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Benjamin Fowler: Welcome everybody, I'm going to kick us off as it's a quarter to 10. 
We won't take up too much of your time, this will last about 20-25 minutes. I'm going to 
start by asking a couple of questions and then I'll open it up to you. So if anyone's got any 
comments, or questions that you want answered then there will be a little bit of time for 
that at the end of this discussion. So, my name is Ben Fowler. I'm a Lecturer in Drama, 
Theatre and Performance at the University of Sussex and I'm really delighted to be 
hosting this. So just to give you a bit of background in terms of how this came about. 
When Sarah was putting together the plays for the festival she sent out some of the plays 
to read and she asked the people who were helping her out with the conference what 
evenings they might like to attend and to host a post-show talk for. Immediately I saw 
these two plays by Ben and Maria and I said that's the night that I really want to organise 
a talk for. And particularly because these were two plays, which for me really issued a 
challenge, I think, in terms of what we're used to in terms of dramaturgy and conventions 
of performance in the UK. And then Sarah said: ‘Could you also think about inviting some 
other people to participate?’ The first person I thought of was Jude Christian, who's sitting 
to my far left over here, who is a really interesting director, a British director and who 
directed a play by a German playwright called Falk Richter in 2018. He's a really important 
German playwright and this play was called Trust. I'm going to start by talking a little bit 
with Jude about this play because I think it's really interesting that she chose to direct this 
play in 2018 in London. You're going to think a little bit about that, then we'll move on to 
talk a little bit about the two plays that you've heard this evening and then we’ll see what 
you've got to say. So I wanted to start, Jude, by talking a little bit about this play Trust. 
Please correct me if I'm wrong, but I think this play was written in 2009… 
 
Jude Christian: I think you’re right, yeah. 
 
BF: As a sort of response to the financial crisis, right? It's a play which thinks about that 
kind of political or social crisis through the lens of personal relationships, through a kind 
of breakdown in personal relationships. But I also found a really interesting press release 
for this play, which obviously you were producing in London after Brexit was in our 
consciousness, right. I'm going to read out a little from this press release. It thinks about 
the financial crisis through the lens of personal relationships. The press release says: 
‘Jude Christian's production, in which she also performs, interrogates our political and 
economic system through the lens of a romantic relationship, asking the question: “If you 
decide to end a romantic relationship - is being 52 percent sure, but 48 percent not, 
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enough to walk away from what you've invested in?”' So, obviously, using the statistics 
from the Brexit referendum. It seems that you were also thinking about what's going on 
currently through this production of Trust. My first question is two parts. The first part is: 
as a play, Trust, what kind of challenges do you think it issues in terms of British 
performance traditions and conventions? And secondly, why did you want to put on this 
German play written almost 10 years ago, in London in 2018? 
 
JC: So I think that the two things are probably linked in that I think it was a really, really 
challenging play and it felt like a really fortuitous moment came where I was like, ‘I feel 
like I can make this and just not have an entire UK audience sit there and go 'why?' and 
leave’. And so, I think I've always been drawn to plays that have an intellectual argument 
within them. And I've been drawn to plays that leave room for the director to be a creative 
artist. I think that my taste as a director and increasingly, as someone who writes and 
performs and makes theatre, are very, very eclectic. But I definitely, I think of theatre 
primarily as being an artform. By that, I sort of mean that you think about why you're 
making, why you're telling the stories in the context that you're telling them, for the 
audience that you're telling them to. So making pantomime like a big West London theatre 
makes sense to me. You go and there's a big fat family audience. You make a Christmas 
show that's like really sparkly and has like nice messages about Christmas and love and 
peace in it. And making this really knotty, European intellectual text in a sort of quite 
exclusive, because it's a very small upstairs pub theatre in London, also makes sense to 
me. I read Trust actually before the referendum, I think because Sissi Liechtenstein sent 
it to me. I remember reading it and going: ‘I love the moment by moment thought of this’. 
I had this real sensation, while reading it, that you should somehow just have the audience 
sat upright and somehow during the course of the play [5 mins], you should be able to 
gently have them lying on their backs by the end without them quite noticing, without ever 
quite dropping them to the floor and I didn't really know what that meant. I remember 
talking to people about it and going: ‘It's really German and I don't know how to make it 
in the UK’. And I had conversations when Ellen McDougall took over the Gate about it 
and we talked about another play by Falk Richter called 'Under Ice', which was a bit more 
accessible in terms of its narrative but feels slightly estranged historically in terms of what 
it's discussing. It's kind of about consultancy and how that world of like advertising and 
the optimisation of human performance has become paramount and although that is an 
ongoing thing, it felt slightly less topical. But I read Trust and I was like: ‘Yeah, yeah it's 
exciting, but I don't really know how’. And then Brexit happened. And actually, very soon 
after Brexit I broke up with somebody and I was like: ‘I'm like 52 percent out of this and 
48 percent in’. And it was a really interesting, kind of quite vicious breakup because he 
was like: ‘if you're 48 percent in what's wrong with you?’ And I was like: ‘Well because I'm 
52 percent out, and I get that the margins of those things being close is annoying, it's no 
way to live your life, being like 52 percent 'in' something’. And I sent Ellen quite an 
impulsive email saying: ‘I want to do a version of Trust. I feel like it works for Brexit. It 
should feel like a party that's been going on forever, and none of us have been able to 
leave. And I think I should be in it, and maybe I should just wander around in my pyjamas 
eating mashed potatoes and crying and listening to like Dirty Projectors songs’. I think I 
had quite a sort of impulsive reaction overall to the play that then was really interesting in 
terms of the manifestation of it. So, I was very aware when reading the play, and without 
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having seen Falk Richter's work, but you get the gist from it really quickly that it's very 
personal; that his authorial voice is very big in the room, that the actors that he originally 
made it with are present and they are makers in that. And it felt very weird as an outside 
artist to come into that process and to be presenting the work. And so, it felt like the only 
honest way to do it, and the only way to make sense of presenting his play to a UK 
audience without him being there, was to say: ‘I have a buy-in to this. I am by and large 
a British person now facing a divorce which I did not ask for from Europe. But also 
interestingly, a divorce which under other circumstances I might have had’. I think, me 
personally, when it came to the EU referendum I was definitely in a weird position of going 
if this was a different government, if it wasn't clearly being led by fucking insane 
xenophobes and cunts, then I might think about voting on the other side of it. There were 
good arguments for being outside of the EU. There are things that the EU does that feel 
quite shitty to me. I wasn't one of those people that was like: ‘Why is Jeremy Corbyn only 
7 out of 10 for Europe?’ I was like: ‘Yeah, there's an argument to be had here’ but I was 
definitely on the Remain side. So, I felt like a personal buy-in to that conversation about 
a break up with an economic system. I felt like I had a kind of personal story to lean on 
and felt interesting to be in the work and present it in that way. 
 
BF: Great. It sounds like the play really allows itself to be recontextualized in a new 
situation, right? I'm really interested in what you said about that it felt very German. 
Obviously we had a German play this evening and we're thinking this week about different 
nationalities and we're ascribing certain plays to particular countries in a really interesting 
way. So when you say it felt very German, what do you mean? 
 
JC: I guess … So I didn't know anything about anything German theatre really when I 
was growing up, except that I studied German in school because I liked the language, 
and we studied The Visit by Friedrich Dürrenmatt, as probably every A Level German 
student does. And then as I was making more theatre ... I was quite theatre illiterate when 
I was starting to train and starting to learn more about the profession. But I would keep 
saying to people, like when I was at drama school: ‘I want to spend more time with text. I 
want to not just dutifully follow through the stage directions but I want to explore the 
deeper image in plays or I want to rip things apart and recontextualize them for the 
audience who's seeing them now. And I want to have a longer rehearsal periods to get to 
do that, to get to know actors and to liberate us all in the room to be creatives’. And I 
found myself getting to the end of drama school and talking to people and they'd either 
be like: ‘Oh you'd really like German theatre’ (positive inflection). Or they'd be like: ‘Oh 
you'd really like German theatre’. (skeptical, negative inflection). I didn't know what they 
meant because I'd never seen any German theatre. So then I bought myself a one way 
plane ticket to Berlin. I was like fuck it, I'll just go and find out. And I moved there for ten 
months. And tried to see lots of theatre. And what I found really liberating about it was 
that there is a lot of intellectual argument that's put forth in it. That there is a lot of like: 
‘Fuck it, let's have this really big image, because it feels like the image is more important 
than like, trying to subtly convey, or didactically convey, a point through a character  who 
was actually just a mouthpiece for the writer’. And there was also quite a lot of like: 'Fuck 
it' irreverence [10 mins] about going because it feels joyous, or because it feels cool, or 
because it feels liberated in this moment to do this thing. And I think obviously having a 
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text which doesn't go ‘A drawing room. A man walks in. He has a florid face and a grey 
suit on’ is quite liberating because you can do whatever you want. But also a text which 
demands that you create a physical time and space that you can bring the audience into 
it feels like an exciting challenge. 
 
BF: Yeah. So on a very basic level am I right in saying that that text by Falk Richter 
doesn't have characters. There's just strings of text which you have to decide as a director 
how you're going to handle and how you're going to attribute a particular performance in 
the space, right? 
 
JC: Exactly. And I think that one of the things that I liked about it was ... there's probably 
... I mean, I know that there are far cleverer and more rigourous people than me who 
make theatre. But I think there’s something, I quite enjoy the element of chance or I quite 
enjoy the element of that was just that snap decision in that moment that made that piece 
of theatre. There was a moment with Trust where there is a character called Leah and we 
cast an actor called Pia. There is somebody mentioned who is called Judith, which is the 
long version of my name, even though everyone calls me Jude. And there was someone 
called Stefan who sounds quite similar to Zephryn which is the other guy that we cast in 
the show. And so, I sort of went into it going: ‘I'm pretty sure we can do this with three 
people. I don't quite know how, but there aren't really characters assigned to follow 
through, so we can cut bits’. There was sort of an element of chance going into it and it 
felt it felt quite joyful to know, as you guys have discussed, that there is a precedent in 
German theatre, for better or for worse, that everyone gets to fuck around with the writer's 
text. And I remember working on a new writing project in Germany, and just being 
absolutely astounded by watching this poor sad writer in the corner being like: ‘Just … 
fine. Just have it". But when it's a play that's been produced and when the writer's gone 
‘do whatever you like with it’, it's incredibly liberating. Of course I will think deeply about 
this and of course I would challenge it thinking but ... you can overthink things to death 
before you make them, or you can sort of get in there on instinct and make things fly 
around the room and that felt really fun. 
 
BF: Okay. Wow, there's so many potential conversations I think which could emerge out 
of this introduction, it's really, really rich. But a few things I'll just pull out are: I really liked 
your description of the moment by moment experience, when you were kind of 
discovering things in Falk Richter's play. This was something which I kind of experienced 
this evening, with these two plays. Where I was really interested in just following certain 
moments. There were certain moments where naturalistic exchanges came into 
alignment, and then went into dis-alignment and then something else would happen, more 
stream of consciousness. So that idea of a moment by moment experience is really 
interesting. But you also mentioned intellectualism and accessibility, which again are two 
things which I was thinking about as I was listening to these two plays and watching these 
two plays. The other thing which I would add in as well is irreverence. For me one of the 
pleasures of this evening was watching British actors kind of discover some irreverence 
in how they were handling these pieces of text. So let's talk a little bit about the two plays 
that we were listening to this evening. I should mention as well that we've got Abigail here 
who is the director of the German play this evening. As this is a panel about what happens 
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when directors get involved with European theatre, it's really great that Abigail has joined 
us. But let's start with Ben if I may. Can I ask you what this experience has been like, in 
terms of bringing your text to British actors, to four women in this case and observing this 
process of them handling the text. What has that been like?  
 
Beniamin M. Bukowski: Well, all of you I guess already mentioned some issues 
concerning the cultural differences between like in general East European theatre and 
British theatre. In Poland, the attitude is more like the same as in Germany. So, the 
playwright is writing something, and then the director is messing it up even more.  
 
BF: So, do you write with an expectation that this text is going to morph and it's going to 
be adapted and played differently.  
 
BB: Yeah yeah yeah. So this attitude being very like, of having a very, almost religious, 
attitude towards a text that you can't change is quite surprising for someone from Poland.  
 
BF: Did you notice that then with the actors? Were they worried about it?  
 
BB: Yeah. So, they made very delicate short cuts and kept apologizing to me and it was 
like bizarre for me. Anyway, I think that well, I was a bit afraid at the beginning, especially 
of some cultural references [15 mins] because many things in this text are quite referring 
to Polish culture and Polish political situations, or to some cultural context that I was not 
sure whether it would be entirely clear for the British audience. Like, of course, all this 
medieval imagery of saints is better understood by Polish people because of the Catholic 
Church being very strong as an institution in Poland. And everyone being against or for 
the Catholic Church, so being aware of all this imagery and like there was a lot of context, 
I wasn't sure would work. But I hope at least to some extent it did.  
 
BF: That's really interesting because also in Maria's play, I should say as well that Maria 
translated as her own play in this instance. So you created the English version of the 
script out of German and I noticed references for instance to the Tories in this play. So it 
seemed like there had been some kind of act of adaptation in the translation process 
itself, in terms of those cultural references.  
 
Maria Milisavljevic: Yeah absolutely, and I would say that was that was the first stage 
that I sort of presented. Because when I translate, and amongst translators, it's sort of not 
allowed to translate from your language into a language that it's not your native language, 
which I did. But… 
 
BF: Why is that? 
 
MM: It's just a rule, which I learned later. But anyway what I'm trying to say is, because 
I've worked in Canada for four years, so sort of, I've seen play development processes 
and how it works, and how great it can be. So I took the play and we workshopped it in 
Canada for a bit. So I had the chance to work on it with actors very early on. I decided 
when I brought it over here, because I wrote it in 2015 that it would be really important to 
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speak to people and those aspects of the play that are kind of 'the noise' should be 
updated. So I brought a couple of things in, and then I realized I haven't been to England 
for five years, we just figured out. But maybe you want to speak to that, because we 
updated things while we went along. So there's an association game, and we basically 
had the actors without even realising it doing an association game, and then put it in the 
play. So that's the one about the BBC and the cup of tea, which I really enjoy because I 
think that there are aspects that should be updated and then others which are also good 
to be left alone. 
 
BF: And in both cases is it right that during this week, the actors and the directors have 
been engaged with the writers in terms of making cuts in the work? I know there are quite 
a few cuts weren't there, in this script? Could you talk a little bit about that, the thinking 
behind those cuts. And did that have anything to do with presenting this play for British 
audiences? 
 
Abigail Graham: So on Monday – when did we meet? Tuesday. So Tuesday morning 
was the first time we met. And Maria said to me: ‘I write 30 to 40 percent extra text, 
because in Germany they will just make cuts. So there are things that are repeated, 
they're just cuts. And there are like four endings. So do what you want’. And I was like: 
‘Cool, so the actors are getting here in an hour. OK’. And so we had a bit of a chat about 
it, we went through some bits and stuff and didn't really make any cuts. We just got on 
with it in the room. And by the end of the first day, we had something very similar to what 
you have now, what you had this evening. And it was all on instinct. 
 
MM: It was like 15 pages, right? 
 
AG: Yeah, we cut 15 pages. But it was, it's very clear in her writing. I mean, on the page, 
it's very clear what the bits are that you need to cut, because it's the bits that when you 
hear it played out loud you're like: ‘Actually this bit works better with this group of people 
who were in the room right now. For these three voices that we have. This bit tells exactly 
the same story in different words as this bit. So, let's lose that bit’. It's that game, isn't it? 
Maria has this really very helpful stage direction on top of the play. Which is that there are 
… 'We're speaking for us' is what you said, wasn't it? Do you remember what your stage 
direction was?  
 
MM: Yeah but which one do you mean? 
 
AG: The one which talks about how there are no characters, except for the bit which is 
clearly dialog. 
 
MM: Sorry. I don't remember  
 
AG: She had this thing, which was the opening stage direction, where there is one bit was 
like: ‘There are no characters [20 mins]. It's just the voice of us, except for the bits that 
are clearly dialogue’. That made it quite easy to find the strands. Do you know what I 
mean? I was like, can you just tell me what the bits are that are dialogue, because it's just 
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written like an essay. So she goes: 'These are the dialogue bits. The mother and soldier 
section. Everything else is not character’. So that was really quite clear, that it was one 
strand. And then the man from Ulru is another strand. Maria really kindly explained what 
that was because I haven't read much Blake, or any Blake. Maybe I have at school. I 
probably did at some point. Yeah, that's how it worked. It was about instinct basically, 
about what works with these people in this room. And what is the bit, what is the stuff that, 
well, how do you hear it, you feel it, how does it sing to you? 
 
BF: It's really interesting. It seems like both of these plays in different ways set kind of 
puzzles; for creative teams to come in and to make decisions, to make choices. So like 
the Falk Richter play, in this case, you didn't have any characters in this text. Did you 
have to decide how many people to have on stage?  
 
AG: So, Sarah in her email to me... 
 
Sarah Grochala: We could afford three.  
 
AG: Had said I think it should work with three. And I read the subtext as, okay we can 
afford three. 
 
JC: But it's useful though isn't it, having constraints for creativity. 
 
AG: If she'd been like: ‘How many do you want?' Then well, that's another decision I have 
to make. Generally you've got quite a short time frame with these projects. You're being 
paid one day prep, which includes casting time and reading; doing casting and reading 
takes a day. And so, being told it can only have three made it really easy for me. 
 
MM: Though I should say. It’s been like … most productions use six people because then 
you can have some characters to go through and like the dialogue structure works 
differently. I've seen it with 15 people and I've also seen a reading with 40. Which is 
amazing. Then there was cars in it, and when the play can use cars and have groups 
moving ... And all different ages, and all different … strong diversity. I was in Canada so 
we had a very colourful, very young, old, everyone was in there, it was like a community.  
 
BF: So inevitably it's completely different every time  
 
MM: Every time, yeah. 
 
AG: It's really exciting. It's a really exciting thing to work on a text like this because it does 
expand and contract. It's like, you're like: 'Okay, there are all these weird little different 
worlds’. And then suddenly they all merge, and you're like: ‘Have they merged? Oh, no, 
it's like that, isn't it’. And so it's just quite exciting. And having only three people who were 
like: ‘Oh, which world am I in? Well, you're here. Oh now I'm back here.' It's like being 
inside Black Mirror. I think because of the way that television has changed and sort of, 
our popular culture, it's much easier to have a conversation with actors and an audience 
about a play like this than it was. I did a quite similar text in 2015 when it was much harder 
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to have a conversation about it and it feels like sort of Netflix in particular is catching up 
with European writing. And sort of our narratives, we're more used to split screen 
narratives, and sort of the multiverse I think they call it, multiple universes. 
 
JC: I think there is something there that Twitter is doing too.  
 
AG: Yes, Twitter as well  
 
JC: Like people's understanding of going: 'Oh, I form a world experience from multiple 
different sources experienced in a very short period of time’. Like, yes, this can be theatre, 
too. It's like the inside of your brain.  
 
BF: And both of these plays are super conscious of social media and mediatisation, aren't 
they, in terms of how that authors experience. Yeah it's great. The other thing that struck 
me as very interesting about this play was the way that it's really self-conscious about the 
act of presentation, the act of performing, and the performance situation itself. And 
making us really aware of that and playing with that. I thought that was fascinating. We've 
only got a few minutes left, so can I ask if anybody wants to ask anything, or has any 
comments? 
 
Audience Member 1: This is a question for Ben. Did this still feel like your play? 
 
BF: I'll just repeat it for the microphone. This is a question about whether this still felt as 
if it was your play, this evening? 
 
BB: Well … yes. It’s like, more or less, seeing your play being staged, especially in a 
different country is like always a very strange experience. Well but, I'm a bit used to it, 
because I'm a director myself. And I used to work on plays of other people as well as 
mine. And this process of cutting the text [25 mins] like we do in Polish theatre and mixing 
things up. Well, when I was staging The Amazing Limbourg Brothers in Poland, I made 
bigger shortcuts than here. So actually, it was very close to the original in a sense. But I 
think that any staging consists not only of what happens on stage, but it consists of a 
strange interaction between the audience and the role of the actors. Well, the energy here 
was also very interesting for me. In a sense, like, when you compare, for example, 
moments when people tend to laugh in different countries, they're quite different. And 
that's always quite interesting to observe. So, it's precious in the sense of self-
consciousness because you do perceive your own text in a bit different perspective than 
you did when you stage in your own country. 
 
BF: What were the biggest surprises for you in terms of the reactions this evening? 
 
BB: Well, I was prepared by a talk with the actors. But as I said, I most expected for some 
political and religious contexts not to be clear in Britain. And actually it was Polish popular 
culture which I thought was highly inspired by the Anglo Saxon one and I assumed would 
be clear here. For example almost nobody, at least when talking to the actors, got what 
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the Gummi Bears were, which appeared in one of the poems. And it's a Disney movie 
which I thought everyone would see and know... 
 
BF: I noticed that as well, there wasn't a reaction to the Gummi Bears. 
 
BB: Yeah, and when I talked to the actors, nobody knew. I was quite surprised. So, it's 
quite interesting this, and that also this popular American culture. We tend to assume in 
Poland it's very universal. It's not always that universal. It depends on the generation gap 
and different streams of popular culture. It's quite interesting. 
 
AM1: What about yours? (to Maria) What was it like for you, experiencing your play. Was 
the reaction here different to the reaction in Canada? How was it? 
 
MM: Yeah, so the reaction here was actually very different, because people in Canada 
… The only time it was shown in public it was not cut at all. So I saw a version of this play 
that was two and a half hours long, which infuriated me because I'd asked them to cut it. 
As I said, it’s 30 percent too much, at least. So the audience thought that, had no 
understanding of how this play could even have come to be, because ... The director 
herself said: ‘This play doesn't really interest me because it doesn’t have characters. 
There's no emotions, and it doesn't have a plot. There's nothing that draws you into it’. 
So, the reaction was that people were just alienated by the text. And they didn't 
understand it, because they thought it was just a lot of talk. And you must imagine it was 
represented by, at that time, almost 20 people but they all had a character assigned to 
them so I entered the room on the set they said:  

Cast member: So we gave them names and backstories to work with. 
Maria: What?  
Cast member: I'm Marvin. Yeah. And the young people are sitting at the back 
on the mattress and playing with their phones….And there’s the mother and 
soldier, they sit here, and that’s the…  

And I was like, okay. So, my experience here was actually that I walked into a room where 
people became vessels to my text, without them telling me that I'm actually not a 
playwright because I don't know how to write a play. I was just amazed and very grateful. 
And there was this moment tonight when I was kind of proud when people believed my 
play was British. Yes, so it’s clear there is a structure and a story. Because there is a 
narrative, there's actually quite a strong narrative in this play. Which I think is something, 
which is what British drama is to me. There’s also something in Germany [30 mins] and I 
have to say this because I work in Germany. Yes, we can do great without the narrative, 
but also in German theatre we’re so content to work without the narrative that we've lost 
something in theatre. That's my opinion. But I think when it comes to communicating with 
the audience or creating a moment where the audience can be drawn in, which is what 
narrative does - which also great staging can do, or emotion and motion or movement on 
stage - but I think the narrative has a strength that is very often underestimated in German 
theatre these days. 
 
JC: My favourite thing about living in Berlin was meeting Germans who were sort of like 
furtive cultural refugees, if you like. Who’d say: ‘We love plot, and there’s none’ 
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MM: And one can actually do that. You know, it's not like one or the other. It’s not either 
or. It's never just black and white. And that's what I really love, and it was my experience 
in the room, that was I was so grateful for. And I felt really at home because I had a feeling 
that our cultures were merging and that I was being part of something, and someone was 
being part of my thing, my words. 
 
AG: It was funny, how the actors said at the beginning of day one: ‘We can't just cut it.’ I 
had to keep repeating the same sentence: ‘As Maria said….’ And I was like (sighs) 
 
BF: It's been authorized by the playwright… 
 
AG: Yes, the playwright has said you need to cut 30 to 40 percent. So …. 
 
MM: I mean I was here. And so that was actually that was a good kind of cutting. It’s not 
like where I just come back to opening night and find out what’s been cut.  
 
BF: Okay. Do we have any final comments or questions?   
 
Audience Member 2: I just want to ask you about your play and to what extent do you 
think, consciously or subconsciously, that in creating the English version of your play, did 
you add character or plot to it, do you think? Or do you think that just kind of came out of 
the English version? Do you think because of the difference, perceived culturally in 
German and English theatre, do you think it was a process of creating narrative and plot, 
in addition to what was there in the original? 
 
MM: That’s a really funny question, because there was a moment when I wanted that. 
Coming from Canada, I knew that these guys probably expect that from me. So, I wanted 
to do that and then Abigail said: ‘Can we leave it weird, and not make it clear? Because 
this is really about your voice and Sarah’s picked your play because of that’. And I was 
like: ‘Whoa’. So, I mean, but that's not because I’ve worked in England, but because I've 
worked in Canada. And if you think this culture is sort of tending toward narrative, in 
Canadian culture/Canadian theatre is a screenplay kind of dramaturgy, not all of them, 
but there is sort of a much stronger theatre culture that dictates, and sort of pushes, 
towards that. So I wanted to do that, to make it right. But then I also realised this is not 
going towards production and then you’d have to sell tickets. This is really to present the 
play, which was really liberating. So I didn’t. So I think the cuts that we made was more 
because we felt that it works better with three people. There were too many voices to 
make it bigger, to have more of it. Which feels very different to a cast of six people. But 
even with three people, it has a different attitude to it. 
 
AM 2: Because I don’t know at all about German theatre, but watching as an audience 
member, I wasn’t conscious of there being a lack of character or plot. I just kind of, it sort 
of came to me. I don’t know if as audience members, you then construct your own 
narrative or plot? 
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AG: I think there was a human thing, where we do create stories. You know, when you’re 
like, if you’re ever sat in a café and you see two people, and start thinking: ‘Well, they’re 
on their second date, and I don't think she's that into to him’. We all do it, all the time. 
That’s a human thing. I found myself, when I was watching rehearsals, saying I see this 
story there. I know that the actors found bits of stories. You do just find it, don’t you? 
Some people say humans need narrative, need a story. In a way, when you…yeah, it's 
accepting that in the story, you don’t need to necessarily get every single bit, to get 
something from it.  
 
MM: And as a writer, you trust your audience. You know you can trust your audience to 
a really very far degree. That they want to make sense of it. It’s why I know I can get away 
with this, because you guys are really clever and you want to get it. 
 
BF: Respect to the audience. I think there's one more question. [35 mins] 
 
Audience Member 3: I was wondering a little about Britishness. As a text, it’s so 
unstructured… 
 
MM: Thank you 
 
AM 3: There is a British director, British actors and a British audience. Maybe in some 
way, they brought the plot themselves, they found that within it, somehow? 
 
MM: You speak of the Britishness. To me there’s an aspect of the play which is very 
British, which made me feel quite excited about bringing it to Britain because I'm quoting, 
not probably rightly, but I’m quoting William Blake. Whenever the play’s on in Germany, 
people have no idea. They have no inkling who William Blake is. So people are going: 
‘Look how snobby she is. She brings in this guy who no one knows’. It’s William Blake. 
It's not like no one knows him. So, I was quite excited to bring something actually from 
this country, back to this country. That part of the story that was inherently British to me, 
maybe because I studied English. You were saying? 
 
AG: In terms of the plot stuff, the actors that I chose were I knew actors that wouldn’t 
need to have a backstory, and name their characters, and need to know their motivation. 
And yeah, it wasn’t. We were not trying to do that.  
 
AM3: Maybe not consciously. So maybe with their skills as such, they could find it 
themselves 
 
AG: Yeah they were amazing. We gave some rules.  
 
MM: But not a lot. There was no real moment when I could have gone, ‘channel the 
mother.’ She absolutely didn't.  
 
AG: We wanted you to see it, over like, a flashback to the mother holding a dying 
baby…We wanted the words to just be enough.  
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BF: Suddenly we've got a spurt of questioning. How do people feel? It is 22 minutes past 
ten, are people happy to just have two final questions?  
 
Audience Member 4: It’s not so much of a question but I think that there have been a lot 
of generalisations.  About the assumption that in 2019 if you go to London, you expect a 
British audience, or to Canada you expect something else. What is this? I mean where 
are we really? I’d like to ask what kind of interaction with an audience can you have where 
you assume they are British, because we’re in London, when this is such a multicultural 
city? 
 
AG: That’s such an amazing question. It is. I think London is very different to the rest of 
England. London is an multicultural, extraordinary, multicultural city and you're right, we 
shouldn’t generalise like that. 
 
JC: Although I think with it, even within London, I think because of the economics of 
London and because of the dominance of reviewing as a form of advertising in London.  
There's a source of weirdness around … I think a venue like The Yard. You can really 
embrace a kind of multiculturalism, not just in terms of the places that an audience come 
from, but in terms of their cultural background and the approaches that they have to arts. 
Whereas I think that in other venues in London, although you might have quite an eclectic 
audience, in terms of the programming that the theatre is led by, because of the 
economics of that, and because of the quite small and culturally undiverse group of people 
who review shows and who have quite a loud platform about whether a show should be 
seen and whether an audience, who have a lot to choose from, should go and see it. I 
think that there’s probably less adventurousness in a lot of London theatres than there 
could be, given the potential diversity of the London audience.  
 
MM: Can I…I should just clarify when I said making it ‘more British’ or making it ‘more 
Canadian’ just like very small markers. Like sort of picking recent events in politics in 
Britain rather than in Berlin. Having a Sainsbury's instead of a German supermarket, or 
having m&ms and not Mambo (a sweet that is quoted in the German play but you wouldn't 
know here). So, it would be making it about a place rather than a people. Which is like if 
you've been here at this spot, this is what you would have heard, and it would be the 
equivalent to what I would have heard if I stood here, rather than making it about Berlin. 
 
AG: Because the noise. You know like, I don’t know if you guys get it… I have to be off 
social media. [40 mins] I can't have Twitter or Facebook, because it's too noisy. And if 
you’re … and for an audience to try and experience that … if I've got loads of foreign 
cultural references, it just makes it a bit harder, I guess. But, I thought it was really 
amazing how hard you’d worked to make those references, to correspond to the Tories, 
and Sainsbury's, rather than … stuff like that. 
 
MM: Because it's supposed to evoke some emotions to you. If it's not in your space, your 
emotional space you wouldn't have that association. A lot of it is about association, about 
connotation rather than denotation. 
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BF: I think the point about reviewing culture is really fascinating. Is your sense of that in 
any way changing? 
 
JC: I think, I think there's a broader variety of people working in reviewing work but I think 
there's still a really big divide between paid newspaper journalist reviewers and people 
who are more on the side of the criticism, who really want to interrogate work. For me 
there's a stark divide, which we don't always delineate between the two of them. I think 
that reviewing sort of functions as a ‘this is good or bad’, ‘five out of five stars’, ‘come and 
see it or don’t’ form of advertising. I think there’s a really healthy, exciting, vibrant 
community of criticism in UK theatre (and I can't really speak for other countries because 
I don't know very much about it) which really does seek to sort of interrogate and place 
work within a historical moment, or a wider international context. But I think there's really 
this continued financial pressure on UK arts institutions and there's continued competition 
for audiences and continued competition between theatre and other art forms or other 
forms of entertainment and ways that people can spend their money and spend their time. 
That means that I think, for me, there’s still a very, very strong traditional voice which is 
fighting for naturalism and a particular kind of storytelling and a particular kind of theatre 
making. I think that quite often that can be a slightly fatal thing where, ‘I didn't instantly 
understand something’ is equated with ‘I didn't enjoy it and it is bad and you shouldn't go 
and see it.’ 
 
BF: Don’t waste your time on it 
 
JC: Yeah. It can make it quite frustrating if you're a UK based artist or playwright. I found 
it really exciting that there were so many votes in the room tonight for both of these plays 
- going these could have been written by British playwright. But there was a small part of 
me, that went, yeah, while I fully believe that these plays could be written by British 
playwrights, I struggle more to believe that they would have been programmed and 
financed. And that's really depressing.  But it's why it's really exciting that a) these plays 
are here, and b) that I do feel like they absolutely fit and belong in the culture of this 
country. And, you know, in the culture of this ‘still remaining to be European’ country.  
 
BF: Great. Okay one final question  
 
Audience Member 5: I wanted to ask the writers if there is, or what is, the attraction to 
having your work staged in the UK. Both in terms of local audience landscape and kind 
of … what theatre is, how theatre is constructed? 
 
BF: So, what's the appeal of having your work presented in the UK? 
 
MM: You go first. 
 
BB: Oh, well… 
 



 

 

14 

MM: Do you want me to go first? I'm really enjoying it, because I've spent most of my life 
reading English plays. I’ve always found it so much more fascinating than German 
theatre, which is probably a thing about where you are and what you’re used to. So for 
me it's always the place to look to and be inspired by. It's interesting because when people 
ask me which writers have inspired you, I’d instantly say Sarah Kane, which, of course, 
is not a German writer. But when I’m asked which German writer, I always have to think, 
because I've spent all my youth and young adulthood just reading British plays, because 
there’s such a strong play writing culture. And I do really, and that is really the thing that 
is very close to my heart, playwrights’ theatre is something, it needn’t just be that a 
playwright tells you what to do, dear directors, it can be a collaboration. In Germany, it's 
not collaboration and I feel that there's a mid-ground that should be discovered. What you 
have here is to actually see a writer and consider a writer as an artist and not just a 
person. We have a dramaturg in Germany, we have these dramaturgs in Germany who 
take care of your play, recently said to me: ‘I’ll buy your play, and when I own it I’ll do what 
I want’. And I said, ‘Can we just agree and you sort of value collaboration? And he said: 
'I don't want to collaborate, stay away from my theatre.' He literally said that, he wasn't 
drunk. And, so that is actually something that I value very much about British theatre 
culture. What I always feel like with [45 mins] the Germans, is that I really want to learn 
from them. I want there to be a playwrights' theatre in Germany. I want there to be a 
theatre where the playwright can be in the room, where we can have the conversations 
that we've had today. And it doesn't mean that I don't respect you or that you don't respect 
me or that we have to have a fight or that hierarchies have to be reinstated. No. We can 
know all that because … 
 
AG: Hierarchies are really bad for theatre 
 
MM: But we are professionals, so we know all that. But we can still work together and 
that is something that I can do here. That makes me very happy and that's why I enjoy 
being here and I want more of it. 
 
BF: That's a nice positive note. Anything you want to add to that, Ben? 
 
BB: Well, after a while thinking, it's quite similar to what Maria said. It's this attitude in 
British theatre that it's like more text-associated. You have a bigger chance of having your 
text treated in a more unchanged way. And like, also the scope of audience here is a bit 
different than for example in Poland. Like in Poland, it comes from economics, from 
history and politics, but all the theatres are state funded. Which makes it better in the 
sense of like artistic freedom, until there is a right-wing regime like now. But then, for this, 
you don't have to take the economic aspects of making a play into your efforts so much, 
which has of course its advantages and disadvantages. In terms of advantages, like, it 
gives you more space for experimenting probably. But on the other hand, of course, like, 
it does tend to neglect the audience sometimes. And like … Most people who come to 
theatre are often like very into that theatre culture and get all those references. And this 
can be tricky in a sense. But later on, you show your play to people who are not into this 
' [theatre] language' and you suddenly realise that there is a wall and like a bizarre silence. 
And you start thinking: 'Whoops! Something went wrong'. And, well, I think that here in 
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England there is a great space for confrontation with a very broad audience. Like you've 
mentioned a very obvious thing of London being very multicultural. And so, like, there's a 
lot of different experiences and discourses and different attitudes. So you have a very 
broad scope of confrontation with your text. And another thing is, as in the case of Maria, 
I think we in Poland did learn a lot, especially in the 90s when we were kids and young 
adults, from and of English theatrical culture and this famous English sense of humour; 
which is very subtle and abstract. It was very intellectually stimulating.  
 
BF: OK. Thank you very much. So, can you just join me in thanking our participants this 
evening. [Applause] 
 
 
 


