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| TheatreWorks welcomes Ivan back! | s
/SN
4
"We are very happy that Ivan, who has gone away, immersed and leamt from a foreign culture, retums to share his \, &
experiences. External influences will deepen our understanding of our own Asian culture. These influences can ""/

help provide different dimensions and act as catalysts for more exciting developments. It i important that such !
practitioners return to work as equals with their counterparts in Singapore to ensure a vibrant and meaningful theatre

scene for Singaporeans,

This is reflected in our 1993/94 Season, - “Moving out to Enrich Ourselves”™. TheatreWorks is pleased to have
provided Ivan the faith and space 1o work with us and to share his vision with Singapore.

Thank you, Ivan, for Light In The Village."

Tay Tong
General Manager

e — oy —

vq& Ivanﬂ-léng

irector

Inn Heng was the BAT s first asts scholar to the Royal Scottish Academy
of Music and Drama in Glasgow.

He graduated last year, winaing the Royal Lyccum Theatre Club Award, the
Margaret Gordon Prize and The Dorothy Innes Prize,

He has acted in many of TheatreWorks' best known plays, which include
M Busterfly (1990), Beawty World (1988) and Army Daze (1988). He also
directed and acted in Ovidia Yu's play, The Woman In A Tree On The Hill at the
Edinburgh Festival Fringe in 1993, which won the Scotsman Fringe First Award
‘and the Scottish Daily Express New Names of 1993 Award.

“I first saw Light In The Vilage at the Tdinburgh Festivel Fringe in 1991, [had Keen in
Scotland for & war and had seen some one kundred and raxenty ploys by then; some good, some
not £0 good. Bat in the derkened space of the Traverse Theatre that afternoom, I Kmew that this
would be the firse ploy that I sould direct on my returs to Singapore. :
-. i / ol
RAfter the performance, my founth show that doy, | found myself cager 10 1alk to the artists and well, enyfody who aveld speak to me. | was ntﬂn‘/tﬁr_ﬁ.
and meeded vo tall, @ e, Good plasy do that, 1 think, They maky you think and talk o lot. And after ome wxes (or Birches) cbout the actovs, the hrectiom, the
set, the Gpkting, the costumes and in recent days the special TIX(I) ome ponders about being ¢ human being.

OF dear, you think, is this going 1o & one of those plays 212

Relay, Relax, Relay,
The person that [ finally s termoon, turmed out to be Jokin Clfford Risself. And we talled. For about taw fours, About our adventares in India,
Fast and West, ;pn'h'waut Third Wi and women, Singepore, Scodand, Englond end America. ‘The Tanh, God. Tlecericity. TV. Damming. Progress

and the -v)p(-w;uy And marny things Besides. ™,

/"

Three ,uw later, and actuclly mxbwm(ﬁc p‘qh h)Tr. 1 am comvinced that there iy somerhing for Singapore audiences. 1 spok to Joknm recently and asked

him gt fie wanted soGay. \% y\ \
7

il the story/” Re seid, “tell the story.

: WK for the costumes; Rpsira, Mylene and Rgj for transporting us to a &ifferent dimension,
Kelicving: and you the audience for coming on this magk corpet ride.

el van Meng




John Clifford

playwright

ohn Clifford was bom on 22nd March 1950 in

Derby, England. He has been a resident in
Scotland since 1968, He has an MA (First Class Honours) in
Spanish and Arabic and a PhD (on The Playwriting An of
Calderon).

He has worked as a nurse, schoolteacher, lecturer, bus
conductor, yoga instructor, cnitic, journalist and broadcaster,
and has been a full time writer since 1981. Married to
Journalist and illustrator, Sue Innes, John has two daughters,
Rebecea (13) and Katie (8). &"

7 ’y )

He is author to some thirty plays, several ((‘.r;ichmc b:co x
seen all over the world. Losing Venice won-a¥ angc f'mt
when it opened in the Edinburgh Festival Fringe in | 1985; 10
has since been seen in London, Sweden, Auvstralia,/ Hong
Kong, New York and Los Angeles. Lug 9 3 Plfp,zfm also v
produced in Aspen, Colorado and chospRta ay/fhie!inddgural S
production for the California Repertory Cm‘m)y first N
production of Great Expectations wonthe “Spintof Mayfest™
Award and subsequently toured Iraq. Egypt. India, Sri Lanka
and Bangladesh. It was produced by the Lyric Theatre,
Belfast, in Spring 1993. Ines de Castro has had productions
in London, Liverpool, Vancouver, South Carolina and
Sydney. It has been filmed by Portuguese Television and
BBC2, broadcast on BBC Radio 3, translated into Spanish
and Portuguese, and is currently being tumed into an opera
for the composer James McMillan,

ey

o Adghtln The Village has been produced in- Edinburgh at the
s Traverse Thc.urc for the Edinburgh Arts Festival in 1991,

< San Francisco it the Oregon Shakespeare Festival, now in
s S‘nguporc Q) ‘I‘hculm\»orks and in Chicago in the later
/ part Q( 1994,
y, ~7 \ \ \;,; o‘
f | 4‘\8'-' !
)\ !
j ,‘.\ . £ Whic .‘wn[t a play, I have to begin by writing it for my audience. In Edinburgh: a Lma{[ dity i) a
) L) f 5N aaf[;o@m . But I always hope and I always dream that I can reach out to the uvrh{&yond W
.L/' ‘1 'i.‘, \ thirprodyttion in Singapore excites me because it is that dream coming true. /.'4{‘5}‘ \ (* ‘
',S..L y |

\ G Whin I wrote this play, I wanted to write something about the divisions in our z .wr{/
ways and new ways. Between the west and the east. About the chasm between rich dgu{

There's no denying there is terrible injustice and there are deep divisions in our world. |4
needn't be divisions in our hearts. For in the end, we do belong together.




Writing

| Yizht in the vittaze

think of a woman I met in a village. 6 hours east of Calcutta.

She was the health worker. She showed me the one cranky

hand pump which was the only source of drinking water for
forty families. It was inadequate; but the other pump had been
broken for a year and there was no one able to repair it. There was
no sanitation in the village. Its pond was fed by an open drain. The
surface of the water was covered with slime. She told me it was
the villagers® only other source of water. They had touseitto wash
their clothes, to wash their cooking utensils, and to wash them-
selves. They used it for drinking, too; most knew they should boil
it, but fuel was scarce.

here was no electricity. There
was no school. The few stu
dents who attended school in

the neighbouring village faced great
difficulty: their labour was needed by

employment. They have skills. She

| shows me exquisite embroidery.

But they cannot sell. They cannot sell
it in the village because everyone can
do it, no-one values it or has any need

their families. Also, because there was
no clectricity, and therefore no light,
they could not study at night.

1o buy it. They cannot sell it outside
the village because they are so cut off,

There was no road. The village was
reached by a deeply rutted track
impassable in the rainy season.

Most of the villagers own no land;
they work as day labourers for the
local landlords, when there is work.
Otherwise, they scrape a living as best
they can. The daily wageis around 17
rupees : S0 pence.

In December, it was harvest time,
Everyone was out in the ficlds; only
the older women and the children
remain. After the harvest, the rats go
out to the ficlds to feast on the
left-over grains: the village boys were
out hunting the rats. I saw them as |
passed. If they catch one, they roast it
this evening.

They need the protein: many children
in the village suffer from deficiency.

The health worker and her colleagues
explain that the women in the village
want to improve the situation. They
want to work: they want regular

By John Clifford

communications are so bad, they have
no means of finding anyone who will

| buy it

Besides, their husbands treat them as
chattels and are reluctant to allow
them to engage in independent work.
The Hindu wives suffer because their
husbands often mistreat them to try to
extract more dowry from their fami-
lics: the Muslim wives suffer because
their husbands have the right to re-
marry, 48 many as four wives at a
time, and the right to divorce at will,
A divorced wife is often destitute:
rejected by husband and family, and
left 1o fend for herself. Often with
young children.

My guide distributes the few
govemment health supplies. She in-
spects the young chikdren of the vil-
lage: 1o make sure their clothes are




washed, their hair is free of lice. To
keep a check on their basic state of
health. She runs classes for the chil-
dren, and classes for the mothers, 100.
She wants her health centre to be a
source of lightin the village: and she
wants it 1o be source of inspiration to
others. The government has sent her
some women from Bihar so she can
train them and they can do the same
for their villages when they retumn.

She shows me her health centre. Itis
a tiny hut. The floor is made of mud.
There is one child’s desk and a scrap
of blackboard in the comer. There is
nothing ¢lse.

Everyone gathers round. The Bihari
women speak. They tell me that they
want to make things better, they want
to do all they can, but it is very hard.
They feel helpless and afraid. They
are so very far from home. What
advice can I give them? What should
I tell them?

Should I tell them that while their
children suffer discase because they
have not enough to cat while ours are
ill because they eat too much? Should
I tell them that while their villages are
trapped in poverty because they have
no road, our towns and villages are
being choked and poisoned because
they have 100 many roads? Should |
tell them that we don't even care
enough to give our own children
decent schooling? That we have
expended limitless millions to wage a
war. A war not for justice, not for the
world's children, but to try to safe-
guard the West's cheap oil supplies.

I'wanttohave written something that
would answer them. And that would
speak also to our own overwhelming
sense of helplessness and guilt. But
would not simply reflect anger or
despair. Despair is a luxury we can-
not afford; to spread it seems to me a
Kind of crime.

Itis also an inaccurate response; there
is injustice and cruelty in our world,
but also courage, dedication, and a
profoundly moving kind of solidarity.
There is also, in India and in
Bangladesh, animmensely ancientand
yet vibrant culture that has much to
teach us.

And I want the play to reflect and to
celebrate the multi-racialism of our
own society. | want to take the
audience on a journcy: a joumey
through laughter and anger, and
anger and grief. That will involve the
audience on every level: theatrically,
emotionally, intellectually, spinitually
and sexually.,

Four weeks rehearsal and thinty six
drafts later, 1 still don’t know if I've
succeeded. In the end, that's not my
business. But I want to dedicate it to
those women. Those women in the

empty room.
The light of the village.




Cast List

Janardan Menon

as Storyteller One ,
Mukherjee (The LandLord)
& a Lawyer

acted in

Bhoma

(Calcutta University , 1991)
Seduction

(XLRI University , 1991)
Witness for the Prosecution
(Calcutta University , 1990)

Rose ‘Eng

as Storyteller Two

& Sita

acted in

Watching The Clouds Go By
(TheatreWorks® Directors’ Lab , 1993)
Breaking Through

(SPH Young Playwrights® Series 11, 1993)
Sammy Won't Go To School
(TheatreWorks® Directors® Lab, 1993)

‘Vijai Parwani

as Storyteller Three

& Muntu (Sita’s husband)

acted in

Arsenic and Old Lace

(STARS, 1992)

Conference of the Birds

(Asia In Theatre Research Circus, 1991)
Death Trap

(Varsity Playhouse of Singapore, 1990 )

Sandy Philips

as Storyteller Four ,
Meena (an old woman)
& Kah

acted in

Twelfth Night

(1992)

directed

Oliver!

( STARS, 1992)

acted and directed in
Chekov One Act Farces
( Actors’ Theatre Circle, 1993 )

Gerald Chew

as Storyteller Five

& Rhodes (The Landlord’s younger brother)
acted in

Under The Bed 7
(TheatreWorks , 1993) /o
Mergers & Accusations £,
(SPH Young Playwrights Series I, 1993) §
The Lady Of Soul and Her Ultimate *S* Maching
(TheatreWorks , 1993) .
Beauty World

(TheatreWorks |, 1992)




Born - July §, 1853
Died - March 26, 1902

Cecil (John) Rhodes was
bom at Bishop's Stortford,
England, the son of aclergy-
man. He was educated at a
local English grammar
school. Poor health pre-
vented him from the profes-
sional career he had planned,
and he was sent 10 South
Africa 1o work on a cotton
farm with his brother
Herbent.

In 1871, the diamond fever
overcame Rhodes and he
moved 1o Kimberly, the
centre of maning. There, he
dreamed of reuniting the
English speaking peoples, of
developing Asia and Afnica,
and a world federation of
which English speaking
countrics should be the lead-

5 appearans ’
— ol teeasted w0 B

CECIL (JOHN) RHODES

. Sho IS naked.

ing nations. The grandeur of
his dreams was tamished by
unscrupulous methods, how-
cver, and it was by these means
that he acquired control of the
Kimberly diamond ficlds. At
the age of 35, bhe became onc of
the workd's richest men.

Rhodes ook a degree at
Oxford in 1891. There, his
cccentric habits, falsetto
giggle, rambling monologues
and his unusval background

intrigued the younger students |

around him.

In 1891, Rhodes became Prime
Minister of the Cape Colony,
and Rhodesia was named after
him. He died 11 years later of
an incurable discase,

Holi is the festival of Spring,
and is celebrated in a riotous
manner.

For the two or three days in
February or March, particu-
larly in northern India, it is
unwise to travel, for the young
and old, rich and poor alike
are likely to be showered with
coloured water or powder. . N R

At Holi time, all is forgivenin | ™.w.7"". 7%,
an orgy of dancing and drum | " s ee
playing, the participants | @..% .
smeared with colour on u
clothes , face and body. & e

Holi is associated with Lord S R
Shiva and commemorates | - " - A%
his marriage procession, | " 7ty
reflected in the noisy parades A
that wind through the streets, s

often culminating in a late | .
evening bonfire.

Throughout northern and
central India, Holi is cel-
ebrated in amultitude of ways. R
The mostdramatic ritualsoc- |.." 5 . *|
curinthe settiementsaround | "-." - . .
Matbura and Vrindaban in | =i s
Uttar Pradesh, the centresof | . . = °

Krishna worship. AtBarsana,
home of Krishna's consort |+~ |, " ‘' .%*

Rhodes is well known as the | Rahda, the men are beaten ’ .
donor of the Rhodes Scholar- | with sticks by theirwomenfolk  |* = & - =%
ships a1t Oxford. His will for- | in @ unique moment of role |° = <% 4%
bade disqualification on grounds | reversal. BU LRy |
of race and many non-whie stu- o

dents from the colonics, the
United States and Germany, have
bencfited from it. Some people,
however, have doubled if it was
Rhodes™ intention as he once
defined his policy forequal rights
as being for “every white man
south of the Zambezi™ but later,
under hiberal pressure, amended
“White™ to “Civilised™. But he
probably regarded the possibil-
ity of native Africans becoming
“civilised™ as being 50 remote
that the two expressions, in his
mind, came to the same thing.

sowce: Ants and Crafts of Incka,
Written by Nicholas Barmnard
Publshed by Conran
Octopus Lid, 1993

source: The New Encyclopedia
Britannica 15th Edition
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Designers’
PROFILES

Plays the keyboards and percussion, vocals.

Performed in Fried Rice Paradise (TheatreWorks, 1991)

Beawty World (TheatreWorks, 1992); The Woman In A Tree On The

Hill (TheatreWorks, 1992); Trojan Womsen (TheatreWorks, 1991
ke Henen Advertising Musical.

posed music for Triangles: Over The Hill; Glass Roots;: Single:

3 Band and studicd traditional percussion in

e Sex (TheatreWorks, 1989); Oedipus
d Hayavadana (Experimental Theatre

Woman In a Tree On the Hill (The
Company, 1993),

pr for Theatre Carnival On the Hill (Theatre Works,
bre Parts (TheatreWorks, 1992).
ghibe lights for Lao Jiu (Theatre Works, 1993) and Under
treWorks, 1993).
* Technical Manager.

Designed the foyer display for Ozone (TheatreWorks, 1991).
Currently working as a Graphic Designer in a Design House.

Took photographs for recent Theatre Works' productions, which
include Lao Jiu, Under The Bed and Watching The Clowds Go By.
Artist,

M and The Chocolate Factory: The Woman In A Tree On The

1
|
|

NVPREIFIw 54/

VAR T A



MRS SANTHA BHASKAR AND
THE NRITYALAYA AESTHETICS SOCIETY

M\ Santha Bhaskar is not a new face in the Singapore dance ficld.
Winner of numerous awards including the 1990 Cultural Medal-

lon for her contributions 1o the arts soene in Singapore, she is the teacher
of many talented dancers in Singapore today.

As ateacher, she is a sensitive quict and unassuming person who inspires
ber students, gently nudging their inner talent into bloom, often surprising
cven the students themselves

Mrs Santha Bhaskar is a talented and danng
chorcographer. She is known for her intricate
compositions and sensitive character develop-
ments. Her much acclaimed AUM MURUGA.,
Kumara Sambhavam Part I- 1992 and Part 11 -
1993 have drawn an overwhelming reaction
from the audience and her response is Part 111 -
1994 and a promise 10 CONtinUe every year,

Mrs Bhaskar and ber husband, Mr K P Bhaskar
lead the Nrityalaya Acsthetics Society.

The Society has a long history, dating back to
19438, It was established as Bhaskar's Academy
of Dance in Bangalore, India and then in Singa-
pore in 1952, In the late 19805, the Academy
combined with several independent leaming
centres 10 form Nrityalaya Aestheics Socicty.
Since then, the socicty has trained many stu-
dents and put up nEmrous performances.

Nrityalxya has produced over 60 onginal dance
dramas which included the classical/tradational
cpics of the Ramayana, the Mahabharatha,
Kutrala Kuravanji as well as modem themes
such as "Happy Family”, “Fire Devil™, “Artist Dream™. The story of Liang
Shan Po and Chu Ing Tai was also put up by the Academy in the 1960s.
Numerous television and radio senies on Classical Indian Dances have boen
scripied by its members,

The socicty now offers classes |, conducts workshops and organises
performances with the aim of providing an exposure for its students and the
public. It also promotes local artistes whenever possible.

The Academy has trained hundreds of students in Indian Classical Dance

(Bharatha Natyam, Kathakali, Mohini Attam and Kuchipudi) and Music
(Sitar, Tabla, Veena, Violin and Vocals). [Its graduates arc tcaching. S
chorcographing and performing in Singapore, Malaysia, India, Australia, S s

USA and Canada.

Iheatre Works would hke to thank,

1 Novth Indran Frontier Restairamt o
the Openting N ]




Manifesto For Scotiish Theatre

fyou wanted a sentence that would sum up the Scottish theatre, I would say: we get by. We Keep going. We

manage to surview. If you wanted a guided tour, I could take you round. Some parts we d find turbid, others clear.
Some are stagmant. Others pulsate with fife. ‘The smarter parts are 0 preoccupied with the dead they look suspiciousty like
graveyands,

1'd want to Kick some theatres, hard: others I would want to proise. 1'd centainly want to point out the hopeful signs: the
continuing strengrh of the Troverse and the Tron. The sudden upsunge of commitment to new writing in ploces where that
commitment was (acKing before: places (iKg the Byre, Eden Court and Cumbernculd. The foct that Scots ploys are at last
beginming to get published. The Winged FHorse revival of “Efizabetk Gordon Quinn”: all the signs of resistance to the
destructive trend towants dispesability of plays and disposability of playurights, The continuing exgstence of groups (ike
Clde Unity, Pen Nome and Annexe: the refusal of young writers to submit to hostile times.

Almast eceryahiere I took you I could shotw you committed, dedicated individucls of immense talents, immense gifts.
Individuals working in every branck of the theatre: actors, writers, stage cresw, designers, edministrators, directors. Feople
ko, mo matter what their level of expericnce or sl mo matter what their capacity or role, are elf working in conditions
profoundly kostile to the creation of their art. And that is the crucial point. ‘That, in spite of oll the Ropeful signs, good
work fias £o be created against the prevaifing trend. The trend towards safety. Xeeping your head dotwm. Not taking risky.
Building on past success, Not investing in new work; but investing in fogers. Npt supporting innovation : but supporting
marketing. It is not simply a question of money. FPeople are past complaining about momey. Np one Bstens, and there are
more important things to do. Like getting on with the job. Like surviving.

Everyone has become 50 accustomed 1o chromic financial insecurity, N one can really imagine ife without it. It is (ke a
Kind of tiredress we have lived with for so long that in the end we can hardly comeeive of fife witkout it.

S0 we five with inodequate refiearsal times because there seems no other option. ‘We accept that plays will open not when
they are ready, but when they are scheduled. We accept that these are not the same things: and, under present circumstances,
rever will be.

We accept oll this, we put up with it: because the only afltermative seems to be fimanciol ruin. ‘We put our heads doum, uve
et om with the job. Rnd in the process, 1 fear, little by litele ux occept the loaxning of our aspirations. ‘We kave to five
with smaller and smaller casts; we start 1o live with smaller and smaller ambitions. We become 50 desperate to create uwork.
that will be accessible, topicel, immediate, in tune with uhatever happens to be the current buzz words, that we forget our
true purpose. We limit the scope of our imaginations. Litele by little, v lose the strength to dream.

It is only mow and cgain that we catch a glimpse of what we might Kave lost. Often these glimpses come from foreign
theatre; which is uhy events (ike the "Off The Wall” seasom in the Royal Lyceum are 50 important. Not because they
mecessanily show us better theatre: but because they throw a mew light om our onm.

Recently, [ saw a Peter Handke play in Amsterdam . Tt was called “Lieve Mensen”. It was in Dutch. The theatre was
about the size of the Traverse. It was full. There was an air of expectancy. The stage arca was (ike a big red box. It soon
became apparent that there was no story to this play, no chanscters as such, no dramatic action. ‘The actors ofl carried
skipping ropes. ‘They skipped a lot. Npt (ikg children, but (K¢ Boxers: with furious exertion. In betuven, they spoke to us
directly; Rarenguing , exforting, pleading, reprocching.

I was tempted to dismiss it as ridiculous, pretentious, obscure. But something feld my attention; something to do with the
feeling. Ignorance of the language spoken on stage often sharpens one s sense of it. And the feeling ere wes sometking
completely unexpected, something almost unkpowm. It Rad to o with the stance the actors were taking up vis o vis the
audience. Here, we mastly perform from a pasition of weakness. ‘We are ik suppliants. One uy or another, we aim to
please. We are desperate to be liked.

They weren't fike that at oll. It zous as if they didn’t need to. It wasn't “We kope you enfoy this s it uns more Yakg it or
leave it”. “We've worked hard at this”, they seemed to be saying , “ And this &s good. If you don't like it, then s0 much the
wvrse for you. "

In short, they uxre performing from a position of strength. It wasn't an amrogance, not the Kind of arrogance thet closes off
communication, or the Kind that patronises, that tells the audience, “This Is cufture, though I doubt you will understand it.”
It didn't talk dowom to us at ofl. If anything, it talked up to us, it expected great things of us. It assumed a fierce interest,




g informed commitment. It didn’t shut off communication; it sharpened it.

And then | began to understand that the subject these actors were discussing with such passionate interest usis not @
burning social issue, not a fierce political controversy: but the theatre itself. Not the theatre as it is, but the theatre as it
could be. As it should be. A theatre that speaks to the deepest part of ourselens. R theatre firmfy grounded in the present, in
the fere and row, and which speaky to everyone. To everyone exenyufiere.

The whole picce scemed a passionate demand for suck a theatre, a fierce attack at the obstacles, within us and in the world
outside us, that prevent such a theatre coming to be. The actors scemed 1o be demanding of us, the audience, that swe join
with them in creating such o theatre; they reproached s Bitterly for everything that stood in the way. Our cowardice. Our
inkibitions. Our ¢embarrassment. At ome point they gave up on us altogethier and started playing cards: and then they came
Back, as they fiad to, as we ol must: because creating good theatre is mot a fitle box on its owm, separate from bife. It i part
of life itself, part of the strugale we must ofl engage in: the struggle to live & good life. To live well and dic with dignity.
And 50 the whole picce was a Kind of letter from the Company to the audience, a programme, en cutfine of unfinished
busimess. An invitation to ace: a call to action.

And I finally understood the title:- "Licve Mensen”. Dear people. Dear audience. We could never write such a letter fere,
not in Scotland. Npt yet. For uwhat makes the creation of that letter possible is a Kind of basic strength we Rawx forgoteer.,
We lost it lomg ago. So long ago that we have forgotten we face forgotten it. Forgotten that ux ever passessed it. A
strength that comes from a set of shared assumptions. An assumption that theatre matters. Matters enough, for instance,
that it is assumed @ perfectly reasomable thing for an audience of over hundred people to come together and spend a couple of
Fowurs thinking about it.

The sad fact is that we do mot rate theatre even that Righly. Perfaps we did once, in the sixties: but not now. Np theatre
management could put on HandKe's play because they Kpow, or think they Know, it would do so badly in the box office. And
no one would dream of sponsoring it. “Offending the audience ™ would do nothing for a company's profile. And it seems as if
av cannot think Seyond the box office: beyond the high box office returns and the sponsorskip deals that theatres are forced
to produce, to fustify their right 10 exist. And that Ras come about because, in the end, we do not give theatre any impor-
tance at oll. Not in Scotland as it is mow.

Neither in official policy or practice. We tolerate it as a sidefine, @ magginal activity that is refuctantly allowed to exist
Because it can play a minor part in a public relations programme. Because it is cheaper than buying advertising, Because it
can raise the profile of a breseery company or do wonders to the image of a city. Because it can raise property values. Or
promote tourism . Or provide employount,

We are stifl suffering from a mean vision of society, @ profoundly destructive vision that sces society as nothing more than a
loase collection of individuals motivated by nothing decper than self-interested greed. A mean vision, feeding off mean
enengics. ‘Built on lies.

Theatre, on the otker hand, is 6 collective process: collective i the wey it is created and in the woy it is experienced. Nome of
ws in the theatre can create amything alome. On our oswm, ofl of us are kelpless. We Rave to work together: and the result
sl be the sum of ofl of our energics, oll our sKitls - together with the imaginative participation of the audience. For that
offects and changes it every might. And though ux Kave a right to cam a living, mone of us is in it for the money. So we
contradice the main currents of a greedy, individualistic society: and we do so just by existing.

That is why the government has quite instinctively created a climate 5o Rostile to theatre. And why theatre is mecessary: why
it i more important than ever. Becouse it matters, desperately, that we constantly remind ourselves there is more to fife then
this. More than satellite fishes, funk bonds; insurance policies, deposit accounts, designer clothes, glossy magazines or
compact discs. Microunoe ovens or ideo reconders. More than morigages or productivity agreements. Nowe of thet. But a
different world. A far less casily quantifiable world, using for less easify quantifiable words. Embarrassing wonds. Vital
wonds, Wonds fike love. Hope. Hervism. Compassion, Those should be the mainsprings of our theatre, I think, as they
should be of our Gives. And, kere in Scotland, we have the capacity to do it: 1o create a theatre that is rooted in our country,
fiere, and yet witick speaks to people everyfiere. A theatre for the world. I Rave seen it. I have seen worky created fere
resomating oll over the world. In Los Angeles, Hong Xoug, Cairo, Bangladesh. et we continually forget: we lose our vision
in the strugele to survive, the panic to meet the next deadline.

S0 in the end, what I would wisk for in our theatre is mot more momey - though that is mecessany - because of itself, money
solves motking. Npt more money, but more encrgy. R clearer, fiercer vision. More coursge. More faith. Faith in the theatre.
Faith in Scotland.

Sokn Clifford
Deconsdor 1933




e

HARPENIN $ME THEATREWORIGULS 1

There’s lots happening, so
let's get down to it... We're going fo Perth...

Theatre Works brings its acclaimed production of Lao Jiu, writ-
ten and transiated by Kuo Pao Kun to the 420d Festival of Perth
from"“49th 10 26th of February 1994,

Remember the La

Community Tour.:.”

You may have heard that ’nmc.urcWor( I

WIBSEpport your coumr\ s \cr) owil theatre m.mumccc" But
going to bring this landmark produetion t RS
hoe R R el Yok ey HURRY word is ouzdhu.cxcu for u,cpu) is going fast!

have looked forward to secing it because you' ud ;.~"’*- j ¥ s' x;'
o o . > 8 B R B...
missed the first run in Singapore and can't
afford to go to Perth to catch it
Well, bad news, folks. The community tour's been cancelled. Yep.
Its sad but true - we just don’t have the money to do it. The sponsors just aren’t coming.
There's still a chance though, we hope to do this
tour next year, when Theatre Works celebrates its
tenth anniversary.

Singarmmlo:meuewaks play

In the meantime, if you do know of anybody who
can help, you know where to call!

WHERE THE
BUAYAS ARE...

Seven Singapore Men.
One Singapore Girl.
A Singapore Band.

At the Drama Centre from 13th to 24th April 1994,
Call now 338 6735 now for tickets. Its going o go - fast.

(Information correct as af time of printing. TheatreWorks reserves the right 1o change the
programming)
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LECONG! The Bther Acter

The best of TheatreWorks' music from our best loved plays
inciuding Three Children, Private Parls, Lao Jiu and Madame

‘4’ “—A
N

Fat Vlrgms, Mao’'s Memories in one collectors' item Compact Disc.
TheatreWorks' album of Theatre Music is composed and per-

FaSt Car S and formed by Mark Chan, TheatreWorks' Music-

Asnan va]ues composer in residence.
Each CD is personally signed by Mark Chan

A collection of plays from and numbered. Its limited to 1,000 copies, so

TheatreWorks Writers' Lab, get yours now!

this book introduces Singa-

pore’s finest young play- You've seen the plays, heard the music. Now

wrights. own the CD!

Please call 338 4077 for de- The Other Actor is available ot $$25.00 from

tails on availabilty of the Music Station stores at Tangs Studio and Nexis,

book. Gramaphone Music at Liang Court or The Black

Box. Or call 338 6735 for phone orders (Free Postal delivery for
every order within Singapore).



.. As an industry leader

and productivity ...

.. As a model progressive employer, providing the [

staff development and achievement ...

.. As an enlightened and responsible citizen, committed to improving the quality of life of

Singaporeans by supporting educational, arts, and community projects ...

All this we will continue to be, as with our commitment o invest in

and grow with Singapore.

BEING A PART OF OUR FUTURE

BAT,

B.A.T Co (Singapore) Ltd
57 Senoko Drive, Singapore 2775. Tel: 7588555, Telex: RS 38885, Fax: 7557798






