ANTONIN ARTAUD

This letter to the magazine Comcedia, complete save for one paragraph, I
an attempt to encapsulate and win favour for the main principles Artaud
seeking to realise in his projected ‘Theatre of Cruelty’, and which he was'
extend in his book The Theatre and Its Double (1938). The ‘material means:
their realisation’ that he postpones specifying, he details in the man
below, which appeared only a week later.

FroM The Theatre of Cruelty (First
Manifesto) (1932)

The Show: Every show will contain physical, objective elements pe Pt
to all. Shouts, groans, apparitions, surprise, dramatic moments of all 7
the magic beauty of the costumes modelled on certain ritualistic p e
brilliant lighting, vocal, incantational beauty, attractive harmonies,
musical notes, object colours,’ the physical thythm of the moves
build and fall will be wedded to the beat of moves familiar to
tangible appearance of new, surprising objects, masks, puppets mu
high, abrupt lighting changes, the physical action of lighting stimui
heat and cold, and so on.

Staging: This archetypal theatre language will be formed around st
simply viewed as one degree of refraction of the script on stage, but

starting point for theatrical creation. And the old duality between
and producer will disappear, to be replaced by a kind of single Creator
and handling this language, responsible both for the play and the a

Stage Language: We do not intend to do away with dialogue, but
words something of the significance they have in dreams.
Moreover we must find new ways of recording this language, h
these ways are similar to musical notation or to some kind of code.
As to ordinary objects, or even the human body, raised to the 1
signs, we can obviously take our inspiration from hieroglyphic « has
not only to transcribe these signs legibly so they can be reproduced
but to compose exact symbols on stage that are immediately legibls
Then again, this coding and musical notation will be valualle s &
of vocal transcription. E
Since the basis of this language is to initiate a special use of (nilg
these must take up a kind of balanced harmony, a subsidary exuypueis
speech able to be reproduced at will.

THE THEATRE OF CRUELTY

Similarly the thousand and one facial expressions caught in the form of
masks, can be listed and labelled so they may directly and symbolically
participate in this tangible stage language, independently of their particular
psychological use.

Furthermore, these symbolic gestures, masks, postures, individual or
jroup moves, whose countless meanings constitute an important part of
the tangible stage language of evocative gestures, emotive arbitrary postures,
the wild pounding of rhythms and sound, will be multiplied, added to by a
kind of mirroring of the gestures and postures, consisting of the accumula-
tlon of all the impulsive gestures, all the abortive postures, all the lapses in
the mind and of the tongue by which speech’s incapabilities are revealed,’
#nd on occasion we will not fail to turn to this stupendous existing wealth of
Fxpression.

Besides, there is a tangible idea of music where sound enters like a

tharacter, where harmonies are cut in two and become lost precisely as

words break in.

Connections, levels, are established between one means of expression and
#hother; even lighting can have a predetermined intellectual meaning.

Musical Instruments: These will be used as objects, as part of the set.
Moreover they need to act deeply and directly on our sensibility through

the senses, and from the point of view of sound they invite research into

Witeely unusual sound properties and vibrations which present-day musical

Wstruments do not possess, urging us to use ancient or forgotten instru-

WAts or to invent new ones. Apart from music, research is also needed into
Miuments and appliances based on special refining and new alloys which

Wi reach a new scale in the octave and produce an unbearably piercing

e or noise.?

Whti — Lighting: The lighting equipment currently in use in the theatre is
longer adequate. The particular action of light on the mind comes into
4, we must discover oscillating light effects, new ways of diffusing

Hehting in waves, sheet lighting like a flight of fire-arrows. The colour
ke of the equipment currently in use must be revised from start to finish.

Wieness, density and opacity factors must be reintroduced into lighting, so

10 produce special tonal properties, sensations of heat, cold, anger, fear
H 80 On,

Ehiwme: As to costume, without believing there can be any uniform stage
Lsne
aliled

that would be the same for all plays, modern dress will be
as much as possible not because of a fetishistic superstition for

e pust, but because it is perfectly obvious certain age-old costumes of

Wil intent, although they were once fashionable, retain a revealing

ity and appearance because of their closeness to the traditions which
A% tise to them.,



