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To Teachers  

 
It’s a privilege to offer such a captivating program of world-class arts events designed to 

thrill, excite and inspire the hearts and minds of your students. The impact of these 

experiences is enhanced by quality support resources such as this one.  This resource has 

been designed to complement your class’s visit to see Peter Brook’s production of A Magic 

Flute for the 2012 Perth Festival. 

 

Most of the pack is aimed at students of Drama and English but some of the sections and 

suggestions for classroom activities may be of use to those of you teaching middle school. 

 

While there are some images, the pack has been deliberately kept simple from a graphic 

point of view so that most pages can easily be photocopied for use in the classroom. 
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Links to the Curriculum Framework 

 

Arts Outcomes 

Arts Ideas 

Students generate art works that communicate ideas 

Arts Skills and processes 

Students use the skills, techniques, processes, conventions and technologies of the arts 

Arts in Society 

Students understand the role of the arts in society 

Arts Responses 

Students use their aesthetic understanding to respond to, reflect on and evaluate the arts 
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Perth International Arts Festival 

 

Jonathan Holloway, Artistic Director 2012–15 

10 FEBRUARY–3 MARCH 2012 

Founded in 1953 by The University of Western Australia, the Perth International Arts Festival 

is the longest running international arts festival in Australia and Western Australia’s premier 

cultural event. The Festival has developed a worldwide reputation for excellence in its 

international program, the presentation of new works and the highest quality artistic 

experiences for its audience. For 60 Festivals we have welcomed to Perth some of the 

world’s greatest living artists and now connect with over 300,000 people each year. 

Using only the freshest ingredients, the 2012 Perth Festival serves up a feast of culture for 

arts lovers of all ages and persuasions, spilling across the unique venues and spaces of one 

of the most beautiful cities in Australia. 

On any given day from 10 February–3 March audiences can see expect to see up to 17 

events, with more than 1000 Western Australian performers joining hundreds more from 

around the world in more than 1100 performances. Of his inaugural Perth program, Holloway 

said: “For many years I’ve admired the big Australian festivals which have inspired the world, 

and the chance to direct one is fantastic. Many of the artists I’ve admired for years have said 

‘yes’ to the invitation to perform in Perth. This has made me aware of the sheer joy of 

directing a festival in one of the most beautiful places on Earth.” 

The 2012 Festival kicks off with Lotterywest Festival Opening: Dawn:Dusk, the most stirring 

and quintessentially West Australian opening ever. As light glimmers off the ocean at 

Cottesloe Beach, Indigenous Elders and performers greet audiences and artists from around 

the world with a Welcome to Country. Hundreds of local vocalists and musicians awaken the 

dawn with a joyous celebration of the people, natural wonder and artistic life of WA. 

The Festival brings magic, illusion and whimsy to the streets of Perth with the Australian 

premiere of Lotterywest Festival Celebration: Place des Anges from Les Studios de Cirque 

(France), a once-in-a-lifetime event that sees angels glide, float and careen through the air, 

leaving a burst of feathers in their wake before landing on St Georges Terrace in a 

breathtaking display that must be seen to be believed. 

The 2012 theatre program traverses the spectrum from the intimate to the spectacular with a 

diverse selection of performances from Australia and across the globe, pushing the 

boundaries of theatre in all directions. From France, James Thiérrée’s La Compagnie du 

Hanneton combines humour, incredible physical feats and spectacular visuals in Raoul, a 

production of startling illusion that is operatic in scale; while in an Australian exclusive, 

legendary director Peter Brook turns his hand to Mozart’s comedic and adventurous A Magic 

Flute, in a grand culmination of his four decades at the helm of the famed Théâtre des 

Bouffes du Nord (France). UK Company Propeller does Shakespeare with swagger and 

surprise, guts and gusto, in two exemplary productions, Henry V and The Winter’s Tale; and 

The National Theatre of Scotland returns to Perth with a knock-out production from the 

explosive world of boxing, Beautiful Burnout. At the intimate end of the spectrum, the 
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Festival presents the Australian exclusive premiere of Oráculos, from legendary Barcelona 

company Teatro de los Sentidos, where one audience member at a time is led through a 

labyrinth of sound, smell, taste, touch and feel, a journey of perception from childhood to the 

present and onwards into the future, providing startling glimpses of possibility. 

For children and families, Barking Gecko (Australia) bring to life Perth’s very own Academy 

Award winning Shaun Tan’s acclaimed book The Red Tree, drawing kids and adults alike 

into a vibrant world of bold imagery and live music. Atishoo (UK) uses amazing puppetry, live 

performance, music and loads of paper, in the elusive search for the cure to the common 

cold. 

The dance program presents an Australian exclusive, as choreographer Lucinda Childs 

(USA) revisits her rarely seen signature piece from 1979, when three creative titans, Childs, 

composer Philip Glass, and visual artist Sol LeWitt, mixed movement, music and film in a 

way that would change the world of dance forever. Brazil’s Grupo Corpo bring two strikingly 

visual and spirited performances Onqotô and Parabelo, combining the grace and technique 

of ballet with the raw vitality of swaying limbs, sexy swagger and pulsating rhythms. 

Perth will rock throughout the Festival to an eclectic selection of sounds from some of the 

most idiosyncratic performers from around the globe. Bon Iver enjoyed Perth so much on his 

last visit he penned a song called ‘Perth’ which features on his latest, self-titled album. His 

tender, beautiful and moving music at one of the country’s newest and most spectacular 

outdoor concert venues will provide a perfect end to this year’s festival. Staff Benda Bilili’s 

life-affirming music from the streets of Kinshasa combines Congolese rumba blended with 

70s funk, Cuban son and mambo; Brooklyn musical maverick Jeremiah Lockwood’s eclectic 

supergroup Sway Machinery (USA) create a sound you aren’t going to hear anywhere else; 

and turntablist extraordinaire Cut Chemist brings his envelope-pushing live show to the 

Festival Gardens for a cut ‘n’ scratch audio-visual blowout. 

The 2012 Visual Arts program welcomes two celebrated Korean artists: Choi Jeong Hwa will 

bring his exuberant and poignant vision to Perth with two temporary sculptures, one on the 

Perth foreshore and one in the grounds of UWA, along with an immersive exhibition in 

Gallery Central all commissioned especially for the Festival; while in his first solo exhibition 

in Australia U-Ram Choe presents his extraordinary kinetic sculptures, charting a path 

between art, science and cybernetics, inviting the audience to imagine the evolution of life 

forms into the future through his commanding art. 

The Perth Writers Festival is the hub of Festival discussion and discourse. Save the third 

weekend in February (23–26 Feb) to join readers and writers in this much loved celebration 

of the written word. The Writers precinct at the University of WA includes extended café 

facilities, areas for picnicking, a Festival bookshop and exhibition spaces. Just a handful of 

this year’s stars include: Chetan Bhagat (the biggest selling English language novelist in 

India’s history and one of Time Magazine’s ‘100 Most Influential People in the World’), Kate 

Grenville, Dave Graney, Tom Keneally, Barbara Trapido, Janette Turner Hospital, Frank 

Moorhouse, Alice Pung, and Kim Scott. Check the Perth Festival website for more authors 

and the full program of Perth Writers Festival events. 

To get you in the festival mood, the Lotterywest Festival Films kick off from 28 November, 

with a handpicked selection of the best of World and Australian cinema. Highlights include 
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the Australian premiere of Beloved, a very French musical following Madeleine and Vera, 

played by real-life mother and daughter Catherine Deneuve and Chiara Mastroianni, which 

closed the 2011 Cannes Film Festival. In Retrospect: 60 Years of Festival Films will look 

back over the 6 decades of the Festival and screen a stand-out Festival film from each 

decade every night for a week, starting with a 1950’s gem. 

 4 World premieres: Elektra, Driving Into Walls, White Divers of Broome, How Like an 

Angel 

 23 Australian premieres: Raoul, A Magic Flute, Oráculos, Lotterywest Festival 

Celebration: Place des Anges, Home Sweet Home, Henry V and The Winter’s Tale, 

Atishoo!, Dance, Onqotô and Parabelo, Ennio Morricone, Faustian Pact, Little Roy, 

Sway Machinery, Staff Benda Bilili, The 14th Tale, Beloved, The Source, Late 

Bloomers, Romantics Anonymous, Headhunters 

  1 commission: Choi Jeong Hwa 

 1 co-commission: Elektra 

 1 First Exhibition in Australia: U-Ram Choe 

 Fine Music events : 10 

 Dance events : 3 – From USA, Brazil & Australia 

 Theatre events : 10 – From Spain, UK, Germany, Scotland, France & Australia 

 Writers : Over 100 authors presenting at Perth Writers Festival events. 

 Visual Arts Exhibitions : 7 

 23 bands, over 22 nights at Festival Gardens 

 27 Lotterywest Festival Films screening at two open-air cinemas over 20 weeks 
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Theatre Etiquette  

Students are not to take notes during this performance 

We respectfully ask that you discuss theatre etiquette with your students prior to coming to 

the performance. By following standard theatre etiquette you will ensure you and your guests 

have an enjoyable experience at the theatre. 

Coming and Going  

Make sure you arrive with enough time, 20 minutes prior to the show beginning is always a 

good idea. Be aware that for many shows if you arrive late you will not be admitted until a 

scene change or not admitted at all. 

Lock Out 

Please do not leave your seat and plan to re-enter the auditorium during the performance, 

you may not be allowed back in! 

Mobile Phones and Electronic Devices 

Please ensure these are turned off. If they do ring or beep in a performance it can be very 

embarrassing for you and distracting to cast and audience members. Please be aware that it 

is inappropriate to text message during any live performance. 

Noises 

Lolly wrappers and packets make a lot of noise. If you absolutely have to have lollies when 

attending a show, ensure that they are out of the packet and unwrapped. 

Talking 

Please show consideration for everyone else in the auditorium and do not talk during the 

performance. Save something to chat about during the intermission and after the show. 

Photographs and Videos 

Taking photographs and video during a performance is not permitted. Please be advised that 

it is also not permissible to take photographs of the set without the permission of the 

producer. 

Running Late for a Matinee Performance? 

Late comers may only be admitted at the discretion of venue management. 
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About the Venue – The Octagon Theatre,  
University of Western Australia 

The Octagon Theatre is an intimate thrust stage venue which has hosted opera, classical 

and popular music, dance, theatre, stand-up comedy and seminars. 

Its design, with 658 tiered seats, was based on advice from the noted British director Sir 

Tyrone Guthrie. Among those to have performed at the theatre are Steven Berkoff, Paco 

Pena, Marianne Faithfull, Sean Hughes and the West Australian Opera. 

Versatility is a feature of The Octagon with stage extensions increasing width to 12 metres or 

the removal of the thrust stage to allow installation of 100 additional seats. Removing half 

the stage reveals an orchestra pit. 

Facilities include a green room, dressing rooms for 70 cast members and a 120 square 

metre rehearsal studio with a sprung floor. A comprehensive lighting and sound rig and large 

lamp stock ensure most technical requirements can be provided in-house. 

The venue's intimacy and excellent sightlines enhance all performance genres. The bar has 

been refurbished and the entrance designed to enable easier access to the service area for 

wheelchair patrons. 
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Cast and Creatives 

 

After Wolfgang Amadeus Mozart 

Freely adapted by Peter Brook, Franck Krawczyk and Marie-Hélène Estienne 

Directed by Peter Brook  

Lighting      Philippe Vialatte  

Piano       Rémi Atasay  

With (alternately): 

Tamino      Roger Padullès  

Adrian Strooper  

Pamina      Lenka Turcanova  

Dima Bawab 

Reine de la nuit     Leïla Benhamza  

Malia Bendi-Merad  

Papagena      Martine Midoux Betsabée Haas  

Papageno      Virgile Frannais  

Thomas Dolié 

Sarastro      Jan Kucera  

Vincent Pavesi 

Monostatos      Jean-Christophe Born Raphaël Brémard 

Actors       Abdou Ouologuem Stéphane Soo Mongo 

Assistant to the Director    Bertrand Lesca  

Costumes      Hélène Patarot (with the help of) Oria Puppo 

Stage Manager     Arthur Franc  

Lighting Operator     Jean Dauriac  

Dresser      Alice François 

Surtitles      Guillaume Cailleau 

Tour Manager     Agnès Courtay 

Head of production     Marko Rankov 

Artistic Council     Christophe Capacci  

Movement Director     Marcello Magni  

Singing Coach     Véronique Dietschy  

Magic Effects      Célio Amino  

 

Co-production: CICT/Théâtre des Bouffes du Nord; Festival d’Automne à Paris; Attiki 
Cultural Society, Athens; Musikfest Bremen; Théâtre de Caen; MC2, Grenoble; Barbican, 
London; Les Théâtres de la Ville de Luxembourg; Piccolo Teatro di Milano – Teatro 
d’Europa; Lincoln Centre Festival, New York.  

 

Executive Production: CICT/Théâtre des Bouffes du Nord – Paris. 
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A Magic Flute  

 

The Marriage of Figaro, Don Giovanni and A Magic Flute have one thing in common – they 

cannot be classified. None of the three operas is just “amusing” nor is it all “serious”, nor 

“light”, nor “solemn”.  

This is what Peter Brook wrote when he was preparing Don Giovanni for Aix-en-Provence in 

1998. He saw Mozart operas as real kaleidoscopes of ever-changing emotions much as in 

Shakespeare or Chekhov where there are constant unexpected switches and contrasts – 

slipping in a flash from farce to deep feeling and back again. To create A Magic Flute for the 

intimate and magical space of the Bouffes du Nord, he called on the composer Franck 

Krawczyk who had already collaborated on his adaptation of Shakespeare’s sonnets Love is 

My Sin. Krawczyk is an experienced collaborator: [having worked] in theatre with Julie 

Brochen, in dance with Emio Greco and P.C Scholten, and [with] the plastic artists Christian 

Boltanski and Joan Kalman.  

Together with Marie-Hélène Estienne, Peter Brook freely adapted Emanuel Schikaneder’s 

libretto the way he had done for his version of La Tragédie de Carmen (1981) and 

Impressions de Pelléas. In fact, above all he wishes this opera to be a poetic souvenir and a 

rereading in a visibly reduced form, to give the perfomers the oppertunity to release the 

tiniest light and shade of Mozart’s language vibrations. 

Extract by David Sanson  

Festival d’Automne à Paris Program 

  



    11 

 

A Note from Peter Brooke, Franck Kranwczyk and 

Marie-Hélène Estienne 
 

We see Mozart coming towards us with a wicked smile, ready to play tricks on us, to catch 

us unawares. We hold out our arms to him, with the same impudence that hides a deep love 

and respect for the essential qualities he reveals. 

This will be a Magic Flute far from the expected ways. The vast panoply of scenic effects, 

the heavy and solemn symbolism are all put aside. In their place, the audiences will find an 

ever-young Mozart surrounded by an equally young and talented cast of singers and 

musicians ready, like the composer, to improvise, transpose, to explore new colours, to 

juggle with forms. We propose a light, effervescent Flute, where an intimacy with the 

performers will allow the tenderness and the depth of the score to appear. 

This Flute takes its place in the Bouffes du Nord’s approach to opera, as in La Tragédie de 

Carmen and Impressions de Pelléas. 
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Peter Brook Discusses A Magic Flute 

What urged you, twelve years after Don Giovanni, to revisit Mozart and to take on the 

challenge of A Magic Flute? 

This desire goes back a long, long way. I had abandoned opera after several years 

experience at Covent Garden and at the Metropolitan Opera in New York, due to an 

absolute hatred of this motionless form as it was in that period – not only opera as a form, 

but also the ‘institutions’ and ‘systems’ of opera which block everything. I told myself it was a 

waste of energy: in theatre, away from opera, one can go a lot further with the same energy 

– so why waste breath on a form that is so difficult? Towards the end of the 1950s I 

abandoned opera forever. 

Twenty-five years later when Bernard Lefort [director of the Opéra de Paris] came to me and 

suggested I do De la maison des morts at the Bouffes du Nord, suddenly the urge was there: 

I told him that rather than do the Janacek opera I would be very happy if he allowed me to 

tackle Carmen, with complete freedom. Because I think one can do something completely 

different if one has the absolute freedom with every aspect and all the conditions. First of all 

there is the casting of the singers – to do it like in the theatre and work with the same team 

for an entire year; to work exclusively on one single work for a year allows one to develop 

enormously. And then, regarding the score and the libretto: my collaborators, Marius 

Constant and Jean-Claude Carrière and I had to have the freedom to change them, to 

arrange them in our own way – not for the sake of modernising, but to clear them of all the 

accumulated clutter that had been imposed by the convention of the form over the years. 

Thirdly, to place the music and the singers, without an orchestra pit, in direct relation to the 

audience – so that the primary relationship for the spectator is directly with the characters 

who express themselves through song, supported by an orchestra which would be behind 

them, not in front – in the wings infact. The final condition was that I wanted to be able to 

rehearse for three months! 

I did all that because for me the music of Bizet touches one deeply; it has a rare quality that 

can only truly be revealed in an intimate setting. And I have the same conviction regarding 

The Magic Flute. In addition, some weeks after starting Carmen I organised a small, very 

simple, workshop at the Bouffes du Nord, with a small team of singers and a pianist. In that 

space we improvised – they were free to move, sometimes to within two steps of the front 

row – certain scenes from the Flute. And it was deeply moving. There was such an intimate 

relationship between the music and the singing that it became a different work. I announced 

several times that I was going to do the Flute, it was our major project alongside The 

Tragedy of Carmen and Les Impressions de Pelléas [a version of Debussy’s opera]. In the 

meantime it was suggested I do another opera that I really like, Don Giovanni. And as 

Stéphan Lissner in his first season at the Aix-en-Provence Festival, wanted to break 

conventions and break down barriers, we were able to impose almost identical conditions. 

And so between the opening night and its reprise, one year later, the entire team – singers, 

orchestra, conductor – remained the same, and we had undertaken a long tour. Daniel 

Harding, our conductor every evening, was constantly rehearsing so that we could adapt to 

the different venues, and the singers worked more and more as a collective, something 

which would never have happened in the traditional opera houses where one rehearses  
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for two weeks for just five performances. My urge to do the Flute; therefore, derives from this 

desire to get closer and closer to Mozart, [made possible] thanks to the conditions of the 

Bouffes du Nord, which we try to regulate on our tours. 

According to what vision did you work on Schikaneder’s libretto and the music? 

Freedom! It is authored by three people: the composer Franck Krawczyk, my long-term 

collaborator Marie-Hélène Estienne and myself. 

With Franck Krawczyk we are trying to do something ‘Mozart-like’, that is to say, the way that 

Mozart himself dealt with his music. He always said, ‘Where there is depth, there is also 

lightness and improvisation’. He didn’t hesitate to rewrite parts, to change things, turn things 

around, give them to another. And that flexibility simultaneously generated the clarity which 

also reveals the depth. I’ve noticed this with Don Giovanni: an academic approach to the 

work would, I believe, be incompatible with the essence of Mozart’s art. Over the past 30 

years I have seen many productions of The Magic Flute, and have observed that the 

dramaturges and set designers primarily focus on all of the visual imagery, which I find too 

imposing. You usually see that with Carmen as well: the image that is projected and that you 

are saddled with weighs too heavily on the rest. What I want to achieve is for the singers – 

the young singers – to be able to move in a natural way, so that they can tell the story that 

unfolds as the living and lovable characters that they are, without there being projections, 

constructions, videos or revolving decors added on top of that. So we are working without 

any scenic element whatsoever. We are starting from the music and asking ourselves how 

we can present it without the weight, the heaviness and solemnity of a large opera. And we 

want to approach it in a playful manner. Mozart repeatedly reinvented himself, and that is 

also the direction in which we are seeking: with deep respect for the essence of the work 

and the intuition that with Mozart it is not about disguising or modernising but simply letting it 

emerge … 

Interview by David Sanso, translation by Duncan Roberts  
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Peter Brook and Theatre des Bouffes du Nord 
 

In 1974, [Peter Brook] took over the Bouffes du Nord, the picturesque ruin of an ancient 

music hall in a grim neighbourhood behind the Gare du Nord. 

It was a perfect place for a man who had said goodbye to traditional theatre and was 

seeking new ways to stimulate the imagination of the audience without the usual sets and 

props. Brook had laid the foundation for his new philosophy in a 1968 book The Empty 

Space. 

The formula proved to be a sensation. Brook’s productions were cult events, attracting 

visitors who normally wouldn’t have dreamed of setting foot in what the locals refer to as 

Paris’s Little India. 

Jorg von Uthmann (Bloomberg, 2010)  

An old theatre is often beautiful but productions have to take place within the confines of old-

fashioned spaces. A new theatre may be dynamic yet remain cold and soulless. At the Bouffes du 

Nord you are struck by its noble proportions but at the same time this quality is spoilt somewhat by 

the basic aspect of the venue’s aesthetics. If we restored the theatre perfectly the architecture would 

lose some of its strength and that would become a disadvantage. 

Peter Brook, 1974  

Since 1974, when he took over the artistic directorship of the Bouffes du Nord in Paris, his 

work has been characterised by its clarity, lightness and distilled elegance; and, even though 

he resigned from the Bouffes in 2008, a desire to cut through the deadwood of tradition still 

gives his work its distinctive signature. 

His 90-minute production of Mozart’s The Magic Flute […], is quintessential late Brook. Out 

go the opera’s pantomimic spectacle, big processions and trios of boys and ladies. Instead, 

we have a stage bare except for bamboo poles and minimal props and a young, nine-strong 

cast who deliver the work – sung in German with dialogue in French – crucially situated in 

front of Franck Krawczyk at the piano. As Brook wryly says: ‘If you come to this production 

looking for something that will slam you in the eyes, you’ve come to the wrong address.’ 

I never think about my legacy. Peter Brook 

No living director has done more, both through his work and through his 1968 book The 

Empty Space, to change our perception of theatre than Peter Brook: to reinforce the 

centrality of the shared experience, to clear the stage of clutter and to realise the need for 

ecstasy … 

‘I never think about that’, he says, ‘which is why I’m delighted that two fresh faces have 

taken over from me at the Bouffes du Nord. The horror of someone trying to reproduce what 

I once did appals me. I was equally shocked the other day when a West End producer wrote 

to me out of the blue and asked if I could recreate my Stratford Midsummer Night’s Dream of 

40 years ago. But what does touch me is when people come up to me in the street, as they 

sometimes do since they mistakenly think I’ve retired, and talk about some experience that 

has remained with them. That for me is the only real legacy: the idea that one has left a 

lingering trace in people’s memories. In the end, that’s all a director can hope to do’. 

Michael Billington (The Guardian, 2011)  
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Biographies 

Peter Brook 

Peter Brook was born in London in 1925, where he directed his first play 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, with Micheline Rozan, the International Centre for Theatre Research in 

Paris and in 1974, opened its permanent base in the Bouffes du Nord Theatre. There he 

directed Timon of Athens, The Ik, Ubu aux Bouffes, Conference of the Birds, L’Os, The 

Cherry Orchard, The Mahabharata, Woza Albert!, The Tempest, The Man Who, Qui est là?, 

Oh! les Beaux Jours, Je suis un Phénomène, Le Costume, The Tragedy of Hamlet, Far 

Away, La Mort de Krishna, Ta Main dans la Mienne, Le Grand Inquisiteur, Tierno Bokar, 

Sizwe Banzi is Dead, Fragments, Warum Warum, Love is My Sin and 11 and 12 – many of 

these performed both in French and English. 

In opera he directed La Bohème, 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 and joins other titles 

including The Empty Space (1968) which has been translated into over 15 languages, The 

Shifting Point (1987), Evoking (and Forgetting) Shakespeare (2002), There are No Secrets 

(1993) and With Grotowski (2009). His films include Lord of the Flies, Marat/Sade, King 

Lear, Moderato Cantabile, The Mahabharata and Meetings with Remarkable Men. 
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Franck Krawczyk, Composer 

Composer Franck Krawczyk was born in 1968. He started his musical training in 

Paris (piano, analysis, harmonisation) and continued in Lyon (composition), where 

he currently teaches chamber music at the Conservatory (CNSMD). He was 

discovered, early on in his career, by the Festival d’automne à Paris (Autumn 

Festival in Paris), and started writing several pieces for piano, cello, string quartet, 

ensembles and chamber choir. 

In 2000, he received the Prix Hervé Dugardin and the Prix de la SACEM for his 

orchestral piece Ruines. His subsequent artistic collaboration with Christian 

Boltanski gave him new perspective on his music. With lighting designer Jean 

Kalman, he created a dozen pieces (Opus) in France and abroad in locations 

ranging from Opera Houses to spaces dedicated to contemporary art. He has 

created music for various media, including theatre (Je ris de me voir si belle with J. 

Brochen), readings (Les Limbes, Absence with E. Ostrovski), video (Private joke with 

F; Salès) and for dance (Purgatorio In vision with E. Greco and P.C. Scholten). 

Always maintaining strong links to the classical repertoire, Krawczyk has 

collaborated with choir Accentus conductor Laurence Equilbey (Vivaldi, Chopin, 

Schubert, Liszt, Wagner, Mahler, Schoënberg) and with cellist Sonia Wieder-

Atherton (Janacek, Mahler, Rachmaninov, Monteverdi). In 2009, upon Peter Brook’s 

request, he conceived and interpreted a musical accompaniment for Shakespeare’s 

sonnets (Love is My Sin).They continued their collaboration with Marie-Hélène 

Estienne on A Magic Flute.  

His last major work Polvere for solo cello, instrumental ensemble and choir was 

created in 2010 at the Grand Palais (Monumenta-Christian Boltanski) and 

subsequently performed in New York, Milan and Bologan.  

He is currently working on his third String Quartet.  
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Marie-Hélène Estienne, Co-director 

Marie-Hélène Estienne has taken part in many theatre and cinema projects as an author and 

a production assistant. In 1974, she worked with Peter Brook on the casting for Timon of 

Athens and consequently joined the Centre International de Créations Théâtrales (CICT) for 

the creation of Ubu aux Bouffes in 1977. 

She was Peter Brook’s assistant on La tragédie de Carmen and Le Mahabharata, and 

collaborated on the staging of The Tempest, Impressions de Pelléas, Woza Albert!, La 

tragédie d’Hamlet (2000). She worked on the dramaturgy of Qui est là. With Peter Brook, 

she co-authored L’homme qui and Je suis un phénomène shown at the Théâtre des Bouffes 

du Nord. She wrote the French adaptation of the Can Themba’s play Le costume, and Sizwe 

Bansi est mort by authors Athol Fugard, John Kani and Winston Ntshona. In 2003 she wrote 

the French and English adaptations of Le grand inquisiteur (The Grand Inquisitor) based on 

Dostoievsky’s The Brothers Karamazov. She is the author of Tierno Bokar (2005), and of the 

English adaptation of Eleven and Twelve by Amadou Hampaté Ba (2009). With Peter Brook, 

she co-directed Fragments, cinq pièces courtes de Beckett, and again with Peter Brook and 

composer Franck Krawczyk, she freely adapted Mozart and Schikaneder’s Die Zauberflöte 

into A Magic Flute. 
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Brecht Research Activity 
 

Peter Brook was heavily influenced by Bertolt Brecht - German playwright and director 

Born: Germany   Died: 1956 

 

Aim: Highly motivated by his political beliefs and set out to use theatre to change people’s 

minds. He wanted to show his audience what was wrong with society and convince then to 

go out and change it. 

 

Brecht was influenced by the environment he was growing up in. He began writing just after 

The Russian Revolution and during the rise of the Nazis in Germany. 

 

1. Can you search the Web and find out what events, issues and challenges in society 

would Brecht have written about: 

 

  

  

  

  

  

  

  

  

  

  

 

2. What would young people your age be experiencing during that period of time, 

compared to what you have now in 2012? 

_________________________________________________________________________

_________________________________________________________________________

_________________________________________________________________________

_________________________________________________________________________

_________________________________________________________________________

_________________________________________________________________________

_________________________________________________________________________

_________________________________________________________________________

_________________________________________________________________________ 
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Brecht Script Writing Activity 
 

Pretend that we are using drama as a marketing tool. You want to send a message to your 

audience. 

You are script writers who are influenced by the environment you are growing up in. 

In groups tell stories about one major challenge, issue or event that shaped who you 

are today. Your Group will choose only one to base their performance on. Present 

your historical, political or social issue on a manner which reflects change or conveys 

a message to your audience. 

Brecht was a German playwright and director who wanted to show nothing but the ‘true’ 

human condition which reflected more political and social themes of the time in which he 

was living. He used ALIENATING techniques to make sure that the ‘message’ he wanted to 

convey was getting across to them. Can you include some of the following techniques to 

your improvisation: 

 

PLACARDS 

LIGHTING 

SONG 

NARRATION 

COSTUME 
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Write a review of the performance  

 
Use the following guideline to help structure your review. Each point represents a paragraph. 

 

Write an Introduction. Include the name of the work you are reviewing, background on 

company, the name of the playwright or theatre company, the name of the theatre or venue 

where the performance was held and the date of the performance. 

 

Summarise the plot or series of events in the performance. You should keep this brief. 

There is no need to retell the whole plot or describe the entire performance. It should be 

more of a ‘snapshot’ of the production. In this section of your review also see if you can 

identify the style of the performance and the use of any techniques like narration, acrobatics, 

mime, mask, slapstick comedy, transformation etc. 

 

Identify any themes and issues. Consider the following questions: 

What was the message of play? Was there a common concern for the characters? Did the 

play pose any problem or dilemma that needed to be solved? 

 

Evaluate one or two performers. Answer the following questions to evaluate the 

performer/s you have seen: 

How well did the performer/s use movement and body language? Did they show energy, 

control, and precision? Were the movements suitable for the role/characters? 

How well did the performer/s use voice? Could they be heard and understood?  

Did they use emphasis, accent, inflection, volume, pace etc. effectively? 

How convincing or believable was the performer/s as their role/character? 

 

Evaluate the Elements of Production. This will include a discussion of set, sound, lighting, 

costume and overall direction. Consider the following questions: 

Did the elements of production look unified? 

What sort of mood was established? Did the mood change? Was this done effectively? 

Were the costumes appropriate for the characters? Why? 

How did sound enhance the performance? 

How did lighting enhance the performance? 

 

Sum up the overall success of the performance. In your final paragraph draw a 

conclusion about the overall success of the play. What sort of audience impact did it make? 
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Schools Review Competition 

 

FOR STUDENTS IN YEARS 10–12 

Young critics seeking a wider audience for their personal observations are invited to put 

fingers to keyboard this Feb/March for the Perth International Arts Festival Schools Review 

Competition. 

Attend a Festival show and then let us know what you think and why. Was it surprising? Did 

it change the way you think about something? Did it pull at heart strings you didn’t even 

know were there? Or was it a complete and utter flop? 

After attending any one of the shows in this years Festival, write a review of no more than 

400 words, based on your experience. Give us your opinion, tell us about the show from 

your perspective and include an analysis of the performance – why is it you think or feel the 

way you do about the show? What did the cast, crew and directors do to make you respond 

in the way you did? You can use your understanding of dramatic techniques, conventions, 

technologies and elements as your guide. Above all, treat your reader with respect – 

entertain them, offer them new and novel ideas and write fluently 

ENTER NOW! 

To enter, get your teacher to email your review with your name, year level and school to 

schools@perthfestival.com.au. Your review will be posted on the Student Reviews webpage 

of our website. 

WHAT CAN YOU WIN 

A panel of Perth International Arts Festival judges will select the best review and the winning 

critic will receive $500 voucher for Perth International Arts Festival 2013. 

 

Journal or Class Discussion Questions   

 

Which character do you find yourself sympathising with? Why? 

Which scene stood out to you as most powerful and why? What was it that affected you? 

What are the themes that are explored in the work? Discuss examples which demonstrate 

and explore the themes? 

Why might these themes and this story be relevant to a younger audience? 

After the Performance – discuss the style and form. 

 

mailto:schools@perthfestival.com.au
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Links and Further resources 

 

Reviews 

Peter Brook's new Magic Flute: not bad for 86 

http://blogs.telegraph.co.uk/culture/michaelwhite/100052311/peter-brooks-new-magic-flute-

not-bad-for-86/  

The Development of Theatre: Peter Brook and the Human Connection 

http://www.studentpulse.com/articles/101/the-development-of-theatre-peter-brook-and-the-

human-connection  

Articles on Peter Brook 

Peter Brook and Traditional Thought by Basarab Nicolescu 

http://www.gurdjieff.org/nicolescu3.htm 

 

 

 

http://blogs.telegraph.co.uk/culture/michaelwhite/100052311/peter-brooks-new-magic-flute-not-bad-for-86/
http://blogs.telegraph.co.uk/culture/michaelwhite/100052311/peter-brooks-new-magic-flute-not-bad-for-86/
http://www.studentpulse.com/articles/101/the-development-of-theatre-peter-brook-and-the-human-connection
http://www.studentpulse.com/articles/101/the-development-of-theatre-peter-brook-and-the-human-connection
http://www.gurdjieff.org/nicolescu3.htm
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