spend some time 

finding out what some of the different modes were possible for him/her. Renee was 

asked to share some of her images for Fistula, ones she felt were particularly resonant. 

We explored these images physically, and then worked to integrate some of those images 

into her staging work. 

We also began doing physical work with the Spirits. I asked them to bring in 

pictures of gargoyles. We looked through them together and then talked about them. I 

asked them each to choose one that spoke to them. We then worked with that image, 

finding a kind of physicality and personality that arose out of the image. I based my 

choices of which one of the Spirits would appear in which scene (outside of Foustka' s 

study) on the personality that came out of this exercise. For example, Elan Pratt's Spirit 

seemed to demonstrate a kind of angry jealousy, and so it was natural that she should 

appear in scenes four and eight, where Foustka and Vilma play their jealousy games. 

Nancy Barbour's Spirit had a kind of lechery to him (Nancy identified him as male), and 

so he appeared in scene three watching over Foustka' s seduction of Marketa. 

We began staging the play in week two, and worked through Act I throughout the 

course of the week. At the end of the week we ran the act off-book. In staging the show, 

at least in this preliminary stage, I gave a lot of creative latitude to the actors. I was very 

specific about entrances and exits, particularly in staging scene three, because of Havel's 

attention to the geometry of the play. When the actors were on stage, however, they were 

for the most part given the freedom to find their own blocking. I did draw the actors' 

attention to the pattern on the floor, however, and encouraged them to follow its facets. 



86 

This use of the pattern was particularly strong in the Institute scenes, where the actors 

tended to align themselves on the points of intersection of the inverted pentacle. The 

Director, while speaking to his underlings, followed the lines of the pattern as he walked 

about the room. I wanted to make sure that the actor was not looking at the diagram 

itself; the character needed to be seen as following the pattern subconsciously. In staging, 

I was very specific in some ways when it came to building the ritual of the Institute. As 

we began staging scene one, I paid particular attention to the interactions between 

Lorencova, Kotrly and Neuwirth as they interrogated Foustka, ensuring that they moved 

as a unit, rather than as individuals. I wanted to take the time to be particular right at the 

top of the process, because in a sense we were setting the pattern for the rest of the show, 

not only for the audience in the final viewing, but also for the actors during the rehearsal 

process. We also spent some time honing the repetitions between Kotrly and Neuwirth in 

scene three for the same reason. 

One of the challenges that we came across in week two was that we were 

beginning to do staging work, to get the text on its feet, yet we had only begun the 

character work. Because of this, in the early staging work some actors fell into a pattern 

of using their own "acting tricks" in lieu of character work. Fortunately, as the week 

progressed, the actors grew more comfortable with the character work they were doing, 

and so the work we did on staging gained a much more honest tone. 

During week two, I also spent some time with actors, meeting them one-on-one to 

discuss the work a bit. I met with Dan Perrott, who played Foustka, to begin to give him 

some of the tools to tackle the role. Foustka was a large stretch out for Dan, who had 
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previously played only smaller roles. We discussed his physical work, and I encouraged 

him to develop it as thoroughly as he could. We also began meeting on a regular basis 

outside of rehearsal to study some of Foustka' s longer speeches to aid him in his 

understanding. 

A general principle that informed our work during this period was to encourage 

actors to be self-reliant. I felt at times that the actors were looking to me to tell them 

what to do. But I wanted to encourage them to make their own choices, which I would 

discuss with them, rather than having them wait for me. My own tendency in directing is 

to say too much; in this process, I wanted to limit my speaking. As I wrote in my journal, 

referring to the staging work we did in week two, 

It's hard for me to let go, to enter into mystery rather than imposing my own 
dogma onto it. I'm enjoying being here, though. The work is not so oppressive
I spent last week in new territory, and that was quite difficult for me. But now 
that my feet are in territory that I know better, I need to make sure that I'm not 
taking their artistic choices away from them. (Journal, 31 October 2000) 

To put it more succinctly I will quote something I wrote in the upper margin of my 

journal weeks earlier: "Principles, not details. Soul, not dogma" (Journal, 18 September 

2000). 

The rehearsal process: Week 3 

In week three we moved even further into the structure of a more traditional 

rehearsal process. During this week, Grisell' s participation waned; she was allotted one 

hour for exercises at the beginning of each rehearsal period. On days when Grisell was 

not available for rehearsal, I took over in conducting the exercises. We spent week three 

continuing the development of character in the exercise work and in staging Act II. We 
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also began shaping what we had staged in Act I. At the end of the week, we ran the show 

off-book. 

At the beginning of this week, the actors were a bit nervous that we were 

beginning the third week of rehearsal without having begun to put the second act on 

stage. I assured the cast that we were well on schedule. In general, though, I think there 

was always a strong desire (understandably) among the cast to lock down what the show 

was to be, and then to work the details of that show. However, I did not want to lock 

down the show too early; I wanted the actors to make their own discoveries. Locking 

down the show into a series of memorized moments would have stripped the production 

of its inner life. 

Grisell conducted an exercise in which the actors would begin with their various 

character shapes, and then begin improvising their way through scenes from the first act. 

In this exercise we were more interested in finding the dynamic between characters and 

manifesting it expressionistically through the body. This proved to be a high-energy and 

somewhat tiring contact improv exercise, but it was very rewarding in having the 

characters explore the dynamics among them in a manner that went beyond the written 

word. There were a number of discoveries of physical moments that were brought 

directly from that exercise into the final production of the play. 

Staging work for week three centred on Act II. Because the exercises were taking 

less of the rehearsal period, I was able to spend time working on the scenes we had done 

in the previous week. One of the most important things we did in this week was to 

improve the pacing in the Institute scenes-scenes one, five, and seven. They tended to 
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be talky and slow. When what is being said is less important than how it is being said, as 

is the case with the Director's long speeches, it is easy for the scene to become boring. 

We worked on getting the words out of the Director's mouth quickly and efficiently, so 

that the text became more about rhythm than it did about content. 

As we began to put the show together I became aware of the need to give some 

guidance in order to build a kind of unity to the physicality of the show. The actors were 

all exploring the shapes they had created, but each of them was at a different level of 

intensity. Actors like Danijel Margetic were taking.their physicality to an almost 

expressionistic level, while others were using the physicality in a much more naturalistic 

mode. The impulse generally seemed to be the same; the idea of character from shape 

was working. However, we needed to begin paying attention to what the overall unity of 

the piece was. As such, I spent time during the remainder of the rehearsal period pulling 

some actors back a bit and pushing others forward. 

I also spent time in week three speaking with the Spirits about their contributions 

to the show. They were still feeling a bit left out of the process, and I wanted to give 

them as much information as I could. One of the problems that we encountered again and 

again was that I had hoped to discover the dynamic of their contributions as part of the 

rehearsal process. But the actors felt stymied by lack of information, and so we could not 

make these discoveries in rehearsal. It was a classic Catch 22 situation. The actors 

playing the Spirits often wanted to know why they were being placed in a particular 

scene, or staged in a certain way. I did not always have a cognitive, rational answer for 

them; all I knew was that I wanted to see them there and to see how they would interact 
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with the action of the scene. While we were staging scene ten, for instance, I had placed 

the Spirits upstage on the dance floor. One of them asked me "what am I doing here?" 

"Standing," I answered, a bit too curtly. During this week I encouraged the Spirits to get 

together independently and find out moments in the FoustkalFistula scenes (two, six, and 

nine) where they would interact with what was going on between the two characters. 

These interactions took the form of gestures, sounds, and looks, and were executed in a 

choral fashion. I found the actors' discoveries of these interactions to be very useful. . . 

Much of what they found went into the final production of the play, and provided a 

richness of magic, mystery, and texture to these scenes. Although the nature of the 

Spirits' participation certainly became clearer during week three, the overall problem of 

integrating them into the process did not disappear. 

The rehearsal process: Week 4 

Week four was by far the most difficult week of the process, although it ended in 

a much better place than it began. By week four the work we were doing on physicality 

had established itself to the point where we only required a half hour at the top of 

rehearsal to allow the actors to remember and refine their discoveries. The rest of the 

rehearsal time was dedicated to shaping the mise-en-scene. 

Nevertheless, week four was the week where as an ensemble we needed to work 

through a number of issues that had arisen during rehearsal. I want to speak of these 

issues first before documenting the work we did in this week. On Tuesday, one of the 

actors spoke to me privately about some concerns and difficulties he was having as an 

actor in the process. I polled some of the other actors about the issues he had raised, and 
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so I decided to bring the matters to discussion at the rehearsal on Tuesday night. We had 

a very good discussion about the concerns, and worked through them. The actors' 

concerns and my responses were as such: 

1) The actors were tired out by the physicality exercises we were conducting, not 

energized. They felt they had little energy left after the exercises, due to their 

intensity, and therefore were unable to bring what they wanted to the staging 

work we were doing. 

2) The actors wanted to spend more time on staging the work, and less time doing 

the physicality exercises. In response to this concern and the first concern, I 

mentioned that the discovery work that we had been doing over the last three 

weeks was finished, that we had created the physical shapes we needed. The 

work ahead was to integrate the work into the staging work we were now 

doing. I again stressed the importance of the physical work in creating the 

overall style of the show, and assured them that the work we had done on our 

physicalities would not be in vain. 

3) The actors were unhappy that I had called some of them into side rehearsals in 

order to do some specific work. I think this was a valid point; the actors were 

very tired at that point in both the rehearsal process and the semester. I 

subsequently rearranged my rehearsal schedule to eliminate any side 

rehearsals. 

4) The actors felt they needed a means to exit some of the more intense exercises. 

They were having difficulty releasing the darkness they had discovered in an 
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exercise, and in some cases were taking it home with them. In response, 

Grisell and I paid more attention to the ending of exercises, helping the actors 

return to the rehearsal unscathed. 

5) The actors were having difficulties in making a transition between the work we 

were doing in our physical exercises, held in the Reeve Secondary, and our 

staging work, done in the Reeve Primary. As one of the actors stated, "it feels 

like we're rehearsing two shows." In response, I shaped our work so that we 

did more of our exercises in the Primary space. I also became more specific in 

our staging work regarding where I wanted to see more of the physical 

vocabulary we created in the exercise work. 

Some of these concerns again demonstrated the challenge we had in empowering and 

encouraging the actors to make their own choices in the work. It was difficult to bring the 

actors through the new experience of exploring character through physicality. First, we 

needed to get them to trust the value of this work, then to bring the fruits of that work into 

the more traditional staging work. What it required of me, in the end, was a bit more 

guidance when it came to that transition. I had to be a little more specific in my direction 

and in my feedback on the work they were doing in order to enable them to make the 

transition beyond the "two shows" mentality. 

In week four we continued shaping some of the material from Act II that we had 

staged the previous week. We also paid attention to specific scenes where more attention 

was needed, working through details. On Monday we also began working the final dance 

sequence for the show. This dance work was very difficult. I had hoped, unrealistically 
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as it turned out, that we would be able to choreograph the dance and give it some polish 

with two hours of rehearsal. I had had some preliminary discussions about what I wanted 

for the dance with the choreographer before we met for rehearsal. However, in rehearsal, 

she seemed to be working it out in her head as she progressed, and therefore it took a long 

time to develop the choreography, with many false starts. At the end of the two hours, we 

had only worked through half the dance sequence, and what was there was not what I 

wanted. It was static and sterile, whereas what I wanted was volatile and orgiastic. 

Because we were unable to finish in the two hours that I had allotted, I changed my 

schedule to include another two hours later on in the week. In the second session, we 

were able to finish choreographing the piece, and had a little bit of time to polish it. The 

process was still a little unfocused, but I stepped in at times to ensure that clear decisions 

were made and communicated to the cast and that the work progressed. When the dance 

choreography was finished, I was very pleased with the result. The piece had an energy to 

it, and a good sense of style. This success was quite useful in the middle of a difficult 

week; it gave the actors (and myself) a sense that things were coming together. 

Other work in week four centred on doing some polish work on what I felt were 

the two most difficult scenes in the play, scenes six and seven. We were able to spend 

time understanding the dynamic of these scenes, and managed to bring a good deal of 

pace and clarity to both of them. I also took more time in this week to spend with the 

Spirits, and we were able to clarify further their interaction with the piece and define 

some more moments of this interaction, particularly in the FoustkalFistula scenes. This 

was encouraging work. 
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We also spent time working scene nine, the final scene between Foustka and 

Fistula. In doing this work, a number of things became apparent. First, it was clear that 

Renee Amber, the actor playing Fistula, was dangerously tired. The role was a challenge, 

and the show, in combination with the other work she was doing as a student, was 

draining her. It was difficult for her to conjure up the energy required for her work. 

Second, I became more concerned over Dan Perrott's inability to connect with the text. 

As I have said previously, the role of Foustka was a large challenge for Dan, and at times 

I think he felt overwhelmed with the challenge. This translated into a lack of focus or 

energy on stage at times. This lack made things difficult for Renee as well. At one point 

during our rehearsal of scene nine, she shot out at Dan "are you listening to me?" I 

encouraged Dan to improve his focus on the work at hand, and attempted to gi ve him 

some encouragement and a few ideas to help him connect more deeply with the character. 

Dan's work on this front developed quite a bit over the last two weeks of rehearsal. 

On Friday of week four, we ran the show. The run was somewhat rocky; lines 

were bad and the energy and pace suffered because of it. But the production needed to 

switch gears; in week five we added technical elements to the show, and prepared the 

production for an audience. 

The rehearsal process: Week 5 

In week five my own focus shifted somewhat from the needs of the actors in the 

piece to the technical work at hand, as we prepared to integrate lighting, sound, and 

special effects into the production. Fortunately, placing my focus elsewhere proved to be 

exactly what the production needed; the actors had a chance to solidify and develop their 
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discoveries and I had a chance to gain some perspective on the work they were doing. In 

general, the technical work went very smoothly, despite the fact that the show was 

technically large, with eight a vista scene changes and a spectacle for an ending. 

We spent all day on the Sunday of week five setting cues. It was the first time 

that I was able to see Gavin's lighting design enfleshed on stage. I was quite pleased with 

the results. We also set sound levels for the music in between scenes. I was struck again 

with the kind of energy that the music we had selected could infuse into the space, 

particularly at louder volumes. 

The run we had on Sunday night, without tech, was worlds apart from the one we 

had just two days previous, at the end of week four. Dan, in particular, had come a long 

way. I had encouraged him before the run to keep his focus in the scene, particularly his 

scenes with Fistula. Renee needed the help. Renee was still very tired before the run on 

Sunday. During warm-ups, she left the rehearsal room in tears. I followed her and we 

had an encouragement chat, which helped us both. I was pleased to hear that she was 

enjoying the show, despite near exhaustion. In the run, Renee did very well. I finally 

began to feel like Dan and Renee were working together in their scenes. 

The run highlighted for me some of the challenges remaining for the production 

during the last week of development. Scene nine, the final scene between Foustka and 

Fistula, still needed some shape. The dynamic of Fistula's threat and Foustka's response 

to that threat still was not clear; the scene got lost in a lot of talk, without a strong 

connection to their text. I also needed to continue shaping the physicality, pushing some 

actors to go further, and pulling others back. In general, though, the actors were 
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beginning to discover the shape of the playas a whole, a welcome discovery at this point 

in the rehearsal process. 

One problem that became apparent during Sunday's run was the length of the 

scene changes. We had begun to stage the scene changes a few days earlier, with the four 

Spirits taking care of the changes. However, during the run the changes took too long. I 

was worried that they would significantly slow the pace of the show. In response, we 

altered the changes, incorporating the actors who were on stage prior to the scene change 

into the action. This sped up the changes markedly, although they were still a little too 

slow in the end result. Had I thought of it at the time, I might have incorporated some 

kind of movement pattern into the changes in order to integrate them more fully into the 

show. 

I had originally intended to run every night of week five, but I took Monday night 

out of that schedule to rehearse bits and pieces that needed work. We spent some more 

time with scene nine, working the shape of the scene. I also worked more on the jealousy 

game between Vilma and Foustka at the top of scene four, working to get Foustka into the 

rhythm of the game. We went home early on Monday, which was a wise choice, given 

the level of fatigue among the cast, the director, and the stage management team. 

We ran again on Tuesday night, a kind of stumble through with the technical 

elements added. With so many new elements added in, the run was understandably 

unfocused. But I did identify a number of issues that needed my attention before the 

show opened. First, the reactions of the Spirits needed to be cleaned and focused more. 

This was mostly a matter of the actors getting used to their interaction with the action on 
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stage. Because their sound and movement moments had developed during the rehearsal 

of the piece, they were not completely "off book" for their own movement text. Their 

interactions became much more smooth and organic as the runs progressed. The second 

issue had to do with Foustka's development throughout the action of the play. Dan was 

struggling with the journey Foustka takes from the mild-mannered office worker who 

hides his secret passion, through the fear of discovery, into the powerbroker who plays 

the situation to his advantage. I believe this difficulty was partly my fault; in some ways I 

was discovering his journey as we rehearsed, rather than having given the matter more 

thought before the rehearsal process began. As such, I was unable to help guide Dan 

through this complex discovery. 

The third element I wanted to experiment with had to do with the world inhabited 

by the Secret Messenger. Javier Vilalta, the actor playing the character, brought some 

brilliant physical work to rehearsal very early on in the process. However, during the 

process of repetition, the sense of danger that he inspired in the other characters had 

waned. This had more to do with the other characters' reception of the Secret Messenger, 

rather than Javier's work. I encouraged the other characters to remember that when the 

Secret Messenger entered the room, anyone could be in trouble. This dynamic was 

illustrated nicely by something that happened following one of the runs. During the early 

runs, I took notes verbally on a small tape recorder. After one particular run, I gave notes 

by listening to my whispered voice on playback, and then relaying the note to the actor it 

concerned. As I listened to the playback, all of the actors leaned in forward to see if they 

could decipher my whispered voice, wondering if the note was for them, and if they were 
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therefore in some kind of trouble. This action pleased me so much in the way it 

paralleled the characters' response to the Secret Messenger that we experimented with 

having him play my tape recorder into the Director's ear, rather than whispering into it. 

Although we eventually decided to forego this idea in performance, it helped to 

underscore just what the presence of the Secret Messenger meant. Javier made very 

strong physical choices as the Secret Messenger, pushing his formality farther than any of 

the other actors did. I was questioned by a few people during rehearsal about the level to 

which he formalized the Secret Messenger, and so I had to analyze whether or not 

Javier's level of formality still fit within the parameters of the show we had created. I 

enjoyed Javier's work a great deal, and decided in the end that. the extra formality worked 

for the character, especially given the otherworldly quality the character embodies. The 

Secret Messenger was a mystery both in form and content; I cannot think of a better 

example of the marriage of the two within the show. The final problem we encountered 

was that of pace, a problem which dogged us throughout the process, as it does with most 

processes. The most I could do was to encourage the actors to remain connected to the 

text, and not to separate their thinking from their acting. In general, the pace improved 

throughout week five, and was at a reasonable level during performances. 

We spent Wednesday working cue to cue, a welcome rest from the high-energy 

runs. Thursday and Friday were tech runs. During Thursday's run, Act I went very well, 

but Act II ran fairly slowly, particularly the Foustka and Fistula scenes. Scene ten was 

still a little bit choppy, a problem which had been with us for a while, particularly given 

the episodic nature of the scene. However, by the second tech run on Friday, the show 
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was quite tight. The actors and crew were all in good spirits, and I felt very good about 

the show. I began to let go of the small details that I felt were not quite where they 

needed to be and began to see the bigger picture of the show. I enjoyed what I saw. As I 

wrote in my journal after the run, ''I'm being put out of a job, and that's great" (Journal, 

26 November 2000). 

Technically speaking, not all was well backstage. During week fi ve we had 

finally begun to incorporate makeup into the mise-en-scene. As I stated earlier, the 

makeup designs for the Spirits proved to be quite a challenge for the actors to execute. I 

needed to see the Spirits in makeup on stage in the context of a run in order to discover 

whether or not the designs would work. After each run I would dialogue with Lily Visser 

and Whitney Huget-Penner about the designs. They would alter the designs from night to 

night, based on my reactions to what I had seen during the run. These changes proved to 

be exceedingly frustrating for the actors playing the Spirits, who were only beginning to 

feel at ease with their characters within the context of the play. Fortunately, this angst 

was eased once we had agreed on the final designs and had moved into production. 

Two technical issues which continued to give us problems during week five were 

the lack of finished furniture pieces and the timing of the fog machines during the final 

Foustka immolation sequence. Although we had discussed the heavy properties 

requirements early on in the process, the university staff was still overworked, and as a 

result we had to make do with transforming existing pieces rather than creating new ones. 

For the most part, these transformations worked. The display case for the Institute scenes 

and the bookshelf for the scenes in Foustka's study were adequate for our purpose. But 
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the items were late in arriving, which became an issue when it was time to rehearse scene 

changes and we still did not have the actual pieces required. The timing of the fog 

machines was also a tricky business, given the fact that because we were piping the fog to 

various parts of the stage, there was a delay between the time the machine was switched 

on and the time it actually appeared on stage. However, after a number of rehearsals, we 

finally arrived at a timing that seemed to work. 

By the end of weeks five we had worked out the bulk of the thorniest technical 

problems. Although some property items still were not in place, we had the structure of 

the show together, and were able to concentrate. on building a rhythm for production that 

would carry us through the performances. 

The rehearsal process: Week 6 

In week six we incorporated the most important element to our process: an 

audience. But first, we had two dress rehearsals in order to prepare for that audience. 

The first dress rehearsal went badly; the second went much better. Our first dress 

rehearsal took place on Sunday November 26, which unfortunately was the same date as 

the Grey Cup game being played about one kilometer away from the theatre at McMahon 

Stadium. We were worried that traffic would be a nightmare, and that actors and 

technicians would be delayed. Because of this, we rescheduled the first dress rehearsal 

from an 8:00 curtain to a 2:00 curtain. Re-scheduling meant that we would lose two 

actors who were unable to make an afternoon rehearsal at such short notice. Javier 

Vilalta, who played the Secret Messenger, and Ed Mitchell, who played the Dancer, were 

unable to attend. I had not thought that missing these two actors would be a serious 
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detriment to the rehearsal; they had relatively small parts and were on for a limited 

amount of time on stage. However, I was quite mistaken. Having one of our Assistant 

Stage Managers substituting for Javier and myself standing in for Ed threw off the rhythm 

of the playing considerably. In a rehearsal that should have been a prime opportunity to 

consolidate the actors' work, the company felt unfocused and imprecise. In retrospect, it 

would have been better for us to have braved the traffic snarls and preserved the rhythm 

of the show. In addition to all of these woes, our sound operator did not arrive for the 

rehearsal. The technical director took the role of sound operator for the run, but did not 

have the necessary familiarity with the sound cues. As such, the show was quite choppy 

from a technical perspective as well as an acting perspecti ve. It was a difficult rehearsal 

for all involved. As I was giving notes, one actor asked, "was that supposed to be a dress 

rehearsal?" Fortunately, the second dress rehearsal was much stronger. We had 

achieved the chemistry required to make the show work, and we were ready for our first 

preview audience. 

The show was well received at the preview. We had quite a full house, which was 

attentive and appreciative. The performance went well; the actors were happy with the 

show, and finally so was 1. One last discussion needed to happen. I had staged the end of 

the show according to my interpretation of Havel's final stage direction: "If the smoke

or the play itself-hasn't caused the audience to flee, and if there are still a few left in the 

audience who might even want to applaud, let the first to take a bow and thank the 

audience be a fireman in full uniform with a helmet on his head and a fire extinguisher in 

his hand" (102). I chose to let the fireman take the bow for the company, rather than 
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bringing the actors back on stage for a traditional curtain call. I made this choice for a 

number of reasons. First, I felt that the disturbing image of Foustka being dragged down 

into hell by the other characters was strong; I did not want it to be diminished by bringing 

the actors back on stage again. Second, an ending without curtain call worked within the 

absurd setting of the play, in which the form of the play is as important as the content. 

What has happened before the final blackout has not conformed to the rules of 

expectation. Therefore, what happens after the final blackout should not either. Third, an 

ending without curtain call furthered the blurring between the theatrical world and the 

real world. The audience was not sure if the play was over or not. I liked the idea of the 

audience carrying that uncertainty with them even after the performance was over, rather 

than having it neatly solved with a conventional break of character. We supported this 

blurring by placing Mrs. Houbova in the audience during scene ten. She left with the 

audience, still in character, bemoaning Foustka's demise. I polled some audience 

members after the preview, and asked if the lack of curtain call worked for them. All of 

them said that it did work for them. Next, I polled my actors, to find out if they felt that 

they would like to have a curtain call. Without exception, all of them supported the 

choice not to have one. 

Performances 

We performed the show eight times throughout weeks six and seven, not 

including the preview. Overall, the show was received very well. I was pleased that we 

had large crowds for almost all of the performances. Many people carne to see it twice; 

they enjoyed the layered information of the production and wanted to dig deeper into it. 
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In general, my sense was that people left the theatre thinking about the show. The actors 

eased into performance rhythm, but did not let that ease make them sloppy in the show. I 

was very pleased that the actors refrained from playing for laughs later on in the run. 

Rather, the ease that they discovered helped them energize their playing even more. As 

such, the play became tighter and even more focused as the run progressed, rather than 

less so. Even more important, the actors gained a sense of confidence in the show, 

particularly in its warm audience reception. The Spirits finally felt that they were an 

important part of the show. My only regret is that we did not gain that confidence from 

within ourselves, while we were in the process. 

An interesting dynamic arose after opening night. I had thought after the show 

had opened that I would not go to the theatre for every performance. When directing 

professionally previous to studying, I was content to let the show go once opening night 

came around. I had therefore planned to be at the theatre for about half the performances. 

However, after leaving the show for two performances, I was asked by my actors to 

attend at every performance. They felt that the show was not complete without my 

presence backstage, basing their objection on my insistence on ensemble work. I received 

their request, and attended the rest of the performances, either remaining backstage or 

sitting in the house. This request, for me, brought the entire process full-circle. I had 

begun the rehearsal process by talking about ensemble; the actors completed the process 

by reminding me of it. 
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Chapter Five: Retrospective 
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Providing a thorough retrospective of the process and final presentation of 

Temptation is almost as difficult as documenting the rehearsal process. As with any 

show, I have mixed feelings about various aspects of the production. This chapter does 

not present an exhaustive critique of all of the elements of the production. It does 

highlight some of the larger successes and shortcomings of the show. Overall, however, 

my response to the show is quite good. I feel we were able to put together a solid 

presentation that was well received by an audience. 

Similarly, it is difficult to systematize one's personal and completely subjective 

response to a work of art, particularly when one was part of the team that created the 

work of art. Nevertheless, I will organize my responses into a somewhat arbitrary 

structure. I will begin by speaking about areas of growth, aspects of the production that I 

would probably do differently, had I the chance to do it again. I will then address what I 

feel were the show's strengths. In both sections, I will write first about the production 

and then about my own work as a director. Of course these two areas overlap greatly, but 

in writing about myself I hope to chart a bit of my own internal growth as a director, 

regardless of how it affected the production. 

Areas of Growth 

In terms of the technical aspects of direction, the show was quite solid. I felt that 

as far as the mise-en-scene was concerned, we managed to create a strong show. 

However, there are a few technical areas that could have been improved. First, my 

blocking within the deep thrust configuration could have been made a bit more active, 

particularly in the Institute scenes. These scenes presented a challenge in that they are 
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innately formal, with up to ten characters in the space at any given time, arranged in a 

deliberate geometric pattern. Because of this formality, sightlines became an issue, 

particularly for people sitting in the lower rows of the Reeve Theatre's seating units. On 

more than one occasion, I observed an audience member leaning to one side in order to 

gain an improved view. With a deep thrust configuration, it is natural that some 

sightlines will be blocked at some times. However, I could have brought a bit more 

movement to the actors within the scene, just to give certain audience members a break. 

Another technical aspect that I would have liked to have improved was the speed 

of the scene changes. Even though we re-worked the scene changes during the week 

before opening, making each of them shorter than 50 seconds, they generally were a drag 

on the show, rather than a support to it. In some cases, there was absolutely no way the 

scene change could have been shorter-we were waiting for actors to change costume 

(with the aid of numerous dressers) even after the scene change was complete. This was 

the case between scene four and five, where Foustka and Vilma needed to go from their 

underwear into their office wear in a very short time. My solution in this case was to use 

Matt Woodward's Spirit to help fill in the time. The Spirit moved about the office space 

when the set change was complete, looking for a place to perch. This kept the scene 

active until Foustka and Vilma were ready for their entrances. In retrospect, I would have 

liked to have brought this concept into play during the other scene changes. Perhaps 

random, formalized crosses by members of the Institute staff during the scene changes 

might have helped make the transitions more a part of the show. 
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Although I loved Gavin Semple's design for the show, I did not feel that I made as 

good a use of the set as I could have. Gavin gave us some beautiful pillars that framed 

the action nicely, but there was very little actor contact with these pillars, save for the 

Director's entrances and the Lovers' perch in scene three. This may be an issue where I 

enjoyed the look of a particular aspect of the mise-en-scene without fully thinking through 

the function of that part. I did feel that we used Gavin's floor pattern quite effectively. 

From a thematic point of view, I believe there were two large issues in my 

approach to directing Temptation that needed to be addressed. Although I do not believe 

they were absolutely crippling to the show, they did have a significant effect on the play's 

overall effectiveness. The first issue has to do with my thinking and communication 

surrounding the Spirits. The second has to do with the clarity of the FoustkalFistula 

scenes (scenes two, six, and nine). 

As I documented in my notes on the rehearsal process, the concept of the Spirits 

was a difficult one to execute. I had envisioned the Spirits as a means of emphasizing the 

prominence of magic and ritual to the text. In the end result, I do believe they were a 

successful element of the production. Many audience members found them to be rather 

frightening and unsettling, and enjoyed their place as a kind of chorus commenting on 

what was happening on stage. However, I believe that I needed to be clearer in my own 

mind before we began rehearsals about the kind of world the Spirits were to inhabit. The 

actors who played the Spirits were often unclear about who they were, and what their 

function was to be in the scenes. I tried to give them answers or at least help in their own 

discoveries, but I was unable to because the ideas were not completely clear in my own 
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mind. I think I had hoped to make these discoveries through the process of rehearsal, but 

my own uncertainty about the Spirits hindered the ability for the actors to make these 

discoveries. 

Another issue related to the presence of the Spirits is more directly tied into the 

themes presented in the show. Given the chance to do the show again, I would indeed 

include the Spirits. However, their presence does work against an element of Havel's 

text. In Temptation, it is never easy to identify evil. One of the prime dynamics between 

Foustka and Fistula in their scenes is the discussion of who is responsible for the evil that 

has come of their meeting. This topic is one of the main foci of their discussion in scene 

six, in which they argue over who is responsible for Marketa's dismissal from the 

Institute. In this scene, Fistula states 

You didn't really expect Jeviel, the spirit of love, to arrive at your office party 
dressed in evening clothes all ready to fix everything up for you as if he were 
some sort of matchmaker? How else do you imagine he could do it than by mean 
of your own self? He simply incorporated himself into you! Or rather, he simply 
awakened and liberated certain things that had always been dormant inside of you! 
Or to be even more precise, it was actually you yourself who decided to drop the 
reins restraining certain of your inner powers, and you yourself, therefore, who 
filled in for him, so to speak, or who fulfilled his intentions and thus won the day 
in his image, bearing his name! (58) 

There is an innate ambiguity in the text that questions whether spirits exist in an external 

or an internal sense. Do they exist, or are they merely manifestations of what is within 

someone? In our production, it could be argued that Jeviel did indeed show up at the 

party, drink in hand, in the form of Nancy Barbour's Spirit. Yet I do not think that we did 

away with this ambiguity entirely. The Spirits were incarnated on stage, yet they were 

dressed in Foustka's black clothes, with makeup designs that aped his sideburns. Other 
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connections were made between the Spirits and Foustka. At the beginning of scene two, 

the audience's first exposure to the Spirits, a strong link was made between Foustka and 

the Spirits. The Spirits perfonned the same ritual action in the lighting of the candles and 

the consulting of the book that Foustka perfonns at the top of the scene. I do not have an 

answer as to whether or not we managed to preserve the ambiguity of evil inherent in the 

text. I suppose, in the end, that any final judgement on this issue would have to be 

subjective. 

A second and larger directing issue has to do with the scenes between Foustka and 

Fistula. These were by far the most challenging scenes in the play, for actor, director, and 

audience. In our production, these scenes tended to get bogged down in text, so much so 

that the pace and clarity of action got lost. Part of the problem is cross-cultural, in 

bringing Havel's text to a Canadian audience. Czech audiences are much more used to 

heavy philosophical content in their plays, and are therefore used to listening to a 

dialogue of ideas hashed out at length between two characters. In Canada, it is more 

difficult to keep an audience member's attention. But another part of the problem has to 

do with getting young actors to connect with such a wall of text. The words are difficult 

enough to understand-Havel's writing style can be so convoluted. In rehearsal and in 

meetings outside rehearsal, we spent time focusing merely on what was being said, on 

what the arguments being made were. When the actors were not connected to what they 

were saying, the energy of the scene dropped markedly. In retrospect, I would have liked 

\ to have spent much more time early on with the actors playing Foustka and Fistula, 

simply working through the text, particularly since scenes two, six, and nine comprised 
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about one third of the show's running time. My inability to spend the time with them that 

I wanted demonstrated another difficult dimension to the play. The production was so 

big, in terms of what we needed to do to create the world of the show, that I did not have 

the time I desired to bring polish to some of the more acting-intensive scenes. This was 

very unlike my pre-thesis production, The Raft, where the bulk of my time was spent with 

three actors discussing the dynamic between the characters. 

Had I had more time to focus on individual actors, I would also liked to have 

worked more on developing the chameleon nature of Fistula. Renee Amber is a very 

talented actor, and managed to find a solid base for Fistula, but I always believed we 

could have found something more in the character. This has entirely to do with my focus 

as a director, not with any shortcoming in Renee's abilities. But as I wrote in an early 

proposal paper, 

I want Fistula to be full of surprises, physically speaking. He needs to have his 
own physicality (probably most notably marked by his limp), one which plays 
fairlyrealistically, but then at times I want him to break out into an unusual 
movement pattern, perhaps a very formal movement of the head and delivery of 
speech, just for a few seconds, and then back into his more regular physicality. 
The limp itself might just drop away briefly, and then return. Fistula also plays 
with silence and action. This element is more apparent in the text. He snaps 
almost instantly between a trance-like stupor and wild frenetic dancing around the 
stage. I never want an audience member to be sure of Fistula. (Production 
Proposal, 5-6) 

I do not think we ever discovered fully the potential of what Fistula could be. There are 

many reasons for this. First of all, the role was an immense challenge, both textually and 

physically. It is commendable that Renee was able to bring the character so far. Second, 

I did not spend as much time with her on the character as I would have liked. When we 

did work on Fistula, I did not want to write my own interpretation too specifically on 
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Renee's performance; she's an intelligent actor, and I wanted her to find her own truth in 

the role. Unfortunately, I believe my unwillingness to be too specific with her may have 

come across as a lack of direction. 

There were a number of growth areas for me as a director as well. Although I do 

think I grew a great deal during the process, there are still areas (as always) in which I 

need to continue my development. In the production, I needed a stronger sense of 

confidence in my own work. At times I could almost be paralyzed by uncertainty over 

what needed to be done. I could have taken stronger leadership in the production, 

especially when there were expressed doubts from the actors. I needed to trust myself 

first, which would have made it easier for actors to trust me (although I do believe we did 

build that trust, eventually). I also think I could have pushed my actors a little harder in 

rehearsal. It was easy to get caught in the 'nice guy' trap, which left me unable to give 

constructive criticism at times. 

Successes 

Overall, there were a great number of successes in our production of Temptation. 

It is a show that I am quite proud of. These successes came on many levels-in 

interpersonal relationships, in the formal aspects of the production, thematically, and in 

terms of the technical aspects of directing. I will address each of these areas in turn. 

First, I felt we were very successful in creating a strong interpersonal dynamic for 

the production. I knew from the very beginning that a strong ensemble would be crucial 

to our work, and so I took steps at the earliest levels to promote its creation. I was 

fortunate that the rest of the company took this vision as their own throughout the 
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process, even reminding me of it in performances. What is particularly impressive is that 

we were able to create this dynamic among a large cast and crew. This positive energy 

was present both backstage and onstage during performance, manifesting itself in a good 

deal of cast energy and commitment to the show. As one audience member remarked, 

"you can tell that the cast members like each other." Their commitment to the show also 

was present in the professional attitude of the actors during the run of the show. As they 

grew more comfortable with the playing of the piece, they resisted the temptation to fight 

off boredom by playing broad humour. Instead, they transformed their ease with the 

show into increased energy and commitment within the parameters of the show we had 

created in rehearsal. To me, this demonstrates that we were successful in focusing their 

energies into the principles of the show, rather than the details. I consider this to be a 

great success. The positive dynamic extended to the audience as well. The show was 

well received and well attended. I believe that all involved were challenged-and grew 

during the process. 

Second, I was pleased with the overall form of the show. I knew we were taking a 

risk in exploring the text through the body, and I was not initially sure if we would be 

successful in our efforts. But in the end, I felt that we developed a strong visual style. 

We had created a kind of physical text that complemented Havel's written text. This 

physical text could be understood in the same way as the spoken word could. A 

combination of strong staging and strong design resulted in a series of beautiful visual 

metaphors that were challenging and engaging for an audience. I know that a good 
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number of people returned to see the show again, so that they could dig deeper into the 

multi-layered presentation. 

The show was also successful on a thematic level. The most important question 

for me as a director is whether or not we managed to tell the story clearly, and we did. 

Despite the fact that the text could be inscrutable at times, and despite the fact that there 

is so much going on in the play that cannot be understood, we did carry through the basic 

story of a human being tempted toward compromise. In doing so, we also managed to 

create a powerful world of darkness, mystery, and absurdity, a pattern of concealment and 

revelation that engaged our audiences. I was also pleased that we managed to bring 

humour into the presentation as well, and we did so without falling into the trap of going 

for the easy laugh. I said to the cast at the first rehearsal that the humour in the show was 

situational, not comprised of slapstick 'bits'. Given the dark nature of the show, the 

temptation to add on extraneous humour was particularly strong. But we avoided that 

temptation, and managed to create that humour situationally in the end. Audience laughs 

came at elements innately in the text: the patterns of sycophancy among Lorencova, 

Kotrly and Neuwirth, at the puppet-like relationship between the Deputy and Petrushka, 

and at the absurdly funny language of the Director when speaking of things like "modern 

group costume therapy" (75). 

I had a number of successes as well in terms of the technical aspects of my 

direction. My blocking was generally stronger than it has been in previous shows. For 

the most part we maintained a good pace throughout the production (the exceptions to 

this I've covered above), and I do not think we bored too many people in the presentation. 
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I also made good use of spectacle in scene ten. I have not really explored the realm of 

overt spectacle so strongly before. It was good to do so in this production. 

These successes were personal as well as technical. I challenged myself in so 

many ways on this show. As I wrote at the beginning of this thesis, I wanted to stretch 

myself out in as many ways as possible in my work on the show, and my wish was 

certainly granted. Temptation was different from anything that I had directed previously. 

It is certainly the largest show I have ever attempted, with a cast of twenty and a crew of 

almost matching size. But the show was also large in terms of details, an aspect that 

pushed me to my limits at times, as it should have. The level of detail was very different 

from that of The Raft, which was comparatively simple. In Temptation there were so 

many different elements to be aware of at one time that it was difficult to stay focused. 

However, I believe that I was able to maintain this focus sufficiently throughout the 

production, which is a triumph for me. 

The show was also different for me in that it was one of the hardest-hitting shows 

I've directed, at least for a while. The show was not conservative in terms of content, 

some of which was quite disturbing. But we also took a decidedly risky approach in the 

staging of the play, in terms of our process. I was unsure as to whether or not my idea of 

the absurd formalism would work in rehearsal or on stage. During the process we 

certainly met with challenges and uncertainty that we had to overcome, but in the end 

result our risks paid off. I return again to the advice of my advisor: it is better to produce 

, a spectacular failure than a tepid success. 
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I am also pleased that I was able to take a large crew of people through this risky 

process, and to bring them to trust it and grow through it. I know that the production 

affected the lives, pedagogically speaking, of a large number of emerging artists. When 

challenges arose with the actors, I stayed calm, at least outwardly, and stuck to our 

rehearsal plan. At those times when it became apparent that we had to change the 

rehearsal plan, I was able to do so. 

Finally, I managed to achieve a strong sense of personal satisfaction with the 

show, a sense that is often rare for me in my work. This satisfaction comes from a 

combination of the excellent work which we presented and my own personal journey of 

accepting my professional work for what it is-not perfect in my own mind, but quite 

good nonetheless. I enjoyed watching the show in perfonnance, and I miss the world we 

created during those seven weeks, the characters that inhabited that world, and the people 

who made it happen. 
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