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X))l - F ¥ —FILOILEFIVEVESICBITS
HIRDOBIEH 2D T
—— [7—=7) (1988) & [A 27 54 H1—] (1994) & H[M!

& WO ¥

¥ x 1))V - Fx—F ) (Caryl Churchill, 1938-) @ 1990 EACLIEDIEB D4 D —D212, BIHE
BRI RR 4 & L OIFAFENOB LY H B0 F X —FMIZIT0FER L) YV af Y bR by
2 (Joint Stock Theatre Company, 1974-1989) €Y A b5 A - LY X~ b (Monstrous Regiment
Theatre Company, 1975-1993) X\ o7z, 0 ¥ F ¥ O/NEICIEEI % SR A & o FEHIFEIC X )
ZOWEB A SN TE 72 1980 RO %FEL S, HMAEEMRRLBEER & v o 2B SO
SIS A AR R & oL FHVEICHBIICHEED S X 91274 5, 1986 44 5 1997 4E12H 1T
Ty Fry—FVEBRERREDO A 7~ - A 7 (lan Spink, 1947-2023) L3k [7 %7 27 )L -
* 7« )N—=X] (A4 Mouthful of Birds, 1987). [7 —#] (Fugue, 1988), [V ¥ X + F 7 - ¥ - 7L —
b« RA V' F—X] (The Lives of the Great Poisoners, 1991). [A 2 5 4 51 —] (The Skriker, 1994),
[ 7 V] (Hotel, 1997) @ 5 DD IFHINEEGZFEFKL TV 5,

Fr¥—F AR, EFEHEECHECEOERL, BIREROEZEZERICNY AT
CEWIDHLVEHBNZERAOBRERAATE AL LiZ, BITIRICBVWT EHESINR TV S
(Worth 7), — 7Ty 1990 E4 & I B, F ¥ —F LD 1980 4L E TOIGE) & Vv 5 72 SCIR A
FTX—=FNHBIO L) IEFAFEICSTLHEOEHDICES2ILICED L) R THDoTW
LOPITONTIE, METORMAFREI N T WD, BT, TN o OEEBIENERE5EET 2 BT
X, Fy—FNE (b7« H—=NVX] (Top Girls, 1982) R [V 7 A - <% —] (Serious Money,
1989) &\wvo =i E LIS, IR A ) 2AOENOBREICH T 282 £ L T 5%
mAFHTCEL, 20X 2HEENE [BGAMTE] RO LMLV EIE, I s o FEEHEERD
B o—oEF 25,

ARicit, SRS oEFEBIEMRERON, [7 =] (Fugue, 1988) & [RA 2 514 1 —] (The
Skriker, 1994) IZEH L. #1662 KA MW B 2 &kt & TBUR] OBfR%E © <5
BRETHHEL R I LA AL, HITARTIR, HEROF v —F Vo EGIEICT 5
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i s, FMEROEBOBEEZ D CHEMOMmED—2 & o7z, HEOHREEBUEHEE O
MbYIZERH LV, ZOLET[7=H] &L [A2 54 7=] OWTHIZH FAEROKRY 51 H L.
VT =D o TRENTZEROPITRO LN D KL ) . BN L RRATH % IS8 2 b

AN ENTELZLEZML 5,

AT EST, Fry—FVORMAFHECHT Iy AR, ¥ a—%2@B LT, F¥—F LD
SR L FEANOBOEMR T %2, KIS, MKRAOEBO Bl 20 o#EmeE. thboo
Fx—FVORBLEDOEERIIERT S, Z20%, [7—F] & [R7 T4 0 -] OHEFEITV,
WifEm & FRAROEB O [Bat] 20 CrEmE0Mb ) 2, MERICAOh L GHRESHELD
by %@L THET %,

1. Fv—FIEHRFIE

F X —F WIF 1993 RIS, B3 BEAD [SA T X - FT-H- 7L —b-RSfVUF—X] (1986)
DI H TV BELA v bay 2y v a v ofT, HERY ¥ — L ofAHEENICHED S X
2o 72k A S ORBHROBIERIT T 20 L TUTO X ) IR Ko T 5,

In 1979 1 saw The Seven Deadly Sins at the Coliseum, with Julie Covington singing one Anna and
Siobhan Davies dancing the other, and thought of working with three performers, one of whom

would speak, one dance and one sing. But it was ten years before I worked on that kind of piece.

Meanwhile I saw Trisha Brown talking while she danced, the Pina Bausch shows at Sadlers Wells
in 1982 and work by Second Stride, and gradually got nearer to working with dancers. (Churchill,
“Introduction by Caryl Churchill” 184)

F2 BUE19944FED [R27 54 H—] a ¥y FUFRERIC, =T 4 7 VK ETOA ¥ 7 ¥ 2—Tid,
REOHIEICH 72D . FERDEHEB L GFATLOEBOERZMS T, ¥ AOBEKLZMNY Ahb
Zlrpoi-AhtRALn, BEOHLXOBMRERIYTAELBED LI ITED X ) LW
BB L%, UTOXHIEZ TV,

Because I have found the theatre a bit boring for a while, and during the time I’ve been tired of it,
the things that have stayed with me have been from dance companies like Second Stride and DVS8.

(Armitstead 25)

INLOITyEARA, Y FEa—0bIE, Fr—FNH1990FRF Clcid, BIREHOL Y 25
WHEAREEZ ORI LA ODICE > TV 22 e h b, TNHORESE,IHIX. Fryr—F N
131970 SEA DD D EITIZT TS, HE. 5 U A, HBOBEENEET LX) IEHOBEEZ I
WTW7zAs, MY ¥ ¥ - 75 % (Trisha Brown, 1936-2017) 2% ¥+ - )N ¥ = (Pina Bausch,
1940-2009) 3 & Vo 2B BHROEMEEETH2 I L 2L T D TP RBRN R L 2o 72
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k., F72F v —F ALK DVS (DV8 Physical Theatre, 1986-) @ X 9 7z [A] I8 D BRI 72 8 51
WHHEY 27> T2 L R E239 05
INRSDAL v 2a—DhTHRBLTHAOONLIDIE, Fy—F VB HKNRERZ, FICSHE
19 7 2B & Db 70 A 3 % 8 Lf?&zfuxéﬁ?fzﬁéo 1988 4ED [Za— - Y7 F— 75—
%) —] (New Theatre Quarterly) iEETHDA Y ¥ ¥ 2—Tld, Fr—FVIIHSOMLZDTO X
IFE- TV 5B,

I did obviously start to think more visually, and I suppose this has been increasingly true lately,
working with Ian Spink on 4 Mouthful of Birds, and becoming fascinated by ways of doing things

without words. (Cousin, 4)

F ¥ —F Vi, BOHGEE THER (visually) ] 28Z %2479 X912 o TE A EHPL TV 525,
ZOHASOMLE S22 (doing things without words) | F s fil1E D B2 B 2§ <
FIC o2 HPIL TS, TOHD 194 EDAL ¥ & Ea—Tld, TOHKN %L L SFER
RFEHE ORI Y PREICEB SN TS,

Maybe it’s to do with having been very verbal for a long time, but I find it very moving and
interesting watching people doing without that. Dance can be so much more abstract and less literal

than words. (Mackrell, “Flights”)

F XY —FNVIEHGOBEOMERICBIT2MY MAZ [SFEWICRY T E T (it’s to do with
having been very verbal) | LFHB L, HETIE [EFRNWAERZREZHCEVAL 2L TEE) L, BK
ZHin7z (1 find it very moving and interesting watching people doing without that) | £ HAOSiEH,
ARG EHANORLOWERZHAL TV D, F2F v —FVIIASHNSY v 2OMEHICH L%
FANTWBEEFHLTWBED, ZORLIIOWTHFHENLERI L O AZBELTHHLTEY.,
[ ARBEREIDDT o EMREMICAHZ I LPTE, FFEMTIEZ W (Dance can be so much more
abstract and less literal than words) | &FHI L TW 5,

CHSHDF v —F VA 1980 FEAC2H 5 1990 FFALUZ AT THR A ¥y 2 —DFT, b7 —
HOBHELTROLONZDIE, Ty —F UL ITHERN BT T HHLE2RLTY
7ZREAY, BURHI ZEmMICID Ml S L OWBICHT 2B S 2R L TV ARHEELR LM TH
b0 FH—FNEIORMICZILNOL I a—0hT, ThETHZE [RY T4 AVE
EFK (a political writer) | TH 5 &\ ) BIROITCIT/ERIGE 21T > TW/zAS MEFCZD L) %
[R)TAANG ] EMEFRHITLZLIZE T LYy Py =% KL TV LIR) B> TWwb, 1990 4
WCZFZTROL Y5 Ea—I2BWT, Fr—F VA ¥y a7 =12, MEICHERSNHE
[74 A2 U—=24] (UceCream, 1990) & [Kv b+ 77 v ] (Hot Fudge, 1990) #5, F v —F )
D 1980 SERDESTH D [hy 7 - F—V ] (Top Girls, 1982) R [V V) TR - w4 —] (Serious
Money, 1989) 7 &L B L THIEICBUAN R EZEZB DLW EmE ZoTwa LS 0%
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ZF, LT XS IGELTWw S,

In the past I’ve made the politics or the point of view of a situation fairly explicit [...] There was
a time in the 1970’s when I was told that I was a political writer and I thought, ‘Oh, good, I'm a
serious, political writer.” And there was a feeling or pressure to make sure you got that right. And
now I don’t feel that. ‘Ice Cream’ is not a play in which I was consciously thinking ideologically or
politically. Sure, some of those things are always with me. But it was more of an issue to me then.

Now I’'m a bit more willing to trust to luck. (Winer)

Fr—FNMEIDA VI E2—OHT, ZNFEFTOHSOIEMOF T, HoXEmP OBIE (the
politics), b L< 13 BB T 580 % X bOTHMIZ (fairly explicit) ko TEEHEL,
F72 1970 EARICHD DS TRY T4 ANVEIER] TH D LS K SN [ BHIZERT
£U%4ﬁwaﬁﬁf%éjkaa%ﬁmtfwt:a%%bhofwéo4ﬁﬁ%®;oKF$
V74 WVEER] L U CTHENICEEN 2 EEZH) 2L iZonTid, 2oEEZ [IELLHD
CENRTETCVDINLEVIEBER T Ly vy —2 KL Tzl &, BUAMZREMICIY M2 L1
LU CHEEZ KR TWzZ L &2IRD B TWwa,

FoF v —FNVIiT 1997 £ [R5 V] (Hotel) @ LIFIZZIT/2A4 v 72 —TlE, brHEZ
DA VIC2—D3EFERD [R7FA4H—] BFHEL 1994 FEHIZ, —EELCL2E
ATCWZEZUTOLHIICHEDTVS,

With all this year’s burst of dramatic activity, can it be true that, three years ago, she stopped writing?
She tenses up again. Then relents. “Oh, I don’t mind...” She runs a long hand through a mane of
silver hair. “I just got bored with it. That feeling of ‘Was I going to start thinking about another play
just because I was a playwright?” I’ve had it before. I remember that, in 1978, I decided I definitely
wasn’t going to be a writer any more. It took me about four months to get out of my heard the idea

that I was a writer and once 1’d done it, of course, | started writing again.” (Benedict)

FX—F VP19 FIIC [R7 T4 h =] #BELT2H 1997 FIC [T V] 2BETHETTD3
SEMIZFY Vv dB [T 2 X7 X] (Thyestes, 1994) OFIREZBENWTEHE L > TWED, F v —
FVRIZOMIZ—AOBRMOPELZM G L ENTVE, AFT74—F -7 73—/ Okl L2
EF X —FNIE19%BFED2H 15 HICIZAY 74— F - 27 53— OFM@T HEBIFAEAT 7 M%7
Y aA b (Outof Joint) DAKFHICL D, /v T4 Y HL - T A7 A (Nottingham Playhouse)
TO LRI THEOBMZHEST 52 &2 TRL TV, Bl TAM] (‘Freedom’) (2DoW
TORITHY, THHE W) FEEMEHSLED X H RS NBHA SN TE 722> (how the word and
notion of freedom has been exploited and misunderstood through the ages)J P EZEANET S,
BRI 22 FE 2 &S TRENZ%] (epic) NEL 22, BUIRW G TEEWOIEME 2D LT E
ENTW/s FEDTH 3 HORLFHEZREZIC, AY 7+ —F - 77 —=27 Bl %ELND I L
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Lol d3NTn5hH, 4

LR 1980 425 1990 ERICH T TOF ¥ —F A DTy LA A Yy Ea—hbid, T
F X —F NG REE ST L OMVHBRBHOP TR T LA GRbe F2—TT, Fr—
FNOINSDOEFABENOBELOWRIZIX, TR 74 A V%] fEihEFHT L L oWEED
BRVRONT2e SNODOF v —F IV OFREIIBN 2. HRYEL SO RN %0 L O R,
GRPE L iR L OMBER AR DI, KSR TV &) RRBROFN E 20 [Biatk] 205
HmOPIZH AT Z e TE D,

2. BElE B

1980 A 5 1990 R IZHITTHOF ¥ —F VDT v 4 R4 Y F 2= 2D SN L, HEIC
B2 FER R EREANOBLOEE DI, 1980 FRLLE2 5 2000 FAREH I TR O, Bk
B S 70— NV BB TOERBRNZEB OB L —2ICLTWwh, I d DR 4 EE
ix, RROBEBLHFOB LG LT [RA MES VK] (postmodern theatre), [HRA M FJ
~i#E | (postdramatic theatre), [ 7 4 T H )V « ¥ 7 % — ] (physical theatre) 72 &, K4 ZIEFRAH
WHN, ZOFEOI/TEHBIR N7 + —< Y ZADOFEKRITMA/MWICER ) GoTWED, TNEDFEER
M2 ENE. WD ORI 2 Bl AL O BN LT B2 i & 3 2 SRR R E
FNOHLOWHR T LBOFHMO—D L LTV,

D A4 FY 2T SO 1980 FEA LRI EY L2 BN 2@t L. (74 VH 0 -
¥ 7 % — (physical theatre) | &) FERLIZLITHV SNz, RIfiTF ¥ —F VAT Tz &)
% DV8, EF - Ny abwvo HEBEERPHAHBRDL, wIihd [74 70V T8 —] D
REMREEREO—2DLEINTEY, FFICDVE WO TA FYAICBWCT [T4 VAN ¥ 75—
EVIERHEOIRRICH Wz, ¥4 'Y - v —kTVay F—TF FUARNU b AL
Wo oG REBREFELEREL L. Bl ) 7 F A MCHIL T REEONE R L T {mHI
TR & TR Y PREE - IR - ENE - ARG EOMAOSMBOERKREMAGDEL Z L
Lo TRT =<V ARBERT LMK - 705 s arvk [74 V0N Y75 —] OEEOH
LT, ZoRENLFHBELTDVERT T MV K- a2y F) I F5hEEFFTNE (19),

T E0DUIAFYZAOLRTIE, (74 VAN - 7% — ] OFtfTid. RO 7L 7 576
WHBMETIZBITS [7—) - 71 =7 (Cool Britannia) ] ®LALBUKE OFHFERFEIZ L - THH
WERL 720 SRR SULEE OB X 2 ERELZHIEL [7 -V - 7)) 5 =7 ] OLBUE
Tk A F) ADOEMEEOEFUEZNGMF T L2 FERELTTIA VIV - 75 —»EH Sz,

1993 4R IZIE, 7= - AT ¥ VT B RAEED FRA500 1R~ FOWHE 2T 722 LI2HE
W, HBIANOBREHIE L. BAEE (contemporary dance) & #LEIEM (the visual arts) ~D B
ERINSESZ e E LTHRE SN/ (Sinclair 376), 1993 4 4MFICIX. £ ¥V ZAEWNT 200
T DN TERIN R T VA« AR =GB 2T TWR2ds, T—Y - Aoy VIiZk b
Blx 2 NS ORRICH L CEAMICITTbI., ZOBBIEEEE S TH (English National Ballet)
DL BAZHI BT Y A - A = =R MBI T 2B E Enlo Twiz, STho OB O
WRE T o BRI, IBRNRO~ Y 2 — - K—>¥ (Matthew Bourne, 1960-) DEHET 5
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VR AN Z—=THLT RV Fry—X LV F—Yary - ¥r7Fx—X (Adventures in
Motion Pictures) %, F v —F VPMRIEFAFERITI L e Bbya—nNY - FA T4 =D
FH$ S A - J /8= — (Siobhan Davies Dance Company) & T4 TWw72 (Sinclair 383),
DX BT—Y - 7y YVOFEICRONSHEIE, 1992 FED [ZICBT 24 /) R— 3
Y1 OHEIZBOT, HROSEH TOMEOENFH L LT, 77— (TaraArts) 75 —-
TAXN - ATy b7 4= F&wvo 7/ 4RI R0 i B FR O Mk Feny 2 G B2z <. 1992 4
ZFvafn-v7y—oarFAu—gTRESNZT T PV F-ayT) Y TFo [A b)) = -
*7 - suaay 4 IWVA] (The Street of Crocodiles, 1992) DO EFEHZ KA Y EiFshTtwnwb Z &

PHLHEH) I LHTE S,

1 1992 ~3FEDT—Y - A I IVERBREICHITS
[E£#fcH 754/ ~—2 3] (Sinclair 384-385)
Tx Vv W 2

Sounds like Birmingham' successfully launched the Arts Council's Arts 2000 initiative, which celebrates a
g different city or region each year. Nearly 3,000 events were attended by more than one million people. The
(Music) year left a rich legacy in Birmingham, including a clear policy of support adopted by the council, for non-

western music and early music.

Matthew Bourne's contemporary dance version of The Nutcracker performed by Adventures in Motion
LS Pictures, attracted full houses in a 1,500 capacity theatre over three nights at the Edinburgh Festival. As
(Dance) part of a double bill commissioned by Opera North, it helped to introduce opera audiences to contemporary

dance.

Co-production between innovative companies such as Tara Arts, and building-based theatre companies
byl like the Theatre Royal, Stratford East, have increased the audience for innovative work. The Royal National
(Drama) Theatre/Theatre de Complicité co-production of The Street of Crocodiles achieved international acclaim as

one of the most exciting achievements of the decade.

P Heatwave 1993 - Station House Opera presented one of four specially commissioned pieces, funded under
N Kﬂﬁ the Arts Council's Live Arts Commissions scheme. This was the fifth consecutive year that the Serpentine
(Combined . . . . . .
Arts) Gallery showed its commitment to live art. This poplular event attracted 2,000-3,000 participating audience
members.

The Arts Council's Architecture Unit was founded in 1992/93, the first time that architecture has featured
PN ==y in the arts funding system. The first architectural grants scheme, which offered £150,000, generated a
(Visual Arts) further £350,000 secured from different sources. The unit will work to enhance public understanding and

appreciation of architecture.

ML, ¥ 5%, | Several festival awards were won during the year, by productions supported through the Arts Council.
% They include Kinoki: We Jive Like This, awarded the UNESCO Prize at Video Dance 1992; and two
(Film, Video productions funded under the Animation Award Scheme, namely Oliver Harrison: Spirit of Place, awarded
and the Certificate of Merit and Best Cinematography at the Cork Film Festival; and Phil Mulloy: Cowboys,
Broadcasting) which won the Best Short Film Award at the Melbourne Film Festival.

V.S. Naipaul became the first winner of the newly established David Cohen British Literature Prize,

e presented by the Arts Council, sponsored by Coutts & Co. He was awarded £30,000 provided by the David
- Cohen Family Charitable Trust. The Arts Council contributed an additional £10,000 to enable the winner to
(Literature) L L . . . . ..
commission new work. This is the most valuable literature prize at present, and is awarded in recognition
of a lifetime's achievement in writing.

1992 4E12F Y aF N - Y7 ¥ —TLEEESR [AM)—=b - F T - 270a¥ A V] I2koTTF
T rNVeK-ary7) PR FEMzas5IC REBOBBEEF Y1) Y - Ny F =75
1994 SEICRB CEEENZF ¥ —F VD [A7 54 4 —] TEHZBHOLZI &1, 1990 F£12
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Fx —FUREBINTOAEREZYE S TVBEEERD, TRH6DZENSIE, Fy—F LD
KFAFHE~NOBLOEZE YR (A7 54 8 —] oLz, 1990 EROL F) 2IZBWTHAON
EER B OB, ZFRUEED 7= - A ¥ VIV OB~ OB O WA, BUCEER R 3E
WDFEH~DOERIN IR L Vo 7o)t 2 G LECRO A L2 R L L TWz L § X 5,

3. BfFtEE [BuAH]

—H T F v —FUHEREFIEIHT 202 R LTz 1980 FA2 5 1990 SEAIT AT Tl
FRTRTERZ L) 8 LWZEN - SULOBIROBEL I, E0 X9 2EMOEEDS [BUAM
LARBREN)LONEN) XD %, BUANGLEMOMEIZOWTORE L 21T &9 Rikmshk 4
LR TITbNiz, TNHOHEMTIE, INFET [BUAN] LEME AL SN TWzFEE, 4H
DHFZBWTHOERNLZEIREEZREL ) 200 ) b vofme iz, MRIZESLH LW
EWOEERPED L) R CTBUEN AR LEZEZ DN L v oo pids, JEFITBIT 2HEmOHERN
ol FRZNERTLT, TNHOERNLEME [BUEN] L AL L, (ERMOFOBIRTE
DOMFERAALDIIH72). TNOOEMPTHIHRE LTS [BUR] OED. T E TOBIARN
REMAHIFR L LTz [BiR] OM&EEHRTLEDIHIITERL T i im0 RIcaEh
5E91hot

INSOEBRYGZEMOERE. 20 [BUEHE] L2 OO EmAHiiReE 75 BBl O
%D B ERIE 1980 E A 5 1990 SEARIT T T EMPHEHBICBITELFRAMNESF =X A
(postmodernism) D FLA 5 & ANAT O NTz0 FRIZEMRPXULDGTH T T AV ADT LR Y v 7 -
Yx A AV v (Fredric Jameson) OV 7 A EHRMFEDOEEDITIZ, ZMeALIZBIT HH L w3
%®”%ﬁ BRI~V 7 AEFDPBEEL T2 b DL IZRL L 70—\ BIEARTEROE

WKHESNTWSLZEDMmELNA, TRHEDKRR MEY = X2 0BRSS < BUAR 2 212
%?5%ﬁi CNIT BRI L SN TE2/EmAHiR L LTI RN R~ L 7 ZA £
K4 2 [BUR] OMEORALEML. RAMEY Y REMPEEROH L [Busfl oMes%
ARELTWwAEZLEHHTAILT, TNHLDEMD EBIREEZAE L TCWBE I L Z@Mm L7,

oL BWNOHRT, FITHBICBIL2RANES =2 X220 2@mO P TIE, Ihs o8
LWEBR 2B OBRARTEIL, fEMORREDOMD Y 2l L TR SN, RA MEY ¥ ZEHBNZ
EROERIDPRL TE L) RERNLZRLETDRVET, KA MEY Y RHEZIBITZ2ERLD
MBI THHREP LI TEIT>TWAI ML bNIz, 2OL) LERmOMhOR T, Bk
S EmAE R & &z,

1980 AERUTIIHAEM DT HICBNWT, [FAPEF=XL4] L LTHEHSNTWEH LWnES
M 2 BRaAS, TER [BRAW] L3N TELEMEHK L TED L) L BEREZRSL ) 5 D9 o%E
HaN/zo SoX) RMEEER»S, 72 A OEMWRIFRO/N IV - 7+ A5 — (Hal Foster) 13
1985 4E D X “For a Concept of the Political in Contemporary Art” (1985) T, RA MEF =X LD
BEIS, WEOREENL [RYF4H0 - 7— 1 (political art) | & 1980 N BY LIzR A b
Y UEME NS, WIHEORD [Buat] ORRLHEMHT 2 L2, BFokArszh il
#%5 [BHE] 2ALTwasZEtemli,
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KBTI BT A AT =D [R)F4HN - T—1b] 20 hiEmid. SNFTENRLSDER
DHIPEE LCELTN 7 AEHZROFEPHLRRRICERZ2ENTBY, 7+ A5 —FRA M- <7
AER 7 RIHSWHEOERR 2 [RYF4HV - 7—b] ORHET>T0DH, 7+ A7 —13,
HEFHR)V TV Z2BOET D, V7 AFHM LIRS EMOEEZTEOWE LI %
[RYUT 4 AN T—b] ELTERTHD. TNOLOERIZBWTHIRRESINTEYLV I X E
#i3, FRAOKRZ PESY U REAOEFITT T HBHRNERAZ AR THD xR L7,

TAARY—FYN I ATEROBELNLBAEZMmMELNT, 4FIC (1) B (class) &, (2) 4
F-B% (means of reproduction) ® =D DHEZICIEH L. 2 & ORI L T E BRI R RY 7 4
AN T—=b] OBRAERLTCVE, 74 27— F T, FABROLZICBIS [BUs] OEHFD
—D L LT, BUtlZR1i A1k (agency) OBEEAIEAL TR I LZY BiFd, 74+ A% —ILIH
KRR OMZICBWTIE, &tk BA EEEER), RERERK, FEER R EOMA LT AT
T4 T AEEPEL L, TR wI o vyt AERED, BREERT2 L9747
YTATAERBETIMENEL L CEALILICEHT S, TOX)RPT, SHOEMEMICH
Wb, AR BUA 2 B OR.Gr a BARE LTl KCHEERY 7)) XA ZBURWICAR)
LIIEAT. FREVDBINSDERLETAT VT4 T4 ORI T 2R %D LEEH L &
l7ce FT7 4 RX5—13d ) —20MEE LT, FAREROMEEKIIBITS [BIE] OFLOH %ML
. AETFERPORZOEEIIBITLTVEZEEZHBHL TS, 7+ A7 -3 Ehb, A&
EFERICEALZ -0 T I L2 BIRN BB ORKNEZHNE L, EWMERE 20 L) 2HGEE
BUSRZ 3720 0EE (instrument) & LTHZ 2 L) % BEHEOERMNSR [R) T4 AV -T— 1]
OFOBBEEIR D IRENEZFT VD72, BEOHWNPRBED I AT AIEDb> TV 2L &iE
MWL

ZFOET74 A% =13, SHEHSNTVWARRA FESY VENOPNICIE, BEOERR [RY
TAHN - T—0] L3RR, ARRORA MESY VRSN T 2 BUEE b o7z [RY
TAAN - T—F] ELTEZXOLON) B E) RIERPHFIELTWAEIEZ@M LTV, 7+ A% —
. SRS OEREME TEA] 25 3R BRoOMEZ B L2 B2 2RO E LTIRAT
WARWEWH BT TR, BAOMEZRH- VWS HOUEN LR 7o — NV (SEE) ERTH
OIS LT, 20 LMEDOT 77 VF v )V FEMO L ) ICHHFEOER % M#$ % (transgress)
CEEFRTDZOTERL, TDL) BEAERD Y AT L ONMD» 5 OEBL (resistance) % kA
TWBEW) HETHEEZE LTI EHRLTWS, 2TOX) RS 7+ 25— [#&F5%
B 7)Z20BEXR, TV b 7uy THREY Y —D20BRE, Bkt UL 2L
ELTTIEARL] BEALHEERUICHZTLESTWS] (154) L LAZET, TROHOBELNE
[R)F4 AV 7= b ITRODDBEGEN R ZEM L LCOWREEEZ KA MES » RZEMICHI L7z,

T A h OEEMEFRD T 41) v S - A —RF ¥ — (Philip Auslander) X, FiEO T+ A ¥ —
D195 SEDF L AL LA s, HEOGHICBIIA2RAMNEY = XL L ZOBEEICHET S
EREIT>TVWDh, F—AF Y F— 3B/ 7 + —< Y ADH5FICBIT B, 1980 £ LI B
WL EBWRENZ, LIELIE T74 <Y A M| (“formalist”) EWwozlb vy FUEAS N,
47+ F—WickBLTWA] (ideologically regressive) (20) &3 AN L %255, 4 H
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DRAMNEY Y RAHROFRIIG LT, LD XD 2EBEE [BUAEN] LARTONIIOWT, {#HE
OO [BiftE] OBHFETFET LI EPEFINT VL E Lz, & —AT v ¥ —IZFRKR DI
7N RO AN E, BB ARAMEFZZAICHETE2L0ELTIREA, 2hoD
EEz [KRAMES VB (postmodern theatre) | EIFUN A5, TN O DEBRNYLRIEMD, SHD
RANESY VRN L TROBUATEICE T 2#m 21T o 72
F—AFTYFT I T+ AY —OFERMEFIRIS, CNOSORAMES VEBIE, FAMESF=Z XA
ONHEPORAPEFZ AL EZH]ATEEVIHIBTIELL, RAMNESY =X 20N> o #H 2%
MO 247) L V) BICBOLTHEE 2> Twb L ER L2, CORRICEIE, F—AF ¥
—IINLORAMES VEBNZ, BIZIET Iy b 7Oy 7RO LT BN R BIREE O
NS AR CERENICA FFa X - v e Ho TEniRnd oo, KX MES UV REFD
WHEEE DD, TO L) BARRANEY YRR T 28 2 NEE» 5T > TWwbH T i Uiz,
F—AF ¥ =BG, TS OFBIAEENICBAAN 2 EEARD T &2 ALK
MES VRS NORHAZEBLTCVE I LICHS22LE, FIZEA—RTVF—I12LBT A
B DEBEFHBIFA Y — 2 & — - 77 ) — 7 (the Wooster Group) D R T.1) FXZ - )L 2 ~ | (Elizabeth
LeCompte) DUTO L) ZHZZ#IHLTWAI L2 EICHNTY S,

I was saying there was another way of making theatre, another way of viewing politics that is not

literal, issue-oriented — it’s not attached, so to speak. (LeCompte, quoted in Aronson 74)

COF—RAFF—=12kBVvay oI HIZIE, [SHEM TSV (not literal) |, [FFEOMED ) &
Tlx 7\ (not issue-oriented) |, [ 7% v F LT\ (not attached) ] BiBEMEICET AL AVR S
NTWwbde COXH)BKRAMESY Y OBUATEICET simid, L—< Y IZBWT, [KAPMFI=
WA OMRERALZ LIS TELITEDLN TV S,

TAAT—=RF— AT V¥ =L ThEIN ZEMRPEBIBITELRRAMNEY =X 20
EWFEFZNVA-TA—A L= VIE SNLDORAMESY U RERE [RA M RNT <A ]
ELTHZZZET, ZOBUARDB DL ) RDBOTH A0 ERF LTS, L=< id &1
HED [RA NI <iEll] OMEIcHKIE A0, FARRCOBEBMENOBETEL. Bz 38
ZHENIIHES> T2 EIPTIE L, RRICHTINAZRATHIDEIDIIHLHI L E
E VYA

7%Z9—@*—Z5V7—\v—7V®\ﬁZF%VV&%WW%?ﬁﬂ®%Oﬂ%ﬁ’%T
LW, TN OROBUAMEIR. REOHIZEICHTLEHAADOHFICRD NS &) TR
LTWho IROSDERCBVWTIE.ZFD L) RIEROFITRE %2 2 FHE OIS Témmj
ﬁﬁ%&VW7ZI%K£WTW%t§ﬂTWt\ﬁﬁ%&%%ﬁﬁd<%ﬁ@@ﬁi@‘ﬁﬁ:
LBEETFEOEAOERNZHNE L R L v, BIEIZ [T v 5] LMEr5, RREOR
TWCBITE TBIR] NEBLARBIED s TWwo/zE FR 5,

FY—FNVHERLZ Y LARA VI E2—T [RAMEF=ZAL] LI FETHOHIE RV,
L2LFYy—FUBHELTWZEEDbDRLZ M) Yy - 797 0REF - Ny T ah b,
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DV EDT A TN - T F—~DRELPHIE, FYy—FVIHEBICBITZ2RAIESF =X 20D
BHICHLEZRNTW I e D8R b, TTOIZy AR v o a—IlRONE, SihEOED
2@ LG EREAOBLIE, HEICBILRA N ES AL 2RGOBEI LML ATV
F—R L= VOBLEOELRYZRETNL, FFvr—F VO [FENICE)TETN] &
W FRFITIE, REOTLW MR 2RO, R BIPPIIZETLELEWN L [R) 71 )0
T— M ICHTIHCREN LR OHE) 2 & TE S,

4. [7—4] (1988)

1988 4F 6 A 26 HIZ Channel 4 THE S NzBEEW [7 — 4] &, Dance on Four L \»9) ¥ 4
VoL EICRm SN, FLEREM O Y Y ZAERDO Y ) —ZOND 1L b, [7—7)
BRE Y 7P RAZHLE L, Fr—F AP AREZHY L7, 7

KEDT AL P VTHB[T7—H1Z ]S 23w 2N (J.S. Bach, 1685-1750) VR D3l [ 7 — A D5 i:]
(The Art of Fugue) ICHELTW5bH, AMEZZEDOWND [ b5 7~ 27 b » X X] (Contrapunctus
X) 2OEBERTHESN TS, FEMEAEPTHRYEBELIFASNSE, Y274 A -3y
LV (Judith Mackrell) 2SR 3 2 X912, [7—F) &, B X ) %) 79U XA, ¥
VARYREBEEL Y 2 VLT Y AAWGEROYEOT7 T v ¥ 2Ny 7 A SN BHK &
LoTWwh, 70y MIDHbE—ROLBFOHEEILLELS>TEY., 5 H. LBOEMRLS. #n
THEHLTRERBTIUED Y, HHEOLDIIRKENAERICETL LA OMT 5. T LTHED
BOEF Y OHRT, RIEEDFLRIZOWTHA REEEITH) T EPWEOHLL RS> TWD, V¥
A v b+ T Y AF—)V (Janet Lansdale) 3A&/EZ KE CHIFT82DOHMICHITTBY ., Z0KY
HOPTIE, V7Y RLANBBIORG IR, TS v ARG ERERETLLETEH v MAHRA
ENDBEDERSTVD, ¥V ADFGIE. RRO—FBO LI ICHZ 2B LTEOLy bk
TIWEENTBY, HOREEHLL 4 ANDF U —=12L - T fEMOHIE EICEN S ¥ 23—,
REIZANDYT v —IZL RV U AN—DFAENS,
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x2 [7—7] (1988) DIZEIERK

¥ T BE 2
£:# (THE MOTHER) #'¥1fit3# (THE DAUGHTER, THE SON) (24X #l (THE FATHER) ®»
SCENE 1 WHELZ Do FHEIZAEE (THE DAUGHTER’S HUSBAND, THE SON’S GIRLFRIEND) |2
M A #AE T B0
SCENE 2 M KFEDTDN S,
FHEBE OIS (funeral tea) o L TORBOBHD T 5 v 2Ny ZHFHAEIN S,
SCENE 3 BAZRH, B, KELOPRE B TFELTED, KITEREIEKE A LB
“I’1l Teach You to Waltz” Z#9 o
SCENE 4 FRBOR R OWH OFE & . LKPLAE T (THE SON) OFERIRATHE 2 B L 723507 5 v ¥ 2
Ny IHPFASIND,
EEBOEIEZOHKDY, KBOFFEMOBRPLRENFERINL, KBE»6 7 AMEEL
SCENE 5 TWRZEPWRPEINDE, T2, REOFICRET ) 2 OPFBELZ 7205 FoTE
2RI I R ozl E AP EN B, LEAH “I’ll Teach You to Waltz” % ¥k 9 51 A%
7Ty vanNy s THEFAINS,
B%EDRE-> T, ok (THE DAUGHTER’S HUSBAND) 2SR A % ¥ - T\ % Bifi
SCENE 6 DPIFAESND, ZOHBMMPATE LTV LXBOLMICEIY, SOLEKEPXRZMTYE
HIZ¥A3 5,
SCENE 7 REPRO—EBICET ), ET7/Tlary 707 b AX] 2#ET L. KEIFLH
OEKEREIECHL, HoOLTKET S,
SCENE 8 W, Wk, BF. BFOBANDO4LANDBY U A%2Hib,

AWM O E Lansdale (2008) 2% & L, MEIIXEZPMEEZIT- 720

[7—%] Tld, ¥ —EDORETHEFAOKENFTITIRONTEY, UTO L) Zxtaic
Xy 7oy HHETT B,

MOTHER: I thought I heard him call. He’s just got out of the bath. I came out of the kitchen, but he

was already falling down the stairs.

DAUGHTER is calling someone.

DAUGHTER: Mom said he’s just got out of the bath. She thought she heard him call, so she came

out of the kitchen, and he was already falling down the stairs.

In the car, SON is hearing DAUGHTER on the phone.

SON’S GIRLFRIEND is hearing SON on the phone.

SON’S GIRLFRIEND: Hello?
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SON: He was falling downstairs. She thought she heard him call, so she came out of the kitchen.
He’s just got out of the bath. (Churchill and Spink)

COBDPRT LD T7 =] TRIEZENGE 5§ﬁli/ﬁf\ fr"ﬂ(i@ CERBEEZ A LANED
XEHRO)BEITHREZ-oTEB), HLARDOEEN Y v —EI Lo TREI NG, BHN
“I thought I heard him call. He’s just got out of the bath. I came out of the kitchen, but he was already
falling down the stairs.” &, XHADBHEEEZREZ LTREL LTI D EDEL o2 L2 RICE
FWIOTIEZ S &, RO TIEPEAT “Mom said he’s just got out of the bath. She thought she heard him
call, so she came out of the kitchen, and he was already falling down the stairs.” & B IZEFE CTEMR %
RR%.8 A Y 713 OMiEL, fERMOEF—7 E LTMEDIHAING 7 — A ORI EFLL 7
NY— Y DOFIETH S LFHL T 5,

The death of an older man, a father, the mother telling her daughters about it and daughters telling
their husbands and boyfriends. That whole section in itself is very fugal in that we see the same
words and actions being repeated, with slight variations, as everyone else tells each other the news.

(Spink, interviewed in Mackrell, “Post-Modern Dance” 28)

LAl TDLHIC, BETHY 25, s REIITIE R, TN REINCE > TRIES 1L
572012, [7—7) 28T 5 FiEE a%@ﬁ O TR LTEL T, BELFZOR
%@E#htﬁ%%%@%ﬁﬂé:k%%ﬁfwéo

[7=7] o7ay Mid, ACYZOFMTE L9 %, 7—FEOEEY SREBICETT %
CLOTELRVWAHBRLESEENT VS, BEIE—HDH Y SN DR 505 Rk HE
Fo 2RI, TORBEOXBIZOWT, ZODORFELRRBDH D W, RIEOXFE2HELTHL»
o Tw, —2HIE, KBUTIZET 2 2 BEIH ). REICHSORIEL 72t 2 8% L <
WwzZl, ZoOHIZ KBRHLHEMEEE L2 L2H YD, 6 W ARICEA S22, RiESHh
TRIEREERE o Tk, ZLTET 2Rl ZoTLEoTW0 ity Z ETH
5o BEOH, KBOBMO PN LEENRON 722 LT, BIEKEB D TREIICE T ) &
THE»I T2 E2Buld,

SON: What’s that?

DAUGHTER’S HUSBAND: Music.

DAUGHTER: It’s dad! He’s sitting at the piano in the evenings to make up music. Don’t you
remember?

SON: No.

DAUGHTER: Before he was missing. He didn’t do it after he came back.

DAUGHTER’S HUSBAND: Shall I play it?

SON: No, let’s burn it.

_6‘0_



EERZTRFIAE W 674

DAUGHTER: No!
SON’S GIRLFRIEND: He went missing?
DAUGHTER: Yes, he was running away, and when he came back, he lost his memory.

(Churchill and Spink)

EEOBROEEZORTIIE, FEPP DO TRLATEI LAKRORGEEZ EbEs L)k, Do
WO LNTZHVIE TREEPFHRER 2T ) BB HEASh, €2 TE—HORDYIZ, LB
BRICHID LBORIBICHKER I RTFIE oML, LrLZITHb b /2. BEEZY,
IRBE o TWDH, RBOWIZ, ¥ ¥ —Y —+F >~ 7V (Shirley Temple, 1928 -2014) D3k % Wl [ 2
B> Lt R] (Susannah of the Mounties, 1939) @3 Ak “I’ll Teach You to Waltz” 72743, # Dk
FE— AR M & 13 S WEF TH DI TV B,

FATHER:

(sing) One, two, three, balance like me
You are a fairy

But you have your faults

For your left foot is lazy

Your right foot is crazy

But don’t be uneasy

I’1l teach you to waltz (Churchill and Spink)

KPORFL VI HEPPALMI SN0 LT, KR, XKPLERELOMITEE 2L FD
CEDRVHLTOYLY, ZOBTFRIIHMNEZT Yy bD 75y v any Z7IZkoTORTFHER
BEE bRV, EROBHP TR, W22 THAEOKR E OXRBRE P ShzZ L2 Bbg
DHMBTHEASNED, CORHITHMLVEIZEZMED ¥ AL > TERAZIN L OO, FHLC
BRI ZFEMIIR R I N2V, COBHTIE, BE, BOEIFS IV L HEVELBbELK
HTHREICHAANDIHT L, XBZH L LEOR S ZREPLZHITITHFASINDLZ L, XHO
“Getout!” LW RIBY FEAFFAINL Z L, T2, BESHBE SN X ) B AEECTKRE
WS 720, WML VWRDZLA—T AV M@ LTRIATLI LR ERNS, XBEBROKHE EZH
LT e EHbN 225 MIEE SNV, F2E8T 0, THIBFRICHESA S L TE> Tw
7TeBRBORATHEE, BMARICRBICH IS T LE > Ba AT 5, CoWmd, RITEEEL.
Ry FIFIFEEVDITALH, MELRBLXRy FIIRTALET, EWVIHEHnsy o T
R INTBY, SoRICHNT 2EFIC X 23HEITbN v,

COX)IERICIIM L TR 2 Y — FAHFA SN D25, i+ ORI S22 S kv,
F#2 D L R DZRBFEOXFHFIBICTES, KBORER, B Bwli S a0 87 & 8
EDIEY = FICHT2EMELEET LI LIITE RV, T LTRHOKE., CH L RIED MR
KBOFBREIZD 725 TEIRICOWTIEFEMIVRE b2 F SIEMITRDL L, BEL LML

_6‘]_
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Bbhd, RESERICREINTOSHE2»OXBHOBAEEZECH L, EO—MATHEAEZHBRP L,
ZOBIIKOPIZH B K= IVTERE A APy NOFRIZEDETREWSY Y A2 B 5T RED
P& % %

GSUATF=NFIDOES B, 7Ty v anNy 7OMHR, BREE) KE. WIS
RBEZCEY, BEIYHEORNE AR TE R B2MEE, YV - Fv)b—2X (Gilles Deleuze,
1925-1995) OisE 1At (deterritorialisation) D&% HWTHHLTW5E, Ty AF—iE [7—
HIWZBFBREIFX FyV—XZBIFBEV 7L DEHT, BROAER, BASELL
(dislocated) BERL—T A Y MIEDL LIEHL TV, ;711%0)7/7\7—11/75‘?33‘%3“6%&%
HOSiER, SHEIARFORGOBREZL-LIRETHLES A D, [7—F] Tk, SiERE
QATH DO ERIN, TOGTENZEEZ BRI L, MBAEFRZTOb DL LTRIRSN
b0 —HT, B ZOL)IIRELOKELLKH) T LIZX), BIFICISHL FH#E» ) & LmkES)
WEBEBEHINET7IA ML= a U0k, REMIZEEEZHEDZVWEREORAE, 5%%
BOHBIORRIRENDL L LD, TRODTEDSHIE, BEITH T 2 MM 2R B %
HHZ LTS,

5. [R7514#h—] (1994)
Fr—F N A7 54 H—] OBEORKFEIIOVWT, FIHDLHITIRY K-> T 5,

I’d never have written The Skriker that way if I hadn’t already worked on other shows with dancers
and singers. It brought together what had been for me two separate strands of work, plays I worked

on alone and dance/music theatre pieces. (Churchill, Introduction viii)

COREDSHIE, RMEBF v —FNVOHRFZEOBKIMTHH Y. LFEGIEERTH D 5 v AT RIE

WKHET2D0THH L L LTHEINTW I EPER L, ERICAREOT v F U@ TIE
WA Y+ —F— X, EMiE7=—+ A~¥— b (Annie Smart), EHRE A Z7HL L, A
YECRANIARBET =L LTHET ALY, TS 7Y a v ok R AEEIEIRETO
F v —F IV OIFEFIEIEMICHED > 72 AHBED Tz L2 LZD X 9 RFEEN M2 Tl
oy ARG MERPICBI 2 HREHOLOLEEROB I L EICLI > TH, Fr—FVORER
DHZEOMEM L TR 2 MIESEHBE I T2,

(22794 Hh—] & Fr—FNVOBEOLFEFIERER &L FERIC, SEREBPATREERE L
THAAENIAERE o TVD, [RA7 T4 8] our Fry@WEoTasy s gy Tid, Wi
H16 AOW, Rz T HAGHEEIX3IALRD, RV D13 AES v =R T EED (stilt-
walker) 7 &, I EZHEME L WINERE THEL S LT 7z (Roberts 130), F¥ —FVIZZD LD
ZINHBORBRIE, [R7 747 —] OBMEOEEISH), BALHETERAWOREREL.
BOOBHANYE T v —HPHLD LI TATA TIIHHEDOLDTHA I LI, UTO@EYFHK
LTwb,
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The Skriker is a play I was working on from before 4 Mouthful of Birds till after Poisoners.
Sometimes it seemed like a social play with lots of characters, other times to be about just a few
people. The solution I found was to have just three speaking parts, and the rest of the characters
played by dancers, so that a number of stories are told but only one in words. I wrote the others as

stage directions. (Churchill, Introduction viii)

CDEIBFr—FNDOERDSIE. AMEDF v —F VAN L BHEOBRE T, PHEICX 255
FHRE, ¥ —10L 50K FHE V), 2HBEOBEBN 2 EZRPBEINDL 2L 2883 515
e LTHEIN TV A2 L2905, TLTUTIZR TV X1, KMo Tk, 2o 2 fHH
OFBIN 2 EZBUL, ABoO#EEE LToOFHE M TiHROKBOFERE LToHghkL v X912,
AN FAEE V) KACEH Y Y THR TV,

(22794 7—] GRAKROT Y Fr285L2 LTEB0, LR 2EBHAMIZADY v 7L
TH—LVIBRPE LTOREE > T0EA, ZAOMEIZY 7)) XL %8 L Tz,
TADY YT NIF—DHND—AY a—T— (Josie) 3. BEOLLHYOTEEHKEL 722 & HE
KT, A OBMHRRICNE SN TV LA, KADY ) — (Lily) d¥Ya—Y—=1lary FyTHL
WEERIED S Z L BIRET D, L LY 3 — Y — OIS RBAEE 0 BE I, Kl ok
A7 T A J1— (Skriker) BN TB Y . ZADGEMI). VY —&Ta—I =3y FrIZ@n) a5,
A7 FGAN—FZANZBRIT D, A7 T4 H—ITRARLBEITA. T ZAESK BEICES
DR BLEIERDEE, V)=, Ta—TV—=l2&F LBV L, ZANIAEFEZE I TR T
A= RITFHT H05, RFEICIAEZIHELTRN, A7 I -1z 6N5,

Y=t Va—Y—=Plholuy Fd, BROEEIPWET 52EM e LTt SN 5, KK
BHU DY U —BIEAERZREZRVN, V)= Va—Y— AT IAH=DTay FEHETS
EEHICHER LB, BOBrSIEMILTY Y ARy YL L& F). V) =LV a—
V=R TFA4 A —=1TEb, Oy PP o0 TR (underworld) (23T A T I,
FTUVARI)VINEHENDL AR ¥ 7 )V E LTHEENTW A,

NSO ORETE. A F) ADERKIESLT S L) RN BB ED 5205 [R2
FTA =] TERTHERIIEENRDINCL, ARGk 200z FHEAIC LT
IIBRVDBHEET B BIZIZUTFOFIHTIZ. #VE— (Kelpie) YL —-75 7> (Yallery
Brown) & Wo ARG A F) ZA0FE LIS, [HieNNTrYz2Fo 2B ] 2, @Y IT27) 0B |
DEH B, WELTITI) L =T AV MEFRIBESINTVS L) 2B A\WBHEN S,

The MAN spreads the cloth on the floor and stands the bucket of water on it. He waits. He isn't
satisfied. He picks up the cloth and bucket and walks about looking for a better spot.

Meanwhile the KELPIE goes.

YALLERY BROWN is playing music.

The MAN puts the cloth and bucket down in another place. A derelict woman is shouting in the
street. It is the SKRIKER.

_6‘3_
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A PASSERBY comes along the street, throws down a coin, and then starts to dance to the music.

(Churchill, The Skriker 252)

FRUTOFHTIE, V) =DAZ A4 —DRECr2), OrbeRehE H§ &) i
TWFTEINLHL T, [RESFZF 720K L) B ANYPBN, Ws7)—Y - LTFqk
RA—FOMF %2, EEgEz@ L THOLEEL#HDET,

LILY. How do you know my name? — What? What’s happening? My teeth. I’'m sick. Help me. What

is it? It’s money. Is it? Out of my mouth?

Pound coins come out of her mouth when she speaks. She stops talking and examines the money.
A YOUNG GIRL is looking through a telescope.

LILY speaks carefully, testing.

When I speak, does money come out of my mouth? Yes.

Through the telescope THE GIRL sees a GREEN LADY dancing with a BOGLE.

The PASSERBY goes on dancing.

LILY goes.

A YOUNG MAN, who is a BROWNIE, comes in and starts sweeping and cleaning.

The GREEN LADY and BOGLE disappear when the girl looks away from the telescope. The GIRL
looks again but they don't reappear. The GIRL goes.

The PASSERBY never stops dancing. (Churchill, The Skriker 252 -3)

CDE)BRIKKEDOHIE,LSIF, RANEY Y - ¥ U ADERK% Bbt s HEHIEOHE~D L
BRI EDNTEL, TNOOBRMASIE. (A7 54 H—] 2B BIKKED. (SR 2 k.
TR O TR & Vo 2B O A BURIICEKBLIT 2 L w ) #7212 TW B FETIR %
W ENGDB, TOZENBIF. [A7 T4 0 =] BT A2 BicEr 7z o5
ERBLTDHEVI) RN LB 2B AWOREEZHS> T3 TEARL, Z20XH %
ELEHHRE LGV EHT 7 A MR T 52 EEZO—2L LTHHBEEINTWDE I EW 0505,

TR0 L) B, FEREHEZBEANTLHMEL LTORBOMEMNTIZ, FYaFn - 75—
DT Y 7Y a YIZBVWT, ERNRA ) ADEREEZFH L 25 =122 Th., BRI
B EOERBEZH LTV A0 428k CT& 2 L) Rl G A KEIA ST, REELIERE Lok
PEHEINTWAZErLbEMITOLNS,

KA EDOHTRBEMODON, GERLESHOM G OEBIIIBT AT 74 H—DHFLETH 5,
A7 T4 =k, WTHAOEKEOIREZD LD LA fETH DI Lalbe, REEE L FARICHK
FHEH OO, ) ) =RV a— V- LRAKICAAZFE T, ¥ a v T 8 —TOMEKIZIZ,
FXHVVY NI —PRIITAA—FHEH L, NV —OEB LRI LT, BIEOALDL
T7uY s aOlREPS L. NV Y —OFEEP LHEME T A2 ARG EFEE L TEER
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ShTnwiz, ®

A7 FAH—E WOBEMELIZRLZD, FARXTHZ) ) —RTa—T—IITHL. &K&W
CIRALAEZELZEETFRTETEBVIED L. A7 T4 A —IZZNHTRLZDIE, EEORI%
FoTwaedThHbe A7 TAN—B3HARAMIZESYTHILET, V) —LTa—V—IlD&
T, TAZHESE TN, TOEHORE. Fy—FNVIZL2EFAOFEE TR, HHEI
LBEDOHEUSIT. KEOEMIZL > TERIHSINT WS, X7 TFA A=) ) =T a—-TY—IC
L TRELZEH LI EROLREMIIBIT S, OB THE LS X 5. MORKKEH
FYARN Y YA DL o L GRRBOEFZH-TWLLETH L, A7 T4 =HHo>Tw b
DiZ, TFAPTERBINEZEHEDPTH L L, (BRI ZHEOERTHLEER D,

COXIICEELZAMLIIHELIA 7 I4H—1F, —/ T [ K@ (ancient) ] fFETH B T &
VRO BLUBHEIND, MMICAZ FA D —DBEORCEEZITEE, A7 T4 —1& “The
SKRIKER. a shapeshifter and death portent, ancient and damaged” (243) W) X HIZ. FEERRDY
o7z (damaged) B L TWAEHHENL, LALIDRAZ T4 I —DFVEIZ, EZTH
ERSOTFAETHDILEZTEER LRV A7 T4 7=k, HADOAETELRROLEL F
5 BEREOKAY RHERBEOMBEALTWDL I LETRT S, SIHOGIHTIX, 2754 7—1
VY=L, BOEABRPBERLIERETOLOZHIILTE/ZEHFL, A FVREVWIHEE
PHEAETLEDDELIPICH LD EEH S TWD EFIRT b,

SKRIKER. Lily, I’ll level with you, ok? You ready for this? I am an ancient fairy, | am
hundreds of years old as you people would work it out. I have been around through
all the stuff you would call history, that’s cavaliers and roundheads, Henry the
eighth, 1066 and before that, back when the Saxons feasted, the Danes invaded, the
Celts hunted, you know about any of this stuff? Alfred and the cakes. Arthur and
the table, long before that, long before England was an idea, a country of snow and
wolves where threes sang and birds talked and people knew we mattered, I don’t to
be honest remember such a time but I like to think it was so, it should have been,
I need to think it, don’t contradict me please. That’s what I am, one of many, not a

major spirit but a spirit. (Churchill, The Skriker 257)

CDEIBRATITAN—DRFIIF, FilL VI RBITHZEL THER L W) WEIHEINL
BREBHANT VD, BB ELTER LA 94 -2 rHi, [RKiio] 1e LT
BRI ZREHB OERRL, STl LeRRITHOEEZHDLINTVELEER b,

LHL—HT, A7 74 B =3RRI, BUTHFETHL I Lo, IKGOREH L
LTORRDNEZMY RS (R4 0—] 13, A7 A H—ICXZBHITHFELZY ) =25,
A7 T4 A= ITHTIRATEHTF, BROT Y FUCThREL L ZRl L 2RRy 2
il TR L, CORBOHMTY ) —DERIIEITEID, A7 T4 A= 2TH> T
NZEWYRL. BRBRIRFOENEBITT %,
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LILY. Even if it’s a nightmare. I’ll be back the same second. I’ll make you safe. Take me

with you.

SKRIKER leaps up. It is no longer the old woman. It is the SKRIKER from the beginning of the
piece, but full of energy. (Churchill, The Skriker 289)
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HHROT + —F —Z2E N ¥ —OMEIZD W T, “Kathryn Hunter played it with her
characteristic brilliance. I think we would have been fucked if she’s not been available, or turned

down the role.” (248) L a2 X v ML TWwWhb,
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