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ABSTRACT 

Like other post-modern theater artists, Richard 

Foreman has tried to establish a new paradigm of theater, 

escaping the traditional theatrical dominance by developing 

a new perspective. Since the establishment of his 

Ontological-Hysteric Theater in 1968, Richard Foreman has 

produced numerous plays with some of the most experimental 

and provocative ideas in postmodern theater. 

Foreman, as a playwright, director, and stage 

designer, emphasizes the mutual, organic relationship 

between text and performance. Starting with developing his 

own unique dramatic text that implies his own philosophical 

and aesthetic ideas. Foreman introduces a very creative, 

extremely idiosyncratic perspective in a postmodern 

theatrical format. Several unique dramatic characteristics 

reflect Foreman's effort to create a new theater: the 

selection of consciousness as a major topic of his plays, 

the development of poetic language and fragmented 

structure, and the unusual treatment of characters. 

The performance aspects of his theater, presenting his 

unusual text, physicalize his innovative approaches to the 

stage. Occupying the sole position in producing his plays, 
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Foreman redefines the role of actors on stage and controls 

the whole process of his performance. Influenced by 

Bertolt Brecht, Foreman separates his audience from the 

stage, breaking the traditionally close connection between 

the stage and the audience. Instead of presenting unified 

stories or messages from the scenes. Foreman's theater 

presents multiple images. 

The importance of images in his theater forces him to 

create many visual devices on the stage. Every aspect of 

visual design from the use of lines to the adaptation of 

cinematic technique and even the frequent appearance of 

nudity in his theater is considered a crucial part of his 

theatrical innovation. 

All of Foreman's efforts insist on the importance of 

the organic totality of his theatrical ideas by connecting 

his ideas to the real performance on the stage as a new 

theatrical dynamic. His experimental aesthetic establishes 

a new relation between text and performance, a new paradigm 

for postmodern American theater. 
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CHAPTER I 

INTRODUCTION 

1.1 The Establishment of Avant-Garde 
in America 

By the middle of the twentieth century, American 

theater was one of the major artistic and entertaining forms 

of the media. The realistic styles of theater dominated the 

world of American stage. Most American theater fans, 

influenced by their traditional (or conventional) theaters, 

enjoyed plays filled with romantic stories, fantastic 

adventures, psychological thrills and realistic presentation 

of life, along with the spectacles of stage scenes. Many 

theater productions relied on emotional response from the 

audience. 

In the 1960s, however, young theater artists broke with 

their traditions, challenged the theater of those days and 

experimented with different styles of theater using new 

techniques. These experiments of avant-garde artists 

challenged American theater and wanted to show the new 

aspect of theater. They approached theater with a new 

concept. As a result, many different styles of theaters 

came into existence. These new theaters, the avant-garde 

theater, gradually became one of main forms in American 

theater history. The ideas of such avant-garde theaters in 



America eventually had a crucial impact in shaping the 

identity of the contemporary American theater. This 

dissertation examines the avant-garde movement by focusing 

on one of its major participants, Richard Foreman. 

The philosophy and aesthetics of the avant-garde 

theater artists usually differed from those of traditional 

theater. Their personal backgrounds were varied, allowing 

for the creation of differing kinds of theatrical modes. 

The period itself, the sixties, allowed them to think 

freely, and helped them to realize their dreams, ideas, 

philosophies, aesthetics, and imagination through various 

theatrical activities. Such a favorable environment 

inspired the theater artists' creative desire to change and 

develop alternative theatrical activities. 

These new theater artists first called into question 

the theatrical, aesthetic and artistic values of the pre

existing theatrical formats and performing modes. They felt 

limited by traditional theatrical modes, believing life in 

the middle of a rapidly changing society could no longer be 

expressed with the old format. 

Then they set up a new theater, according to their 

individual backgrounds. Sometimes they worked together to 

make theater performance more creative and objective. This 

collective method of theater was very popular during the 



1960s and the 1970s. Collective theatrical activities used 

various effective theatrical methods to present social and 

political issues. Other theater groups were led by a 

creative leader, usually presenting the leader's personal 

and individual aesthetic and theatrical ideas and themes. 

Such individual theater groups also helped to expand the 

avant-garde theater world by approaching the theater with 

different concepts. 

Major social and political issues such as the Vietnam 

War, the human rights movement, and the advance of science 

and technology, stimulated theater artists to realize their 

dreams and ideas. The economic growth and expansion of 

education in America also worked as a major source to 

support all kinds of theatrical activities. That means the 

general changes in the social environment and the quality of 

the audience made it favorable for avant-garde theater 

artists to present their own views with various performing 

styles. 

Another impact on the development of avant-garde 

theater came from interactions with other kinds of arts, 

which had already progressed far ahead of theater during the 

sixties and seventies. It is not a coincidence that many 

avant-garde theater artists had strong backgrounds in other 

arts, including music, painting, sculpture and films. Most 



of them had liberal ideas about art and life, and sought to 

express their liberal ideas through the proper artistic 

medium. Many of them turned to theatrical performances to 

realize their ideas and philosophy. 

As a result, they tended to blur the boundaries between 

the arts. They digested differing artistic qualities and 

molded them into a special kind of art, the theatrical 

performance. Dealing with various aspects of mankind's 

world, ideas, dreams, psychology, identity and life as its 

major themes, avant-garde theater began to present new 

performance styles. 

1.2 Richard Foreman: His Life and Theater 

Richard Foreman is an artist who rose to the front of 

the avant-garde movement during the sixties in America. His 

work is representative of the movement's history. He is an 

innovative theater artist, sustaining his consistency in 

creating theater from the sixties to the present. As one of 

the distinctive avant-garde theater artists working today.-

Richard Foreman has shown his creative vision of theater for 

the past several decades. His active and unique theatrical 

activities have kept him in the central position of the 

American avant-garde theater world. 



He was born in New York City, New York, on June 10 in 

1937. At the age of nine, he had an opportunity to watch 

the D'Oyly Carte company's production of Gilbert and 

Sullivan operettas. That was one of the biggest experiences 

in his life which brought him in contact with theater. 

After becoming interested in theater, he began to 

participate in theater productions during his high school 

days and became acquainted with the works of Brecht. 

Brecht's works later became one of the sources to influence 

his whole theatrical career (Riley 159). 

After entering Brown University, Providence, Rhode 

Island, he began working in drama. He came into contact 

with many plays around the world. Among the plays he read, 

he was strongly impressed with the ones written by Gertrude 

Stein. And eventually, the way of writing plays and the 

views expressed by Stein influenced Foreman to become an 

avant-garde theater artist, especially as a playwright. 

After graduating in 1959, he entered the Yale School of 

Drama and continued his study of theater. 

At the Yale School of Drama, he kept learning about the 

theater, focusing on playwriting under the guidance of John 

Gassner. He received his M.F.A. degree in 1962. After 

getting his degree, he began to write his own plays as a 



playwright for the Actor's Studio in the New York City (Cohn 

156) . 

Throughout his academic experiences, however, the 

artists who influenced him mostly were not John Gassner, but 

Brecht and Stein. Though he learned the traditional way of 

writing plays under Gassner, he began to favor the 

theatrical approaches of Brecht and Stein. Both of the 

artists, Brecht and Stein, eventually came to be a major 

powerhouse to ignite his new aesthetic talent and to supply 

him with basic ideas on theater and dramatic text as an 

avant-garde theater artist. 

Before he became interested in the avant-garde theater 

and participated with the theater productions vigorously, he 

worked for the underground movies with the help of a film

maker, Jonas Mekas. For several years, he worked for the 

experimental cinema as an associate director. While he 

worked for making movies, he came to meet various artists of 

the time, such as Jack Smith, Yvonne Rainer, and Andy 

Warhol. Those artists' vision on the art and the world was 

so shocking and revolutionary that Foreman got the new idea 

of the real entity of performing art. When Foreman began 

his theatrical activities, those artists' ideas really came 

to influence the establishment of Forman's theatrical view 

(Cohn 157). Eventually such an experience in the cinematic 



world worked to evolve his visual conception in his theater 

creations. 

While working for the Jonas Mekas's film making, he 

developed an interest in some of the experimental theater 

groups, especially the Living Theater. In 1968, after 

having been disappointed with the theatrical tendencies of 

the avant-garde theaters, he wanted to make his own theater 

which would be radically different, compared with the avant-

garde theatrical styles. Foreman had a strong opinion which 

was quite opposite to the avant-garde theater's attempts to 

break barriers between the audience and the stage. With his 

new theater, instead of trying to establish an emotional and 

psychological connection with his audience, he attempted to 

alienate his audience from the stage (Riley 159-160). 

To pursue his theatrical ideas, he established his own 

theater group, the Ontological-Hysteric Theater, in 1968. 

Rejecting the conventional theater and the existing avant-

garde theater, his theater was developed as a medium to 

consider human existence philosophically with his unique 

dramatic text and creative performance style. He later 

described the Ontological-Hysteric Theater as follows: 

I have always dealt with basically nineteenth-
century classic theatrical situations, like boulevard 
comedy triangles and so forth, and tried to redeem 
those [hysteric] situations by atomizing them, by 
breaking them apart and letting other considerations 



bleed through. Those other considerations being, in 
essence, philosophical, ontological considerations. 
(Cohn 156-157) 

Since the first production of his own Ontological-Hysteric 

Theatre, The Angelface (1968), he has written numerous plays 

and directed, designed and produced most of the plays in his 

theater. 

Richard Foreman's theater has many unique 

characteristics. As in the case of many other avant-garde 

theaters, his theater is hard to understand, because it is 

distant from the traditional theater in its text and 

performing style, and less dependent on emotional messages 

as themes. Yet, at the same time, his theater has its own 

unique theatrical structure which is apparent both in text 

and performance. 

Unlike traditional theater, in Foreman's theater, text 

is not supposed to be used to supply the basic ideas for 

theatrical performance. Performance is not considered as a 

simple representation of text. Text and performance are 

considered to be live organic factors that can work only 

when the two elements affect each other to fulfill an 

artistic goal. Foreman designs performance and text to link 

together to intensify the organic relationship between 

performance and visual images. All those features of 

Foreman's theater indicate his theater's organic 
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characteristics, which will be discussed in this study in 

terms of analyzing his theatrical dynamics. 

1.3. The Outline of the Dissertation 

This study will begin with a historical examination, 

followed by an analysis of his work. Richard Foreman's 

theatrical ideas as an avant-garde theater artist are 

closely related to the historical background of avant-garde 

theater history in America. He began his theatrical career 

when the avant-garde theater movement in America was at high 

tide during the 1960s. 

My project will analyze his theater in light of more 

than 3 0 years of rapid and revolutionary growth in the 

postmodern theater of America. Before trying to analyze 

Foreman's theatrical dynamics, it is necessary to 

investigate the historical environment in which it evolved. 

In the rapid stream of the avant-garde theater movement, he 

was influenced by many artists both outside and inside 

theater. Knowing who and what influenced him will 

contribute to understanding his theater. 

Following this introduction chapter. Chapter II will 

discuss the historical background of Foreman's theater in 

terms of its being one of the major avant-garde theaters of 

America. Here, the historical and social background of 



avant-garde theater will be mentioned with explanations of 

some key avant-garde theater groups and their historical 

meanings. In addition, the way that avant-garde theater was 

influenced by other arts will be discussed. The relations 

between those avant-garde theater movements and Richard 

Foreman's theater will be analyzed. This chapter is 

designed to identify where Foreman is located in theater 

history as an avant-garde theater artist. 

Chapter III focuses on the Ontological-Hysteric 

Theater, established by Richard Foreman. While discussing 

the Ontological-Hysteric Theater, Foreman's personal 

background as a theater artist, and the general mode of his 

theater will be mentioned and Ontological-Hysteric Theater 

will be analyzed. 

In studying Richard Foreman's theater, the meaning of 

his Ontological-Hysteric Theatre needs to be treated 

seriously, because in it he tried to realize his own 

theatrical ideas. As a crystallized result of his 

theatrical ideas, the Ontological-Hysteric Theatre has shown 

its own peculiarity in the world of creative avant-garde 

theater. Throughout this theatrical organization, he has 

experimented with and realized numerous theatrical ideas. 

Then, the two major influences on Foreman's dramatic and 
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theatrical career, Gertrude Stein and Bertolt Brecht, will 

be examined. 

In Chapter IV, the various aspects of Foreman's 

dramatic text will be discussed. His text shows extremely 

different modes, compared with traditional dramatic text. 

Text alone does not have significant meaning as a part of 

his theater, but it is the beginning of his theater and a 

reflection of his ideas. 

Although his scripts look quite different from other 

playwrights' works, they seem to be written as starting 

points for performance, like theatrical works written during 

the early avant-garde theater period that emphasized 

performance alone. Foreman admits that text is still all-

important for him. In his second manifesto, he described 

what characterizes his own text as follows: 

The desire to write a certain kind of sentence 
(gesture) is akin to the desire to live-be—have the 
world be in a certain kind of way. (Art as a solution 
to what is—Music. Through style, through smallest 
possible units. Bricks determine one style of 
architecture, stone another, etc.) (Foreman 135) 

In Chapter V, the structure of his performance style 

will be considered. When the dramatic text of Foreman's 

works is studied in relation to the performing styles, the 

real value of his theatrical works can be exposed. As a 

creative way of presenting what is intended in his text, I 
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would like to reveal Foreman's performance style. This 

chapter is designed to show how his dramatic works are 

applied to real performance. As a process of producing his 

text, his directorial ideas, including directing methods, 

acting in the performance, and the rehearsal process, will 

be described. 

In Chapter VI, all visual aspects of Foreman's 

productions will be discussed. Despite its importance in 

Foreman's theater production, the visual aspects of his 

theater to the relation with the production have been 

neglected. Most studies have ignored the interrelations 

between his theatrical design and performance. His design 

is more than a simple device to supply a visual environment 

for a performance. It should be seen as an important part 

of his theater which exposes real messages. Foreman 

sometimes thinks his designs play a more important role than 

the actors on the stage. Foreman considers all visual 

elements on the stage, including the props, objects and the 

design itself equal to the acting and the characters. The 

intended meaning of his visual elements will be discussed in 

this chapter. 

The final chapter will summarize this study and show 

the interrelationship between dramatic text and its 

performing structure. This study is an attempt not only to 
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elucidate what Foreman seeks to accomplish, but also to 

analyze theatrical dynamics. 
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CHAPTER II 

RICHARD FOREMAN AND AVANT-GARDE THEATER 

2.1 Avant-Garde Theater in America 

As a major innovative theatrical movement, avant-garde 

theater markedly emerged in America during the 1950s. The 

birth of American avant-garde theater was closely related 

to the avant-garde theater artists' attitude toward 

conventional or traditional theater, a theatrical style 

which relied mainly on realistic approaches. The avant-

garde approach later became a paradigm for creating 

theaters for modern artists and audiences. 

Conventional theater had been considered one of the 

most effective theatrical styles to express both the 

culture of a society and the mind of an artist. 

Conventional theater has been very successful in depicting 

late 19*̂ "̂  and early 2 0*̂^ century characters on the stage by 

emphasizing their emotional and intellectual sides. It is 

true that the conventional theatrical approach remains one 

of the most powerful and effective theatrical modes, though 

many progressive theater artists frequently attempt to 

oppose the current realistic theatrical styles by creating 
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new forms of theater to express different artistic concepts 

(Shank, American Alternative 2 70) . 

From the beginning, avant-garde theater artists 

strongly opposed the existing conventional style of 

theater. Avant-garde theater artists criticized the 

conventional theater as a poor artistic form that depended 

on the illusion of reality. They thought the conventional 

theater lacked the ability to represent the truth that is 

hidden behind the real world, that it only presented the 

illusion of truth. Conventional theater's dependence on 

emotion was one of the major targets reproached by avant-

garde theater artists. Opposing the conventional theater's 

way of approaching reality, avant-garde theater artists 

kept asking questions concerning how to express true 

reality on the stage. They tried to find a cleaner 

explanation of how human beings existed in the real world 

(Leverret 153). Equipped with various theatrical concepts 

such as symbolism, futurism, dadaism, expressionism and 

absurdism, with diverse knowledge of visual art, music, 

dance, cinema, literature, aesthetics and philosophy, they 

approached the stage with new kinds of performing styles 

(Shank, American Alternative 270). What they ultimately 
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pursued is the presentation of truth on the stage via 

experimental theatrical methods. 

Historically, the advance of American avant-garde 

theater was connected to the theatrical avant-garde 

movement in Europe during the early 2 0"̂  century. The 

concept of avant-garde in theater spread to the American 

stage after flourishing for several decades in Europe. 

James Leverret, in his essay, "Avant and After," describes 

the development of the avant-garde theater in Western 

culture in four historical steps. 

He says that the first avant-garde theater was 

influenced by painting, poetry, and symbolism in art. The 

first avant-garde theater was, according to him, 

metaphysical and spiritual. The second avant-garde 

theater, being influenced by the ideology of Marx and 

Freud, incorporated expressionism, futurism, dadaism, 

surrealism, and objectivism as its theoretical devices. 

The second avant-garde theater was ironic, irreverent, and 

tough-minded, and it favored the technology of the machine 

age as its theme. Leverret categorizes the so-called 

"theater of the absurd' as the third wave of avant-garde 

theater history. This theater sought to return poetry to 

the theater, eliminating to a great extent realistic prose 
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in dialogue. With the influence of surrealism and dadaism, 

language was suspect no longer; it implied meaning in 

itself. Among many theater artists in the theater of the 

absurd, Maeterlink, Jarry, lonesco, Genet, and Beckett were 

distinctive artists who heavily influenced the emergence of 

American avant-garde theater. The fourth wave of avant-

garde theater, the American avant-garde theater, appeared 

in the 1950s, influenced by the European avant-garde 

theater, especially the theater of the absurd. American 

avant-garde theater artists have developed their own style, 

with its own identity.- inventing various new theatrical 

methods. As a result, the American avant-garde theater 

took a central position in the avant-garde theater world. 

The nature of theater itself can explain why American 

avant-garde theater developed drastically and became one of 

the sources for new theatrical performances. In itself, 

theater has two crucial functions: first, to reflect the 

culture of the society in which it is involved, and second, 

to lead the society. These functions of the theater were 

dramatically embedded in America during the 1950s and 1960s 

when American society was changing rapidly, following new 

ideas, thoughts and ways of life. 

17 



After World War II, American society experienced a new 

era, making it possible for many to think positively and 

creatively. Economic success brought material abundance. 

With the improved quality of individual life, numerous 

social changes occurred. The volume of minority groups in 

society increased. Freedom of speech was claimed and 

protected, which accelerated the appearance of various 

artistic activities. However, the Vietnam War hurt many 

American people, leaving their hearts scarred. Truly, when 

American avant-garde theater began to emerge, the American 

society was changing drastically. And the American avant-

garde theater attempted to present those changes throughout 

its new productions. 

To reflect such variety in American society, artists 

began to develop new ideas and methods of expression. 

These new theatrical ideas and methods were naturally 

connected to the advancement of the avant-garde theater in 

America. With various types of theatrical activities, 

reflecting the real face of a vast American society, 

American theater began to redefine the theater itself 

(Marranca, "Ages" 10). Believing that conventional theater 

was too limited to present such a changing new society. 
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American avant-garde theater artists tried to introduce new 

styles of theatrical performance to the audience. 

The early period of American avant-garde theater was a 

very difficult time for avant-garde theater artists. No 

situation, financial or theatrical, favored them. They 

were forced to produce their works in non-theatrical 

spaces, such as lofts, churches, private clubs and 

renovated spaces (Marranca, The Theater ix). Ironically, 

these places became ideal theater spaces, proclaiming their 

theater's purpose. Experimenting on new theatrical pieces 

in new theatrical spaces allowed these artists to more 

fully elaborate their theatrical ideas. 

The problem of suitable production space in America 

was overcome with the help of grant monies. With grant 

monies, avant-garde theater artists could take an active 

role in creating new American theaters. In addition to the 

grant monies, what made the American avant-garde theater 

active and productive was the emergence of numerous 

imaginative and gifted theater artists (Marranca, The 

Theater ix). They could breathe in a lively open society 

in which every imaginative thought could be expressed, and 

they successfully produced their ideas and thoughts through 

their theater productions. 
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When the social situation became favorable for 

creating new theaters, avant-garde theater artists began to 

re-examine and re-evaluate the traditional, confining 

frames of the theater. Armed with new ideas and 

aesthetics, avant-garde theater artists began to oppose 

conventional theater. 

They searched for a way to deliver the new energy of 

the society in which social and political idioms, such as 

the civil rights movement, equal opportunity, justice and 

political enfranchisement blended together. What avant-

garde theater artists tried to do was develop the theater 

as a tool that could accept all of the alternative cultures 

of the 1950s and 1960s. In order for this to work, avant-

garde theater artists, like other avant-garde artists, were 

forced to find or develop alternative art forms. 

Finally, after a long and painful struggle, American 

society embraced many notable social and political changes. 

Civil rights activists achieved legal parity for their 

constituents; antiwar activists helped to bring an end to 

the war in Vietnam (Shank, "Framing Actuality" 249). And 

when society as a whole raised its collective voice in the 

1970s, some remarkable avant-garde theater groups appeared 

in front of the American audience under social and 
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political slogans. On the stage, these avant-garde theater 

groups tried to present the direction in which society was 

heading. Reflecting society itself on the stage, they also 

tried to deny the old frame of the traditional theatrical 

conventions. They approached the theater with different 

concepts of the theater. New ways of writing plays, 

directing, and acting were experimented with and introduced 

to the theatrical world. A new production method was 

introduced. Literal dialogue in the play was eliminated. 

Instead, collective creation dominated the avant-garde 

theater world of the 1970s in America (Marranca, The 

Theater ix). Ultimately, during the 1970s the real value 

of the theater was removed from literary aspects and placed 

on performance itself. 

As a result theatrical value was evaluated not by the 

literally implied meanings of the playscript, but by the 

images of the actual performance and the images created by 

visual and aural elements. Using this new theatrical 

frame, many social and political issues were staged by 

avant-garde theater groups during the 1970s. 

The American avant-garde theater of the 1980s showed 

different aspects of shifting its point from the political 

and social issues to the personal ones. As many of the 
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social and political issues disappeared, experimental and 

innovative theater movements of the 1970s that relied 

heavily on such issues for themes of theater production 

lost their place of prominence. The avant-garde theater 

artists, instead, used theater as a way to represent each 

artist's own ideas. Rather than reflecting social and 

political issues, they strongly felt the need to express 

themselves as individuals. They wanted to express their 

personal experience as art. Various theatrical forms were 

developed according to each theater artist's individual 

taste and concept. Heuval called such theater of the 1980s 

that relied on individual artist's experience "self-

reflective" theater (Heuval 47). The advancement of such 

self-associated theater of the 1980s is closely related to 

the style of art that places importance on the concept of 

deconstruction. 

By emphasizing only each artist's individual views and 

aesthetics in art, avant-garde artists easily became less 

interested in the audience's response to their works. Only 

the intent of each artist's expression of self was 

evaluated, ignoring the relationship between the artist and 

the audience. As seen from the viewpoint of the audience, 

that kind of extremely subjective tendency in the avant-
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garde theater made it difficult for the audience to 

appreciate the real value of contemporary artistic works. 

The avant-garde theater of the 1980s can be characterized 

as a period in which each avant-garde theater artist's 

individual and subjective concepts were the main themes for 

expression. 

For the last several decades, American avant-garde 

theater has shown many different aspects of theater to the 

American audience. It has placed emphasis on performance 

rather than on text. It has emphasized experimental 

theatrical methods rather than conventional ones, and it 

has widened the realm of the modern theater by exploring 

many theatrical themes in various ways. 

The avant-garde theater in America is still one of the 

major artistic endeavors of theater history. Naturally, 

the real identity of the avant-garde theater is still 

questioned. Is it part of the mainstream of the 

contemporary theater world where realism resides as a 

dominant form in theater? Michael Vanden Heuval says "The 

whole concept of the theater, whether it is traditional or 

experimental, could be found in the context of the 

tradition" (1). Acknowledging the real entity of the 
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avant-garde theater as a style in the mainstream of the 

theater world, he continues: 

The characteristics of the avant-garde theater-
such as different acting methods, various dramatic 
modes and genres, a wide diversity of global 
theatrical styles, and competing theoretical positions 
-are to be understood as a long process of 
distillation [...] the various kinds of avant-garde 
theaters have shown their own figures on the stage 
world for several decades, most of them have been 
regarded as a kind of modern practices and strategies 
in the mainstream of the theater world.(1-2) 

In reality avant-garde theater artists have found 

alternative locations, organizations, publications, and 

other ways of producing work for non-mainstream audiences. 

This kind of special independent structure of the avant-

garde theater, albeit threatened economically and 

politically, remains visible today as an alternative to 

mainstream culture or, more symbolically, as an 

inspirational model for successful generations (Marranca, 

"Ages" 10). 

Although the avant-garde theater in America has not 

drawn as large an audience as conventional theater has, it 

is now firmly established as an alternative art form that 

opens the eyes of the audience through creative and 

innovative theatrical methods. Avant-garde theater 
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artists, "remaining in the margins" (Marranca, "Ages" 10), 

have put the American avant-garde theater in the forefront. 

2.2 Visual Influence on the Avant-Garde 
Theater in America and on Richard Foreman 

The social and political changes of the 1960s in 

America were crucial factors in the emergence of avant-

garde theater. Along with such external environments, the 

development of other art forms of the period were important 

factors causing experimentation with theatrical theories of 

the avant-garde. Avant-garde theater artists, equipped 

with the more sophisticated ideas and varied theories from 

the arts of other areas, such as music, painting, 

sculpture, dance and film, greatly impacted and changed the 

theater world of that period. Those new ideas and thoughts 

from other arts pushed the avant-garde theater artists to 

think from different perspectives when they tried to 

present the contemporary society on stage. 

Since the 1960s, other arts have continued their 

influence to the point of becoming characteristic of 

American postmodern theater. As a result, many major 

avant-garde theater artists who have various artistic 

backgrounds have produced a variety of theatrical 

experiments, following their own artistic tastes. Theodore 
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Shank discusses the various backgrounds of American avant-

garde theater as follows: 

For some time now it's become generally accepted 
that the other art forms are dealing with this idea to 
one degree or another. That the subject of painting 
is seeing. That the subject of music is hearing. 
That the subject of sculpture is space. (Shank, 
"Framing Actuality" 24 0) 

Among the various arts, the visual arts influenced the 

avant-garde theater the most. Avant-garde theater artists 

found limitations in conventional literal dialogues and 

attempted to overcome them by developing new theatrical 

forms. To them, the visual approach to theater was one of 

the revolutionary innovations. They expected their 

innovations to give audiences strong and stimulating 

impressions. With these visual ideas, avant-garde theater 

artists tried to achieve their own desired theatrical 

effect in their experimental performance. 

The concept of photo-realism in visual art, as one of 

the most innovative and experimental ideas, was appreciated 

by the avant-garde theater artists as a source to supply 

them with new perspectives in theater. Photo-realism is a 

painting technique that concentrates on the texture of 

urban landscape, rejecting human subjects. It stresses not 

only the process of the painting and painting techniques. 
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but the undermined realism which seems to emphasize the 

absence of the human figure through animating objects that 

present the message of the painting (Shank, "Framing 

Actuality" 240-241) . 

Among the many painting techniques discovered by the 

photo-realist painters, what really made an impact on the 

avant-garde theater was the concept of "Happenings." 

Developed and presented by Allan Kaprow, a modern painter, 

this concept broke the conventional method of creating 

visual arts. Kaprow, in his book, Assemblage, Environments 

and Happenings, says that the most fundamental thing, the 

line between art and life, should be kept as fluid and 

perhaps indistinct as possible. Happenings, then, 

introduced materials and objects into the art piece, unlike 

the neutral medium of painting, and tried to show the real 

meaning of the art piece in the real world (Shank, "Framing 

Actuality" 241). 

Influenced by the concept of Happenings, many avant-

garde theater artists developed the so-called "task acting" 

method as a typical mode of acting that has dominated the 

world of the avant-garde theater since the 1970s in 

America. 
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Along with the concept of photo-realism, modern 

sculpture implemented methods that influenced the 

experimental concept of avant-garde theater. It ultimately 

influenced avant-garde theater in its method of dealing 

with space. George Segal, a modern sculptor who was 

considered one of the central artists in sculpture, 

mentioned the relation between the art piece and space: 

If I was prevented from making the illusion of 
going into the canvas space, I felt the only space I 
could go was forward from the wall. Logically that 
demanded sculpture. (Frieman 60) 

As an environmental art, Segal emphasized the concept of 

space in art. He continues: 

It demanded that the sculpture occupy my own 
space, that there be no pedestal, that there be no 
psychological distance. It implied environmental art. 
(Frieman 60) 

The definition of the gallery space, emphasized by 

Segal, began to be redefined by many sculpture artists. 

The space, filled with objects by the sculpture, became as 

important as the objects themselves. As in the case of 

"Happenings," the relationship between sculpture and space 

supplied the conceptual innovations to the avant-garde 

theater. The new concept of space and object affected the 

development of the theater space by redefining the 

relationship between the actors on the stage and the 
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audience. Theater space was redefined as an empty gallery 

space, and the actors and audience were considered objects 

of the gallery. 

In the eyes of the avant-garde theater artists, such 

interrelation between space and objects defined by the 

sculptors was innovative enough to develop the possible 

mode of the actor's existence and identification in their 

productions. Influenced by the sculpture and its theory, 

the new way of seeing objects on the stage and the new 

concept of the audience in the theater performance began to 

emerge. Fundamentally, the basic concept of photo-realism 

and modern sculpture encouraged new attitudes in avant-

garde theater art, working as precious sources for 

innovative theatrical forms in the avant-garde theater. 

Concepts from photo-realism and modern sculpture 

heavily influenced the avant-garde theater in several ways: 

first, by the emphasis on the process of art creation; 

second, by the creation of a reflexive dimension of the 

art; and third, by the use of an exultant expression of 

color and texture. For many avant-garde theater artists, 

these influences became a crucial turning point in the 

creation of new theater forms from different points of 

view. 
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Another important element influenced by the visual 

arts, mainly by photo-realism and sculpture, is the 

treatment of the relation between object and person in the 

work of art. Frequently, in the visual art, the role 

between objects and spectator is reversed. British theater 

critic, Christopher Bigsby, discusses this relation in his 

book, A Critical Introduction to Twentieth-Century American 

Drama, Volume Three, as follows: 

The human form is deliberately drained of spirit 
while the environment, which has no spirit to lose, 
becomes charged with nostalgia. (156) 

According to him, "human figure becomes a disturbing 

stasis, denying its identity." But "the stases of the 

objects, which are familiar and acceptable through the 

works," are described as having souls. 

The relationship between the spectator and the 

performance in avant-garde theater changed. Shank insists 

that the relation between the spectator and the performance 

or objects on the stage is very similar to that of the 

visual arts (Shank, American Alternative 4). He says that 

unlike the conventional theater performance, the audience 

is not supposed be part of the performance. Rather, they 

are separated from the performance. 
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Spectators in a gallery do not lose consciousness 
of themselves or of the time and place of the 
exhibition. While viewing a painting they remain 
aware that the illusion presented is in fact an 
illusion and they are also conscious of the means used 
to create it. Similarly, in the work of most avant-
garde theaters, the audience is aware of both the 
illusion and the performers. (Shank, American 
Alternative 4-5) 

Under the influence of such role reversal between objects 

and person and the changed relation between audience and 

performer, the aspects of performance in avant-garde 

theater appeared strange in comparison to the conventional 

point of view. 

Due to the influence of the visual arts, these 

characteristics of the avant-garde theater emerged. The 

performer's role was reduced simply to a stage object in 

some theater productions. On the other hand, the role of 

stage objects increased to reveal the play's message. To 

deliver the message effectively, the objects were designed 

with grotesque shapes. They were frequently designed to 

have exaggerated and distorted shapes that would shock the 

audience. The relationship between character and object 

often became blurred. In some cases, the character became 

subordinate to the object. Very definite changes occurred 

in the role of the performer and the objects in the avant-

garde theater productions. 
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Foreman, like other avant-garde theater artists, 

included visual aspects in his theater. Although he has 

remained with the proscenium stage, Foreman follows the 

stream of the avant-garde theater by making numerous 

variations from the conventional stage. He has tried to 

adapt various creative visual strategies, making his 

productions primarily visual presentations. Terms 

frequently used to describe Foreman's works, such as 

picture and tableau, indicate that visual elements in his 

productions have become a primary focus. His productions 

are often compared with the canvas of the visual artists: 

Foreman actually uses elastic strips to stretch 
across the stage, focusing the action much as an 
artist directs attention through a use of angles, 
perspectives, the lines of a figure or scene, or as an 
art historian may quarter the canvas to identify sight 
lines and focus. (Bigsby, "A Critical" 161) 

The major theatrical factors of the conventional 

theater, such as character, plot, and language, are 

normally subordinate to the objects on the stage. In 

Foreman's style, however, objects become the central focus. 

This is one of the most distinctive characteristics of 

Foreman's art, reflecting the new application of visual art 

as influenced by photo-realism and modern sculpture. 
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2.3 Avant-Garde Theater and Richard Foreman 

2.3.1 Richard Foreman as a Radical Avant-garde 
Artist 

Richard Foreman reveals without hesitation his 

identity as an avant-garde theater artist. In response to 

the question of whether he thinks he was ever avant-garde, 

he says: 

Was I ever avant-garde? I suppose so, since when 
I began I did consciously reject everything around me 
called theater and tried to build my own counter-world 
of theater. (Foreman, "Ages" 15) 

With full conviction of his identity as an avant-garde 

theater artist, he has firmly maintained his theatrical 

direction throughout his career, creating his own unique 

theater. 

Foreman invented creative theatrical techniques for 

performance as well as text. These new theatrical 

techniques help us understand the purpose of his theater 

and the meaning of theatrical creativity in performing art. 

On the value of his avant-garde theater and the identity of 

his work, he says: 

I believe that the serious resistance my work has 
generated (without wishing to minimize my appreciation 
for those who do and have supported it) has to do with 
a sensing of the way my work has always been very 
aggressive in maintaining that life as we know it (and 
as normal theater knows and presents it) is an 
absolutely silly, childish (and understandable) 
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avoidance of the emptiness at its center. So I 
believe that my work originally seemed "avant-garde" 
because it aggressively mounted a disassociated 
consciousness trying to "echo" the manner as all our 
so-called coherencies are mere wobbles of artifice 
around a central black hole. (Foreman, "Ages" 15-16) 

Foreman's theater attempts to reveal the truth of life. 

These attitudes are well reflected throughout his whole 

career. 

He invented various creative techniques that are so 

radical, experimental, innovative and shocking that his 

productions are considered typical of avant-garde theater 

performance. The detailed aspects of those creative 

techniques will be mentioned in Chapter V and Chapter VI, 

while discussing the performance structure and visual 

approaches. However, recent criticism argues that his 

theatrical works have become less experimental, that his 

later works have lost the sensational innovative elements 

seen during the early period of his theatrical career. 

Foreman denies this. 

I know some people lament the fact my work has 
been getting simpler and less flamboyantly theatrical. 
But for me - it's a new kind of strength. I feel I 
have touched something deep that no longer needs the 
support of all the fireworks I used to provide. I'd 
like to think that makes me less avant-garde—but MORE 
radical and unrelenting. (Foreman, "Ages" 16) 
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Richard Foreman's later works, written and performed 

since 1976, have shown more delicate textual forms but 

fewer experimental forms than his early works, those 

written and performed from 1968 to 1975. Nevertheless, if 

his later works are carefully analyzed their forms and 

theatrical modes are indeed experimental. The critics are 

accustomed to the creative theatricality of his works and 

have not tried to see the more developed and elaborately 

embellished theatricality of the later works. If it is 

noted that the consistent theme of his work, throughout his 

theatrical career, is the expression of human consciousness 

and the structure of thought, the spirit of theatrical 

experiment can still be seen. 

From the very beginning of his theatrical career. 

Foreman endeavored to develop his own experimental 

techniques to express his views of life and truth. For the 

most part, these techniques rejected conventional theater 

as falsely presenting the basic energies of humans with 

wrong theatrical forms. The following statements made by 

Foreman explain his desire to present the energy of human 

beings in his theater. 

Do I automatically become MORE avant-garde? I 
think so, in the following sense. To my view, the 
avant-garde classically rejected the form of arts 
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which existed because those forms were experienced as 
a kind of denial or suppression of the basic energies 
driving mankind. (Foreman, "Ages" 16) 

By believing in the positive role of avant-garde theater 

and its existence, Richard Foreman still resides in its 

creative world. 

2.3.2 Richard Foreman against the Social Theater 

When Richard Foreman began his theatrical career, the 

major experimental theater groups, including the Living 

Theater of Julian Beck and Judith Manlina, the Open Theater 

of Joseph Chaikin and the Performance Group of Richard 

Schechner, was developing unique performance styles to 

apply their theatrical ideas and aesthetics on the stage. 

New trends in theater during the 1960s incited Richard 

Foreman's artistic instinct. He recognized the moment in 

which a shift of theatrical direction was necessary- But 

in 1968 he felt that the new theater movement had become 

hopeless. In his eyes, the theater movements were too 

political, emphasizing socialistic tastes. Indeed, between 

the 1960s and early 1970s, the theater generated a large 

number of socialist writers and theatre groups. 

Foreman did not want the theater to be a simple 

presentation of social events and political slogans. He 
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did not like using the theater as a medium in which the ego 

of an artist forces some specified ideology on the 

audience. At least for him, art is not mimetic. He 

insists that it is "a parallel phenomenon to life itself" 

(Bigsby, "A Critical" 194-195). 

Richard Foreman was more interested in expressing the 

inside of humans, the existential form of consciousness and 

the structure of thought, rather than the outside phenomena 

of the human world. He was looking for more universal 

subjects that could reveal the basic nature of humans 

(Goldberg 117). 

2.3.3 Richard Foreman under the Visual Influence 

Influenced by visual arts, as some avant-garde theater 

artists were. Foreman developed theatrical techniques that 

relied on images rather than explosive, agitating gestures 

and slogans. The use of visual images has become one of 

his unique theatrical contributions that distinguish his 

theater from other avant-garde theaters. 

Like other visually oriented theater artists, such as 

Robert Wilson, Peter Schumann, Lee Breuer and Spalding 

Gray, Foreman blended elements of visual arts into 

theatrical performance. He developed a theater that 
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attracts the eyes as well as the ears of the audience 

throughout the performance. 

In addition to elements from the visual arts, visually 

oriented avant-garde theater artists, including Richard 

Foreman, wanted to adapt the process of making art as 

contemporary visual artists created it. These artists 

emphasized images through objects, especially the body. In 

turn avant-garde theater artists searched for the 

relationship between the image and the object. In the 

eyes of avant-garde theater artists, the relationship 

between body or object and image could be used in their 

theatrical pieces as an effective means to present their 

ideas. 

The concept of image became a crucial medium for 

avant-garde theater artists. They began to add even more 

visual elements on the stage. In performance, just as 

visual artists distill images from objects, avant-garde 

theater artists, including Foreman, began to extract images 

from actors and from theatrical objects on the stage. They 

intended to present those images to audiences rather than 

deliver stories or messages. 

Blending visual arts into the theater reached a peak 

during the 1970s. Without losing its own identity, theater 
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had been influenced by visual arts. Visual elements reside 

as crucial points in his theater, providing the American 

stage with delicate and innovative theatrical forms. 

The concept of images, as well as the visual elements 

themselves, strongly influenced the creation of Richard 

Foreman's theatrical ideas. The best examples of 

influences from the visual arts in Richard Foreman's work 

are found in his theatrical designs. His use of the stage 

and the placement of objects, and his familiar strings and 

ropes, which stretch horizontally and vertically, are 

specific instances of this. With the help of those visual 

elements, he tried to frame and break up space. 

The theatrical space itself filled with such lines and 

objects has a role as important as the role of the 

performers in his theater. Such objects are reflections of 

Foreman's consciousness as well as reflections of the 

structure of thought. Foreman knew that when performers 

are put onto a stage filled with various visual elements, 

the general effect created would differ from the 

conventional stage. Unlike the conventional stage, where 

the visual becomes merely an environment for the 

performer's action, Foreman wanted his stage to create 

images that represented the author's consciousness while 
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the mixture of performers and objects expressed another 

level of consciousness. Therefore, the theatrical space 

itself with other visual objects on the stage works like a 

performance in the conventional theater. In this sense, 

the theatrical space of Richard Foreman's productions 

clearly reveals the influence of the visual arts on his 

theatrical ideas. 

2.3.4 Richard Foreman and New Theater 

Although he always insists that he is a writer, 

Richard Foreman has shown genuine talent as a director and 

designer. As soon as he made his debut as a playwright, 

though, he was faced with frustration: 

After he graduated from the Yale Drama School in 
1962, he attempted to reconcile his radicalism with 
the conventions and fashions of American play 
production. But after frustrated attempts to get his 
play Harry in Love produced in New York and London, he 
abandoned his hopes of working within the existing 
structure. (Sitney 254) 

The major reason for such frustration lay in his vision of 

the theater as a performing art: 

At the time of the sixties, the most fashionable 
theater movement in play production, especially in the 
avant-garde theater production, depended on the 
tactics of audience rape, and acceleration of severe 
confrontations as if a barrier had to be broken before 
the ancient relationship between audience and tragedy 
could be re-established. Richard Foreman has always 
eschewed the tactics of direct attack. (Sitney 254) 
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In Foreman's theater, the existence of the audience 

seems to be ignored. One might feel as if his productions 

would go on even if no one showed up to see them. This 

attitude toward the audience and theatrical conception is 

totally opposite of the view of the audience in 

conventional theater. Normally, conventional theater tries 

to communicate between the performers and the audience, to 

stir the audience's emotions and encourage them to accept 

the playwright's ideas and directions. Richard Foreman 

rejected these conventions. 

He "rejects an art which is fueled by the audience's 

need for consolation or self-regard but seeks to replace 

that with something he finds difficult to define" (Bigsby, 

"A Critical" 195). Instead, he wants to secure a distance 

between the performance and the audience. Similar to 

Brecht's attempts. Foreman hopes such distance will lead 

the audience to find their own perceptions rather than be 

absorbed into the performance. Heuval writes about 

Foreman's style: 

Generally, his plays seek to distance and 
defamiliarize the spectator from the illusory and 
empathetic time and space [that] coordinate the 
spectator's attention toward his or her own perceptual 
process. (Heveul 49) 
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Most of the plays produced in Foreman's Ontological-

Hysteric Theater have shown his talent as an avant-garde 

writer. From writing the text to designing the stage and 

directing plays, all aspects of Foreman's theater reveal 

his relationship to avant-garde ideas and his uniqueness, 

selecting and mixing several arts. 
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CHAPTER III 

RICHARD FOREMAN AND THE ONTOLOGICAL-HYSTERIC THEATER 

3.1 Introduction 

Since it was founded in 1968, the Ontological-Hysteric 

Theater has been the central forum reflecting Richard 

Foreman's theatrical ideas and innovations. With numerous 

vigorous productions of his plays. Foreman has experimented 

with and developed a new concept of theatrical performance 

at the Ontological-Hysteric Theater. 

The Ontological-Hysteric Theater has not simply 

supplied theatrical space and opportunity for Foreman's 

productions; it has been the center of development of his 

theatrical creation against the backdrop of existing 

theater modes. Therefore, study of the Ontological-

Hysteric Theater is one of the keys to understanding his 

theatrical concept. 

Upon graduating from the Yale School of Drama with a 

Master of Fine Arts degree in 1962, Foreman sought the 

opportunity to stage his own plays. Wandering the 

theatrical world of New York City in the late 1960s, he 

tried to find a producer who would stage one of his plays. 
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When Foreman encountered avant-garde filmmaker Jonas 

Mekas, his theatrical career began to change. In the 

spring of 1968, working with Mekas as an assistant. Foreman 

was finally given the chance to produce his work. When 

Mekas' theatrical space, the Cinematheque, was not being 

used Mekas allowed Foreman to use the space to produce one 

of his plays. With the inaugural performance of his play 

Angelface in April of 1968 in New York City, Foreman's 

theater group, the Ontological-Hysteric Theater, was born 

(Robinson, The Other 157). 

Along with finding a place to produce his plays. 

Foreman discovered another important opportunity while he 

was working with Mekas; he could meet numerous avant-garde 

and underground artists in New York City. While keeping 

company with underground artists. Foreman learned new 

theories and ideologies that try to break with past 

concepts of art and find new perspectives. These 

underground artists experimented with new capabilities and 

methods in all the standard art media. 

Foreman, in the midst of the radical cultural eruption 

of the sixties in New York City, was able to develop his 

own theatrical concepts based on the experience with avant-

garde artists of that time such as John Cage, Spalding 
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Grey, Julian Beck, Stuart Sherman, and Philip Glass. To 

support his theatrical ideas, Foreman studied all aspects 

of art and literature. 

Aesthetic ideas from non-theatrical media such as 

dance, performing art, cinema and especially visual arts 

strongly influenced Foreman to develop his theatrical 

foundation (Marranca, The Theater xi). The influence of 

the association with many artists from various fields 

ultimately caused Foreman's theater to be far removed from 

conventional theater. 

While influences from the various arts and the 

experiences with avant-garde artists were more general in 

their extensive impact on Foreman's Ontological-Hysteric 

Theater, Gertrude Stein and Bertolt Brecht directly 

influenced Foreman's theatrical world. Even though it is 

true that Foreman had extensive knowledge of literature and 

theater, Stein and Brecht became the two biggest influences 

on his theatrical career as a director and playwright 

(Bernstein, "A Conversation" 110) . 

As the major part of the Ontological-Hysteric Theater 

was developed under the influence of Stein's dramatic 

theory and Brecht's theatrical innovations, the dramatic 

and theatrical ideas of these two artists must be discussed 
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prior to focusing on the Ontological-Hysteric Theater. 

Upon looking at the artistic ideas of Stein and Brecht, the 

nature of the Ontological-Hysteric Theater will be 

discussed with special focus on how these two theater 

artists influenced Foreman's Ontological-Hysteric Theater. 

3.2 Gertrude Stein and Richard Foreman 

3.2.1 Gertrude Stein's Influence to Richard Foreman 

Considering Gertrude Stein (1874-1946) "the major 

literary figure of the twentieth century" (Davy, "Richard 

Foreman's Ontological" 108), Foreman admits that Stein 

heavily influenced his entire theatrical career (Bernstein, 

"A Conversation" 111). Stein's innovative ideas such as 

consciousness as a major subject, revolutionary cubism in 

dramatic structure, and philosophy—phenomenological 

dualism—influenced Foreman to form his own theatrical ideas 

and establish his theater group. They helped Foreman 

constitute the basic structural dimension of all of his 

theatrical works. 

Foreman's works have been based on Stein's 

philosophical and literary ideas. There are crucial 

similarities in dealing with subject, characters, language 
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and dramatic structure between Stein's theatrical ideas and 

Foreman's. 

Foreman's dramatic ideas were influenced by Stein's 

aesthetic belief about how to understand the art 

experience. As Stein did. Foreman believed that when we 

experience art, what we expect to get is an intentional, 

directed, and active mode of perception through the art 

piece itself. He believed that the effectiveness of the 

art experience can be obtained when an artistic piece 

stimulates the mental awakening of its audience. Such a 

mental awakening is, according to him, closely related to 

the consciousness of the human mind. Therefore, Foreman 

selected consciousness as a theme of mental awakening for 

his dramatic work. 

Many innovative aspects of Stein's 'entity 

writing,'(see glossary) which evolved from her 

philosophical idea of phenomenological dualism, appear in 

Richard Foreman's dramatic text. His writing method is 

referred to as automatic writing, or moment-to-moment 

writing, that is similar to Stein's entity writing. With 

this method. Foreman emphasizes the feelings of each moment 

that occurs in the conscious level of the human mind as 

Stein did. Foreman's application of extremely episodic 
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dramatic structure and fragmented dialogues into his 

dramatic text demonstrates the typical influence of Stein's 

writing method. 

Foreman also developed the concept of "continuous 

present" in his plays, reflecting Stein's phenomenological 

theory. He developed "the internal time so that the 

dramatic words he writes exist in suspended time, moving as 

they move in each moment of his consciousness as he focuses 

on his own internal process or state" (Davy, "Introduction" 

xi) . 

Influenced by Stein's repetitive writing technique. 

Foreman developed a similar writing style. Even though 

Foreman's repetitive writing style is less experimental 

than Stein's extreme repetition of words. Foreman 

constructs small fragments or statements with repetitive 

sentences in his plays. 

Will: (Straining in his chair, red-faced as he 
points to his red socks and slippers) Get me more 
guppers! 

Get me more guppers! 
Get me more guppers! 
And get me more guppersI 

(He falls of the chair) 

Don't be glum! 

(He bolts up and leaps off his platform to run 
and sit in another thronelike chair in the corner) 
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Get me more guppers 
To guppy my uppers 
To guppy my uppers 
That guppy my gum! 

Rocco: (Strutting across the stage, articulating 
his moves with a cane he has acquired) Geppy my 
glippers 

To glippy my glippers 
To glap my glup 
And glopity glum 
Glopity glum, glipity glum 
Glopity glum glum glum 
Glipity glum!!! (Foreman, "What Did You See?" 

Unbalancing, 294-5) 

However, he does not use the same fragments over and 

over as Stein did. He adds slightly different words to the 

fragments with no close relationship between them because 

each fragment is blocked from the other, not allowing 

emotional flow between them. Each fragment is designed 

only to reveal each moment of the mental environment of 

mankind and to reflect Foreman's own consciousness. 

Foreman's automatic writing method also affects the 

treatment of characters, dramatic language, and even the 

relationship with the audience. The characters created by 

Foreman, like the ones in Stein's plays, do not affect the 

story line. They do not respond or react to each other. 

They do not have emotional desires. They do not develop 

dramatic situations or conflicts. They are just the 
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reflection of Foreman's consciousness. Foreman does not 

think about the character's personalities or faces (Davy, 

"Richard Foreman's Ontological" 33). He creates similar 

characters in most of his plays, so it appears that the 

same characters show up repeatedly in different plays, 

causing difficulty in identifying the characters. 

Stein believed that the language of conventional 

speech prevented the reader or spectator from understanding 

the point of plays without the intervention of the writer. 

She tried to purge her dramatic language of improper 

functions. She also endeavored to eliminate the part of 

language that forces the reader and spectator to understand 

only the superficial level of the play. Foreman, in 

addition to Stein's endeavor to reduce the function of 

displaying emotionalism, develops language as a method to 

show the mental experience only. Foreman does not expect 

his dramatic language to communicate the meaning of his 

works. "By juxtaposing his convictions on the language he 

uses, he creates works which look reminiscent of the 

surrealists" (Bigsby, Modern American 249). 

Foreman does not strive for a specific or designated 

effect on his audience. Avoiding the conventional way of 

communicating with the audience in performance, he simply 
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tries to create a performance that makes the audience see 

things from their own point of view and personal 

experience. As a theater artist who believes that the 

audience should not be involved in the emotional flow of 

the performance. Foreman does not want to lead the audience 

solely in the direction he suggests in his performance. By 

rejecting emotional traps which are usually employed in 

conventional theater performance, he makes sure the level 

of consciousness and the structure of thought which reside 

in the mental environment are more clearly and 

distinctively delineated (Robinson, The Other 15-7). 

Foreman's theatrical treatment of the audience was 

only partially influenced by Stein's dramatic theory, 

however. The chief influence relating to understanding the 

audience and emotions in the performance came from Brecht's 

theatrical theory, which will be discussed in the following 

section in detail. 

3.2.2 Conclusion 

As an innovative creator of dramatic theory, Gertrude 

Stein made a huge impact on the evolution of Foreman's 

dramatic works. Various aspects of Stein's dramatic theory 

appear in Foreman's works through varied forms and styles. 
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Her influence on Foreman ranged from the basic concept of 

aesthetic and philosophical ideas to the subject of his 

plays. His basic concept of dramatic themes and creation 

of dramatic structure was developed based on Stein's ideas. 

Even though there are quite a few similarities between 

Foreman and Stein due to the influence of Stein's dramatic 

theory. Foreman's core ideas of dramatic theory are not 

just simple copies of Stein's theories. Rather, Foreman 

faithfully and creatively elaborates on her theory and 

merges it into his own. Above all, based on his dramatic 

theory. Foreman has successfully experimented and practiced 

his works on the stage throughout his career. The 

relationship between Stein and Foreman is certainly direct 

and creative in that context. 

3.3 Bertolt Brecht and Foreman 

3.3.1 Introduction: Bertolt Brecht' Theatrical 
Concept and Foreman 

As discussed in the previous section, many dramatic 

concepts that have made Foreman's theater innovative stem 

from Stein's philosophical and dramatic theories. The 

presentation of consciousness as a major theme, the 

deconstruction of the dramatic structure, the use of 
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continuous present in staging plays are representative of 

Stein's influence. 

However, Brecht's influence on Foreman covers the 

performance area. Brecht's theatrical theory influenced 

Foreman to develop the basic concept that defines the 

relationship between the performance and audience. And 

Brecht supplied Foreman with major concerns, subjects and 

texture to inform his idea of theater (Bernstein, "A 

Conversation" 111). 

In Brecht's theatrical theory. Foreman placed primary 

concern on the concepts of epic theater and the alienation 

effect. The concept of the alienation effect allowed 

Foreman to develop his theatrical technique to define the 

true relationship between the performance and the audience. 

In his own words. Foreman says: 

Up to the early 1960's, I thought Brecht was the 
great answer to the theater because of the alienation 
effect. My interests are more phenomenological now. 
It seems Brechtian techniques were not applied 
radically enough. The techniques were applied to 
large elements of the structure of theater and I 
wanted to apply the same techniques to the tiniest 
elements of theater. (Marranca, "An Interview" 109) 

A German term, Verfremdung, which is translated into 

English as "alienation," "estrangement," or 

"defamiliarization," is the best known feature of Brechtian 
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dramatic theory and a core theatrical idea characterizing 

Brecht's epic theater. 

It was formulated and developed by Brecht in 

opposition to the relationship between performance and 

spectators set in traditional theater, supporting his own 

theatrical theory, epic theater. Against traditional 

theater that emphasizes close communication and emotional 

accordance between the performance and audience, Brecht 

developed this concept of alienation as a means to make the 

events on the stage appear strange and unfamiliar to the 

audience (Gray 67). 

Unlike traditional theater productions, Brecht 

expected spectators to remain independent of the 

performance (Volker 152). He wanted to maintain a certain 

distance between the performance and spectators. Brecht 

intended to separate his spectators from the action on the 

stage by disturbing them intellectually. He tried to 

suppress the rise of catharsis derived from the emotional 

participation of the spectators. He wanted to let the 

spectators judge the events on the stage and see them with 

a new point of view (O'Donnell 113). Therefore, the 

meaning of alienation effect can be briefly defined as an 

effort to separate the audience from the stage, forcing the 
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audience to intellectualize the events on the stage, not 

feel them. 

To attain the maximized effect of alienation, Brecht 

introduced various theatrical methods, including past-tense 

narration, spoken directions, unfamiliar stage design, 

frequent use of the third person and music and visual aids. 

The separation of an actor from the character, speaking 

directly to the audience during the performance, is one of 

his most innovative methods. 

Hence, the celebrated Verfremdungseffekt [was 
used] to prevent the audience from entering too deeply 
into the illusion of the drama. [...] Through such 
techniques, the audience was to be sufficiently 
detached from the action to pronounce moral judgment 
upon it. (Cohn 28-9) 

In order to realize the effect of alienation in his 

theater, Brecht required a radical change in acting style. 

He thought the actors needed to maintain a certain distance 

from the characters (Gray 67). In most of the cases, the 

actors' identification with their roles and direct 

involvement in the stage incidents were strongly rejected 

by Brecht in his theater productions. He refused to allow 

the actors to identify with their roles in a play. He 

stubbornly rejected actors' involvement in the incidents 

and roles of the characters. 
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Instead, the actors were set free from "the burden of 

a total transformation into the characters" (Rudinstky 63). 

The actors in Brecht's theater were asked only to show or 

demonstrate their roles (Gray 68) because one of the basic 

functions was not to imitate or assimilate themselves into 

the characters. This kind of treatment of the actors and 

acting style directly opposes Stanislavski's concept of 

acting. 

The core purposes of the alienation effect were to 

reject the emotional approaches to drama (Weisstein 270) 

and to foster an objective attitude toward the spectacle of 

the play (Clurman 36). With the theory of the alienation 

effect, Brecht wanted his spectators to sharpen their 

objectivity and awareness toward the human world. 

3.3.2 Foreman's Application of Brecht's 
Theory: Alienation Effect 

Theoretically, the concept of epic theater and the 

alienation effect looked to be successful. It is true that 

Brecht's theatrical theory influenced many postmodern 

theater artists to develop new performance styles. 

However, when Brecht applied his own theory in actual 

theatrical practice, he found that the intended theatrical 

effect fell short of his expectations (McTeague 26-27). He 
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found that he could not totally escape from Aristotelian 

theater modes. The actors still partially remained as 

characters without fully retaining a detachment from their 

roles. It might be difficult for spectators who have been 

accustomed to enjoy conventional theater performance to 

eliminate emotion from the stage action (Gassner 88-90). 

In spite of some questionable points about the 

theatrical effect of Brecht's theory, which were raised by 

many theater critics. Foreman thought the theory itself was 

revolutionary enough to set up a new direction of theater. 

Many of the concepts intended by the alienation effect were 

in accord with Foreman's theatrical ideas. Stifling 

emotional engagement, resisting the close relationship 

between the performance and audience, and trying to make 

audience think about the production rather than feel it are 

major interests that Foreman inherited from Brecht's 

theatrical ideas. 

Furthermore, Foreman wanted to use Brecht's theatrical 

experiments to solidify his theatrical ideas firmly. 

Foreman developed a very radical style of theatricality in 

his performance. As an example, throughout most of his 

earlier theater productions. Foreman appeared on the stage 

and involved himself within the events on the stage (Davy, 
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"Introduction" xiv). In many of his earlier productions, 

the audience would see Foreman's presence between them and 

the performance. As a theatrical method. Foreman adopted 

Brecht's alienation effect in order to secure clear 

distance between the performance and audience and used his 

presence on the stage as a major theatrical device to 

separate the audience from the performance. 

Thus the director may stop the tape, retarding 
the action, or he may bring the tape in sooner or put 
the slides on a moment earlier in one performance than 
in another. Some of the cues are "live": the real 
curtain in "Sophia" is opened and closed on the 
director's "countdown." (Kirby, The New Theater 165) 

Foreman's intention to control the stage even extends to 

the relationship between the performance and audience, 

which clearly proves the influence of the alienation 

effect. 

In his later productions, he preferred to employ 

different theatrical devices to show himself on the stage 

(Davy, "Introduction" xvi). The clear plastic walls 

between the performance and audience and frequent use of 

loud thud (a kind of clamorous sound or buzzer heard 

through the speakers) and bright light against the audience 

during the performance were utilized as alternative devices 

for bringing out effect of alienating his audience from the 
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stage action. Throughout his theatrical productions, the 

alienation effect from Brecht has been regarded as one of 

the important theatrical means characterizing Foreman's 

theater. 

However, unlike Brecht, Foreman applied this concept 

of alienation effect to present spiritual concerns, not 

social and political interests. In describing the 

relationship between his spiritual concerns and the 

alienation effect. Foreman acknowledges the influence of 

Brecht's theory of alienation effect. 

3.3.3 Conclusion 

The theatrical ideas that were developed by Brecht 

significantly influenced Foreman to construct his 

performing concept from the very beginning of his 

theatrical career. Most of all, the basic concepts of epic 

theater and alienation helped Foreman to define the 

eventual relationship between the audience and performance. 

Far more than Brecht, Foreman experimented with 

various theatrical methods to separate the audience from 

the performance. And to realize his desire to separate the 

audience from the performance, he utilized several 

innovative theatrical devices, such as his personal 
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participation in the performance, frequent use of thud (or 

buzzer), extremely bright lighting directed toward the 

audience, and even the construction of walls between the 

audience and stage. 

In reality, the theatrical ideas borrowed from 

Brecht's epic theater and alienation effect enhanced the 

effects of Foreman's innovations on his audience. Foreman 

did not want his audience to participate mentally and 

physically in the stage action; therefore, any kind of 

emotional and physical reaction to the performance was 

tightly rejected by Foreman's theatrical productions. 

Foreman's audience is simply unable to fall into the 

stage action. Being pushed out of the action, they are 

forced to "think" about the performance, as Foreman 

intends, without deep emotional engagement with and 

absorption of the action on the stage. Brecht's 

theatrical ideas have to be considered as one of the key 

factors in understanding Foreman's innovations in theater. 
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3.4 The Ontological-Hysteric Theater 

3.4.1 Introduction: The Establishment of the 
Ontological-Hysteric Theater 

Richard Foreman's theatrical ideas have been developed 

through the continuous productions of his own theater. The 

Ontological-Hysteric Theater. The theatrical aspects 

derived from his theater group have continued to the 

present, making Foreman one of the experimental theater 

innovators in modern American theater history (Cole 125). 

The Ontological-Hysteric Theater has shown not only the 

mutual influence of Stein and Brecht, but also Foreman's 

own creative theatrical philosophy. 

Foreman's presence dominates every aspect of the 

Ontological-Hysteric Theater, from writing the plays, 

directing and designing the stage to choreographing the 

show. Because of this. Foreman's theatrical dynamics can 

be detected and understood through the analysis of the 

Ontological-Hysteric Theater itself. 

In calling his private theater group the Ontological-

Hysteric Theater, Foreman intended to suggest special 

meaning behind the name. He wanted to differentiate his 

theater from other theaters, especially the commercially 

oriented Broadway theaters (Bernstein, "A Conversation" 
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Ill). He wanted the Ontological-Hysteric Theater to be a 

pure and intrinsic medium to present what had been ignored 

for a long time in theater history. Opposing the 

Aristotelian style of theater as well. Foreman tried to 

present philosophical, spiritual and psychological matters 

as major subjects on his stage. 

3.4.2 The Definition of "Ontology" and "Hysteric" 

Ontology is "the science of being or reality" It is 

"the branch of knowledge that investigates the nature, 

essential properties, and relations of being" (Bernstein, 

"A Conversation" 157). However, as Foreman adapted the 

concept of ontology to his theater to indicate his 

theatrical and performing style, the meaning of ontology 

narrowed to indicate only "the interior, subjective, and 

mental [...] the ontology of consciousness and thought" 

(Kirby, The New Theater 179). 

The typical ontological traits are revealed 

prominently in various theatrical devices, such as word 

phrases written on the stage, scattered sets across the 

stage and dim light. These theatrical devices indicate the 

meaning of ontology in Foreman's theater, expressing mental 

conditions and the shape of consciousness. 
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"Hysteric" is derived from the Greek word, "hysteria" 

that means "a neurotic condition stemming from somatic 

traits, and assuming strange mental configuration" 

(Dasgupta 243). As the definition of the term implies, 

"hysteric" deals with the mental condition of the human 

being. In Foreman's theater, the term indicates the bare 

condition of the mental world of mankind, especially 

Foreman's, without any distortion or refraction. It 

identifies the mental configuration of mankind, which has 

been a major theme in his Ontological-Hysteric Theater 

since it was founded. 

Foreman's focus on depicting mental condition as a 

major subject in his theater makes the adaptation of the 

term "hysteric" for his theater appropriate. It seems 

especially so where the abstractive quality of the theme 

with no special shapes is concerned. Foreman's definition 

and adaptation of hysteria as the natural and essential 

mental identity of mankind are appropriate in explaining 

his theatrical contents. 

In summary, "hysteric" indicates the inner side of his 

theater, the subject. "Hysteric" shows the influence of 

Stein who emphasized the consciousness of art. While 

"hysteric" implies the contents of Foreman's theater, 
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"ontology" is used to reveal the outward aspect of his 

theater. Some notion of ontology and its designed effect 

was influenced by Brecht's theatrical ideas. By applying 

the concepts of hysteric and ontology into his theater. 

Foreman defines the identity of his artistic challenge. 

3.4.3 The Characteristic Aspects of the 
Ontological-Hysteric Theater 

Ontological and hysteric characteristics intended by 

Foreman appear in a peculiar theatrical style and 

performing mode. Generally, the ontological traits make 

his theater look chaotic and confusing. And the hysteric 

traits make it serene and simple, even though the extreme 

subjectivity of his theater, due to dealing with his own 

mental condition, makes it hard to catch the meaning. When 

his plays are performed on the stage combining these two 

traits, the typical aspects of his theater reveal "busy, 

hectic, mysterious and electric [tendencies] in both 

appearance and feeling" (Kaufman 12-A). 

Ontological traits are easily found in his stage 

design. Strings have been used to reflect the typical 

symbol of his ontological ideas since the Ontological-

Hysteric Theater was founded. Usually, strings are 

installed to extend across the whole stage geometrically. 
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They are designed to divide the space of the stage into 

several sections and supply various, visual points of view 

to the audience. With these strings. Foreman intends to 

evoke the audience's personal opinions and feelings about 

the performance. 

Along with the use of strings on the stage, the 

actions of performers help to explain another aspect of 

ontological traits. Unlike conventional theater 

productions, the performers of Foreman's theater deal with 

a concept opposed to subject or character in the play. The 

performer's actions appear as "a frenetic, epileptic-like 

seizure, customary, grotesque behavior" (Kaufman 12-A). 

The appearance of the stage and the performer's action are 

among the most typical examples of Foreman's personal 

iconography, the ontological aspects of his theater. 

Hysteric traits are distinctive especially in the use 

of language and alternative sequences of each small scene-

unit. As an important hysterical aspect, the use of 

language is rarefied and elevated seemingly only to invoke 

Foreman's contempt. Foreman's contempt is presented with 

an extremely personalized language. Even though the 

language and words are not perfectly adequate to reveal 

Foreman's mental condition, still the reliance on the 
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dramatic language he developed remains as one of the most 

important hysteric traits of his theater. 

Along with the extremely subjective command of 

dramatic language revealing his mental status, the use of 

alternative arrangement of sequence reflects the condition 

of the mind-another hysterical aspect of his theater. The 

sequences, which are utilized by Foreman to deliver the 

mental perception, are not composed with a regular order. 

They look to be arranged without any special regularity or 

principle. Such irregular features between each unit also 

reflect the nature of hysteric quality. 

Foreman not only reveals his hysteric traits by 

adapting the alternative arrangement of sequences, but also 

expresses those sequences by using the continuous present 

method clearly influenced by Stein's dramatic techniques. 

Foreman expects that the main subject of his theater, his 

mental condition, be strongly intensified on the stage when 

he intentionally employs the use of unexpected unit order 

and continuous flow of mental perception simultaneously-

Such theatrical techniques like the unique sequence of each 

unit and the use of the continuous present to express each 

moment of mental status are typical reflections of the 

hysterical aspects of his theater. 
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3.4.4 The Characteristic Features of the 
Ontological-Hysteric Theater 

The Ontological-Hysteric Theater, formed with 

Foreman's philosophical, artistic, literal and theatrical 

ideas, contains its own theatrical characteristics. These 

characteristics explain the unique theatrical approach of 

Foreman's theatrical concept. The most striking 

characteristics of Foreman's theater emerged from the 

rejection of the traditional theatrical approaches. 

Denying the reliance on the illusion and emotional 

absorption of the traditional theater. Foreman developed 

the Ontological-Hysteric Theater into an experimental 

theater that holds the least amount of traditional 

theatrical elements possible. 

One of the aims of Foreman's theater is to let the 

audience know and feel the truth and the naked reality of 

mankind through the performance. The new theater should 

try to present truth with new theatrical approaches, 

preventing the audience from falling into illusion and 

emotional engagement as shown in the traditional theater. 

He thought the biggest hindrance to realize such an aim in 

theater was traditional theatrical approaches that rely 

heavily on illusion and emotional engagement in their 
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theatrical productions. Foreman considered these 

traditional productions as far from the truth and bare 

reality of mankind; he could not follow the traditional way 

of producing plays. Stating that traditional or realistic 

theater was not designed to reveal what the theater should 

present, the basic nature of human beings and their world. 

Foreman wanted his theater to take the role of presenting 

bare human truth (Foreman, Unbalancing 51). 

Along with the rejection of illusion and emotional 

engagement in theater, Foreman denied the theatrical 

structure of traditional theater. He said: 

The classic [traditional] theater has always 
structured itself around preparation and fulfillment, 
sexual foreplay and climax, but that is not the kind 
of theater I'm interested in. (Bernstein, "A 
Conversation" 12 0) 

From Foreman's point of view, the traditional structure of 

theater was designed to evoke audience's emotional 

absorption of the thematic ideas of the performance, 

blocking the audience's subjective understanding. In his 

theatrical structure, instead, each audience member is 

expected to see the show from his own point of view and 

experience. And in that structure, the opportunity that 

the audience can engage into the flow of the stage action 

is severely blocked. He prefers theatrical structure in 
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which the audience and the performance remain separate in 

each territory. 

Foreman's theatrical experiment was basically 

influenced by thematic subjects. In the traditional 

theater, the major subject could be delivered primarily by 

language and gesture. Naturally, the mutual relationship 

between language and gesture is emphasized and developed 

delicately, both in writing plays and performing them, in 

order to reveal the subject matter without confusion. 

Therefore, the majority of the theatrical subject was 

selected among the topics that the audience could find 

easily in their life. 

However, Foreman's favorite subjects, his mental 

conditions, cannot be delivered with only language and 

gesture because of its extreme subjectivity. Such 

theatrical subjects in his theater are so extremely 

personal and subjective that the audience cannot share the 

meaning of the performance with each other as they did in 

the traditional theater performance. He analyzed the 

nature of his own consciousness and thought and atomized 

them moment by moment. The contemplation of atomized, 

spatial configuration of consciousness and thought became 

an isolated phenomenon in his theater. But according to 
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Foreman, these topics are the real depictions of a 

different area, the mental world. 

Foreman was not the only theater artist who endeavored 

to present human consciousness as a major theatrical theme 

in theater productions. Many avant-garde theater groups 

experimented with new theatrical techniques dealing with 

consciousness during the 1960s and 1970s in America. But 

most of them focused on social and political issues and 

tried to persuade people to change their social and 

political consciousness. 

Instead of dealing with such socially and politically 

oriented themes. Foreman altered the theatrical themes 

according to individual, aesthetic and psychological areas 

of human nature. This is one of the biggest differences of 

his Ontological-Hysteric Theater compared to other avant-

garde theater productions. 

The radical separation of the audience from the 

performance shows another characteristic of the 

Ontological-Hysteric Theater. Even though communication of 

the mental level of human nature has been emphasized as a 

major theme in his theater. Foreman does not require his 

audience to participate in the action on the stage. On the 
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contrary, the Ontological-Hysteric Theater wanted a clear 

division between the audience and performance. 

In most of his productions. Foreman used various 

devices to stop the audience from participating in the 

stage action. Noises, lighting toward the audience, music, 

and recorded voices are typical devices for that purpose. 

In the production of Bad Boy Nietzsche, performed in 2000, 

he even installed glass walls between the performing stage 

and the audience seats to stop the participation in the 

action both mentally and physically. Such an elaborate 

attempt to separate the performance and audience is one of 

the clear features that distinguishes Foreman's theater. 

3.4.5 Conclusion: Theatrical Values of the 
Ontological-Hysteric Theater 

When Richard Foreman organized the Ontological-

Hysteric Theater, many other avant-garde theater groups 

were also being organized. The Performance Group of 

Richard Schechner, "the Living Theater' of Julian Beck, and 

'the Open Theater' of Joseph Chaikin are examples of 

experimental theater groups of that period. Many other 

theater groups followed in their footsteps, stirring the 

golden era of American experimental theater. 
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As discussed in the previous chapter, these avant-

garde theater groups tried to escape from the conventional 

theatrical production processes. They rejected the 

hierarchies of the theater group and emphasized the 

collective process in producing plays. They also tried to 

break the barriers between audience and performance, going 

so far as to solicit audience participation in the 

performance (Dolan 43). 

In Foreman's case, even though he shared some common 

aspects with other avant-garde theaters, he also showed 

various aspects different from other avant-garde theaters. 

Unlike other avant-garde theater artists, he established a 

unique theatrical hierarchy with his Ontological-Hysteric 

Theater. The Ontological-Hysteric Theater is an extremely 

personal theater group that is managed by one-man 

hierarchy. In his theater, any idea of the conventional 

hierarchy or the fully cooperative, equal hierarchy as in 

most avant-garde theater groups was rejected. 

Foreman used the Ontological-Hysteric Theater as a 

sole medium to express his theatrical vision, following his 

own creative path without intervention from others. .And 

this kind of dictatorial theatrical hierarchy allowed him 

to deny the collective creating process. Foreman 
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controlled everything related to creating his theater, from 

writing plays to producing them on the stage. "Every 

aspect of Foreman's theatrical production in the 

Ontological-Hysteric Theater has been by himself" (Davy, 

"Introduction" ix). 

Foreman utilized the Ontological-Hysteric Theater to 

practice his own theories. The first revolutionary attempt 

happened when he selected the topics of the theater as 

mentioned earlier in this chapter. Escaping from the 

popular themes of the avant-garde theater productions such 

as social and political issues, he shifted his concern to 

the spiritual issues of the human being. Instead of 

presenting some emotionally "deadening" subject, he tried 

to present spiritually "livening" issues (Cole 126). 

Getting the audience to know or feel what was 

presented on the stage was another challenge for Foreman. 

Inevitably, Foreman had to develop a new theatrical method 

to deliver such a subjective issue to the audience with 

that fit the present, new subject. 

For this creative theatrical device, highly stylized 

forms of music, words, sets and other theatrical elements 

were introduced. All of these stylized forms were 

elaborately organized with each other to support his 
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theatrical purpose. They were the incorporated systems 

designed to present the profound self-reflection of 

Foreman's mind. 

Visual innovations were one aspect in his highly 

stylized theatrical explaining his theater's experiment. 

Every visual element on the stage was designed to express 

Foreman's mental condition and experience. The settings 

and visual effects were not just simple background and 

theatrical environment for the performance and action. 

Foreman designated the settings, including the placement of 

objects, figures and actors, with the intention of 

orchestrating the visual elements with every word in the 

text. 

Along with such visual approaches, the structure of 

performance in his theater also shows a highly stylized 

innovation in theater history. An extremely fractured, 

episodic style is the most distinctive characteristic in 

his theater structure. Rejecting conventional story line, 

instead, he developed small pieces of each moment that look 

like a small unit, rather than a scene. And then he 

displayed those units that are unrelated to the previous 

scene or the next. With those small units, he developed 

his theatrical ideas and themes. 
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Another important issue in Foreman's Ontological 

Hysteric Theater was the theatrical system operating 

between actors, text, visual elements and music. In short, 

every theatrical element in his theater was supposed to 

respond to each other with equal qualification. Each 

theatrical element was just a part of his whole theater 

system. Without any concept of hierarchy among the 

theatrical elements. Foreman intended to create a new 

aspect of theater performance in which the role of the 

actor was reduced and the visual elements of the 

performance were emphasized. Foreman's theatrical system 

was established on the basis of this balanced and creative 

harmony among theatrical elements. 

In dealing with audience, knowing that his theatrical 

themes could not be communicated through the conventional 

theatrical relationship between the performance and the 

audience. Foreman developed a fluid methodology that 

allowed him room to explore the essential aspect of the 

performance (Robinson, The Other 155) in different ways. 

He emphasized creating the performing style where all 

audience members could find the meaning of the performance 

according to their own personal points of view. Foreman's 

job was to supply the various shapes of consciousness on 
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the stage in the hope that the audience would recognize 

their own among them. 

For Foreman, those audiences who could not follow the 

line of his performance did not present a problem. Foreman 

did not expect his audience to follow the subjectivity 

completely as he intended. Rather, he intended his 

audience to be open, to find their own meaning. To this 

purpose. Foreman intentionally alienated his audience from 

the performance completely, being influenced heavily by 

Brecht's alienation effect. 

In summary, from the text to the performance. 

Foreman's Ontological-Hysteric Theater demonstrated a new 

theatrical methodology. In his theater he controlled 

everything. Using the consciousness of his mind as a 

central theme of his theater, he developed a new concept of 

theater production and performance style. He deconstructed 

the pre-existing meaning of theatrical elements and 

rearranged them according to his own creative ideas. From 

the rejection of conventional theater to the extreme 

attitude of avant-garde theater, he established a new 

theater centralizing himself as the most essential element. 

Foreman sought "to sweep the basic theater vocabulary 

clean" (Falk 3 96). He is a creative avant-garde theater 
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artist who challenged and redefined the limitations of his 

medium: the theater. 
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CHAPTER IV 

DRAMATIC TEXT IN FOREMAN'S WORKS 

4.1 Introduction 

4.1.1 The Dramatic Text in Avant-Garde Theater 

The play's script, or text as referred to here, has 

commonly been understood to be the literature that 

individually or collectively supplies the power for 

theatrical performance. And still many theater artists 

regard it as an important part in contemporary theater. 

The general understanding of the text, however, has been 

challenged by avant-garde theater artists from the 1960s 

on. 

In traditional theater, the text is the 
controlling element. In the new theater, the text has 
been leveled to a position of coexistence with other 
theater elements; together, these elements constitute 
a theater score. (Falk, "Physics" 397) 

Acknowledging the importance of the performance style 

rather than the text itself, avant-garde theater artists 

shifted the relative importance from the literal priority 

to the performing aspect. Since then the role of the text 

has diminished to a relatively minor theatrical element. 

After changing their focus from text to performance, 

postmodern theater artists began to seek a new mode of text 
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that might fit with their new performance style. They 

broke down the old concept that the text should be the 

objective record for the audience. Instead, they began 

deconstructing the conventional text and began to create a 

new type of text for writing down their personal 

experiences. In this process, keeping the priority of the 

performing aspect in mind, they insisted that the 

theatrical dynamics between the text and the performance in 

the theater should be more complex and organic than that of 

conventional text that relies on a linear structure. 

As a result, various types of text were introduced to 

the theater by postmodern playwrights, including Richard 

Foreman. For example, Robert Wilson's theatrical 

performance explains how the text is treated in the avant-

garde theater. In his theatrical productions, Wilson does 

not depend on typical, traditional, dramatic elements and 

structure including dialogue, characters and linear story 

lines. Instead, he uses visual images and audible effects 

as the major theatrical tools of his experimental 

productions. 
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4.1.2 Foreman's Dramatic Text 

Unlike most avant-garde theater artists. Foreman, 

identifying himself strongly as a playwright, contends that 

the vital point of his theater should be his text. Foreman 

says: 

Many people don't think the text is important in 
my pieces, but I am basically a playwright. There are 
many things that distract people from the text, but 
the text is at the center [of Foreman's theater]. 
(Davy, "Introduction" ix) 

Insisting on the value of the text in his theater. Foreman 

develops his unique style of text that includes various 

traits found in both traditional and postmodern plays. 

Superficially, in dealing with the characters, 

dialogue and language, his text seems to follow the steps 

shown in traditional text. In his text, for instance, 

characters with names talk in complete sentences as if 

trying to communicate with each other to deliver some 

designated message to the audience. And the combination of 

dialogue and movements in his texts seem to coalesce into 

narrative structure (Robinson, The Other 150). 

On the other hand, the inside structure of Foreman's 

text reveals widely varied experimental marks that can be 

identified with the works of other postmodern playwrights. 
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First of all, in terms of structure, his text does not 

follow the conventional plot as shown in traditional text. 

His text is so static and episodic that no clear dramatic 

tensions are built up. The text is not developed to build 

toward a single, authoritative meaning (Dolan 47). 

The eventual intention of his text, while developing 

his own dramatic style, tends to create images from his 

text, not to deliver a story. And in reality, while 

reading his text or seeing the performance, it is clear 

that multiple layers of images and meanings are hidden in 

Foreman's text. 

Essentially, your work seems to lend itself to 
polyphonic elaboration, so that what we're reading on 
the page is just one of many levels that are going on 
simultaneously- To read one of your plays is 
something like looking at an architectural diagram. 
Four or five dimensions are written on a one-
dimensional grid. (Bernstein, "A Conversation" 113) 

For Foreman, the text should not dominate the theatrical 

production. Instead, it should function as an unlimited 

source to supply the performance with variety and depth in 

meaning. 

As Foreman works to create his own idea of text, in 

order to better understand his text, focus needs to be 

placed on its experimental aspects. Therefore, some major 

features will be discussed based on the background of 
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avant-garde theater artists' general tendencies in creating 

their works. 

4.2 Subject 

4.2.1 Introduction: Selecting Consciousness 
as Subject 

A primary subject in Richard Foreman's dramatic works 

has been the representation of the shape of consciousness. 

Discussing Foreman's selection of consciousness as his 

dramatic subject. Marc Robinson refers to it as ""maps of 

the perambulations taken by his own mind and the records of 

how it is absorbed into the plays" (The Other 152). 

Besides Stein's influence, as discussed in the 

previous chapter, two major factors caused Foreman to take 

consciousness and to solidify it in his dramatic works: the 

philosophical concept of European symbolists and the 

artistic movement of 1960s America. 

Most of all. Foreman was interested in the artistic 

tendency of European symbolists who treasured "the 

spiritual dimensions and invisible areas of the human mind 

that are hidden behind appearance" (Robinson, 

"Introduction" iv). While reading the books of European 

symbolists. Foreman began to understand the existence of 

the vague and irregular shape of consciousness. This 
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recognition caused him to develop a new text to represent 

properly the nature of consciousness. The influence of 

European symbolists intermingled in Foreman's text, 

developing a surrealistic style in appearance (Kirby, The 

New Theater 173). 

From the historical point of view, the general 

artistic atmosphere of 1960s American culture raised his 

concern for consciousness as subject in his dramatic works 

(Kaufman 20). To the eyes of many artists of the 1960s, 

the truth of the world might be covered by superficial, 

absurd and ridiculous reality. Trying to escape from 

expressing only the superficiality of such a ridiculous 

world in art and literature, many artists shifted their 

concern to presenting the unseen part of the world. 

Foreman, forging a new artistic movement of that period, 

changed his focus to the hidden, but essential, nature of 

the world in dealing with the subject in his text. 

With these backgrounds he was really immersed in 

expressing "his idiosyncratic aesthetics" (Kaufman 20) in 

text, focusing on the consciousness level of the human 

mind. Since then. Foreman has contemplated various aspects 

of consciousness for several decades, dealing with them as 

primary subjects at the center of his text. 
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4.2.2 Aspects of Consciousness 

4.2.2.1 The Treatment of Emotion and Morality 
in Dealing with Consciousness 

While introducing and developing consciousness as a 

main subject. Foreman tries to remove any concept of 

emotion and morality from his text. Many dramatic devices 

are investigated to control or eliminate the advancement of 

emotion and morality. 

In dealing with emotion. Foreman believes that learned 

emotion in theater prevents people from seeing true 

reality. He insists that attraction and repulsion by the 

performance has been taught and educated by a designated 

way of thinking (Marranca, "An Interview" 109). Avoiding 

such a conventionalized path to the theater, he shows an 

interest in aesthetic emotion containing a pure and natural 

way of thinking about our life and world. Consciousness as 

a part of this aesthetic emotion, therefore, can be one of 

the most effective substitutes to prevent us from 

habitually developing the emotional relationship in 

theater. 

In the matter of morality, as in the case of emotion, 

Foreman counts morality as an object that hinders people 

from approaching the basic and natural existential mode of 
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human beings. He tries to eliminate moral aspects caused 

by ethical and religious opinions. Without morality. 

Foreman wants to create an intuitive and spontaneous state 

of human mind in which true human energy is immanent. 

When the moral shell is fragmented and removed, 
an aggressive, erotic, even fetishistic force is 
released-an energy that we could well call the soul of 
melodrama. (Leverett 117) 

Without inserting the concept of emotion and morality. 

Foreman strives to represent the intellectual and 

perceptual clarity of the human mind. Therefore, what he 

expects from the audience is not an emotional and moral 

response, but the human mental experience. Consciousness, 

as subject, corresponds to such an expectation from his 

theater. 

4.2.2.2 Major Topics of Consciousness 

Consciousness in his text mainly indicates Foreman's 

personal mind and his highly idiosyncratic interpretation 

of his deep thoughts on the world (Wooster 70). Generally, 

the mental aspects of consciousness, such as 

intellectuality, sexuality, desire, mythic image and 

fantasy are dealt with as major topics in his earlier works 

written before 1975. Neurotic, mental and psychologically 

frustrated situations are popular in his later works. 
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Each play, however, does not concentrate on exposing 

only one of the aspects of consciousness. Many different 

aspects of consciousness with various shapes are 

represented in each play. And there is no clear 

relationship between them to connect each conscious aspect. 

Each aspect seems to be independent of the other. 

The continuous change of the appearance of 

consciousness makes it possible for each of it to be 

independent. That change of aspects is a delicately 

designed, dramatic strategy by Foreman for the following 

two purposes: first, he intends to reveal the very nature 

of consciousness—its fleeting qualities. Second, by 

shifting the aspect of consciousness momentarily, he 

intends to prevent the audience from falling into an 

emotional absorption of the action. 

The most common topic in his dramatic text, while 

dealing with consciousness as its subject, is psychological 

conflicts, such as mental frustration, defamiliarization 

and impulses against physical objects. Foreman believes 

that these lively and vibrating objects help to disclose 

human nature and relate to "the deeper ground of being" 

(Foreman, Unbalancing 6). Hotel China (1971) explains his 

preoccupation with these objects. In this play. Foreman 
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tries to show different kinds of human desire and feelings 

in relation to the stage objects, making them the central 

dramatic element of the play. 

4.2.2.3 Ambiguity as an Intended Effect 

The continuous display of various aspects of 

consciousness in a short period of time frustrates the 

audience in trying to grasp the intended meaning of the 

play. The frustration is intensified because each scene 

does not supply enough information for the audience to get 

a firm idea of what is happening on the stage. Such 

frustration, along with defamiliarization, is an 

intentional dramatic strategy by Foreman to evoke the 

ambivalent feelings from the performance. 

With the systematical deconstruction and isolation of 

his consciousness. Foreman builds the ambiguity of the 

performance and forces the audience to attain a new level 

of consciousness that they have never experienced before 

(Bigsby, Modern 249). Foreman believes such ambiguity in 

his performance, built up by defamiliarization and 

frustration, can help the audience to witness the recovery 

of the reality (Bigsby, A Critical 191). His audience 

cannot expect to experience a concrete idea or clear story 
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line, but they will have an opportunity to think about the 

images displayed each moment. The last scene of Foreman's 

Sophia=(Wisdom): Part 3 (1972) shows a typical example of 

his intention. 

Voice: The play is over. Go home. Go home. The 
play is over. Ladies and gentlemen, the play is over. 
Go home. Think about it if you like, but go home. 
Better still, go home. Go home. Go home. (133) 

Ambiguity in describing consciousness also works to 

determine the dramatic structure of his plays. 

Because the text for a play is extracted from the 
notebooks, it is a series of change-of-subjects which 
Foreman believes has become the subject of the work 
itself. The continual change-of-subject, 
interruption, and re-beginning, reflects the true 
shape and texture of conscious experience which is the 
structure of the work. (Shank, American Alternative 
160) 

Basically, Foreman's dramatic structure is composed of a 

series of small but independent units that reflect his 

mental reaction. The relationship between the small units 

and dramatic structure and how ambiguity determines the 

dramatic structure will be discussed in detail in section 3 

of this chapter. 

4.2.3 Conclusion 

As a continuously contemplated topic, his 

preoccupation with the personalized mental experience and 

88 



the perception process has occupied the central position 

throughout his whole dramatic works. By designating 

consciousness as a subject. Foreman intends to bring 

significant changes to both in contents and in structure, 

in his dramatic art. 

As his lifelong motive, the decision to select 

consciousness as a way of revealing and perceiving the 

hidden nature of the world was monumental for Foreman's 

dramatic career. It decisively contributes to develop 

Foreman's whole innovative theater that is designed to 

represent his mental status and mind. In dealing with 

consciousness, by putting his interest not on the objects 

themselves, but on the mental process, Foreman has created 

a new level of theater. 

Consciousness, in his works, should be considered as 

one of the most innovative and important ideas that 

stimulates his dramatic creativity. As one of the most 

significant subjects in his theater, it supports his 

artistic purpose to reflect the human nature and mind. 
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4.3 Dramatic Structure 

4.3.1 Fragments as Basic Units for His Dramatic 
Structure 

In constructing his dramatic structure. Foreman was 

concerned first with the rejection of conventional dramatic 

structure. He began to construct his own dramatic 

structure by eliminating the concept of story and plot from 

traditional dramatic structure. He, basically, has "total 

mistrust of stories which is synonymous with this disdain 

for our feeble and outmoded reliance on plot" (Kaufman 12). 

Replacing the conventional linear structure. Foreman 

seeks a "fractured" and "atomic" dramatic structure in 

which every stage action is broken down into "the smallest 

building block units, and the basic cells" (Kalb 24). 

These small units, frequently called fragments, unlike the 

scenes of conventional plays that are supposed to convey 

episodes with some designated messages, are developed only 

to contain or create pieces of images. Foreman designs 

these fragments to indicate his personal and mental 

situations that change sporadically. Each fragment not 

only contains Foreman's dramatic subject, but also works as 

the most basic element in his whole dramatic structure. 
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His dramatic structure is not constructed under a 

systematic order in developing the fragments. On the 

contrary, Foreman randomly picks up some special parts from 

his notes and arranges them without consideration of cause 

and effect rules. These small parts become the fragments. 

The fragments, in this context, do not define the whole 

dramatic structure, or determine the direction of the whole 

play. They only suggest a path for the audience to feel 

the images of each part momentarily as a simple part of the 

whole structure. 

Each fragment is not a subordinate part of the 

dramatic accidents or events. As an independent part, it 

is designed to build an ambiguous image. Combining with 

other dramatic elements such as acting, props, music and 

lighting, each fragment is expected to create one different 

image at each moment. But this does not mean that the 

images built in each moment are supposed to create an over

all unified image that the audience can share at the end of 

the play. Many different responses are supposed to be 

implied in each image according to the audience's 

experience. 

As a fundamental element in Foreman's dramatic 

structure, fragmentation is a dramatic tool to represent 
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Foreman's momentary mental status. Varieties of 

consciousness are reflected within the fragments. And each 

fragment, as a unit, provides a true reflection of 

Foreman's dramatic issues and the realization of them as a 

dramatic form. 

4.3.2 "Sequence" in His Dramatic Structure 

Along with the fragment, "sequence" is another term 

mentioned usefully as an explanation of his dramatic 

structure. The sequence, which is numbered and composed of 

several fragments, can be compared to the scene of 

traditional plays. 

The concept of sequence, especially in his earlier 

texts (written before 1975), is so experimental and 

independent that each sequence seems to have no connection 

to the other sequences. Even though the independent 

tendency of sequence decreases in his later works, the 

sequence in his text, as a means to represent a series of 

his mental conditions, is still considered as one of 

Foreman's major theatrical innovations. 

Generally, such a sequence in his text contains 

several characteristics. Unlike the scenes in conventional 

drama, they are not totally subordinated to the whole 
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dramatic structure. They are not just a series of simple 

building blocks to construct the whole play. And there is 

no strong intention to build dramatic tension and emotional 

climax through the sequence chosen. Compared to the scenes 

of traditional plays, the dramatic intervals between the 

sequences are generally shorter and end more abruptly. 

Cause-and-effeet is not tightly applied between sequences. 

The scene seems to imply activity for open images of the 

scene without the theatrical action in conventional play 

(Falk, "Physics" 399). 

By constructing the concept of sequence as a bigger 

unit in his dramatic structure. Foreman intends to achieve 

two major dramatic effects. First, he wants to represent 

the shape of his consciousness and the mode of thought as 

he does within fragments. But this time, he wants to 

emphasize each segment of an activity from a larger 

standpoint for a longer period than a momentary fragment. 

The other aim in creating sequences is to evoke an 

intentional interruption and a reduced sense of progression 

and action development in his plays. In Foreman's dramatic 

structure, "emotional tension can not be sustained, nor can 

it progress toward a climax" (Florence, "Physics" 400). 

Sequence, in this sense, works as an effective dramatic 
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device to interrupt the emotional intensity and continuity 

in contrast to the traditional plays' uninterrupted flow of 

story. With the help of other theatrical devices such as 

props, wires, poles, music, thuds, and bright lighting 

effects, Foreman tries to interrupt emotional flows between 

the sequences. 

Even though the formal arrangements of the sequences 

in his plays seem absurd at first, it is only because we 

are not familiar with the conceptual format of sequences. 

Combining the small sequences with one big structure and 

constructing them into a whole structure. Foreman is 

successful, both in presenting his conceptual condition as 

a subject and in developing his own new dramatic structure 

to represent it. Sequence, in this context, implies a 

significant meaning as a key dramatic element in the 

contents of his plays. 

4.3.3 The Importance of Moment in Foreman's 
Dramatic Structure 

As a dramatic device representing Foreman's personal 

consciousness that is continuously changing, the concept of 

"moment" should always be emphasized in dealing with his 

dramatic structure. The concept of moment in Foreman's 

works implies similar meaning with that of present tense in 
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stein's plays. In reality, in constructing his dramatic 

structure, both in fragments as small units and sequences 

as larger units. Foreman emphasizes the importance of the 

treatment of moment in order to reflect the mental 

situations of humankind at every moment in an effective 

manner. 

Considering the plotless dramatic structure that 

relies usually on the random arrangement of tableaux as a 

scene. Foreman needs to introduce momentary frames inside 

the fragments and sequences to express his continuity of 

consciousness. Frequently, his consciousness transforms 

into various images within the momentary frames. Like "the 

jump-cuts of film" (Cohn 159) that show various moments 

simultaneously, fragments of his different mental aspects 

are shown at every moment without correlating to each 

other. 

In this situation, from the establishment of the basic 

idea of his play to the state of the spectator's 

perception. Foreman treats the moment as an important 

element explaining the nature of the spectator's mental 

perception in his dramatic structure. As Foreman says, 

"Yeah, all I am is those moments, so my plays will be only 

those moments!" (Bernstein, "A Conversation" 120). 
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However, the basic concept of moment in his dramatic 

structure is not to be understood as reality-based. In 

other words, the moment as a concept of time that Foreman 

creates in his dramatic works is not in accord with the 

meaning of linear duration in real time. It is the 

description of another dimension where every possible 

consciousness can be described without the limits of 

physical time and space. Foreman mentions his 

understanding of time and moment as follows: 

People speak at different speeds, not in normal 
speech rhythms; you begin to be disoriented, the 
normal markers of time are removed. There's no 
beginning or end, it's always wired; you're entering 
into something like a sculpture, an environment, 
although the sense of duration and space is not like 
anything else except that particular thing. It's 
almost like a fourth-dimensional funhouse ride in that 
you enter into it and you're not so much constantly 
proceeding in a linear way but time is being shaped 
and reshaped and, extended, pulled. (Bernstein, "A 
Conversation" 12 0) 

Introducing the concept of moment into his dramatic 

structure. Foreman attempts a comparison of the various 

aspects of consciousness to snap shots. In catching the 

image of consciousness that continuously changes its shape, 

the concept of moment contributes heavily to represent the 

very nature of consciousness effectively. In that sense, 
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along with fragments and sequences, the concept of moment 

functions to shape Foreman's dramatic structure. 

4.4 Characters 

4.4.1 Creating Characters 

Characters are valued less in Foreman's text than in 

the conventional plays. Foreman's characters do not play a 

significant role in delivering the message to the audience. 

Foreman actually "prevents the audience from focusing on 

the deeper issues" through the characters (Kaufman 12). 

Taking over quite a reduced role in his text, compared 

with the characters of traditional plays. Foreman's 

characters seem to exist on the stage as if they are props 

that are located on the edge of revelation. They only help 

to reveal vulnerable situations in the text, without 

telling their stories (Robinson, "Introduction" vi). 

These unique features of Foreman's characters, 

however, do not imply that Foreman is negligent in creating 

active characters who can deliver his idea to the audience 

and readers of his texts. Downgrading the role of 

characters from the center of the dramatic action to a 

simple element of visual tableaux for establishing images 

from his text. Foreman tries to change the notion of 
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characters. Based on the changed notion. Foreman creates 

the existing mode of the characters intentionally to 

deprive the audience of the expected possible illusion of 

the dramatic text and real performance. Creating a new 

style of characterization is a highly developed dramatic 

strategy for representing Foreman's dramatic issues and 

realizing his dramatic ideas. 

4.4.2 Identification of His Characters 

The dramatic method of creating unidentified 

characters has been one of the distinctive traits in 

Foreman's text. Even though it is mitigated in his recent 

works by using characters' titles instead of names, the 

creation of unidentified characters as one of Foreman's 

basic inventions in text, still remains the same as before. 

For example, it is still hard to find the characteristic 

differences between Rhoda in Rhoda in Potatoland (1974), 

and a female student in My Head Was A Sledgehammer (1994). 

However, both of them, Rhoda and a female student, are 

created to reflect Foreman's conscience, focusing on the 

revelation of the sensual and intellectual mind and the 

temptations of the materialized world. 
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Foreman's characters, in this situation, reveal 

several interesting features. They are unsure of their 

identity as characters in the plays. They do not know 

where they are, what they are doing and where the play 

begins and ends. Frequently they lose feelings, emotions, 

ambitions, goals or needs. They do not even have a sense 

of time, losing their identity totally. And "sometimes 

they speak of themselves in the third person" (Kirby, The 

New Theater 178). They just seem to be put into a 

ridiculous, absurd and incoherent situation. 

Sometimes the characters make efforts to find their 

identities. They try to define, explain and account for 

themselves and endeavor to find and seek the right word to 

reveal their identities (McKinley 104). The characters 

even try to communicate with the objects on the stage. 

However, when they become familiar with the other 

characters and objects on the stage, or when they come to 

understand who they are and what is at stake. Foreman stops 

all of their actions. When this happens, they take a short 

pause and then resume another effort to find their identity 

and to make communications with others. Throughout the 

whole play, such efforts are repeated continually. 
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In some cases, it seems that his characters welcome 

the distractions introduced by Foreman and immediately 

resume their efforts without emotional hurt, as if they 

discard their original intentions and beliefs (Robinson, 

"Introduction" i). They rebuild new relationships, values, 

and meanings among the characters for an extremely short 

period. The chronically repeated and disruptive behavioral 

patterns of his characters not only make it extremely 

difficult to differentiate themselves, but also for the 

audience or readers to recognize Foreman's characters as 

characters (Davy, "Kate Manheim" 3 9). 

The dramatic environments set by Foreman cause 

difficulty in identifying the characters in his dramatic 

works. The stage, filled with unidentified, exaggerated 

and contorted shapes of objects, gives few decisive clues 

as to the background of the characters. His stage does not 

represent definite and recognizable situations where the 

characters and the environment can be conceptualized. 

Nothing on the stage coalesces into the characters' world, 

whether it is mental or physical (Robinson, "Introduction" 

i) . 

In this situation, characters who are surrounded by 

unfavorable environments with enlarged and exaggerated 

100 



objects and materials show various, ridiculous behaviors. 

They treat the objects on the stage as if they are alive 

like normal characters in conventional plays. They even 

"bump into the pillars and hit themselves with a hammer" 

(Robinson, Introduction vi) as shown in My Head Was A 

Sledgehammer (1994) . 

But the reaction from the objects is beyond what the 

characters expect. The objects on the stage move by 

themselves, as if they do not consider the characters' 

actions. Sometimes, the movements of the objects lead the 

action of the characters. In this relationship between the 

characters and objects, frequently the characters find that 

they "are struck dumb with the wonder of their own 

ontology" (McKinley 104). Therefore, one can assume that a 

character's identification cannot be found easily in 

Foreman's dramatic environment. Rather, the characters' 

identifications are intended by Foreman to remain vague and 

unclear. 

4.4.3 The Function of Foreman's Characters 

Even though Foreman's characters do not have the same 

importance that they would in conventional theater, they 

have their own, limited, functions. Basically, the 
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characters of Foreman's plays comprise only one of the 

dramatic devices that Foreman developed for representing 

his own thought and mental experience. They help to 

personify various aspects of Foreman's philosophical 

ideologies, from his personal desire to the mental, 

intellectual and psychological status of his mind. 

From the metaphorical point of view, the characters 

who represent Foreman's existential attitudes (Ward 61) can 

be divided into three different groups, roughly, according 

to their characteristic qualities. Max, one of the most 

frequently appearing characters in his plays, including 

Sophia=(Wisdom) , Part 3: The Cliffs (1971) , and Vertical 

Mobility (1973), and Nietzche in Bad Boy Nietzche (2000) 

are typical characters who represents Foreman's 

intellectual level of consciousness and everyday self. 

Those characters sometimes appear on stage in naked, even 

though it is not frequent case. Their vocations vary from 

scholar to rabbi to professor. These kinds of characters 

try to find the meaning of life and the truth of the world 

through human knowledge and belief in intellectual power. 

However, they fail to attain their goals and find 

themselves in extremely vulnerable situations at the end of 

the play. 
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The characters, like Ben, in most of his earlier 

roles, Paul, in Radio Is Good: Film Is Evil (1987) and a 

male student in My Head Was A Sledgehammer (1994), 

represent a second group of characters who show physical 

and materialized aspects of the human mind. These 

characters approach their lives and situations without deep 

speculation. They react directly and quickly to the 

movements or the changes of the objects on the stage. They 

emphasize the superficial phenomenon of the world and react 

promptly to it. And they reflect a straightforward and 

simplified tendency of the human mind. 

Rhoda symbolizes the last group of characters. Rhoda 

and female characters like Estelle in Radio Is Good: Film 

Is Evil, a girl student in My Head Was A Sledgehammer, and 

Kate in The Cure (1986) and Symphony of Rats (1988), can be 

included in this group of characters. All these characters 

represent Foreman's eternally feminist side, that of 

sexuality and intuition. The frequent appearance of a 

female character's nudity is intended to represent 

sexuality and to symbolize a vivid challenge toward the 

materialized world. 

With these three groups of characters in his dramatic 

works. Foreman indicates the meaning and shape of something 
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that is hidden behind the superficiality of the world. 

With these characters who have a "highly concentrated 

energy" (Leverett 115) and who are living in an extremely 

private and incommunicable world. Foreman delineates his 

personal mental state. And, at the same time, he exposes 

the hidden aspects of a human's existential mode beyond the 

ordinary phenomena of the materialized world with them. 

Therefore, his characters are simply one of his 

dramatic devices for representing the structure of his 

consciousness in meaning. They also provide quite creative 

dramatic tools for revealing the shape of his consciousness 

to the audience. 

4.5 Language in Foreman's Dramatic Text 

4.5.1 Foreman's Language as Poetic 

As a writer who has an ability to manipulate the 

language with a keen sense. Foreman developed his text as 

if written poetically. According to him his dramatic 

language is not just a means to produce a script; in fact 

this is why his plays are constantly referred to here as 

texts and not scripts. His poetic language has eventually 

worked as one of the main tools supporting his dramatic 
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text and theater. Marc Robinson, in The Other American 

Drama, mentions Foreman's poetic approaches as follows: 

Theories of poetry give Foreman the luxury of 
starting from scratch as a writer; he can return to 
essentials—language, gesture, silences, conditions, 
the very aura or glow of a play-and ponder them as 
obsessively as he wishes. By aligning himself with 
poets rather than dramatists he is able to make a 
theater of his own, shaped to his own needs, desires, 
and peculiarities, a theater that moves at his own 
pace. (156) 

Foreman emphasizes alternative forms and functions of 

his poetic language in order to produce provocative 

theater. With his poetic images, he attempts to 

deconstruct the pre-existing mode of dramatic language. As 

Julian Beck of the Living Theater insisted, breaking down 

the language brings in the breakdown of values, of modes of 

insight, of rationale and fresh forms of communication. 

Foreman poeticizes his text in order to build a new 

dimension of dramatic language. 

Like many avant-garde theater artists. Foreman thought 

that new forms of language with poetic implications would 

affect new forms of dramatic text and performing style. 

Eventually, such an alternative language not only changed 

the format of his dramatic text, but also influenced the 

appearance of his theatrical performance. 
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4.5.2 Characteristics of Foreman's Language 

The numerous small fragments of his dramatic language 

are disconnected from each other in order to prevent them 

from making a meaningful whole. 

Foreman does not use his lines of dialogue as 
linking devices of stories, cogs in a plot machine 
that are meaningful only when they keep the story 
going. (Robinson, The Other 153) 

Foreman's language in his text appears in a marginal form, 

as Bonnie Marranca says, "being broken apart and 

disordered" (The Theater xiv). When each fragment is 

spoken, intoned, and performed by the actors on the stage, 

his language becomes living words that imply intended 

meanings of his theater (Bernstein, "A Conversation" 113). 

Such fragments in his language do not often appear in 

complete sentences. They appear to be a continuous 

arrangement of absurd and meaningless words. The audience 

or the readers of his dramatic text, even though they may 

be very familiar with Foreman's works, may have 

difficulties in finding the implied meanings in his 

incomplete language. And usually as his dramatic words are 

supposed to be spoken with a very slow tempo in a measured 

and uninflected manner, it is quite hard to catch the 

literal meanings in the real performance, too. 
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One of the characteristics of his use of language 

found in the text is physicality (Pasquier 543) . The 

following scenes from Pain(t) (1974) show the typical 

example of physicality of his language. 

Legend: ANY SENTENCE CAN MEAN ANYTHING. EACH 
WORD (CERTAIN WORDS IN THE SENTENCE) STARTS GOING IN A 
DIFFERENT DIRECTION. 2) CAN THE BODY (AS A WHOLE) 
TALK. MEAN. (197-8) 

Rhoda: Also, the word was a little different. 
Eleanor: (Enters.) Just as I stepped in. 
Rhoda: What. 
Eleanor: -Did I have a certain word. 
Rhoda: (Pause.) Oh, Eleanor, this reminds me of 
the past. 
Eleanor: What. 

Rhoda: (Pause.) We used words like fists. (202) 

Putting physicality into his words. Foreman shows the 

self-enclosed relationship between the words and the 

objects. The physicality of his language does not allow 

the space for his actors to thrust themselves between the 

words and the objects on the stage (Pasquier 543). It does 

not evoke the emotional tension or collision among the 

characters. Dramatic language with such physicality can be 

understood in "the description of the physical and mental 

stage" (Sitney 254) of his characters. 

In short. Foreman's language is a tightly controlled, 

reduced, and abstract statement of his dramatic thought. 

It is an extremely minimized form of dramatic expression. 
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without defining the limit of his language. Foreman opens 

widely the space where other theatrical and dramatic 

elements can be combined with his words. 

With the open possibilities that Foreman creates in 

his dramatic language and the space that other theatrical 

elements can be combined with, his language gains the power 

to minimize external reality. And as a result of his 

language, he has been able to picture the world on the 

stage through various levels of discourses. 

His language is not a simple presentation for visual 

background. It shows how the mind operates in reality. 

Therefore, it is useless to try to find the meaning of his 

language from the syntactic and conceptual context. His 

language only gives small hints to finding the factual 

material, the essential nature of reality. 

4.6 Conclusion 

Foreman's preoccupation with the importance of the 

text in theater gives him a strong motivation to develop a 

unique style of text. In constructing his text, the 

selection of consciousness as a major subject of his 

theater served as a decisive factor to determine the 

dynamic of his text. With the selection of consciousness, 
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as Robert Edmond Jones says. Foreman tries to "penetrate 

beneath the surface of our daily life into the stream of 

images which has its source in the deep unknown springs of 

our being" (16). 

In order to reveal the true nature of consciousness. 

Foreman has experimented with many innovative dramatic 

concepts and formulated his style of text. Fragmented 

types of dramatic structure, unidentified traits of 

characters and the use of poetic language are typical 

aspects of his style of text. Foreman uses such a unique 

dramatic structure in order to reveal his ephemeral mental 

side. The characters are created to reflect Foreman's 

mental condition that emerges with various modes. Diction 

for the text represents the ambiguous mode of 

consciousness. 

Eventually, his text successfully executes its 

intended role of depicting the multi-layered traits of 

consciousness in a comprehensive manner. 
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CHAPTER V 

THE STRUCTURE OF PERFORMANCE IN FOREMAN'S THEATER 

5.1 Introduction 

Generally, the performance structure of postmodern 

theater, including Foreman's productions, shows its complex 

and multiple implications in the style it develops. It 

involves "simultaneous, everlasting, interwoven, disjointed 

and non-sequential" (Whitmore 205) traits, resisting the 

linear tendencies of traditional theater. In this 

postmodern atmosphere, developing a unique the performance 

structure has been regarded as a requisite for many avant-

garde theater artists. 

Foreman, who follows this trend, has creatively 

produced his plays according to his own performance 

concept. Foreman's experimentation in creating his text 

extends to the production of his plays on the stage. His 

production reflects his dramatic text. The self-

referential and idiosyncratic aspects of his text both in 

content and structure are exhibited on the stage with his 

unique production methods. 

In this chapter. Foreman's process of constructing his 

theatrical performance will be discussed. While the 
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structure of his performance style is mentioned, the inner-

relationship between his performance and the creation of 

images in his stage will be mentioned too. 

5.2 Directing 

5.2.1 Foreman as an Autocratic Director 

As a director. Foreman believes in Richard Wagner's 

concept of "total artwork or Gesamtkunstwerk" and insists 

that "playwrights should be their own directors" (Davy, 

Richard Foreman 159). Foreman argues strongly that the 

text can be expressed more intensely on the stage when the 

author directs the play. With the author directing the 

play, he or she is able to stage the work in a "coherent 

and thematically centered" fashion (Bernstein, "A 

Conversation" 109). And in reality, many postmodern 

playwrights have staged their own plays. 

However, even though Foreman agrees with these 

postmodern playwrights' approaches for directing their own 

plays, he does not accept the collaborative concept of the 

directing process common to many avant-garde theater 

groups. Foreman controls everything in directing his plays 

in a very strict way (Pontbriand 159). He does not allow 

anything to intervene in the directing process, including 
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actors' improvisations. Foreman makes every directorial 

decision by himself. 

According to Foreman, as most of his plays are written 

for representing his subjective, personal and private 

mental experiences, the plays should be directed as an 

extension of the same self-referential intention. 

Foreman's directing method can be defined, then, as self-

referential and autocratic. 

5.2.2 Directorial Goal 

For Foreman directing is an effort of making an 

illustration of the dramatic text and building a space of 

maximized mental reverberation. The static, passive and 

two-dimensional text, through the directing process, turns 

into a dynamic, aggressive and multi-dimensional 

performance. 

Foreman says his directorial approaches are an effort 

"to x-ray his text on the stage and to strip away 

everything except the bare skeleton of what was really 

there in the words" (Bernstein, "A Conversation" 109). He 

says: 

I tried to cleanse the staging of all excessive 
movement; the performances were very static. The 
gestures were wooden, determined, controlled. It was 
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an absolute documentation of the text. (Foreman, 
Unbalancing 35) 

As a result of his directing, the general atmosphere 

of his performance shows its awkward, uncomfortable, 

static, even stiff features. And most of the audience 

feels the elevated tension of hostility and aggressiveness. 

These feelings are not established through realism, 

however, but through unfamiliarity. 

Naturally, his directing goal does not present a slice 

of life in a realistic manner. It pursues the 

representation of the more basic and fundamental qualities 

that support our life, our psychological existence. .And 

his directing aims to make a stage where his audience can 

perceive mental processes through their own experience. 

Therefore, his directorial goal always is predicated on 

illustrating the text, not developing its contents. 

5.2.3 Blocking and Movements on the Stage as 
Directing Process and Strategy 

First, Foreman assigns the lines to the actors. While 

he allocates the lines, Foreman gives detailed statements 

about them. Verbal tones and intonations, rhythms, pace 

and emphasis are carefully explained at this stage. Based 

on the lines practiced in this process, he '"experiments 
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with, clarifies, and precisely establishes physical 

movements and gestures" (Cole 141) . 

The blocking process, following by the allocation of 

the lines, implies different meanings and purposes. 

Basically, he is not interested in a naturalistic blocking 

process that portrays dynamics between the actors. What he 

intends to achieve through blocking is the disclosure of 

every possible reverberation from the text. He says: 

What I need to do is set the stage so that the 
weight of [each] particular phrase reverberates best -
like cutting a diamond to reflect the light. In my 
staging I try to set up the maximum possible number of 
things for reverberation. (Cole 141) 

Foreman has an extremely strict way of giving blocking 

directions to the actors. With clear ideas and a swift 

decision-making process. Foreman supplies the actors with 

what is expected from each fragment of the scene (Cole, 

129) . The actors' movements on the stage are designed to 

reflect his intention. Though the movements vary with 

direction, speed, duration, intensity and rhythm, ranging 

"from single kinetic movement in a scene to group dances 

involving the entire casts" (Kirby. The New Theater 165), 

many of the movements are tightly controlled and limited, 

compared to traditional theater performances. 
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In controlling his actors' movements. Foreman does not 

let them move diagonally at all. With his rejection of the 

diagonal movements that have been one of the most popular 

patterns for evoking powerful actions on stage. Foreman 

intends to establish two major directorial effects as 

follows. 

First, Foreman intentionally "negates anticipated 

types of movement patterns" (Whitmore 101). Instead, what 

Foreman expects is the aesthetically unfamiliar experience 

that can refresh the audience's perception. For him, 

diagonal movements drive the audience to the familiar way 

of perceiving stage actions (Whitmore 101). 

Second, Foreman does not want to create continuously 

flowing movements. Rather what he intends to show are the 

images that occur when each action is stopped and paused. 

He thinks those effects are achieved more easily without 

diagonal movements. 

In addition to resisting diagonal movements, Foreman 

controls all movements that "render the space ambiguous" 

(Cole 129). Directing his actors to "execute very precise 

movements" (Pontbriand 159), stopping them momentarily and 

making them repeat the movement, Foreman tries to create 

the same kind of images that an audience can get from 
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visual art. Frequently actors' movements are described as 

"displacement within the stage architecture and in reality 

some of the movements seem to serve to modify elements of 

the set" (Pontbriand 159). Foreman says: 

It keeps the shell in which you are operating 
real. It enforces the sense of the shape of the 
space. The shape of the container should naturally 
invoke what arises within it and the movements on the 
stage should reinforce the shape of what contains 
them. (Cole 129) 

Fundamentally, Foreman discards the old directing 

method that relies on movement for delivering stories and 

building tension toward emotional climax. By emphasizing 

the tableaux with exaggerated gestures, repeated movements 

and delayed poses, he creates images that represent the 

reflections of the human mind. Foreman's directing is a 

unique process of building such images on the stage. 

5.3 Rehearsal 

5.3.1 The Meaning of Rehearsal in Foreman's 
Production 

Rehearsal in Foreman's theater is more monotonous than 

that of traditional productions. And it is usually 

executed in a much more closed procedure than most avant-

garde theater productions. For Foreman rehearsal is a 

procedure to give life to the text. 
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In rehearsal, Foreman does not try to re-interpret the 

dramatic text or to build a new meaning or to add different 

aspects of the performance. His rehearsal, on the 

contrary, is a process "to avoid decorating his text" 

(Bernstein, "A Conversation" 107). He scrapes out the 

probable parts of the dramatic text, leaving the basic 

skeleton of the words of his text. 

His rehearsal presents a kind of physiological study 

that represents human impulses and clarifies the 

imagination implied in his text (Savran 38). For Foreman, 

rehearsal exists as an important theatrical creation 

process to make "a tenuous and momentary connection between 

a verbal text and an expression of stage enactment" (Cole 

137). This rehearsal process enhances his theater 

productions so intensely and subjectively that the eventual 

style of his performance reveals its own theatricality. 

5.3.2 Visual Images and Actors in Rehearsal 

Foreman's rehearsal process aims to achieve specific 

visual images. For creating these images, new directorial 

approaches are practiced during the rehearsal period. He 

eliminates traditional ways of establishing images. 

Foreman says: 
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It [rehearsal process] is those continually 
REJECTED choices of the backdrop, never articulated 
yet always present as the un-thought possible which 
give plasticity and depth and aliveness to what is 
chosen. (Foreman, Reverberation 204) 

In consequence, during the rehearsal period. Foreman's 

dramatic text implies its issues, instead of developing a 

firm and concrete message. Visual relationship between the 

actor's presence and objects are constructed as the major 

theatrical system. Visual images are developed to portray 

patterns representing "the psychological motivation or 

inner life" (Cole 128) of the mental world reflected in his 

text. 

For establishing visual images, the stage set is 

especially emphasized as a major component. The set is 

constructed based on many sketches and models that Foreman 

himself designs before the rehearsal. Even when he directs 

works that he has not written, and when there is a stage 

designer for the show he directs, he still prepares 

sketches and models for the rehearsal as he does in 

directing his own works. So from the first day of 

rehearsal, his actors can work on the set (Leiter 104). 

The set is regarded as a key factor to evoke techniques and 

images for his actors his rehearsal. 
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But the most important visual images are achieved by 

the actors' physical presence harmonized with the stage 

sets. The actor's presence on the stage, therefore, plays 

an important role in creating the various visual images of 

Foreman's productions. Even though the actors' physical 

presence is a vital factor in the production. Foreman does 

not allow his actors to develop any emotional relationship 

between the performance and audience. Rather, he usually 

asks his actors "to maintain a hostile attitude toward the 

audience" (Leiter 105) during the rehearsal and even "to 

remain on the defensive against the possible attack" 

(Leiter 105). 

Foreman himself characterizes rehearsal as a process 

seeking the essence of the dramatic text. Combining the 

stage sets with the actors. Foreman articulates the issues 

hidden behind the dramatic text. 

5.4 Actors and Acting 

5.4.1 Actors like Puppets 

Foreman has a fundamentally conservative opinion about 

actors and acting. Unlike most avant-garde theater 

directors, he does not leave room for his actors to express 

themselves. Foreman says he "has never accepted that basic 
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law of theater which determines that the actor is the 

center of the performance" (Foreman, Unbalancing 44). And 

he maintains that he does "not think of actors as the focal 

point of the performance" (44). In Foreman's theater. 

Foreman himself is the focal point. 

Foreman's attitude toward actors and their acting 

resembles the acting style of Gordon Craig who introduced 

the concept of "Uber-Marrionettes." But he does not fully 

accept Craig's theory of actors as puppets. Foreman 

comments on the critics' view on his treatment of his 

actors as follows: 

I wanted them [the actors] to appear, heavy, 
solid, wooden—I hesitate saying as if they [the 
actors] were puppets, because for years I was accused 
of using my actors like puppets. But they were not 
puppets because I was totally dedicated to the 
idiosyncratic awkwardness of each non-actor as he or 
she carried out my instructions in his or her own 
precise idiosyncratic way. (Foreman, Unbalancing 36) 

Even though he denies applying Craig's theory to his own, 

the roles and identities of his actors are significantly 

reduced as compared to those of other postmodern directors. 

Though Foreman denies treating his actors as simple 

puppets, he still expects them to follow his directorial 

instruction faithfully and accurately without their 

personal interpretations (Leiter 104). Further, Foreman 
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insists that the actors should stay inside the director's 

directorial boundaries. He says, "The actors have to enter 

the world of the director's philosophy and vision as an 

experiment during rehearsal" (Leiter 130) . 

Occasionally, but not often. Foreman allows the 

actors' idiosyncratic expression of themselves as part of 

the action on the stage. This usually happens when he 

directs the plays of other playwrights. Kate Manheim, who 

has been cast frequently as one of the major characters in 

his productions, says that she has a great freedom to "act" 

in a certain way in his theater (Davy, "Kate Manheim" 40). 

However, her freedom to act does not indicate that 

Foreman's actors can enjoy their way of expressing their 

characters according to their own feelings and creativity. 

Only Manheim can feel this freedom. For Foreman acting 

virtuosity is not a major concern. 

5.4.2 The Use of Non-Professional Actors 

Since Foreman's inaugural production of Angelface 

(1968), he has preferred to work with amateur actors for 

his productions. Though he sometimes recruits professional 

actors for his recent productions and allows them to 

participate in the acting process within limited ranges. 
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his working with non-professional actors has become one of 

the distinctive characteristics of his theater (Leiter 

104) . 

Working with non-professional actors forced Foreman to 

develop new theatrical devices such as recording tapes in 

order to make up for their lack of training and experience. 

His peculiar theatrical devices made it unnecessary to cast 

good actors for his productions. Producing his own plays, 

Foreman could recruit his actors quite freely without any 

specific type of actors in mind and could achieve his 

intended effects with them. 

Foreman's actor recruiting is executed in a casual 

way. He selects normal people he encounters in his 

everyday life. Auditioning them without seeing their 

resume, he just asks if they have some interest in working 

with new theater (Nahshon 84-85). He develops their 

potential through rehearsal if they accept his request. 

While working with non-professional actors. Foreman 

might be faced with difficult situations, mainly due to 

their lack of acting technique and experience (Nahshon 84-

85). But he has not experienced any serious problems with 

amateur actors. Rather he can use their inexperience. He 

shows an avid interest in undeveloped acting techniques. 
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He expects a non-acting style of performance from his non

professional actors. 

The use of untrained actors enables Foreman to remove 

emotional development from the actor's action; this removal 

has been continuously pursued for several decades. 

Controlling every detailed movement of the actors, he does 

not allow them to express their characters' emotions. 

Behaviors such as walking, standing, sitting, and picking 

up furniture, must be executed without any emotional 

expression (Shank, American Alternative 160). Selecting 

non-professional actors, in this sense, is a creative 

choice enabling him to realize his theatrical ideas. 

5.4.3 Acting Style in Foreman's Production 

Foreman's acting style is characterized by mechanical 

movement, cold and unemotional expression, tension-free 

dialogue and continuously repeated action. In developing 

his acting style, Foreman has been influenced partially by 

the acting theory of Stanislavsky and Jack Smith (1932-89), 

an American film maker and performance artist, not to 

mention that of Brecht. 

First of all, Stanislavski's and Brecht's acting 

concepts helped him to develop a relaxed mode of acting. 
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Foreman accepted the relaxed mode of acting that was 

developed by Stanislavsky as part of his whole acting 

system. He describes this mode of performance as follows: 

The basic Stanslavsky method, as it has been 
taught in America, trains an actor to find a way to be 
relaxed during a performance, even within a highly 
emotional scene. [...] I was interested in an acting 
style in which the performance uncoiled from a center 
of tension. [...] So I have had to invent other ways to 
serve my text, other performance styles, and to accept 
a more relaxed mode of performance. (Foreman, 
Unbalancing 41) 

Foreman's acting style resembles Brecht's notion of 

acting as "demonstration." Foreman wants acting to be an 

objective expression. Prohibiting his actors from 

expressing any emotion forces his actors just to say the 

words as words and the lines as lines without any personal 

bending and distorting of the contents. Inevitably, as his 

acting style refuses to reflect the normal emotional 

contents of the everyday life, the general atmosphere of 

his acting is serene and dispassionate. 

To maintain his acting style. Foreman blocks emotional 

communication between the actors and the audience. Foreman 

emphasizes that they should be hostile toward the audience, 

in order to prevent his audience from loving the actors on 

the stage (Foreman, Unbalancing 41). Foreman asks them to 

act as if they have the most intelligent lines to give to 
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the audience. By doing so, the actors can be separated 

from the audience, enabling his audience to achieve a more 

objective standpoint. 

The frequent use of tape recordings in delivering the 

lines, instead of an actor's real voice in his earlier 

productions, and the use of headsets in his recent 

productions reflect another acting style. Foreman 

identifies the source of such techniques as follows: 

These techniques were inspired by the sound 
manipulations of musicians like LeMonte Young, Phil 
Glass and Steve Reich, whom I had heard in court at 
Jonas Meka's Filmmaker's Cinematheque. (Foreman, 
Unbalancing 33) 

In addition to the experience with experimental music. 

Foreman added Jack Smith's acting ideas that put emphasis 

on the use of rhythmic articulation of speech. Asking his 

actors to repeat dialogue on the stage with a very slow 

tempo, Foreman wants to regulate the rhythm of his 

performance by operating the recording tapes. When the 

actors speak their lines with headsets in recent 

productions, Foreman demands they speak with a very low and 

monotonous tone of voice to bring out the same effect as 

the tape-recorded dialogues in earlier productions. 
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5.5 Audience 

5.5.1 Audience in Foreman's Theater 

Foreman has a unique notion of the audience. Most of 

all, he strongly believes that the audience should not 

expect to be rewarded for their money and time. Theater 

productions, according to him, are not supposed to provide 

the audience with message, idea or lesson, but to provide a 

means of mental liberation (Davy, "Richard Foreman's 

Onthological" 123). Foreman says: 

NO! The art experience shouldn't ADD to our 
baggage, that store of images that weighs us down and 
limits our dear view to the horizons. (Foreman, "How 
to Write" 225) 

Unlike most theater productions. Foreman refuses to 

supply his audience with entertainment. Relating Foreman's 

idea about entertainment in the theater to the Happenings 

of the sixties, Marie-Claire Pasquier, in her article, 

"Richard Foreman: Comedy Inside Out," says: 

Foreman [...] has the instinct - and the 
theoretical intent - to attack his audience rather 
than please it (in this, even though he may deny it, 
he owes a debt to the Happenings of the sixties). 
(535) 

Many avant-garde theaters encourage the audience to 

leave their seats and become part of the action on the 

stage (Bigsby, Modern 244). However, in Foreman's theater. 
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the audience should stay in their seats and think about the 

situation of the stage with a calm and dispassionate 

attitude. No attempt to persuade or beguile his audience 

is made (Davy, "Richard Foreman's Ontological" 120). 

From the audience's point of view, Foreman's stage is 

so full of mysterious images that they may have difficulty 

finding meanings. It is such a totally private 

representation of a psychological and mental experience 

that audiences have to find their own response according to 

their experience and knowledge. As a way of leading his 

audience to their subjective and personal response. Foreman 

intentionally endeavors to separate them from the stage 

action. 

His audience is urged to think in unanticipated ways, 

to watch and listen without figuring out hidden purposes 

and intentions (Leiter 104). In order to force his 

audience to develop new meanings by their own private 

perceptive ability. Foreman tries to deprive his audience 

of their habitual associations with the objects and actions 

on the stage (Falk, "Physics" 403). 

For example, when actors and exaggerated objects 

appear on the stage, such as big potatoes in Rhoda in 

Potatoland (1975), and a life-sized rabbit-person in What 
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Did He See? (1988), Foreman does not expect his audience to 

watch the objects. His audiences are expected to watch the 

ways in which the objects are twisted, exaggerated, 

displaced and distorted. And they should defy their 

association with the objects on the stage, as well. 

Foreman wants the spectators not to concentrate 
on the thing [itself], but to look between and among 
things, and to listen in order to hear what is between 
the works: hence the ultimate fragmentation of 
elements and their splitting up. This purpose 
justifies his mania for manipulating effects. 
(Pontbriand 160) 

Basically, Foreman does not intend to make his 

audience happy and comfortable: 

Foreman does not want the audience to sit back 
enjoying it all; he wants it to stroke a hypothetical 
collective chin, uttering a dubious collective 
"hmmmm..." (Pasquier 536) 

He describes the ideal audience for his theater as "the 

people interested in seeing what's there and seeing how 

every element of what's there plays off against every other 

element" (Marranca, "An Interview" 109). Watching his 

production is not an entertaining, amusing, and didactic 

experience, but hard work requiring intense mental 

alertness from his audience. 
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5.5.2 Audience as a Perceptor 

Foreman developed his concept of audience as perceptor 

on the basis of his rejection of the traditional mechanism 

set up between a stage performance and the audience. 

Against a communication system between audience and stage 

based on emotional flow. Foreman develops a different 

system in which his audiences are required to perceive the 

action on the stage without emotions. It is as if they are 

inspecting paintings and sculptures in a gallery. Of this 

Foreman says: 

One of the primary reasons I object to most 
theater is that it figures out a way to give the 
audience gross contrasts so that sleeping people and 
sleeping perceptual mechanisms get thrills and don't 
have to work for them. (Marranca, "An Interview" 108) 

Foreman's desire for his audience is achieved when 

they form images in their consciousness of the objects on 

the stage. Foreman describes the process of his audience's 

perception as follows: 

I want to refocus the attention of the spectator 
on the intervals, gaps, relations and rhythms which 
saturate the objects (acts and physical props) which 
are the "givens" of any particular play. In doing 
this, I believe the spectator is made available (as I 
am, hopefully, when writing) to those most desirable 
energies which secretly connect him (through a kind of 
resonance) with the foundation of his being. (Sitney 
254) 
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For instance, the use of written text on stage 

illustrates the process. Hanging the written text over the 

stage, which is one of his favorite theatrical devices. 

Foreman has his actors read it with an extremely monotonous 

tone of speaking. Sometimes Foreman himself turns on tapes 

in which his own voice is recorded. Mixed with other 

scenic elements, including props and the written text on 

the stage, the tapes come to create a special experience 

for his audience. Also, they are supposed to work to 

"frustrate the spectator's habitual expectations of 

narrative solution found in the traditional theater" (Dolan 

48) . 

Even though this kind of theatrical strategy leads his 

audience to boredom, displeasure and ambiguous feelings, 

his audience comes to perceive the scene, not to try to 

understand or catch the story line. His audience does not 

simply listen, see and understand what happens on the 

stage. They are just supposed to perceive and reflect it 

in their mental experiences. As his audience can see "both 

the object and its implications" (MacDonald 20) with 

audible sound, a kind of mental fusion can happen. Foreman 

refers to this kind of mental process as perception. And 

130 



his audience exists as a perceptor for his theater 

production. 

However, when Foreman refers to his audience as 

perceptors, it does not mean that all of his audience 

should respond collectively to the performance. Since 

there is no specified content in Foreman's performance, the 

audience's perception is to be created individually. The 

images, composed of rhythms, colors and actions on the 

stage, are perceived by his audience, depending on each of 

his audience's personal experience and intellectual level 

(Heuvel 161). Foreman describes the individualized 

perception of the performance and its effect as follows: 

The spectator can examine himself (as perceptor) 
in relation to the 'discoveries' the artist has made 
within his medium, then presented to the spectator 
with maximum lucidity. (Foreman, "The Life and Times" 
41) 

To be a faithful preceptor, according to Foreman, the 

audience has to set themselves free from the habitual and 

old-fashioned way of appreciating the performance. Foreman 

aims "to subject the audience to a kind of perceptual 

massage," freeing them from the need for the "security of 

ideological prisons of one sort or another" (Dolan 44). 

Being a perceptor is a prerequisite factor that Foreman 

expects of his audience. 
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Believing that truth in art is in the audience, not in 

the work of art. Foreman emphasizes the audience's 

individual perception. The concept of his audience as a 

perceptor is another reflection of his theatrical ideas. 

5.6 Conclusion 

The structure of performance in Foreman's theater 

reflects his extended effort to represent the contents of 

his text. The whole process of producing his text also 

embodies his notion of performing art. Developing his own 

methods to stage his text. Foreman creates a new theatrical 

style. 

In his directing process, insisting on the continuous 

flow of ideas from the text to the performance, Foreman 

tries to build multiple layers according to his own 

personal, aesthetic philosophy-

In a rehearsal process dominated by his autocratic 

status as a director. Foreman controls every detail of the 

production. He intends to eliminate the emotional 

engagement action during the rehearsal process. 

Working with non-professional actors helps Foreman to 

develop a new acting style to reflect multiple aspects of 

the human mind. Along with the visual elements of his 
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stage, his actors and their acting compose crucial parts of 

his performance, especially in creating images. 

His audience is treated as an independent factor in 

his theater. Enjoying the objective position of viewing 

the stage as perceptors, they are "left to fill in the 

blank" of the performance (Kaufman 20-A). 

In short. Foreman's performance structure reveals 

theatrically complicated but revolutionary ideas worked out 

in a very specific and unique rehearsal process. The 

structure of his performance truly reflects his unique 

text. 
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CHAPTER VI 

VISUAL ASPECTS OF RICHARD FOREMAN'S STAGE 

6.1 Introduction: Foreman's Visual Approach 
as Theatrical Signifier 

In modern theater, visual aspects of performance are 

important. In addition to the basic functions of supplying 

a theatrical environment and informing the audience about 

the background and history of the stage action, visual 

aspects enhance theatrical action by drawing the audience's 

attention to the stage. The development of modern 

technology assists contemporary theater artists to create 

more visually spectacular effects. 

Some postmodern theater artists, however, deny the 

significance of visual aspects in their stages. Instead, 

they put more emphasis on the actors. The basic theories 

of Jersey Grotowsky and Peter Brook, among many others, 

have influenced postmodern theater artists to build up an 

acting-oriented stage that values performance over scenery, 

lighting, and sound. 

Against the general trends of postmodern theater, 

however. Foreman treats the visual aspect of theater as a 

significant element. Foreman has developed the visual 

aspect of his theater throughout numerous performances, 
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making it a key device and major signifier for revealing 

his theater's basic nature. 

In reality, without his own visual ideas. Foreman 

would have serious problems developing his theater because 

the inner structure of his text requires a unique visual 

milieu. He says: 

At times I have considered working without sets 
and props, in an empty theatrical space without the 
burden of an elaborate physical production. But then 
I realize that such a naked space does not allow the 
text to ricochet between levels of meaning, which is 
my obsession. (Foreman, Unbalancing 65) 

His visual design is not simply "a theatrical code 

that one can contrast with others in polyphonic theater, 

but cuts across all theatrical codes" (Scarpetta 23). As 

important signifiers representing his theater, his visual 

designs contain a great deal of his creative energy. This 

chapter will explain the visual elements of his theater and 

analyze the dynamics between performance and visual designs 

comprised of scenographic concepts, unique props, cinematic 

effects and nudity. 

6.2 Foreman's Scenography: Designing the Space 

6.2.1 Foreman's Concept of Stage Design 

As a designer, Foreman visualizes his dramatic text 

and then creates unique stage scenes. He expects his stage 
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design not only to support his dramatic idea, but also to 

represent the whole dynamic of his performance. 

Foreman's stage design, as a reflection of his 

dramatic text and performance, is based on cubistic ideas. 

Instead of designing the stage with realistic, 

representational concepts. Foreman approaches his design 

with abstract, experimental ideas. He manipulates every 

aspect of the stage space and every object on the stage 

from his own cubistic perspective (Davy, Richard Foreman 

41) . 

Like some postmodern designers. Foreman employs 

juxtaposed and idiosyncratic visual patterns of design 

(Whitmore 131). These visual patterns are intended to 

attract the attention of the audience. Therefore, in 

regards to the stage design, he intends for his audiences 

to respond to every aspect of the visual elements with an 

active attitude. Kate Davy describes Foreman's scenography 

and attitude toward his audience as follows: 

He [Foreman] assumes that the spectator is 
continually scanning the visual field subliminally and 
it is this kind of "wide-angled" vision he is aiming 
for. He does not want the eye to become fixed on one 
point to the exclusion of others. (Richard Foreman 55) 

Foreman agrees when he states, 
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I like to assume that the spectator is watching 
the entire stage at all moments of the play, so I try 
to make a stage picture in which every inch of the 
stage dynamically participates in the moment-by-moment 
composition of the piece. I might carefully adjust 
the tiniest detail, far away from what seems to be the 
focus of attention in a scene, because I want to 
maintain the compositional attention across the entire 
panorama of the stage. (Foreman, Unbalancing 55) 

Expecting his audience to watch the entire scenography of 

the stage. Foreman creates his stage picture to induce a 

potential image for each scene. The scenography attracts 

the audience to his performance (Ward 62). 

6.2.2 Picturization as a Design Process 

Foreman begins to picturize his stage as the first 

step of the design process. His picturization takes place 

in "a kind of theatrical laboratory" (Kalb 27). While 

picturizing his stage. Foreman focuses on excluding 

theatrical illusions. He pictures the stage as displaying 

the basic images of the text (Foreman, Unbalancing 35). 

His effort to make primitive images reflects his minimalist 

tendency in stage design (Foreman, Unbalancing 70). The 

stage design for his earlier productions reveals typical 

minimalist characteristics: extremely exaggerated and 

enlarged sets and props without delicate decorations. 
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Foreman uses minimalism "as an independent element by 

creating complicated pictures or tableaux" (Kirby, The New 

Theater 162). He does not intend his minimalistic 

picturization to function alone in representing the 

contents of the text. Rather, when other theatrical 

elements are added to his stage. Foreman expects new images 

to emerge. 

6.2.3 Developing Scenography of His Stage 

Foreman's scenography concentrates on demonstrating 

the physicality of the text and the presence of his actors 

on the stage. Influenced by the Italian painter Giotto, 

Foreman uses the actor to scenographically present the 

text. He describes his scenography and its relation to 

Giotto as follows: 

For years I identified with Giotto's stiff 
compositions, in which meticulous concern was devoted 
to capturing the physical "presence" of his subjects. 
I wanted people and objects to be similarly present in 
my own work. To be present meant to create a simple, 
strong, readable grid of right-angle relations. 
(Foreman, Unbalancing 47) 

Foreman develops a scenography in which statements of the 

text are expressed visually. He places the actor's body 

like an object within that scenography- He expects the new 
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visual combination of the scenography and the actor's body 

to stimulate the audience's visual senses. 

Along with the rigid bodies of actors. Foreman uses 

simple lines and basic colors such as black, gray and 

white. These basic colors create anti-illusionistic 

effects and abstract images. Using vertical and horizontal 

lines, he makes orthogonal angles all over his stage. The 

frequent use of ropes and strings stretched across the 

stage in both vertical and horizontal directions is a 

typical example of how he uses lines for creating an anti-

realistic stage (Tazzi 118). 

6.3 Stage Objects 

6.3.1 Foreman's Stage Objects as Phenomenological 
Representation 

As a designer who wants to stage the philosophical and 

psychological implications of his text, Foreman has 

developed stage objects, including props and paintings, 

which reflect his unique theatrical intentions. These 

objects add to the visual qualities of his plays and help 

to reveal the nature of his text. 

Foreman uses ordinary things in designing his stage 

objects. Highlighting the phenomenological aspects of his 

stage. Foreman introduces all kinds of props in size, style 
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and color for creating objects such as blackboards, clocks, 

lamps, miniature houses, chairs, picture frames, television 

monitors and so on. This use of various stage objects 

expresses Foreman's belief that performance is a phenomenon 

to represent, from various perspectives, the internal 

structure of human beings. 

Another phenomenological aspect of his stage objects 

comes from his effort to distort the shapes of the objects. 

Foreman favors the technique of exaggerating his objects in 

various scales when he designs them (Kirby, The New Theater 

169-70) . He designs many of the objects to be either 

smaller or larger than life-size. Examples are a miniature 

house in Sophia=(Wisdom) Part 3: The Cliffs (1972), a heavy 

and large rock in Hotel China (1971) and 6-foot-tall 

potatoes in Rhoda in Potatoland (1975). By using distorted 

stage objects. Foreman creates new phenomena out of once 

familiar objects. 

6.3.2 Foreman's Stage Objects as Signifiers 

Compared to that of traditional theater artists and 

other avant-garde theater artists. Foreman's use of stage 

objects is unique. He treats his stage objects like live 

actors on the stage (Davy, "Kate Manheim" 40) . Part of the 
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actor's role in his productions has been shifted to the 

stage objects. In fact, the actors themselves are to treat 

the objects as live actors. 

When the actors treat a stage object as a "quasi-human 

personality" (Cohn 160) during the performance, the meaning 

of the stage object is expanded enough to give the 

impression that his plays seem to be "structured around the 

objects" (Bernstein, "A Conversation" 121). Instead of the 

actor's actions, visual images evoked by such stage objects 

dominate the stage space. 

6.3.3 The Use of Strings as Creative Stage Objects 

Since Foreman introduced strings in Hotel China (1972) 

for the first time, they have been installed across the 

stage space in various directions for most of his 

productions. They are considered one of the most 

innovative, visual stage objects in his theater and 

significantly differentiate his works from other avant-

garde productions. Foreman uses strings to create special 

effects that frame his productions. Along with audible 

devices such as thuds, pings, bells, whistles and screams, 

the strings of Foreman's stage have helped to make his 

theater a multi-meaning spatial art. 
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When Foreman began to develop the concept of strings 

and installed them on the stage, he focused on their 

functional aspects as visual elements "in a metaphoric 

sense" (Foreman, Unbalancing 59). By adding black dotted 

lines to white solid strings in his later productions. 

Foreman intensified the visual and compositional 

perspective of the stage. 

Foreman divides the stage space with the use of the 

lines of the strings. The strings, like webs and grids, 

break the structure of the stage space and diagram the 

visual field (Robinson 163-4). The strings tend to situate 

the actors on the stage as simple elements on an abstract 

canvas (Scarpetta 24). 

The use of strings reflects Foreman's creative 

expansion of visual elements. The strings on his stage 

provide multiple visual paths that allow each spectator to 

achieve a unique perception of the stage. Because of the 

strings, each member of the audience is able to perceive 

varying degrees of stage depth. 
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6.4 Cinematic Effect in Foreman's Stage 

6.4.1 Introduction: Avant-Garde Cinema 
and Foreman 

Several visual modes in Foreman's productions have 

been thought of as adaptations of cinematic techniques. As 

Foreman recognizes, some visual concepts for his 

productions have evolved from his personal cinematic 

experience in the 1960s (Pontbriand 159). In fact. Foreman 

kept company with many underground filmmakers before he 

began his theatrical career. Frequent and close 

associations with them inspired Foreman to view artistic 

activities from a new perspective. Their unique way of 

producing movies helped Foreman to develop his theater. 

The encounter with avant-garde filmmaker, Jonas Mekas, 

as mentioned in Chapter II, amplified the influence of 

cinematic techniques on Foreman's theater production. His 

engagement in producing a film and helping Mekas with his 

movies eventually supplied Foreman with knowledge and 

techniques of how to treat the visual aspect in performing 

arts (Riley 160). 

Along with Jonas Mekas, Jack Smith was another 

important experimental filmmaker who influenced Foreman's 

theater. Smith's movie. Flaming Creatures, helped to 
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change mar.y of Foreman's dramatic ideas that came from 

Gassner's instruction at Yale. On the creation of his 

theater and the influence of Jack Smith's films. Foreman 

says, 

And it was through seeing these films that I 
reali::ed I had to radicalize exactly those elements 
which had embarrassed or bothered me about my work up 
till that point, that I'd worked so hard at trying to 
eliminate. Just radicalize what was my personal 
awkwardness, my personal stress, and so on. (Feingold 
10) 

Cinema no doubt influenced his theater. And, of all the 

aspects of cinematic technique, visuality most 

distinctively impacted the creation of his theater. 

6.4.2 Cinematic Techniques Applied in Creating 
Foreman's Visual Scenes 

Foreman's adaptation of cinematic technique began with 

his acceptance of the classic proscenium stage. For his 

theater production, Foreman has maintained the basic shape 

of the proscenium stage with its deep, picture-frame stage, 

its narrow auditorium and its steep angles (Leverett, 

"Richard Foreman" 10-11). 

On the basis of the proscenium stage. Foreman frames 

his stage space cinematically (Pontbriand 161). The effect 

of this framing technique is similar to a set of scenes 

captured by a movie camera in that it creates various 
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perspectives of the stage space. By adding other sets. 

Foreman continuously modifies the visual tableaux of the 

stage. 

These framed and modified scenes, composed of various 

visual images, continuously transform their shape. They 

create the effect of seeing a montage that generates an 

impression both in part and whole simultaneously. This 

technique maintains the effect of permanent spatial 

transformation on his stage. 

Other cinematic techniques have been applied, as well, 

to Foreman's stage productions. The first one is the 

treatment of time in creating visually complicated stage 

scenes. As "films treat the motionless actor as an object" 

(Kirby 170), Foreman's actors display a series of poses 

that are stopped and paused momentarily. Foreman tries to 

control the "sequential time" (Pontbriand 161) of the stage 

scene and the pace of the stage movement like the edited 

tempo of a film. At every moment such frozen, visual 

tableaux constitute the picture frames that "tend to focus 

each of them as a visual implication with their own 

rigidity and their own striking resonance" (Leverett, 

"Richard Foreman" 12). 
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other visual techniques that parallel cinema include 

the use of slides and film screens, the beam of a 

flashlight, painted gold halos and various two-dimensional 

stage sets influenced by Jack Smith's dialectic technique 

(Leverett, "Richard Foreman" 12). Sometimes he adds 

multifunctional strings, as mentioned, and moving sets for 

enhancing the cinematic effect. 

When they are coordinated with other stage sets and 

live action, the visual images orchestrated by these 

cinematic techniques inspire the audience's mental 

experience. The cinematic devices do not take a simple 

supportive role; they create another level of imagery by 

themselves in his stage. 

6.4.3 The Meaning of Cinematic Effect in His 
Theatrical Design 

A serious question dealing with the adaptation of 

cinematic technique in Foreman's stage scenography is how 

the cinematic technique transfers to the live stage (Kirby, 

The New Theater 170). Assuming the differences in theater 

and cinema. Foreman believes that both media do not work in 

the same way or have the same effect. He knew that he 

could not simply adapt cinematic technique to his stage 

without modifications. 
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Thus Foreman has not tried to duplicate cinematic 

technique on his stage. Instead he "re-envisions the 

cinema" in terms of theatrical perspectives (Leverett, 

"Richard Foreman" 14). In creating stage scenery, he is 

more interested in cinematic ideas than their real practice 

(Leverett, "Richard Foreman" 10). Therefore, instead of 

simply reproducing the film scene process. Foreman applies 

various cinematic influences in the production of visual 

images. No attempt is made, however, to conceal the 

process of transferring cinematic technique to the stage 

(Kirby, The New Theater 170). The method Foreman uses to 

present and remove his visual materials, including sets and 

scenes projected on a screen, is an important part of his 

scenography-

Most of all, these techniques have helped Foreman 

build a stage that separates his audience in a kind of 

alienation effect (Sitney 255). Screens, projected 

materials, written messages on a blackboard and moving sets 

function to distract the audience's mental focus on the 

stage event. They loosen the dramatic tension between 

stage and audience. His audience, exposed to various 

theatrical devices, comes to recognize that the scenes 

might imply something beyond their own everyday reality. 
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This gives rise to another important theatrical effect 

produced by cinematic technique: the multiple impressions 

of his stage scene. 

Like the complex contents of his text. Foreman intends 

multiple implications with his cinematic techniques. The 

use of a camera, film, pictures, paintings, and a projected 

screen stimulates simultaneous multiple experiences for the 

audience. 

Every cinematic technique in Foreman's stage is 

adapted "to combine and re-combine Foreman's consciousness" 

(Leverett, "Richard Foreman" 14). The process of putting 

his stage together this way is related to the human 

cognitive process where objects perceived by the senses 

create meaning upon meaning. His approach and experiments 

with cinematic techniques illuminate previously invisible 

directions in theater and reflect again the importance of 

Foreman's creativity. 

6.5 Nudity in Foreman's Stage 

6.5.1 Nudity in Postmodern Theater and Foreman's 
Productions 

In order to attain certain aesthetic values on stage, 

the actor's role has expanded by breaking away from 

traditional characters that deliver the message of the text 
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through dialogue. Following the gradual shift of emphasis 

from text to performance, many American postmodern theater 

artists, under the influence of Antonin Artaud, have 

searched for a new performing style in which the actors get 

central attention. 

For these postmodern artists, the actor's body has 

been considered a crucial medium to support a new 

performance-oriented idea. Along with this idea, nudity 

has been accepted as a provocative theatrical device. And 

some postmodern theater tries to present a new aesthetic 

challenge with the naked body. 

Nudity on Foreman's stage, from his early performances 

to the most recent, reflects an extended effort to 

challenge aesthetics on his own terms. Foreman's concept 

of nudity is an important visual aspect in his theater. 

6.5.2 Nudity as Essential to Foreman's Visuality 

Foreman's use of nudity has been criticized mainly due 

to his treatment of the naked body as a simple object. 

Even though Foreman insists that nudity in his performance 

"attempts to debunk the traditional notion of theatrical 

pleasure" (Dollan 50), nudity (especially the nudity of 

actresses) has been viewed as sexual and erotic. Although 
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Foreman says that the naked body is treated as an object 

equal to other stage objects (50), the sexuality of the 

naked actor's body is so distinctive that implied eroticism 

cannot easily be overlooked. 

Moreover, it is true that female nudity was treated as 

a physical object related to sexual images in most of his 

works produced up until the early 1980s. For example. 

Foreman's favorite character, Rhoda, who appears in most of 

his works (Sophia=(Wisdom) Part 3: The Cliffs (1971), Rhoda 

in Potatoland (1974), and Boulevard de Paris (1977)) as 

well as female characters in Hotel China (1971) and 

Particle Theory (1973) typically invoke eroticism. These 

female characters, including Rhoda, appear to be sexually 

tortured, powerless and humiliated, giving the impression 

that they are victims of aggressive male characters. 

Foreman continues to experiment with female nudity. 

His use of nudity in assisting his theatrical visuality is 

still considered one of his most creative theatrical 

techniques. Foreman's handling of the naked body in recent 

productions, however, has changed. His female characters 

have become much more willful and dominant psychologically. 

This, of course, changes their sexuality. 
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6.5.3 Theatrical Dualism and Nudity 

Foreman's use of nudity implies the dual concepts of 

the ontological and the hysteric. Of course, the naked 

body of his actors "as a quite essential part of the 

Ontological-Hysteric Theater" (Dasqupta 243) mainly appeals 

to the audience's emotion with its ontological visuality 

and physicality. 

However, Foreman attempts to maintain balance in his 

performance. The balance between ontological and hysteric 

aspects is established with the presentation of the verbal 

text. The hysteric aspect represented by language helps to 

restore reason for the audience. 

Foreman expects the balance between the actor's naked 

body and the verbal text to bring his audience a new mode 

of theatrical experience. As the two aspects happen 

simultaneously on stage, the audience comes to experience a 

heightened sense of tension. Foreman says: 

I wanted to heighten the tension between the fact 
that you were watching a naked woman, while the 
language pulled you away from the immediacy of that 
experience. I wanted to split the audience's 
attention between the fact of confrontational nudity 
and the nonerotic strangeness of what went on in the 
language, and to invoke doubleness inside the 
spectator so he or she could experience and appreciate 
that war of attentions coursing through his or her 
consciousness. (Foreman, Unbalancing 89-91) 
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A scene from Sophia=(Wisdom) Part 3: The Cliffs (1971) 

provides an appropriate example. In this scene, two female 

characters, Hannah and Rhoda, are sitting and looking at 

each other from opposite ends of a long bench. Hannah is 

dressed up, but Rhoda is totally naked. There are two 

suitcases between them, and there are three male characters 

watching Hannah and Rhoda from behind the bench. While 

this scene progresses, dialogue is heard over the speaker, 

saying: 

Rhoda needs a job. Hannah needs a job. Sophia 
[another female character in the play] needs a job 
also to make living. She gets a job in a diner being 
a waitress: Oh, a goddess being a waitress. She keeps 
her identity a secret. (Foreman, "Sophia" 129-30) 

After a short pause, two suitcases move toward Rhoda, and 

the three male characters gaze solely at Rhoda. Hannah 

delivers the following dialogue twice: "That is not. That 

is not like Rhoda at all" (Foreman, "Sophia" 130). Then 

the stage is dimmed. 

As clearly shown in this scene, nudity that has an 

ontological aspect even draws interest from the stage 

objects: suitcases in this case. Dialogue also affects the 

balance of the stage performance. Even though the nudity 

creates an overpowering visual image, the balance of 

performance is achieved. In this example nudity and 
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dialogue are key in maintaining the ontological and 

hysteric balance. 

6.5.4 Erotic Aspect of Nudity And Its Theatrical 
Effect on Audience 

In spite of Foreman's strong insistence that the 

nudity on his stage should be interpreted as part of a 

"visual medium" (Pontbriand 161), many nude scenes create 

sexual allusions. Female critics suggest that Foreman's 

use of female nudity is pornographic. No matter how 

Foreman intends to use these images for his performance, 

his use of nudity can hardly avoid the criticism that his 

stage relies on sexual eroticism. 

While critics attack Foreman's use of nudity as being 

erotic, they also point out a gender bias in dealing with 

nudity. According to them, there is more female nudity 

than male nudity. In addition, in displaying the female 

actor's naked body on stage, the exposure caters to male 

interests. The female actor's naked body is dealt with as 

a simple sex object regardless of Foreman's intention. In 

terms of sexuality, Jill Dolan speculates in her book, The 

Feminist Spectator as Critic, that female characters/actors 

are objectified as the targets of male spectators' sexual 

fantasies, while male characters/actors objectify the naked 
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female body as a representation of sexual desire. 

Moreover, the nude female is portrayed passively in 

representing the sexual desire of the male (51-8) . 

Foreman's sexual objectification of the female actor's 

naked body falls under a typical theater paradigm: theater 

as exhibitionism and voyeurism (Pasquier 537). Based on 

such a theater paradigm, male characters explore the naked 

body of female characters and fantasize about them. All of 

the sexual fantasies are observed from a male's point of 

view (Leverett, "Richard Foreman" 12-3). 

As a visual strategy, the concept of eroticism 

injected deliberately by Foreman allows his audience to 

experience another aspect of consciousness in terms of 

sexuality- Foreman's basic strategy is to "dramatize the 

multiplicity of consciousness by eroticizing it [a female 

character's naked body]" (Leverett, "Old Forms" 115). In 

dealing with human sexuality, nudity is a pathway leading 

his audience to a new type of imagery. In this context. 

Foreman wants his audiences "to become self-conscious about 

their confrontation with so called pornographic imagery" 

(Foreman, Unbalancing 88). 

Despite several critical views, mainly by female 

critics, the nudity of Foreman's stage is a major device to 
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support his theatrical ideas. It emphasizes sexuality as 

part of human consciousness. 

6.6 Conclusion 

Every visual concept in Foreman's theater, including 

stage scenography, reflects the complex contents of his 

text. Foreman's visual imagery is a principal element 

directly affecting the audience's mental activity. 

Among many visual elements, the development of new 

concepts in terms of stage space, stage objects and the 

introduction of strings characterize his theater. The 

techniques that Foreman gained from cinema also help 

actualize new visual concepts. Finally, Foreman's shocking 

and provocative use of nudity visually connects the dual 

sides of his theater—ontological and hysteric. 

Foreman's innovative visual elements balance his 

text's meditative contents that rest solely on conceptual 

and abstract dramatic language. Visuality, therefore, is 

important in Foreman's theater. 
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CHAPTER VII 

CONCLUSION 

Many theater critics, including Richard Schechner, 

deplore the decline of avant-garde theater. As a creative 

and provocative theater artist, however, Richard Foreman 

has experimented with his theatrical ideology and his 

unique performance style for more than three decades. 

Theoretically supported by the expanding ideas of 

postmodernism in relation to other areas of the arts. 

Foreman broke away from traditional theater styles and 

developed new theatrical paradigms. Today Foreman is 

considered one of the most important avant-garde theater 

artists in America. 

Like other avant-garde theaters. Foreman's is based on 

rejecting traditional theatrical theory and practice. He 

based his theater on his perception of the true nature of 

human beings. In so doing, he rejected realistic theater 

that lacks flexibility to voice accurately contemporary 

society's sense of chaos, uncertainty and alienation. By 

attempting to stage mentation, Foreman brought substantial 

change to theater. 
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Foreman focused on creating a unique theatrical 

dynamic where text and performance are live, organic 

factors. The dramatic text works in cooperation with his 

aesthetic ideas, performance style, and visual concept. 

Foreman's exclusive control over the production process, 

including writing the text, directing, and designing the 

stage himself, makes this organic theatrical dynamic 

possible. 

Foreman has experimented with representing personal 

topics in a deconstructive manner. Immersion in conceptual 

ideas and artistic traits that were in full swing during 

the late 1960s and early 1970s strengthened his 

preoccupation with personal subjects. As a result, his own 

consciousness is the central conceptual subject in his 

theater. Developed as a major topic in his dramatic text, 

consciousness determines the whole performance structure. 

Delineating consciousness with his writing method. Foreman 

envisions his text as coexisting with other theatrical 

elements. 

In his dramatic text, numerous aspects of Foreman's 

consciousness are arranged in various ways. Having 

consciousness as a major dramatic subject. Foreman's plays 

deal with his memories, fantasies, dreams and all the 
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spiritual and philosophical arguments that have evolved 

from his instinctive thought. These subjects are displayed 

in a quiet and contemplative manner. They are arranged in 

irregular and unpredictable patterns. Theatrical 

conventions such as characters, plot and story line are 

swept aside so that the objects, persons and events on 

stage can exist in all their infinite possibilities. 

Foreman's highly personal and oblique mental states are 

framed, displayed and repeated in non-linear, surrealistic 

fashion in order to communicate his mental experience. 

Foreman's performance structure includes many 

innovative and deconstructive characteristics, as well. He 

emphasizes transcending moments and the continuous 

perception of consciousness staged with repeated visual 

images. His style avoids reliance on connected accidents 

as in conventional performances. 

His performance creates different dynamics between his 

stage and audience. Foreman establishes a deconstructive 

performance that pleases himself rather than a perspective 

audience. In his theater, the audience has a purely 

objective position, touring the vision of Foreman's mental 

experiences. His performance refuses to acknowledge the 
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audience's emotional needs as it features a continuous 

interruption of stage actions. 

Foreman's performance is designed to set free the flow 

of energetic conceptualization. With no intention of 

delivering a specified message in his works. Foreman allows 

his audience to consider afresh objects and gestures. Many 

layers of meanings underlie fractured shapes; hundreds of 

images defy any attempt to compress their multiple 

implications into a unified whole. The entire production 

reveals Foreman's theatrical goal of a multiple 

representations of human nature in a deconstructive manner. 

In Foreman's theater, visual elements replace words 

and narrative with images. Every object on the stage, 

including the actors, is .manipulated to create images. The 

visual images are intended not only to overcome the 

narrative in linear theatrical presentation, but also to 

represent the ambiguous contents of his text, thus 

composing a multi-layered performance structure. 

Images that reflect mentality do not always make 

pretty pictures on stage. Rather, as they closely examine 

the human being's mental situation, they reveal disrupted, 

obscure, idiosyncratic and complicated pictures. Distorted 

and exaggerated stage objects along with marionette-like 
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actors on stage exemplify the creative nature of his 

theater. 

By using visual devices to link his audience to the 

stage. Foreman intensifies the importance of the pictorial 

aspect rather than the dramatic and narrative message. 

Accordingly, obscure images present audiences with the 

opportunity to delve into Foreman's fascinating and 

idiosyncratic dream world. Visual images are key elements 

that support Foreman's theatrical creativity. 

Evolved from his aggressive challenge to tradition, 

the unique dynamics of Foreman's theater ultimately reveal 

the expansive possibilities of theater as a performance 

art. By developing images and momentary visions on stage 

that dissolve the hard shell of reality. Foreman has forged 

a new existence in the territory of contemporary theater. 

Practicing his theatrical ideas, he has created a new 

theatrical mode, organic in its unified dynamics from text 

to performance. He suggests a new theatrical dynamics 

between stage and audience, text and performance, and 

representation and recognition in theater. Emphasizing 

intellectual subjects and fragmented phrases and images in 

a deconstructed performance, he enriches contemporary 
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postmodern theater. His theater challenges our habitual 

approaches to the theater and life. 
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APPENDIX A 

PERFORMANCE REPORT: 

HOTEL PARADISE AND BAD BOY NIETZSCHE 
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Hotel Paradise 

I attended Richard Foreman's production of his play. 

Hotel Paradise, in March of 1999. The play was staged from 

January 2 to April 18, 1999, at Foreman's Ontological-

Hysteric Theater in New York City. Hotel Paradise, the 

forty-first play by Foreman, toured several cities in 

Europe from June 30, 1999, to October 30, 1999. 

In an announcement delivered at the very beginning of 

the show. Foreman, in a very deep and gravely voice, 

discussed various other titles possibly suited to Hotel 

Paradise. He said that the play should be titled Hotel 

Fuck, yet it could also be called Hotel Beautiful Roses. 

Foreman, however, offered no explanation for his comments. 

The effect of his statement may have caused many 

audience members to rethink and possibly discard 

preconceived notions of paradise. Perhaps the statement 

was meant to bring the audience out of its comfort zone and 

into a world where preconceived ideas are defunct. It 

seemed that the intent was to prepare the audience for a 

totally new experience. 

The play began, and the action revolved around five 

major characters, four men and one woman. Extra actors 

such as young women and bellboys appeared on stage like 
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props without dialogue. While wearing headset microphones, 

actors playing the five major characters delivered their 

lines with exaggerated European accents. 

The actors' broad movements accompanied by loud sound 

effects and frenzied dialogue seemed to disturb the 

audience even more. The actions were so discontinuous that 

it was difficult for one to get a unified message from the 

show. Instead of the flow of a traditional plot in which 

actions are developed in a linear pattern, the play 

jittered along in a staccato fashion like a series of 

slides. 

Throughout the show, the audience was bombarded with 

repeated scenes. Whenever some scenes were repeated, the 

actors echoed their lines; for example, "I'm happy; you're 

happy." Along with these repeated scenes, characteristic 

of Foreman's theater, several actors screamed their lines, 

which is intended to further separate the audience from its 

comfort zone. 

As seen in his other productions, the stage for Hotel 

Paradise was filled with various kinds of stage props 

designed by Foreman. Strings were stretched across the 

stage in every direction. An exaggerated male genitalia 

was the most powerful visual design that drew the 
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audience's attention to one of the subject matters in this 

show-sexuality. Using props as a visual reference at the 

center of his stage. Foreman presented multiple layers of 

sexuality. 

Along with the creation of giant phalli. Foreman's 

frequent use of the actor's naked bodies were another 

important theatrical device intended to stimulate the 

audience's mental response to sexuality. The nudity seemed 

to be a response to our cultural conditioning. By using 

nudity. Foreman represented both the natural and sexual 

states of the human body. The major character, Tony Turbo, 

heightened this effect by wearing only a white wig and a 

giant, white feather headdress. 

The wall of Plexiglas installed between the stage and 

audience along with bright lights, served to disrupt any 

emotional flow from the stage to the audience by isolating 

the audience from the stage. In a sense, the Plexiglas 

seemed to guide Foreman's audience as if they were peering 

through windows as if they were voyeurs. I thought this 

kind of visual devices allowed Foreman's audience to see 

the stage action in a more passive and distanced state. 

I found that this production showed all the typical 

characteristics of Foreman's theatrical experiments since 
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1975, from dealing with the subject of consciousness to 

creating bizarre visual elements. As usual this show 

presented various aspects of human consciousness related to 

sexual desire. Regarding sex as part of human nature. 

Foreman approached this subject in his typical, matter of 

fact manner. 

Bad Boy Nietzsche 

In April of 2000, I attended the production of Bad Boy 

Nietzsche two times. The show was Richard Foreman's forty-

second production of the play at his Ontological-Hysteric 

Theater in New York City. The theater building seemed ill-

suited for the production. After making some alterations, 

the Ontological-Hysteric Theater used the second floor of 

St. Mark's Church as its theatrical space. The stage was 

narrow and deep, and the seats for the audience were stiff 

in a straight arrangement. It seemed that the viewer's 

angle was considered to be unimportant. 

Foreman filled the stage with so many objects and 

props that it seemed there would not be enough space for 

his actors to move. In most cases, his actors moved only 

horizontally to the stage, as if they had been crowded off 

the performing space. In this production. Foreman utilized 
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giant plastic fish, feet, ship, cake, and phalli. There 

were all kinds of graffiti soiling the stage walls. The 

shapes and sizes of the props were severely distorted and 

altered. The colors of the objects were muted dark and 

dull. As is traditional in his theater, strings were 

stretched all across the stage, and there were nude scenes. 

Considering that Foreman's theater depends on visual images 

created by the combination of the actors' movement and 

stage objects, one can understand his intention to fill his 

stage with a variety of visual objects. 

The central character surrounded by all the visual 

elements was the German philosopher Nietzsche. According 

to Foreman, Nietzsche is one of the main philosophers to 

sustain a long influence on Foreman's theater with his 

nihilistic point of view. However, this show did not 

incorporate Nietzsche's philosophy. It was Nietzsche's 

personal life that became the important motif for Foreman 

to develop his theatrical ideas. In reality, Nietzsche was 

sent to an asylum because he attempted to protect a horse 

from being beaten. The horses that were whipped throughout 

the play reminded the audience of this historical fact. 

Nietzsche's acquisition of syphilis was another historical 

motif that Foreman developed in the play. 
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Based on Nietzsche's life and madness. Foreman engaged 

Nietzsche as a character demonstrating mental confusion and 

frustration between sexual desires and intellectual 

theories. In other words, this work is the representation 

of various thought processes that arise simultaneously in 

the celebration of flesh and the world of academic 

philosophy. Nietzsche as a character in Bad Boy Nietzsche 

reveals Foreman as an intellectual. Foreman represents and 

rationalizes Nietzsche's mental agony in relation to 

sexuality and portrays his mind as a kind of painful and 

ridiculous aesthetic phenomenon. 

To represent various aspects of Nietzsche's mentality. 

Foreman introduced sensual female characters and violent 

male characters. They attacked Nietzsche both physically 

and mentally in order to examine both his consciousness and 

mental stress. In this process, a psychological 

relationship of sadism and masochism was developed. The 

sadistic scene is shown best when the male and female 

characters beat frenetically on the backrest of the seated 

Nietzsche with a golf club. Female characters stimulated 

Nietzsche's sexual desires by exposing their bare breasts 

several times in front of him. To these actions, Nietzsche 

reacted like a masochist. The more sadistic, the actions 
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became the more Nietzsche revealed his desire for sexual 

frustration and physical pain. 

As Nietzsche revealed the agony in his mind, the stage 

objects became metaphors for his mental condition, reacting 

violently as if reflecting the insanity of Nietzsche. A 

large ship above the stage tossed back and forth, and large 

poles extending from the stage ceiling pointed to 

Nietzsche's heart. Here, piercing assaulted the audience's 

ears. 

But the scene moved on quickly as the lights on stage 

disappeared abruptly, and a long silence began. There were 

no fade-outs throughout the play; sudden blackouts took 

their place. Along with these sudden blackouts, the glass 

wall installed between the stage and the audience served to 

distance the audience from the stage action. In addition 

to these theatrical devices separating his audience from 

the stage, lights frequently brightened, serving to blind 

the audience momentarily-

Adding to the confusion produced by technical 

manipulations. Foreman portrayed Nietzsche, a philosopher, 

as a clown or a lunatic; he was an intellectual haunted by 

a nightmare. Because of Nietzsche's madness, the show 

began like a tragedy, but it progressed like a farce. As 
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other intellectual characters sometimes do in his theater 

productions, Nietzsche delivered strange, untranslatable 

messages. He asked the audience ambiguous questions about 

the human mind. Through this philosophical questioning 

Foreman explored consciousness in the character of 

Nietzsche. Supported by visual elements on the stage. 

Foreman staged complex philosophical ideas about sex and 

life on stage. 
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GLOSSARY 

Absurdism: It is a term coined by Martin Esslin in his 
^o°'^> The Theater of the Absurd, while mentioning the 
characteristics of plays written by Arthur Adomov, Samuel 
Beckett, Alfred Camus, Eugene lonesco and Edward Albee 
after World War II. Influenced from existentialist 
philosophy and post war nihilism, those playwrights 
rejected traditional construction and conventional dialogue 
in dramatic style, and describe human conditions in a 
ridiculous, funny but sad manner. Illogical dramatic 
structure and irrational behavior of the characters are the 
main traits of the absurdist plays. As an important 
subcategory of modernism, absurdism supplied later 
playwrights with new viewpoints of the human condition in 
their works. 

Alienation Effect: This theatrical term is derived 
from a German word, 'Verfremdungseffekt,' which means 
'estrangement' or 'making strange' in English. Developed 
by Bertolt Brecht for his 'Epic Theater' as a basic 
principle, it was introduced originally in theater 
performance to deliver the audience the objective reality 
on stage. To ahieve that purpose, Brecht tried to break 
the seductive power of illusionism and emotional empathy of 
the stage and to set a critical distance from the stage. 
And he tried to detach both actors and audience from the 
stage action to prevent them from becoming involved in the 
actions of the play. Instead, from his stage action, 
Brecht wanted his audience to recognize and accept the 
political or philosophical messages of the play from an 
objective viewpoint. 

Avant-Garde: It is a French word, meaning 'the 
vanguard of an army.' After being adopted to art and 
literature in late 19"^ and early 20̂ *" century, it refers to 
the artists and general artistic tendency that are ahead of 
their time, seeking for new thoughts and expression. All 
the artistic and literature ideas of symbolism, 
expressionism, futurism, dadaism, constructivism, 
surrealism can be referred to as an avant-garde movement 
that tried to bring radical changes from the conventional 
arts and literature. However, in my writing, I used this 
term to indicate the general movement that rejected the 
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realistic style of theater and searched for an alternative 
theater performance style since 1950 in America. 

Cubism: This term generally implies an abstract style 
of painting and sculpture that was developed by French 
artists, ̂ ŝuch as Pablo Picasso and George Braque during the 
early 20" century. Liberated from traditional reality, 
appearance, and illusion, cubist painters broke down the 
real objects and presented them as collectives of geometric 
shapes and figures. Even though this artistic movement 
stemmed from paintings, the aesthetic idea spread to other 
artistic and literature areas, including poets and 
composers. 

Dadaism: It is a movement of art and literature that 
began in Zurich, Switzerland, in 1916 by Tristan Tzara. In 
the literal sense, 'Dada' means 'hobby horse.' Believing 
in the unwarranted, irrational and illogical aspects of 
life-as-truth, dadaist artists rejected most of the 
fundamentals of conventional modes of arts, and they 
developed new kind of artistic aesthetics that 
intentionally developed and expressed nonsense in art 
pieces. This movement influenced many modern artists to 
free themselves from conventions of the past. And in 
theater it influenced new kinds of aesthetic ideas for 'The 
Theater of Cruelty' by Antonin Artaud and 'The Theater of 
the Absurd' during the mid 20'̂ '̂  century. 

Deconstruction: Originally this term was coined by a 
French philosopher, Jacques Derrida, in the 1960s, while 
discussing the meaning of text in literature. Derrida, who 
was influenced by the philosophical ideas of Nietzsche and 
Heidegger, held a skeptical opinion of the interpretation 
of literature text. Denying the final interpretations of 
text's meaning, whatever the author puts in it, Derrida 
thought the reader's personal interpretation is more 
critical than the written text. This theory, which 
emphasized the interpretation rather than the original 
text, influenced many postmodern artists to establish new 
way of understanding literary text. For contemporary 
artists it is understood as one of the critical strategies 
for revealing the relationship between text and 
interpretation. Based on this theory, many postmodern 
theater artists re-interpret and re-evaluate the classic 
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dramatic texts and produce new modes of theatrical 
performances for contemporary theater stages. 

Entity Writing: This term denotes the writing style 
that Stein used for his literal works. As the case of 
'Identity Writing,' Stein developed this notion based on 
Stein's philosophical idea of phenomenological dualism. 
Unlike 'Identity Writing,' Entity Writing was designed to 
describe the thing-in-itself or the human mind without any 
artificial distortion. Stein, in her own book. The 
Geographical History of America or the Relation of Human 
Nature to the Human Mind, called Entity Writing 'Pure 
Writing' or 'Real Writing.' Through her various literary 
works, including plays, she developed entity writing to 
reveal the whole structure of truth in organic, rather than 
causal order. Eventually 'Entity Writing' worked as one of 
the most influential factors to create Foreman's writing 
style. 

Epic Theater: It is a type of theatrical/dramatic 
concept developed by Bertolt Brecht and Erwin Piscator in 
early 2 0*̂^̂  century in Germany. It is an experimental 
attempt to instill didactic and intellectual elements in 
theater performance, after discarding the theatrical 
illusion of realism and emotional response of the audience. 
Introducing various anti-realistic techniques on stage, 
such as selecting historical subject matter, large scale 
stories, demonstrative acting, broken dramatic structure, 
episodic structure and narrative style, this theatrical 
experiment tried to make the audience aware of reality. 

Exhibitionism: According to Webster's Third New 
International Dictionary, it is defined as 'a psychological 
perversion marked by a tendency to indecent exposure of the 
person so as to excite or gratify oneself sexually by such 
exposure.' But in my writing I used this term to imply the 
basic notion of the actor's acting and visual images in 
terms of exposure, while explaining the mutual relationship 
between the action on stage and audience in Foreman's 
theater performance. 

Futurism: Invented by Tommaso Marinetti (1876-1944), 
it was an artistic movement that was popular in the early 
20'̂ '̂  century in Italy. Radically denying the artistic 
values of the past, it called for a reform of literature. 
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art and even society by accepting the modern technology and 
machines as critical tools for creating a modern world. 
This radical movement even praised wars as a culture's most 
vital expression of machines. This notion later became 
allied with Fascism in Italy and spread into Russia. And 
then It was adopted as a political and aesthetic doctrine 
that primarily favors modern technology. In reality, the 
idea of this movement was used as part of the tools for the 
fascist and socialist regimes' political and ideological 
propaganda. Even though this movement did not directly 
affect postmodern arts, later artists, especially theater 
artists, in creating abstract and mechanistic theater 
performances, incorporated its ideas. 

Giotto, la Cappella degli Scrovegni (1266-1337) : Giotto 
is an Italian painter and architect known as a founder of 
modern painting. With his own new realistic painting style 
with humane subject matter of, Giotto expressed Christian 
messages in mainly frescos during the 14*̂ *̂  century in Milan. 
Large figures and simple compositions set in a naturalistic 
background are his major characteristics in his painting 
style. The basic ideas from Giotto's simple composition 
and the use of space both in horizontal and in vertical 
directions influenced Foreman to create his stage space in 
a provocative manner. 

Happenings: This term was first used in Allan Kaprow's 
work, 18 Happenings in 6 Parts, which showed both aspects 
of art exhibition and theatrical performance. It was an 
experimental movement that rejected the heavy reliance on 
the script in art performance. Instead, it tried to 
achieve a kind of aesthetics through the audience's active 
participation in art pieces. Stressing the relationship 
between the material and participants in the art-making 
process, this concept was adopted by many earlier avant-
garde theater artists during the 1960s. As this concept 
emphasized the participants' interaction with things and 
situations, it helped several aspects of theater, such as 
improvisation, chance, and direct audience participant to 
be major factors for their theater performance. The basic 
concept of happenings, which was originally derived from 
visual art and dadaism, became a predecessor of performance 
art and the emergence of image-oriented theater. 
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Hysteria (Hysteric): According to Webster's Third New 
International Dictionary, this Greek origin word is defined 
as 'a psychoneurosis that is marked by emotional 
excitability involving disturbances of the psychic, sensory 
vasomotor, and visceral functions.' Also this word is 
defined as a term that implies a meaning of "conduct as an 
outbreak of conduct exhibiting unmanageable fear or 
emotional excess in individual or groups' in the same 
dictionary. As discussed in chapter 3, when Foreman uses 
this word for his theater's title, he tries to indicate 
that his theater is designed to represent the mental aspect 
of himself (hysteria) as a major subject of his theater. 

Identity Writing: Based on the philosophical idea of 
phenomenological dualism. According to Gertrude Stein, 
unlike the entity writing, identity writing intends to 
represent the existential mode of human beings. The 
structure of identity writing is continuous and associated; 
it adopts the external and time-bound as its topics. 
Therefore, in identity writing everything is constructed to 
create a disclosed communication between the writer and 
audience or reader. And the audience or reader is not 
allowed to explore the work beyond a designated path 
created by the writer. 

Mekas, Jonas (1922- ): He is an American underground 
filmmaker and director who was born in Lithuania. After 
moving to New York City in 1949, he found the film 
magazine. Film Culture, and worked as its editor. Also he 
founded Cinematheque, a distributor for independent films. 
While developing unconventional films, Mekas documented the 
aspirations and frustrations of life through his films. 
His major works are: Wladen (1968), Lost, Lost, Lost 
(1976), Notes for Jerome (1986), Self Portrait: Scenes from 
the Life of Andy Warhol (1996). Foreman used Mekas' 
Cinematheque for his inaugural theater performance, 
Angelface, in 1968. 

Minimalism: Minimalism is a term that used since the 
1960s to describe a new form of modern art and literature. 
It indicates a style that aims at reducing the artistic 
elements to a minimum, avoiding any exaggeration and 
decoration. Insisting on the most basic elements in 
artwork and literature, this concept tried to achieve 
extreme simplicity of form and objectivity. 
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Ontology (Ontological): Generally the word 'ontology' 
means a branch of science about 'the nature of being and 
entities.' But Foreman acknowledges this term as a way to 
express what he intends to represent in his dramatic text. 

Phenomenological Dualism: It is Gertrude Stein's 
philosophy for establishing her personal artistic and 
literal interpretation. Dividing the system of the world 
into two parts, "being" and "existence," she tried to deal 
with issues related to "being" rather than "existence." 
Thinking that issues related to existence could not reveal 
the bare truth of the world (because "existence" is only 
the superficial representation of truth) , she insisted that 
art and literature deal with issues related to "being." 
Based on this philosophy. Stein stood firmly against the 
artistic trends that were relying on traditional modes in 
both structure and contents. 

Phenomenology: It is a philosophical viewpoint 
developed by German thinker Edmund Husserl (1859-1938) who 
thought of consciousness as a unified intentional act. 
Emphasizing a person's awareness or consciousness of the 
object, he attempted to describe mental processes as key 
points in art. Influenced from this concept of 
phenomenology. Foreman tried to establish a stage where 
human being's consciousness appears to be the major topic 
of his performance. Also he emphasizes the perceiving 
process of the consciousness in his theater. 

Photo-realism (or Hyper-realism): It is a painting 
style that was developed since the 1960s in America. Using 
photos, photo-realists tried to carefully copy that reality 
and to create paintings of extreme verisimilitude. But 
photo-realists did not simply copy reality as it looks, but 
they try to portray visual images. Their works are a kind 
of formalist abstraction rather than a simple realism. 

Postmodernism: This term means diverse attempts to 
break away from modernist forms of art, literature, and 
architecture. Since appeared after World War II, this term 
has generally been used to describe the tendency to react 
against the modern style. Therefore, instead of a unified, 
coherent style of modernism, postmodernism depicts an 
incoherent, discontinuous and disorganized way of creating 
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art and literature. This term refers more to general 
artistic attitude than to a specific performance style. 

Stein, Gertrude (1874-1946): Gertrude Stein is an 
American novelist, poet, critic, and dramatist, who has 
been regarded as a major influence on new attitudes and 
perspectives in twentieth century American literature and 
art. Stein studied psychology under William James who 
theorized ""stream of consciousness" as his major concern. 
Absorbing and concretizing his theory of stream of 
consciousness into her own ideas, Stein translated his 
notion into her artistic endeavors. Keeping company with 
cubist painters such as Picasso, Matisse, Braque, and 
Cezanne, Stein encountered the concept of "cubism." 
Immersing herself in the theory of cubism, she attempted to 
accomplish cubism in her writings. She formulated a 
literary aesthetic that allowed the reader to experience 
language and ideas in provocative new ways. Because of 
this new style, she is known as a "literary cubist." 

Surrealism: This term refers to an artistic movement 
developed during the 1920s in France as a kind of extension 
of dadaism. As a movement that attacked formalism, it 
tried to eliminate the element of reason and logic in art. 
In creating art, it focuses its importance of consciousness 
and tries to synthesize the experience of consciousness. 
This movement encouraged many later artists to escape from 
all restraints and naturalistic fixation in creating art 
for the rest of 2 0*̂*̂  century. In theater, the theory of 
Antonin Artaud (1896-1948) was based on surrealism, which 
later had a huge impact on most avant-garde theater artists 
both in Europe and America. 

Symbolism: This artistic movement took place in late 
19*̂ ^ century France in an attempt to use words and images as 
major mediums to suggest meaning in art. The artist's 
conscious selection of artistic symbols, objects, and 
actions are used as a major medium that supports this 
movement. Using a number of symbolic elements, some 
higher, complex, abstract significance is represented in 
the work of symbolist art and literature. 

Total Artwork (Getsamtkunstwerk): The Italian humanist 
artists originally used this term in an attempt to research 
Greek classic from a new viewpoint during the Renaissance 
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period. Later, a German composer and librettist, Richard 
Wagner (1813-1883), adopted this term to describe his 
theory of his music drama. While explaining the aesthetic 
relationship between the arts in terms of shared or 
analogous principle, Wagner persevered the intended 
aesthetic of the art piece by the original creator for 
maximized effect. Foreman thought of full control over his 
theater production as being based on this concept. 

Uber-Marrionette (Super Puppet): It is a theatrical 
term coined by an English theater practitioner, Edward 
Gordon Craig (1872-1966), while he was defining the role of 
actors in theater. During the early 20"^ century Craig 
rejected the acting style of realistic and naturalistic 
theater productions that viewed actors as simple imitators 
of characters. Instead, he developed the concept of the 
actor as creative artist who occupies the central position 
on the stage, primarily delivering the messages of the play 
to the audience. Along with Stanislavski's acting theory, 
his ideas about actor/acting have been considered as one of 
the important perspectives that defines the actor's status 
and role in modern theater stage. 

Voyeurism: A word "voyeur' is defined in Webster's 
Third New International Dictionary as "a person whose 
sexual desire is concentrated upon seeing sex organs and 
sexual act.' Thus, 'voyeurism' refers to a voyeur's 
actions. This psychological term is to referred in this 
study in order to explain the theatrical effect of phalli 
in Foreman's stage that appear frequently as one of the 
strong visual elements used to represent sexual 
consciousness. 
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