














because as it passed through the hands of everybody every day and ceased to be just a drum
but a receptacle of ideas, expectations, enthusiasm, fears, feelings, prayer, questions and held
more and more each day. It was precariously thrown about and riskily caught it was danced
with left around and ignored on its own on stage, and gradually used until it assumed a
character of its own. It was the entity around which the devised piece was spun. That single
gourd became the important material object of the story and the theatre that was formulating.
But one day, when it thrown it was not caught it hit the floor and broke. Amidst the sadness
and disappointment that characterised the broken gourd, (as we all become accustomed with
its usage and began investing a lot of emotional energy in its usage, protection and importance
as a centre of focus of many activities of the devising process) Alison decided to break the
large pieces into smaller pieces so that each person could take and keep a piece in the format

of ritual importance on which the creative activities of the devising processes were emerging.

Figure 27: Ruth Swatson in the Final Dress Rehearsal of Broken World, Broken Word

5.9 The calabash gourd as a strong and fragile resource for creating abundance

The pain of witnessing the breaking into more irretrievable pieces forced me to seek
expressing. Standing in the circle I realised I was thinking in Evegbe describing the action of
breaking the gourd to myself as ‘egoa gbam’ meaning ‘she is breaking the gourd’. Two

important things have become clear to me from that moment’s experience:
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1. I seek the solace of my mother tongue Evegbe when I find myself under unbearable
pain and pressure;
2. Mother tongue like a real mother makes provision for understanding what seems

negative and painful from a new and positive perspective.

The action of breaking the gourd is incorporated in the devised piece ‘Broken World Broken
Word’ (See BWBW TC. 01:30 — 01:33) as an act of creating an abundance of the essence of
the gourd and its goodness as co-created by all who were receiving pieces of it. It also became
clear to me that this is exactly what the activity of storying through theatre does to all who
participate in it’s making and sharing. Theatre breaks our ‘ego’ and distributes the pieces as a
new co-created abundance among its creators and audience who partake of it and are enriched
with new ways of sensing and understanding their own story. I also suggest that an example
of this experience of theatre is illustrated in my ‘new’ ontological understanding of the Aglo-
Eve concept of abundance as ‘gourd-breaking’ — ‘gba ego’ — ‘ego-breaking’ which enlightens
me on a certain linguistic link between my mother tongue Anlo-Eve and English (Inglisigbe)

as evidenced by the similarities in the word ‘ego’ and its meaning in both languages.

The gourd and the understanding it has created as an object of abundance is not culturally new
but the experience and knowledge it generated in a new context of devised theatre for artistic
research and theatre practice is emergent. As well, the formulation of processes for new
understanding through the affordances mother tongue or any additional language or linguistic
form for that matter can offer a way of dealing with pain and pressure of everyday life. We
view this as a part of what can be further explored as the phenomenon and the ‘gift’ of a new
form of devised theatre — the calabash theatre — to artistic practice and research. The concept
of a calabash theatre is based on the idea that theatre generates new understandings of our lived
experiences as an integral part of the making and sharing of its process, production, outcome
and impact. The essence of artistic research aught to be in the social values it emerges from
and the new ones it produces in its making and all the details of its making. For example, the
language I now use as a result of the ‘gourd-breaking-experience’, to conceptualize
enrichment, friendship, offering and sharing has been influenced and is now characterized by
new images of broken pieces of a calabash gourd. The form and shape of the gourd as a super
light, strong but fragile shell captures and encapsulates what pertains as shape strength,
fragilities and ecology of our spherical earth and the material spirituality of the life it supports
in different contexts. The calabash has endless uses as a container for liquids and solids, as
musical instrument and components of musical instruments, as an iconic ritual object of

significance, used on garments as of fashion and style, it is used for various handicraft for wall
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hangings; making it an object filled with expression and expressivity. This means it is also a

theatre prop waiting to be explored and used in many different ways.

5.10 The Calabash Method: creating a sacred safe space

The idea of considering a new method of doing theatre based on the concept of the calabash
offers an opportunity to embark on a new artistic endeavour that contributes to how theatre
might be done in Ghana’s rural communities like Dodowa and offers an insight for future
development of arts and culture policy for the work of the national, regional and district Centres
for National Culture. Through such ways of working a focus is brought to the idea of new
ecological and ethical ways of decolonising minds about global institutions political and legal
systems around the world as we are challenged by threats to humanity and the environment by
waste, war, poverty and increased polarisation around religious and economic ideology and

policy with their consequential impacts especially for the less privileged in society.

The gourd was used to develop new ideas on the value of ritual, process and emergence for
devising theatre using an integrated dramaturgical formula of music movement spoken word
and silence alongside costume, set and lights as a conceptual framework. Such an innovation
is useful and effective for the translation of the emerging themes of academic research as
carried by researchers from the five case studies and translated by creative arts practitioners on
the Researching Multilingually at the Borders of the Body Law and The State project. Equally
it is useful to be considered as a way of doing creative developmental work across the world
in communities like Dodowa where the youth population threatened by poverty and are as

Alison Phipps puts it “hungry to learn” ...she goes on to say (see BWBW Documentary Film)

The young people in Noyam are like young people I have met all over the world.
They are young people they are growing up, they are full of life and energy, but
what really strikes me about the young people in Noyam when I compare them
to some of the young people I have worked with in much richer countries, is their
energy and their desire to learn. And often I see apathy in young people, I see the
life lived through the mobile phone, and here there is this eager listening [...]
this desire to show what you can do [...] these are the future, these are the young
leaders here in Ghana. These young people are disciplined, they are funny, they
are courageous they are deeply funny. They have everything in them that this
world needs to overcome the kinds of challenges it has with medical epidemics

the kind of challenges it has with war and conflicts and refugee situation in the
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world, the kinds of problems it has with the environment, the ozone layer, the
kinds of problems it has with things they brought top us like FGM?! there is all
kinds of problems and these young people are bringing their power of creativity
and intelligence and questioning these problems and they are showing what they

might look like in the world. (TC. 55:39 — 56:55)

In thinking about working methods, the idea of operating in all languages present in the room
and ‘English last’ was a challenge we tasked ourselves to explore. Drawing on the success of
the circle formation from Ha Orchestra rehearsals and the idea of all participants sharing their
expectations at the beginning of each session, the calabash gourd was used to anchor the
intensity of the shared sensorium?? of the group for each day. This idea is also directly
incorporated in the storytelling through the usage of the gourd in the piece: sce BWBW
documentary film (TC, TC. 01:38 - 01:48, 02:33 —02:30, 17:06 — 17 36, 24:15 — 27:54) Katrine

Suwalski describes her experience of the circle formation as a beautiful process.

Every morning we have eh ... the meeting with the young people eh ... the
dancers. How many dancers are there? Thirty, thirty-five maybe, meeting every
morning ... in a circle, ... around a calabash and the whole piece is centred
around a calabash. We all put our intentions and feelings moods into this
calabash every morning and I think it has been a beautiful process to ..., even
though we don’t share the same language, we can all feel the presence of each
other and the mood of each other when we go to the calabash and give whatever

we have today. Broken World Broken Word Documentary (TC. 48:05 — 50: 44)

5.11.0 Conclusion
The chapter has been on theatre as a safe and sacred space for artistic making and remaking. It

is the story of how we story to create us and the communities in which we develop ourselves
alongside others and our environments drawing on what we carry as experiences of our past in
stories that shape who we are in relation to the rest of world as individuals in the global and
local contexts of community and development. It charts my personal journey (with others

implicated within) of theatre practice looking at the ideas of vessels; exploration, dreams risk

31 FGM stands for female genital mutilation. The practice among some communities in Ghana has become a
serious topic of concern for the Ghana government and many social activists and health and wellbeing
organisations. It is also a topic that has a very keen interest of youth groups and young people in Ghana and
elsewhere in Africa.

32 A sensorium (/sen’so:rrom/) (plural: sensoria) is the sum of an organism’s perception, the seat of sensation
where it experiences and interprets (https://en.wikipedia.org/wiki/Sensorium)
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and peril; and brokenness as abundance; as a creative resources for storying and negotiating
connectedness, shared histories of slavery, and colonialism, the body migration, language, pain
and pressure, borders, the state and the law; working and with young people internationally in
Ghana and Scotland. One significance aspect of reflecting on Vessels 2015 is in how it has
become clear that it created a starting and reference point for shaping the approach adapted to

theatre in Dodowa in Ghana

I have reviewed my notion that music has been the strongest of all my artistic practice and
focus. I realise that there is little separation between music, theatre and film in my artistic
practice. It is for this reason that the nature of how I conduct artistic practice (and artistic
research for that matter) is characterised by the combined disciplines of music, theatre and film
as a way of telling stories. Music making, and practice influence the storytelling style I use
when I make films. I practice storytelling by deploying the knowledge and ability to make
films, theatre and music. Additionally, video filmmaking and music making are integral to
process and method in my theatre practice. Thus, my return to theatre and film practice has

been through the practice and performance of African music in Scotland.

This doctoral research project and its larger umbrella RM Borders research project has created
a valuable reflexive space in my professional practice through the level of academic scrutiny
that allows for development in a manner that has not been possible on-the-run in the day-to-
day frenzy of moving from one project to another without necessarily pausing to take stock in
such a reflexive manner. As an artist my life has been unplanned uneasy and emergent in the
same manner yet full of surprises. It is a life of exploration and a life of relative contentment,

laughter contemplation, discovery and rediscovery.
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Six: Post Script Concluding Reflecting On Reflection

Figure 28: ‘Reflecting on Reflection. Picture by Gameli Tordzro

6.0. New Meanings Reflected

Many new meanings and understanding can emerge at the point of reflection; the above
photograph visually illustrates this idea. I have used it to explore the phenomenon of reflection
and how it creates knowing, recognition and understanding of the possibility of varied
dimensions of things. Only upon reflecting on the reflection of this tree by making the
reflection reflect back on itself, do I visualise other dimensions of the tree that is not obvious,
certainly not possible as the tree stands without the extraction of its reflection through
technological manipulation. The concept of reflecting on reflection creates new images with
vanishing points or meeting points and expansions into new spaces and dimensions of the
physical and the imaginative scopes of mental where we begin to perceive different ideas,
shapes around and of the objects and subjects of our research and their reflections in new

contexts, and from new perspectives.

In line with the cyclical nature of reflexive practice and our creative arts ways of working using
the creative loop, I use this concluding section as a postscript on how I have reflected on
practice, from the RM Borders Project within which this practice-based doctoral research is
situated to mind mapping this thesis as commentary to the portfolio of productions. In addition,
I include excerpts from my PhD diary and poems that I wrote as part of my self-care during
the times of difficulty. My understanding is that this post-script process creates an added
understanding of some aspects of the final stages of the research and provides an insight to

anyone who might be contemplating on embarking on a similar ‘precarious’ self-ethnography.
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Making Music Across Borders, and the other productions within the research and reflecting on
them have been responsible for a reduction in my self-doubts and the pressure to specialise. It
prompts me to recognise and be confident that it is possible to maintain a focus on excellence
with a multidisciplinary approach to practice. Many situations have contributed to my self-
doubt. In 2000 for instance, I participated in a screen writing, directing and production
development competition ‘Scriptnet 2000°.>3 My short script ‘The Next Meal” was among the
five finalist scripts selected for production. I was also shortlisted and selected as one of the five
directors to direct the chosen five scripts. Upon selecting one of the winning scripts ‘Lareba’

to direct, my directing mentor Professor Erik Knudsen challenged me with the question:

“How do you see yourself in ten years? As a filmmaker or a musician? As a

screenwriter or a director”

This question came as a result of the fact that I had been asked by the organisers to deliver
schools storytelling and music workshops in twinned high schools in Accra and London. The
question troubled me then and continued to interrogate my professional identity especially on
settling in Glasgow and realising that it was challenging to even present myself as a filmmaker.
However, as part of this current reflection which is part of my continued attempt to make
academic sense of the complexity of dealing with a multiple creative arts identity, I came across
a YouTube video of Professor Knudsen in which he addresses this issue with how he comments

on being a good filmmaker and the importance for the courage to tell important stories:

[...] being a great artist, being a good filmmaker or a good photographer, is
ultimately about having the courage to tell the stories that you think are important,
and to tell the stories in ways that you think are unique to you. It is almost like a

calling in many cases. (2015)

https://www.youtube.com/watch?v=1odahspzPRQ (10/04/2017)

Before 2000 I had no doubt that my interest in filmmaking was the same as for traditional
folktales and storytelling, as it is for the making of music that also forms a part of the narration
and performance in my storytelling sessions. This interest is not scaled down when I am

involved in making clothes for sale as a gift for friends and family, or even just for myself;

33 ‘Scriptnet 2000 was a UK Millennium Fund project that brought emerging UK film and Television
professionals to collaborate with their counterparts in Ghana in the year 2000. I was a programme of training and
skills exchange through workshops and production. Scriptnet 2000 was a highly competitive programme that
selected five winning scripts to be directed and produced by five shortlisted directors and producers working in
five separate teams.
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writing and reading poems or writing a screenplay; or devising and directing a theatre piece.
The passion for doing these multiple arts is just the same as teaching them to young people as
well. So, the idea of having to choose one artistic discipline as the single defining category to
identify with or make the total focus of all I do, would in my view be at the expense of all the
other disciplines I can incorporate in storying for screen as well as in theatre and folktale and
fireside storytelling. The idea to me is as troublesome as an expectation to speak only English
and part ways with the other languages I have also grown up on. Moreover, if to story on screen
is to be dynamic in terms of language, then a good screen storyteller seeking a wide range of
audiences needs to be as linguistically dynamic as is possible with the best working

understanding and knowledge of the composite arts that are harnessed into the screen story.

6.1. Speaking Beyond: On the RM Borders Project

Speaking Beyond
When we speak beyond the many languages we speak
We play, and we speak beyond we sing, and we speak deep
When we speak beyond the languages our hosts speak
It is in the movement and to the ancient rhythms we seek
Many years are gone since we learned the many ways we speak
Still many years come, and we still learn to speak in ways
That dig deep into the languages nature alone can speak
Learning to speak nature’s way we learn well nature’s ways
And nature nurtures us well to speak beyond the way we speak
Dancing to the rhythm of time and space we face the deep
And reach in to the depth of ‘I know’ where knowledge peaks
And expands one understanding that spreads to all who seek
When we seek beyond the many languages we speak
We can only find a place deep beyond the way we speak
Where nature’s harmony loud leads us to speak in ways

Taught since time ways that make us seek peak and speak.

Glasgow 7th May 2013

Speaking Beyond is an on-going project that served as a repository of inspiration during the

research process. For the first time, before I started this PhD I resumed writing poems after
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many years and I started collecting and putting together poems I have written over the years
for the first time. The first new poem ‘Speaking Beyond’ was in relation to the idea of working
the RM Borders Project. My role on the RM Borders project has been multiple; initially as a
creative arts advisor from the bid stage with a rare opportunity to witness various stages of the
application process to the success of the project bid. The insight and understanding 1 was
gathering about issues around language, multilingual research and the idea of not entirely
understanding the concept ‘monolingualism’ having grown up learning to speak multiple
languages as part of learning how to speak and working across multiple arts prompted

‘Speaking Beyond’ which later was to become the title of my on-going collection of poems

The exposure the invitation to contribute towards the successful AHRC Translating Cultures
Large Grant project bid gave me made me reflect on the many languages I speak including
what features as the various forms artistic expression. In this poem, I try to express a point
where expression is beyond language yet there is understanding. An understanding that there
is never a final point in learning and understanding; of the need to seek being in harmony with
the rest of existence contributing to the creation of knowledge, speaking and expressing beyond

the many languages we all speak to a point of common understanding.

6.2 Mind Mapping Reflection the Reflection

I will now present an exchange exercise I carried out with a colleague PhD Student to mind
map how this reflection as part of preparatory work towards structuring the writing. I present
this reflection as an exposition of one of the strategies I used to prepare myself for the write up
of chapter. I note that this exposition itself could be reflected upon as a unique way of
reviewing the exercise after it was completed: for example I note the word ‘rampaged’ (rioted
or stormed) whereas it is what is featured in the exposition, at the time of writing the intention
was to write ‘rummaged’ (delved) when we reflect, we come across ourselves again at points

of faltering and at points of enlightenments that may not have been obvious before.
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Reflections on Multiple Arts Practice Research

In this exploration, | have used ‘free-style mapping' to interrogate, reflect and make-meanings my experience of using music method(s)
in my research study. In this ‘free’ space of mapping.
| started thinking about the best way to go about this task and spent a lot of time imagining and thinking about the best style and

resources to use. Eventually | began sketching a kind of roadmap visualisation of my research as i perceive my practice based research
as a journey of interaction, storying, creating, relationships with many different people at different locations, with the various

environments in which | find myself and interact with others.

Ferhins wli ik poss old
P Vgl mgsitibng,
i, e i ptine

oy sehbany wnd lingte

| also began perceiving my reflection as a kind of story journey that branches in and out of various art forms that interact with each
other within me and in relation to the various arts practices; from music composition to documentary filmmaking to Storytelling

workshops; theatre making; and writing academic papers.
| rampaged through various media | have created within the research journey and they reminded me of various emotions, milestones,

discoveries, people and the general messiness of doing creative arts research. But most importantly | realise that every aspect of my
research anchored by music and communicated visually through images and music. So | decided to back the sketched roadmap up with

a 3 minute video film ‘Reflections’
The video and the sketches took 10 long hours of searching through my archive of video and still images and losing them onto the Adobe
Premier Pro CC 2017 timeline to edit to the Music Azorli Blewu.

Figure 29: Reflecting on free style mind mapping the chapters.

My Logic

In line with the task to reflect and make-meaning of my experience of using music method(s) in my research study, | chose to use
the melody, rhythm and harmonies in my composition Azorli Blewuu which | recorded when it was played by Ha Orchestra in
Copenhagen November 2015 to create an experiential reflexive insight into my research practice in music, film theatre

storytelling and writing .

In this ‘free’ space of mapping, my reflection is not chronological, it combines a meshwork of geographical, psychological

emotional, and relational perspective of my personal development within the process of doing creative arts production

Mapping With Adobe Premier Pro CC2017

It is composed in a screen story style using adobe premier pro to present the people, places and projects | have produced as part
of my practice based research. It shows how | use music to story, and how | harness various creative arts practices on screen
through the language of film and music by layering various visuals over music and editing them to the rhythmic flow of the music
while the melody tells the story of a slow journey (Azorli Blewu) and the harmonies in the music set the mood of the journey.

Figure 30: Mapping on the Video Editing Timeline
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6.3 From My PhD Diary

I am not a habitual personal diary keeper, but I found it useful to write down moments of
insight and new understanding, new encounters, production ideas, disturbing encounters and
the like. For example, diary entries are a good way of capturing the many important story
events that easily fade away into the past and out of the memory. The diaries I kept include
text, video and audio recordings of events, thoughts insights and new compositions. An

Example is:

22/01/15

Today I decided to bounce back after many months of depression I have
managed to keep to myself. I made up my mind to deal with it through exercise
and writing. So, I walked Senanu to School this morning and walking back I
was thinking about the final part of the Setting up of Ha Orchestra, the

community orchestra idea.

Exercise, gardening and writing have been my self-care activity aside playing the Kora, the
Atenteben Flute or the Goje. On many occasions I have sat by myself and played the Kora
silently into the early hours of the morning. One of such tunes during the early days of Dada
passing in March 2014 is ‘“Whispers’, which Ha Orchestra plays now.

1% November 2016

At home trying to get into the reflexive phase of my work after a full year of productions.
[...] I had a lively session with Giovanna looking into how my PhD thesis would look like.
Her questions tasked me to visualise the framework of the writing but also to begin expressing
verbally how I intend to go about the written text alongside the productions. I just finished
reading Welby J. Ings’ Narcissus and The Muse: Supervisory implications of
autobiographical practice-led PhD design thesis. 1t is insightful, revealing, challenging and
reassuring about what I have placed before myself as my creative arts practice research. The
paper outlines very well what I need to consider as I begin to reflect on my multiple arts practice
in my writing and how the autoethnographic experience and its expression is like the
uniqueness of fingerprints of the individual on research. The paper prompted the following

poem ‘I am a researcher in flux’.

151



i am a researcher in flux

1 am the researcher i am the researched,
but what about how i approach the vulnerabilities
of those implicated in how i1 engage with telling the stories of my practice?
the ethical implications their stories are imbedded in my story stories
co-constructed lived and experienced
of music film theatre storytelling of telling teaching learning
researching research discussions thinking and thinking
creating and making sharing enjoying rejoicing
unsettled doubting myself while I search and research for confidence
language for a voice grieving and healing
in isolation from people with myself
family, friends, colleagues, others, creating and practicing,
students, young people, co-researchers,
people involved and engaged in my research.
how do I describe information and consent?

how these are not fixed in time and space

not fixed on a piece of paper? how can I evidence

ethical consent when consent is to be negotiated
renegotiated on a constant ongoing basis

because contexts are being

constant but in constant flux?

6.4 Dealing with Grief and Grieving in Reflection

As part of dealing with loss and grief of my mother I wrote and through writing I retold myself
the story of the goodness left of pain and through such reflection I healed and eased the pain
remarkable. by centering the text, shapes emerged out of the body of texts giving the poem
additional aesthetic value as an image as well. here has been a range of occasions when grief,
anger, pain and pressure have characterised the experience of the period of the research either
directly as a result of doing the research or as a result of unrelated events that have affected the
quality of the experience. I have found that a good way of dealing with emotional distress like
the unfortunate passing of my mother in March 2014 was to write, or create a song as a way of
grieving, letting out and reflecting. The poem ‘Dada’ in my mother’s memory on page 138 is

an example of reflecting on the difficult times.
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Dada
our mother

my dear mother
you taught me to
look and to seek
with all my heart
you taught me
to love
all!
Dadal!
Mother,
you taught me
how never to forget
to learn from nature
to respect everybody
and always humble
and kind to all
you taught
me to
live!
Dadal!
you taught me
how to forgive
how to be a friend
with your friendship
you taught me how
to laugh with your
sense of humour
your laughter
you brought
me forth
and you
brought
me up

Dada
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Appendixes

Appendix 1 He Longed for A Calabash

Many years he longed for a calabash
Many long years he longed to shape
the sound of his mbira

in the softness of a calabash

played to the ocean

He had a longing for a calabash

When the time came it was a ritual
It was an awakening

of the ancestral spirits to whom
he journeyed through the trial

of cockroaches and dust fire

He had a longing for a calabashh

Then the time of choice

the time to tune and the time

to decide a ritual that brought

the ancestral spirits wake to the echoes

the mbira carried on the wings of the winds

He has a longing for a calabashhh

And the longing the hope t

he tunes fulfilled he journeyed to the land

of the ancestors and came

back with the calabash people.

to pour his libations of mbira sound to earth

His fulfilled longing is still for a calabashhhhhhh

For a libation of silence to the gods!

To Tawona, at Seeds of Thought
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Appendix 2: The Screenplay Experiment for Writing Vivid Field notes

GT Screen Play Experiment 1 CATC Hub Laboratory Glasgow 2015

A screenplay ‘Method’ of Testing Detail:
Translating Ethnographic Field Notes into Screen Language

First Draftby G T
Glasgow 02/05/15 CATC Lab Experiment

Research Data
(1) Sketch/Description (Of First Meeting with Potential Research Participant) By researcher
A
And

(2) First meeting with [state institution 2] by Researcher B

DESCRIPTION IN SCREENPLAY

DATA SAMPLE

I was obviously feeling a little flustered on my way to the meeting, as I got off the tram a stop
too early and had to walk further than I had planned. Nevertheless, it was only 2.45pm when I
arrived at the street I thought, from looking on the (paper) map earlier, was the right one. My
heart started to beat even faster, however, when I approached a street sign and realised that I
was not on the correct street after all. I took my map out of my bag and worked out that I
needed to retrace my steps. I did this and five minutes later I had found the street and took a
few photos of the outside of the building and of the street itself. The street was quite small, a
little ‘out of the way’ and quiet compared to the main thoroughfares nearby. I walked up and
down the street quickly, coming back to the number of the building where the office of ‘Non-
Governmental Organisation 1 (NGO1)’ was located (according to the information I had found
online). The organisation’s name did not appear to be among those listed on the displays either

side of the front door of the building.

Notes on The Arts Lab Research Experiment
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Research Method

What kind of sample is this?

I have chosen just a small portion of Researcher A's fieldnotes to construct a screenplay: the
ethnographic language used here in reflections has been translated into the language of screen

which is based on images.

Researcher A’s Issues:

Images are constructed within 'frames' which are constituted by what they already contain as

well as what is placed within them. "mese-en-scene et mettre-en-scene"

Screen Linguistics

There is a dynamic range in values generated through various angles and image sizes we choose
to view what is within each frame of the various pictures constructed. (high angle, low angle,
left, right, head on from a POV, across a shoulder, close up, long shot etc). These in turn
construct what is expressed, meant, and understood. Style and form, pace and rhythm,

movement and pauses, sound and silence are all orchestrated with the frame to create meaning.

As an experiment derived from/in response to earlier requests from ethnographers for
assistance in how to write vivid ethnographic field notes, I devised this screenplay experiment

to:

1. demonstrate/evidence to Researcher A and Researcher B how far they have progressed in
their vivid and detailed field notes writing skills and what their skills can generate as creative
arts (CA) methods and output (please note this down as researcher development and if we had

done a skill audit we would have had a baseline to track progress against)

2. investigate how further editing needs within the field notes can be identified as a

methodological approach to the pedagogy of CA research.

3. introduce a new CA response for reading and "confidential" exchange between
ethnographers Researcher A and Researcher B on one hand and CA researchers A B C and D.
I expect it would bring up new questions with which this CA experiment can be progressed

upon.

Progression:
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A further stage of this research experiment (time and budget permitting) would be to develop
a storyboard and shooting script, shoot and edit portions of the script for discussion
Two important aspects of the screenplay and how cinematic language works have been touched

upon: description and dialogue.

Description:

the first part of the piece (from RG's notes) exemplifies how description works within the
context of a screenplay: the most important to note [and there are several others] at this point
is that the description is in the present continuous tense. why do you think it should be so for

a screen play?

Dialogue:

The best cinematic stories are made up of vey scanty dialogical text and principally made up
of images. Cinematic language is a language of images, images and more images! Where
dialogue occurs, it is scanty and to the point. I have done commentary on the full text of the
Researcher A’s sample. People are free and encouraged to feel free to make comments on any
part of the script.

Social Science Research Question for Group discussion: Can this experiment stand the test of

scientific rigour: reliable, reproducible and generalizable?

Title: XXX
SCREEN PLAY
SCENE 1 RESEARCHER’S DESK INT. DAY

Google search page on a laptop screen, listed is “NGO1’ a curser stops and selects ‘address’.
The screen changes to a new window showing address of NGO1. From the POV of
researcher, a paper map is spread on the table (notel) (a filmic device)
Notes: Purely fictional addition to establish a beginning that gets the audience
wondering (has ethical implications regarding being true to fieldnotes) so it is

beneficial if this is provided for in fieldnote.

SCENE 2 STREET TRAMWAY EXT . DAY
A tram draws to a stop and Researcher climbs down. He holds a (colour size and any and
further details) (Note 2) work bag and walks briskly a few other passengers get down and
mingle with other pedestrians. (note 3)

(Any further observation of the streets)
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SCENE 3 STREET EXT . DAY
Researcher walking briskly and looking a little flustered (Note 4) he looks around and takes a
quick glance at his wrist watch.
(What wristwatch do you wear or was there any street clock? How did you realise
that it is 2.45?)
It is 2:45 (Note 5) He walks to the side of the street and reads the street sign
(What does this sign say? Is this omission as a result of ethical considerations? If so
can the street take on a pseudonym?) (Note 6)
He looks around and opens his bag and pulls out a sheet of paper and opens it. It is the
roadmap. (Note 7) He reads and looks around repeatedly, folds the map and retraces his steps
down the street.
Linked to the earlier cinematic device to establish the relation between two different
spaces Researcher's table and the street there must be a reason and relevance to the

story of this link though.

SCENE 4 STREET 2 EXT DAY
A smaller street (note 8) somewhat deserted and narrow

(are there any further details of how this street looks like, is it cobbled, tarred or

concreted, Patched, clean, old or new looking anything that give the reader the sense

of seeing through Researcher’s eyes?) (Note 9)

Seeing through the eyes of the writer. The writer can lend his/her eyes to the audience
Researcher walks down the street he reads the street sign, it says [...?] (Note 10) Researcher
stops and looks at his wrist watch again. It is 2:50. (Note 11) He takes out a camera/phone
(what camera make and model?) (Note 12) and takes a few shots of an office building. It is
numbered [...?] This is the number for NGO1. Then he takes shots of the street itself and puts
his camera/phone? back into the bag. He walks quickly further up the street and returns, looking
around and observing the street. He stops at the door of NGOI and reads the listed names on

the door. NGO1 is not on the list.

What is the name of this street?

End
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Notes:

the interactive comments dialogue box on the left activates and is activated by any

portion of the screenplay on which commentary has been passed. The highlited tett corresponds

with the portion of the screenplay that indicates a gap or attention to text that has been riviewed.

10.
11.
12.

13.

NOTES

Purely fictional addition to establish a beginning that gets the audience wondering
(has ethical implications regarding being true to fieldnotes) so it is beneficial if this is
provided for in fieldnote.

I took my map out of my bag

A tram draws to a stop and researcher climbs down and walks briskly a few other
passengers get down and mingle with other pedestrians.

I was obviously feeling a little flustered on my way to the meeting

Nevertheless, it was only 2.45pm

when I approached a street sign and realised that I was not on the correct street after
all.3

Linked to the earlier filmic device to establish the relation between two different
spaces Researcher's table and the street there must be a reason and relevance to the
story of this link though.

The street was quite small, a little ‘out of the way’ and quiet compared to the main
thoroughfares nearby.

Seeing through the eyes of the writer. The writer can lend his/her eyes to the audience
What is the name of this street?

I did this and five minutes later

I had found the street and took a few photos. This is interesting and would give us
more detail and interest.

Non-Governmental Organisation 1 (NGO1)’ was located (according to the
information I had found online). The organisation’s name did not appear to be among

those listed on the displays either side of the front door of the building.
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Appendix 3: Critic Award for Theatre in Scotland 2014 -2015

CRITICS AWARDS
FOR THEATRE

IN SCOTLAND
2014-15

BEST MUSIC AND SOUND

Tyler CollING, GAMEL ‘CORDZRO,
musicians € MATT PADDEN, SOUND

The 1At Oregam (ON €ARTN)
Ra1 F1scher

IN PARTNERSNIP WITR
The NATIONAL TREATRE Of
SCOTLANO € TRON, GLASGOW
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Appendix 4: Theatre review: Last Dream (On Earth)

5th April 2015
Neil Cooper Theatre critic

Verdict four stars
Tron Theatre, Glasgow

The five performers sat in a row across the front of the stage as the audience put on their
headphones may be still as they begin Kai Fischer's dramatic exploration of assorted twilight
zones, but everything they say and do over the next hour suggests lives in constant motion.
With a big screen behind them projecting swirls of far off planets and torrents of ocean, the
quintet juxtapose the stories of Yuri Gagarin, the Russian cosmonaut who in 1961 became the
first man in space, and a group of nameless refugees on the run from Africa to a world full of

western promise.

It begins informally enough, with guitarist Tyler Collins and percussionist Gameli Tordzro
tapping out infectious global rhythms while performers Ryan Gerald, Mercy Ojelade and
Adura Onashile test out microphones that will link them directly with the audience's own

wavelength.

Within seconds, however, we hear the crackle of pre-launch dialogue between Gagarin and a
Ground Control occupied by Sergei Korolev, a man with a similar dream of space travel. We
hear too the first-hand accounts of equally perilous voyages as refugees paddle their desperate

way across the sea in a yellow toy dinghy.

Pulsed by Matt Padden's sound design, out of this emerges a Fourth World sensurround collage,
which off-sets the oddly similar sounds of rocket launchers and waves crashing to startlingly

evocative effect.

Produced by Fischer in association with the Tron and the National Theatre of Scotland, the
result is a vital snapshot of universal displacement, in which both Gagarin and the refugees are

left hanging, without a planet or land of any kind to call home.
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Appendix 5 Theatre review: Last Dream (on Earth)

7 April 2015

Gareth K Vile

Post-visual theatre from Kai Fischer and National Theatre of Scotland

Kai Fischer's post-visual work — in which sound, rather than script or visuals, leads the action
— brings together two stories of escape: the stirring Russian drama of Yuri Gagarin's flight into

space, and the desperate attempt by refugees to make it into Europe across the sea.

Rejecting any kind of traditional on-stage acting, the tales are told, via headphones, by a five
strong cast of actors and musicians, with only occasional projections behind them to recall

Fischer's usual brilliant scenography.

All five performers are superb: Ryan Gerald is a worried Gagarin, while the whole cast become
the refugees as the twin adventures are entwined. Using transcripts from Gagarin's flight, the
spectacular ambition of the space programme is brought to life through Gerald's hesitant,
hopeful speeches: the tragedy of the migrants lost at sea becomes an uncomfortable echo of his

SUCCCSS.

Although the stories do not gel perfectly — the scale of space flight diminishes the tragedy on
the earth — the music is carefully structured and performed live to draw the events closer,
occasionally striking up a raw groove or slipping into atmospherics to link and illustrate the

episodes.

Last Dream (on Earth) makes no moral judgements about the migrants' attempts to find a better
life, but integrates them into the scientific history of a search for something better, something
true. The dynamism of the music, as well as the excellent performances, make Last Dream an

intriguing and carefully experimental pleasure.

https://www.list.co.uk/article/69847-theatre-review-last-dream-on-earth/
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Appendix 6: FringeReview Scotland 2015

Last Dream (On Earth)

Kai Fischer in association with National Theatre of Scotland and Tron Theatre

FringeReview

HIGHLY RECOMMENDED
SHOW

Venue: Tron Theatre

Festival: FringeReview Scotland

Low Down

Five performers take the stage in a relaxed performance that takes us through the tales of Yuri
Gagarin, the first man in space, his earth-based handler and the attempts by refugees to reach
Spain. Their stories are told to us through headsets which we wear in the auditorium as they

speak and perform live onstage.
Review

We begin with two musicians and as we are given our headsets and settle down the music is
an apparent hotchpotch of pieces put together on the hoof, on the stage. They are eventually
joined by the other three performers and once all five are settled we are ready to be taken
through these two intertwining stories of travel and new-found experiences that are equally
dramatic. Kai Fischer has blended both to ensure we are always travelling in our heads and

never restless as Gagarin goes to space, our refugees take to the seas and it all flows through
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our heads in a very heady mix. Gagarin does return, some of the refugees do make it and the

whole experience is one that takes us on our own journey over space and time.

This is a very interesting concept and one which had me fascinated right from taking the
headphones on the way in. I found the experience one that was disconcerting at first but then
made me relaxed and more receptive to the piece. The first thought I did have was a minor and
major one — accessibility. As the father of a deaf kid, I wondered if this would be accessible to
him.

That having been said, the experience was one that held me as it was a fusion of ideas and
snatches of conversation that flowed very well. I was aware of the relationship between Cedar
and Dawn and the subsequent falling from grace within the Soviet Union of both but to hear
these transcripts and to feel that there might be an issue with re entry that I had not considered
was powerful enough to keep me on the edge of my seat — even though I knew the ending!
What was even more powerful was the story of the refugees. We disgracefully see political
mileage being made out of their plights on a daily basis and it is good to stop, reflect and hear
the human stories. The determination and unbelievable fortitude displayed by these remarkable
people was respectfully told and with sufficient care that I cared more.

The performances were fantastic and whilst given little by way of opportunities to do more
than stand up occasionally we got the whole picture simply told with the words being used to
engage us. The music was great, and the soundscape managed to hold us. Having said that I
have to be honest and say I was confused by having a movement consultant and costume
designer on board as neither seemed to me to be too taxing as jobs on this production.

The set was simplicity itself apart from the platform on which Ryan Gerald was sitting. When
illuminated it gave you the complete feeling of him being in another worldly place. It was also
helped by a tremendous backdrop. This changed from the stars to the world to the ocean in
ways that helped further draw us into the world in our own heads.

Directed well and with a cast and crew equal to the task this was a fantastic night out.
Innovative, creative and with a simple story to tell that was told clarity and reverence to the

source material it makes me eager to see what comes next from Fischer’s catalogue.

Published April 4, 2015 by Donald C Stewart

www.nationaltheatrescotland.com

http://fringereview.co.uk/review/fringereview-scotland/2015/last-dream-on-earth/
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Appendix 7: Last Dream (On Earth): The Intimacy of the Impossible -
The Truth of the Unimaginable

April 26th, 2016

Reviewed by Yana Meerzon on April 26th, 2016 All the world's a stage Kai Fischer,

National Theatre of Scotland, winner of the 13th Europe Prize Theatrical Realities.

Photo: Deanne Jones

Yana Meerzon has seen this production by the National Theatre of Scotland, presented in

Romania during the XV Europe Theatre Festival (in English with Romanian subtitles).

In his much-quoted dictum that ‘to write poetry after Auschwitz is barbaric’, Theodor Adorno
contemplates the ethical responsibility of an artist to speak about and on behalf of the victims
of the Holocaust, the 20" century’s major horror. This phrase and Adorno’s concern acquire
similar echoing today when theatre, literature, film, and other media begin to seek more
appropriate ways to represent the atrocities of migration, global terrorism and civil wars

through arts.
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In its production Last Dream (On Earth), written and directed by Kai Fischer, The National
Theatre of Scotland, a recipient of the 13th Europe Prize Theatrical Realities, XV Europe
Theatre Festival, approaches this issue with all the elegance, sincerity and respect that

representing the current migration crisis on stage demands.

As the title suggests, Last Dream (On Earth) is constructed at the intersection of seemingly
unrelated material: the actual transcripts of the tape-recorded communications between Yuri
Gagarin and ground control that took place during his flight to space and the interviews Kai
Fischer made during his visits to a refugee centre in Malta and his stay in Morocco. The themes
of these two story-lines are however closely related. Both of them speak of the courage one
needs to encounter the unknown, be it Gagarin’s decision to volunteer for the space program

or the peoples’ misery that forces them to flee their homes.

As an artistic whole, this production questions the purpose of the journey as a form of self-
sacrifice. Gagarin strongly believed in his cause: his traveling to space, to the unknown, and
potentially to his death, was justified by his desire to provide mankind with the new
possibilities. The refugees, often young girls and unaccompanied children, the most vulnerable
of the population, do not suffer for the greater good of humanity. They run from poverty, war,
illness, natural disasters, in hopes to find stability and a future. Not all journeys come to happy
conclusions; and even those who make it often disappear within the bureaucratic systems that

await them.

To bring the message across, Kai Fischer refers to the mixed language of the documentary
theatre and immersive radio drama. Made of different transcripts of Gagarin’s communications
from space that the company consulted for the production, and the refugees’ stories that Fischer
edited, Last Dream (On Earth) reaches a new level of poeticity. It offers the audience members

a special level of intimacy with the impossible and brings them in touch with the unimaginable.

Known mostly for his work as the set and lighting designer, this time Fischer opted to reject
the power of image to bring forth the power of sound. On the dark lit stage, there are five
performers standing across the proscenium. At the microphones, they narrate the two stories
while also playing musical instruments. At the back, one can see occasional projections of

water, stars, and the earth.

Visually, therefore, there is not much to follow. The dramatic action takes place in the space
of the headphones, which the spectators are instructed to put on as they enter the auditorium.

The urgency of the action — the preparations for the take-off, Gagarin’s space-ship
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transgressing the orbit, the conversations between him and the operator; the refugees’ stories,
the sounds of the waves crashing against their boat, the brisk telephone exchanges between the
migrants and their families — is transmitted to the audience through the immersive sound, which

at the same time is performed in front of us, on stage.

A type of sound play, this show creates a high level of intimacy between the action on stage
and the action in our imagination. It proves that the immersive technologies can restore the
emotional impact that word and sound used to have on theatre audiences back in the times of
Shakespeare or even not so long ago, before the reign of TV and internet. The immersive sound
becomes specifically useful when an artist seeks new devices not only to tell the story of
migration and suffering in the most delicate but truthful manner, but also when he/she wants
to shake the audience out of our numbness to this suffering caused by its incomprehensibility,

closeness and media’s representation of it.

Theatre is a highly communal experience, in which sound plays one of the major roles. Our
ability to follow the action through all our senses, specifically hearing, and at the same time to
be able to sense others also watching, listening and reacting to it creates a special connection
within the group. However, as soon as we are asked to put the headphones on, we lose this
connection. Watching Last Dream (On Earth) in the privacy of an individual headphone,
seated together as a group but isolated from each other by the sound device, we become too
open to manipulation, put through sound, into a very intimate proximity to the action. We
become almost as defenceless as Gagarin, when he flew into space and as vulnerable as the
refugees trying to cross the open sea. The sound transmitted directly to our ears, in isolation of
this individual experience, makes it impossible for the audience to keep emotionally detached
from what our imagination creates for us under the guidance of polyphonic sounds that reach

us from the stage.

In this crossover between the documentary approach and the intimacy we experience with the
narrated action created through the sound design, Fischer retains our attention with no effort.
He does not aim to make us feel anything similar to Gagarin’s experience or that of the refugees.
Such desire on the director’s part would be unwise and unethical. What this production
masterfully does is that it makes us, as the audience, face our own vulnerability, it forces us to
encounter our own human selves —that we as individuals should never be under the illusion
that we can share or even really understand the suffering of those who have been through such
human catastrophes as war, mass migration, or genocide. Using any form of communication
that appears to make this possible reduces that form of art to a level of unbearable inhumanity.

In this production, in other words, Fisher appears to echo Adorno’s statement about ethics.
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Last Dream (On Earth): Presented by The National Theatre of Scotland in association with
Tron Theatre (XV Europe Theatre Festival, Craiova, Romania; in English with Romanian
subtitles); written and directed by Kai Fischer with Sound Design by Matt Padden and Costume
Design by Lisa Sangster; featuring Tyler Collins, Kimisha Lewis, Thierry Mabonga, Adura

Onashile and Gameli Tordzro.

http://capitalcriticscircle.com/last-dream-on-earth-the-intimacy-of-the-impossible-the-truth-

of-the-unimaginable/

Appendix 8: Last Dream (On Earth) review - a pair of gorgeously evocative sonic
journeys

4 /5 stars
Tron, Glasgow
Kai Fischer’s spellbinding headphone show links Yuri Gagarin’s 1961 space voyage to a

refugee’s journey, but it’s a moment of silence that grips the most

Mesmerising ... Last Dream (On Earth). Photograph: Tommy Ga-Ken Wan

Mark Fisher

Tuesday 7 April 2015 15.14 BST Last modified on Wednesday 29 November 2017 20.31 GMT

As a lighting designer, Kai Fischer understands the power of the dark. Here, as a director,

creating a show we hear through headphones, he demonstrates a similar feel for the power of
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silence. It’s not that the sounds he creates in Last Dream (On Earth) are ever less than
mesmerising. The vocal clicks, whispers and fragmentary voices of Ryan Gerald, Mercy
Ojelade and Adura Onashile (all excellent) are emotionally underpinned by the expansive

guitarscapes of Tyler Collins and the understated percussion of Gameli Tordzro. Along with

the interventions of sound designer Matt Padden, they create a gorgeous aural tapestry.

But the moment of greatest impact is when it all stops. Silence. The performers freeze and gaze
in our direction. Conditioned to listening, we are left with the sound of our own breathing. The
stillness is alarming: pregnant, empty, desolate. The longer it lasts, the more we are panicked.
These lonely seconds represent the silent countdown before Yuri Gagarin was jettisoned from
Earth in 1961, making him the first human being in space. They could equally stand for the

last moments of uncertainty before a refugee’s perilous journey across the sea.

Fischer, working with the Tron and the National Theatre of Scotland, lets these two stories rub
against each other. Gagarin’s voyage, related in crackly messages between ground control and
Vostok 1, is foolhardy and majestic. The passage of refugees from Tunisia to Spain, described
in snatched telephone calls home, is foolhardy and desperate. There’s an overlap of enterprise,

danger and stepping into the unknown. But only one of the stories has a hero.

I’d have liked it to go deeper into the tale of the refugees, which was inspired by interviews in
Malta and Morocco, but Last Dream (On Earth) is nonetheless a gripping, unsettling and

distinguished shout from the dark.

https://www.theguardian.com/stage/2015/apr/07/last-dream-on-earth-review
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