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To make this performance a pleasant experience for the artists and other members
of the audience, PLEASE switch off your alarm watches, MOBILE PHONES and
PAGERS. Eafing and drinking, unauthorised photography and audio or video
recording are forbidden in the auditorium. Thank you for your co-operation.
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00 Texts by 000D0D0O00 Samuel Beckett
0O Directed by 0O0O0O0OO Pefer Brook
0000 Assisted by 00000 lilo Baur
00 -000000 Marie-Héléne Estienne
0000 Lighting designed by 000O00D0Oo0 Philippe Vialatte
0000 Chinese Surtitles 000 Wong Kee-chee
00 Caost
oooooo Jos Houben
gooooog Kathryn Hunter
ooooooo Marcello Magni
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Produced by C.I.C.T. / Théatre des Bouffes du Nord, Paris and by William Wilkinson for Millbrook Productions in co-production
with Young Vic Theatre, London

Fragments was presented in French in October 2006 at Théatre des Bouffes du Nord in Paris.

It was re-directed in English af the Young Vic Theatre in Llondon in September 2007 7
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Rough for Theatre |

Written in the 1950s, Rough for Theatre | is a one-
act skefch. It was originally written in French and
later translated into English by Beckett. The first
production was at the Schiller Theatre, Hamburg
in 1979, directed by Walter Asmus. It was staged
as Fragment for Theater | at the Magic Theater, San
Francisco in September 1986 by Stan Gontarski,
starring Robert Wagner and Tom Luce.
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Background to the Plays 0 0 0 O

Rockaby

Rockaby is a short one-woman play written in
English in 1980 at the request of Daniel Labeille.
He produced it for Programs in the Arts at the State
University of New York for a festival and symposium
to commemorate Beckett's 75th birthday. The play
premiered on 8 April 1981, directed by Alan
Schneider and starring Billie Whitelaw.

Act Without Words |l

Act Without Words Il is a short mime written by
Samuel Beckett in the late 1950s. Like the earlier
mime, Act Without Words |, it was first written in
French and then translated into English by Beckett.
The mime premiered at the Institute of Contemporary
Arts in Llondon on 25 January 1960 and was
directed by John McGrath.

Neither

Neither was originally written as a one act opera
for a soprano voice and set to the music of Morton
Feldman. Beckett wrote the text in 1977 at the
request of Feldman, who was not happy with
traditional operatic texts. Though Beckett was wary
of having his words set to music, he wrote Neither
before hearing even a single note of Feldman’s
score. The final text was an elaboration on some
words that Beckett called “the theme of his life”.

Come and Go

Come and Go was written in English in January
1965, and first performed in German at the Schiller
Theatre in Berlin on 14 January 1966. Beckett
wrote the short work (or dramaticule, as he called
his short plays) for the publisher John Calder.

Some critics consider Come and Go one of Beckett's
most perfect plays: he apparently agonised over
each line until it fitted his creative vision. And
because of its brevity, it is rarely performed alone.
Beckett's notes on the staging and production of
Come and Go are significantly longer than the play
itself.
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by Peter Brook

Beckett was a perfectionist, but can one be a
perfectionist without an intuition of perfection? Today,
with the passage of time, we see how false were the
labels first stuck on Beckett — despairing, negative,
pessimistic. Indeed, he peers into the filthy abyss
of human existence. His humour saves him and us
from falling in, he rejects theories, dogmas, that offer
pious consolations, yet his life was a constant, aching
search for meaning. He situates human beings exactly
as he knew them in darkness. Constantly they gaze
through windows in themselves, in others, outwards,
sometimes upwards, info the vast unknown. He shares
their uncertainties, their pain. But when he discovered
theatre, it became a possibility to strive for unity, a
unity in which image, sound, movement, rhythm,
breath and silence all come together in a single
rightness. This was the merciless demand he made
on himself — an unattainable goal that fed his need
for perfection. Thus he enters the rare passage that
links the ancient Greek theatre through Shakespeare
to the present day in an uncompromising celebration
of one who looks truth in the face, unknown, terrible,
amazing...
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by Benedict Nightingale

Peter Brook is in London and upset by just one thing,
which is that, when Euro-star’s British terminus switches
to St Pancras he won't be able to walk a few yards
from his Paris theatre to the Gare du Nord and end
up at Waterloo, another short walk from the National
and the Young Vic. But in other respects the great
British director is his usual passionately upbeat self. If
the white hair and creased face confirm that his 83rd
birthday isn't far off, the light-blue eyes still glitter, the
ultra-articulate tongue still wags unstoppably away,
especially when we're talking about the kindly,
humorous writer whose short plays he's about to bring
to the Young Vic itself.
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Feature O 0O

You may be surprised to learn that we're talking of
Samuel Beckett, who is often regarded as the bleakest
of pessimists, and that the five relatively obscure pieces
which Brook has titled Fragments include several that
seem fo exude Beckett's trademark fatalism. But that's
not at all the way the director experienced the dramatist
or how he now sees his work. Since they both lived in
Paris, Brook got to know Beckett well and remembers
a man who, he says, was the very opposite of what
people assumed — a bitter Timon of Athens or Timon'’s
life-hating comrade-in-misery, Apemantus.

“Instead of meeting them you met a good companion,
a loyal friend, and a very open, laughing man, a
bon viveur with a love of life and wine and food and
women and music and literature and the things in his
past, like the Irish countryside, which he could describe
in spellbinding detail. There was no Apemantus there
at all. He was the denial of bleakness.”

Years ago Brook very much wanted Beckett to
collaborate with his freewheeling, free-ranging actors
at the Bouffes du Nord, and the dramatist at first
agreed that this was a marvellously creative ideq,
only to plead bad health and withdraw before the
first workshop could start. That was his polite way
of indicating that, as a playwright, he was basically
a loner and a very punctilious one. Indeed, Brook
remembers Beckett telling him how he’d sit for hours
in front of a piece of paper on which he'd scribbled
only “a man is sitting at”, hesitating and asking himself
question after question about that man, his seat, his
table, everything: “That was his inner torture. He was
a perfectionist and he had to purify and purify before
he dared finish a sentence.”

Moreover, Brook believes that what he calls Beckett's
“radiant side” shaped his work far more than is usually
acknowledged. He was less the death’s head and
doomster of theatrical legend than the foe of the ‘facile
optimism’ that was prevalent after the victory over Hitler
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and, Brook feels, is to be seen today in George W
Bush's faith in his military surge in Irag. “He showed
that we can't close our eyes to the horror and ferror of
so much human existence. So from Waiting for Godot
on, it became one of the Beckett clichés that he was a
poet of profound pessimism, a man of the same period
and mindset as Francis Bacon, who saw human beings
as contorted flesh stuck in eternal darkness.”

But Brook believes that we've at last liberated ourselves
from both major Beckett clichés: that he was either
a relentlessly grim genius or a phoney who caused
people justifiably to storm out of the theatre growling
“rubbish” and “nonsense”. A few years ago he felt that
he demonstrated this by staging Happy Days, with his
wife Natasha Parry as the bubbling, burbling woman
buried in sand first to her waist and then to her neck.
“And everywhere young audiences who didn’t know
they were supposed to be seeing a difficult, intellectual
author whose message was existentialist and bleak
discovered something that touched them deeply. They
went away feeling the way | think you always must in
the theatre. They left feeling a little better rather than
a litle worse.”

But is this really true of Happy Days, which seems
to show the idiocy of everyday optimism in the face
of crushing circumstances, or of Rockaby, maybe
the finest of the short plays that Brook is staging at
the Young Vic? After all, almost the last words of the
speaker, an old woman approaching death in her
rocking chair, are “f*** life”. But Brook, a modest,
self-doubting man with a pathological dislike of laying
down the law, is surprisingly definite about this. He
sees in Beckett's work a “deeply hidden, luminous
quality”, a “light”, “an aspiration for something purer
and better”. “You can't put it into words or analyse
it,” he adds, “but, yes, it's there.”

Working with Parry on Happy Days in 1997, he was
struck by the chinks of air and light in poor, trapped
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Winnie's admittedly desperate predicament: a growing
serenity, a sense that something is pulling her up as
well as sucking her down, a feeling that “life could
all have been endless night and endless cold but that
it wasn't, it isn't”. And Brook sees within Rockaby
a hidden, secret play in which “F*** life” is the
accepting shrug of a woman who s letting go of her
memories, hopes and dreams and, again, achieving
a serenity that he finds deeply moving.

Brook has often described himself as a ‘searcher’
and remains a busy, restless man who has no plans
for retirement, let alone death; yet he too radiates a
quiet serenity and an unsentimental optimism. That
was underlined when he recently addressed a big
London conference of psychoanalysts and, as he
remembers, ended up asking them why, if they were
healers, they were endlessly talking of the dark side of
the unconscious and never of the light. The response
was a long, dazed silence, broken two days later by
a letter from a doctor who said that a basic function
of human beings was physically and psychologically
to excrete. “I didn't even answer,” says Brook, still
disgusted by such reductionism.

Brook himself isn't exactly a reductionist as a director
— as he says, he has always loved theatrical
exuberance and hates austerity for its own sake —
but his method is nevertheless to pare down and refine
the abundance of ideas that he and his actors try to
bring to rehearsals. Not until they feel they've reached
the core of a play will they be satisfied. And the result
is often a simplicity, spareness and even starkness
of staging that particularly suits Beckett. “He began
exploring in all directions with fremendous exuberance
and love of language and imagery,” explains Brook,
“but he gradually let things fall away, fall away,
until he found their essence. It was a perfection of
elimination which he insisted was no more and no less
than [what] Bach and Mozart were doing.”
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But, can't spare, stark staging sometimes lead fo rigid
performances, especially as Beckett himself provided
pretty dogmatic stage directions about how actors
were to move and speak? Not according to Brook,
who thinks that the dramatist was trying to pre-empt
self-indulgent, egoistical acting. What Beckett wanted
were performers who could bring the same qualities fo
his work that musicians do fo scores; scores that they
might have played again and again — “actors who
could bring the fullness of themselves as human beings
to their lines and to their pauses, not for personal
emotional satisfaction but to deepen the truth”.

That's what Kathryn Hunter, Marcello Magni and
Brook’s other actors will be aiming to do when they
perform Beckett's oddball quintet: Rockaby; Come and
Go, in which three antique women exchange gossip
and memories; the weirdly titled Act Without Words I,
about two men uncomfortably living in sacks; Rough
for Theatre I, about the meeting of a blind man and
a cripple; and a little-known prose monologue called
Neither. The idea is to allow the audience to progress,
piece by piece, through a sort of verbal symphony in
five short movements and respond to Beckett's art as
they go. It's also, belatedly, to celebrate the centenary
of a dramatist who was born in 1906 — and who
Brook is convinced, has the poetry, the power and the
greatness to continue sharpening our minds, hearts,
spirits and souls for years to come.

Criginally pubished in The Times, 17 September 2007 .

Benedit Nightingale has been chief theatre critic for The Times
since 1990. He was Professor of Drama at the University of
Michigan and theatre critic for The New York Times and the
New Statesman.
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Samuel Beckett
was born in
Dublin, Ireland, in
1906. He studied
French, ltalian
and English at
Trinity College,
Dublin from 1923
to 1927. After
teaching briefly
at Campbell
College in Belfast, he went to work in Paris and met
the renowned Irish author James Joyce. In 1930
Beckett returned to Trinity College as a lecturer. He
soon became disillusioned with his chosen academic
vocation and resigned from Trinity at the end of 1931,
terminating his brief academic career.

Beckett's career as a writer can be roughly divided into
three periods: early, middle and late. His early works,
up until the end of World War Il included More Pricks
than Kicks (1934) and Murphy (1938). In 1932 he
wrote his first novel Dream of Fair to Middling Women
which was not published until 1993.

During his ‘middle period’, which stretched from
1945 until the early 1960s, Beckett wrote what
are probably his most well-known works: Waiting
for Godot (1948-1949), Endgame (1955-1957),
Krapp’s Last Tape (1958) and Happy Days (1960).
These plays — often considered instrumental in the
so-called ‘Theatre of the Absurd’ — deal in a very
black humorous way with themes similar to the roughly
contemporary, existentialist thinkers — though Beckett
himself could never be pigeonholed as an existentialist.
Beckett's outstanding achievements in prose also
occurred during this period. Most notable were the
three novels, Molloy (1951), Malone Dies (1951) and
The Unnamable (1953). Beckett won the Nobel Prize
for Literature in 1969.

The ‘late period’, which began in the early 1960s and
lasted until Beckett's death in 1989, saw his works
become shorter and shorter and his style increasingly
minimalist. Famous works from this period include
Play (1962), Come and Go (]965L, Breath (1969)
which lasts only 35 seconds, Neither (1977), and
Rockaby (1981).
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Peter Brook was
born in London in
1925. He directed
his first play there
in 1943. He
then went on to
direct over 70
productions in
London, Paris and
New York.

His work with the

Royal Shakespeare Company includes Love’s Labour’s
Lost (1946), Measure for Measure (1950), Titus
Andronicus (1955), King Lear (1962), Marat/Sade
(1964), US (1966), A Midsummer Night's Dream
(1970) and Antony and Cleopatra (1978).

In 1971 he founded the International Centre for Theatre
Research in Paris and in 1974, opened its permanent
base in the Théatre des Bouffes du Nord. There, he
directed Timon of Athens, The Ik, Ubu aux Bouffes,
Conference of the Birds, 'Os, The Cherry Orchard,
The Mahabharata, Woza Albert!, The Tempest, The
Man Who, Qui est 1a?, Ol les Beaux Jours, Je suis un
Phénoméne, Le Costume, The Tragedy of Hamlet, Far
Away, La Mort de Krishna, Ta Main dans la Mienne,
Lle Grand Inquisiteur, Tierno Bokar, and Sizwe Banzi
is dead — many of them performing both in French
and English.

In opera, he directed La Bohéme, Boris Godounov,
The Olympians, Salomé and Le Nozze de Figaro
at Covent Garden; Faust and Eugene Onegin at the
Metropolitan Opera House, New York; La Tragédie
de Carmen and Impressions of Pelleas at the Bouffes
du Nord, Paris; and Don Giovanni for the Aix en
Provence Festival.

Peter Brook's autobiography Threads of Time was
published in 1998 ondg]oins other titles including The
Empty Space (1968), which was translated into over
15 languages; The Shifting Point (1987); Evoking
(and Forgetting) Shakespeare (2002); and There are
No Secrets (1993).

His films include Lord of the Flies, Marat/Sade, King
lear, Moderato Cantabile, The Mahabharata and
Meetings with Remarkable Men.
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Marie-Héléne Estienne has taken part in many theatre and cinema projects as author and production
assistant. In 1974 she worked on the casting of Peter Brook’s Timon of Athens. She joined C.I.C.T. in 1977
for Ubu aux Bouffes and has since been production assistant for all C.I.C.T.'s work.

She co-authored, with Peter Brook, Je suis un Phénoméne, which opened at Théatre des Bouffes du Nord,
in 1998, and produced the French language adaptations of Le Costume (1999) and Far away (2002).

She recently realised the French adaptation of Ta main dans la mienne and Sizwe Banzi is dead. In 2003
she produced Le Grand Inquisiteur by Dostoievski and in 2004, Tierno Bokar by Amadou Hampaté Ba.
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Lilo Baur Assistant Director
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Born in Switzerland, Lilo Baur works primarily in England. Her career took off with The Three Lives of Lucie
Cabrol, for which she received the Dora Canadian Award and the Evening News prize for best actress.

As a member of Complicite, Baur performed in The Visit, The Street of Crocodiles, Help I'm Alive, The
Winter’s Tale and Lights.

In France she performed in Honorée par un petit monument, Alice in Wonderland and Peter Brook’s French
version of The Tragedy of Hamlet. Other credits include Roi Cerf by Carlo Gozzi, The Winter's Tale which
became an international success and Cuina i dependéncies.

Recently she has collaborated on The Tempest with Cel Ras, a Spanish dance company, and directed Robinson
& Crusoe in Athens and Fish Love, a play she has written based on the works of Anton Chekhov.
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Jos Houben
studied at L'Ecole
internationale de
théatre Jacques
Lecoq with Philippe
Gaulier, Monika
Pagneux and
Pierre Byland.
He is a certified
practitioner of the Feldenkrais Method — Awareness
Through Movement.

An early member of Complicite, he co-created and
performed in A minute Too Late and collaborated
on many other projects with Annabel Arden, Simon
McBurney and Lilo Baur.

Houben was a director and co-writer of the cult
comedy troupe The Right Size which won Laurence
Olivier Awards for Best Entertainment (1999) and Best
New Comedy (2002) playing in the West End and Off-
Broadway. For Thames TV he created and performed
Mr Fixit, a silent slapstick TV comedy for children. He
was also creative director and associate producer for
Ragdoll TV's Brum — The Magical Little Car.

Houben collaborated with Greek contemporary music
composer Georges Aperghis in Paris. Recently, he
directed for Theater YBY in Salzburg, BPZoom in Paris,
and Les Flamiches Noires in Belgium. His The Art of
Laughter tours Argentina, Israel, France, Holland, the
Edinburgh Festival and London.

Houben is a teacher, director, devisor and consultant
with comedy troupes, opera companies, circus schools,
international organisations, workshop festivals, dance
schools, universities and magicians worldwide
and, since 2000, he has been a teacher at L'Ecole
infernationale de théétre Jacques Lecoq.
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Born in New York
to Greek parents
and raised as a
Londoner speaking
modern Greek,
French and ltalian,
Kathryn Hunter
studied French and
Drama at Bristol University and went to train at Royal

Academy of Dramatic Art with the inspirational Hugh
Crutwell.

Hunter played Alan Ayckbourne farces in the UK
Repertory before joining dynamic Chattie Salaman
in Common Stock and training in Grotowski based
techniques. Another revolution followed when she
joined Complicite and performed in Anything for a
quiet life, Help I'm Alive and Out of a House Walked
a Man. Other productions with Complicite include
Foe, The Winter’s Tale, and The Visit. Other favourite
works include King Lear with Helena Kaut Howsen,
Richard Il at Shakespeare’s Globe, Caryl Churchill’s
Far Away directed by Peter Brook and The Skriker at

the National Theatre of Great Britain.

She has also directed Glory of living by Rebecca
Gilman for the Royal Court; Brecht's Mr Puntilla and
His Man Matti for the Almeida; The Birds for the
National Theatre with Marcello Magni; and Comedy
of Errors at the Shakespeare’s Globe with Marcello
Magni.

In film, she most recently defended Harry Potter as

Mrs Figg in The Order of the Phoenix.
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Born in Bergamo,
ltaly, Marcello
Magni studied at
DAMS, in Bologna
University but ran
away to Paris
where he started
his theatrical
education. A i 4
graduate of L'Ecole internationale de théétre Jacques
Lecoq, he continued his studies with Pierre Byland,
Philippe Gaulier and Monica Pagneux. Magni is
an actor, director, movement director and theatre
teacher at L'Ecole internationale de théatre Jacques
Lecoq.

As a co-founder of Complicite in London he has
worked with the company for 24 years and created
his first shows there. He collaborated on A Minute Too
Late, More Bigger Snacks Now, Anything for a quiet
life, Please, Please, Please, Help I'm Alive, Out of a
House Walked a Man, The Visit, The Winter’s Tale,

Street of Crocodiles and Foe.

Outside of Complicite, Magni has a curiosity for
the world of masks and Commedia dell’Arte and he
performs in Marivaux, Moliere and Ruzzante. Recently
he created a solo show Arlecchino in collaboration
with Jos Houben and Kathryn Hunter. He has also
collaborated with Mark Rylance, Hideki Noda (Japan),
George Kimoulis (Greece), Annie Castledine, Neil
Bartlett, Helena Kaut Howsen (Poland and UK), Mike
Alfred, David Glass, Jack Sheppard, Nancy Meckler
and most of all with Kathryn Hunter, in Aristophanes,
Shakespeare, Tennessee Williams, Bertol Brecht, Lee
Hall, and at the National Theatre, Shakespeare’s
Globe, RSC and Theatre Clwyd. He has performed
in Beckett's Act Without Words for Beckett on Film
(Channel 4) directed by Enda Hughs.

His next project is an evening of stories from around the
world with Kathryn Hunter and writer Gilles Aufrey.
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Théétre des Bouffes du Nord has been home to Peter
Brook's International Centere of Theatre Research for
over three decades. Built in the late 19th century the
theatre started life as a home for comic opera. In
1974, when Peter Brook took-up residence, the theatre
was in partial ruin.

Brook rebuilt the stage, creating a raw and elegant
round space, in which a genuine connection between
actor and audience could take place. Indeed Brook
is not a director who looks for grandeur or glamour
on stage. He has offen said in interviews that finding
new and striking ways of setting plays is of no interest
to him. Instead, like Beckett, Brook’s interest lies in the
search for the essence of the experience, and engaging
the audience in a simple and intimate way.

In his explorations into the nature of theatre and
the reactions of audiences, Brook and his company
made an extraordinary tour of West Africa, arriving in
villages and asking permission to perform. It was for
Brook a way to find answers to fundamental questions:
What is theatre? How is theatre made?
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