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3. THE POWER OF ADAPTURGY

'V 1y experience and research suggest that a new model of dramaturgy

E._m emerged: adaptation dramaturgy, or what I call adapturgy. This kind
of dramaturgy applies to both definitions of the term previously discussed:
dramaturgy as the analysis of script structure and aesthetic, and drama-
turgy as practice. Whereas the guiding question for dramaturgy has been
why this play now?, for adapturgy I suggest a modification of the question
so that it becomes why this source as theatre now? This adapted Lcmm:om“
s0 to speak, encompasses the key elements under dramaturgical consid-
eration for any adaptation for the stage.' In particular, the emphasis on
“as theatre” will help guide dramaturgical curiosity to always consider
the languages of the stage, and the particular ways that a source thrives
,_19 (or perhaps is challenged by) theatricality.? The removal of “text”
.:.oE the more commonly used “source text” within adaptation studies is
intentional, signaling the wide possibility of materials viable for creating
theatre. Finally, the use of “now,” as with the original question, implies
both time and space—that is, it signals a consideration of the “here and
now,” since a full understanding of contemporary concerns must respond
”8 one’s audience. This is not to suggest that dramaturgs should be myopic,
_,m:o_.m:m global concerns, but that the macro question of “now” should
filter such transnational readings of contemporary culture through the
lens of how and why the adaptation matters on a micro level, to their
local and current audiences. Dramaturgs and adapters share a practice
that makes the past present; dramaturgy does so by articulating how
and why a historical event matters to today’s spectators, while the ad-
.m_zmzoz. reframes a previously created source anew. Adapturgy traffics
In re-presentation.
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Visualizing Adaptation in Perspective

Focusing on the audience is crucial for dramaturgs, whether their work is
with new plays or productions. The model of adapturgy allows students as
well as practitioners to consider and experience both new play and pro-
duction dramaturgy, since adaptation dramaturgy always falls somewhere
between the editing and feedback role of new play dramaturgy and the
research and contextual role of production dramaturgy. Exactly where on
that continuum adapturgy falls will depend on the specific nature of each
production—if the adapter is in residence (and requests feedback on their
script), the dramaturg’s work will more closely resemble new play drama-
turgy. If the adapter does not consider the script a work in progress, the
dramaturg will function more like a production dramaturg, with primary
focus on the director’s vision and the cast’s questions or needs. That being
said, this continuum is more dynamic than a linear model suggests, and so
perhaps it would be best to consider the range of adapturgy in two stages:
first, as a Venn diagram with three intersecting circles (figure 3.1), and then
as a Cartesian coordinate system, in three dimensions.

Venn diagrams excel at demonstrating points of comparison and con-
trast, but can also be used to stimulate higher levels of thinking, including
visualizing logical arguments. These schemas become more complex when
three circles are used, however, because doing so creates eight regions of
information (if one includes the space beyond the three circles as the eighth
zone). For our purposes, using three circles to signify the intersecting areas
of new play, production, and adaptation dramaturgy sheds light on the
distinct ways that each of these types of dramaturgical praxis operates, as
well as the zones in which they share interests. Not surprisingly, at the nexus
of this diagram—that is, in the portion shared by all three circles—is the
consideration of the audience, a constant for all dramaturgs, especially (but
not only) when plays are produced for paying spectators.

Notably, there are portions of this model where new play and adapta-
tion dramaturgy overlap (staged readings, scripts revised during rehearsal),
where new play and production dramaturgy coincide (playwright’s vision),
but the largest area of commonality is where production and adaptation
dramaturgy intersect (adapter’s vision, director’s vision, critical response,
and the relationship to the source). This comes as no surprise when one
recognizes that some adapters prefer to rewrite their adaptation for specific
productions, thereby working closely alongside the rest of the production
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Fig. 3.1. Types of dramaturgy. Created by author. ”

team with a specific understanding of the venue and how its limitations
and/or opportunities shape the work (much the way a director does). As
adapter of literature for the stage John Gentile explains, “I like to re-adapt

the work in a sense, or atleast revise my adaptation, given the circumstances i

of a specific production and a specific director.”® Gentile’s preference also
reminds us thatall live performances must adapt to their audiences and that ]
directing can be akin to adaptation, even when the production honors every
word exactly as written in the script. Theatre is, by definition, adaptation.
To acknowledge the ubiquity of adaptation in theatre making does not _
diminish the need to uncover the dramaturgical labor behind adapted
m.n_.%nmln_::m the contrary, this knowledge heightens the urgency of our ,
focus, especially since the work of adapturgy occurs whether or not there |
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is a specific person designated as dramaturg. If the adaptation is directed
(or codirected) by the adapter(s), the dramaturgical research has likely been
so interwoven into the creative process that it may not be easily untangled
from the adaptation and directing of the project. The same may be said
about production dramaturgy: the entire creative team, especially the di-
rector and designers, partake in dramaturgical thinking and investigation.*
However, it is far less likely that a director or designer would suggest that
they helped shape the script they are producing, unless that script is an
adapted one. In some ways, this is due to the nature of adaptation itself—"to
make fit®—a process that occurs with any type of theatre making, whether
the lines spoken onstage are adapted from an acknowledged source or not.
But it also illuminates adapturgy’s connection to new play and production
dramaturgy. Because adaptation dramaturgs function as liaisons between
the adapted script and the production thereof, they have the potential to
contribute to both levels of creation. The same can be said when no specific
person is given this role—even plays without dramaturgs need dramaturgy.
This is even more applicable when we consider stage adaptation. There is
no adaptation for the stage without dramaturgy.

We can see why dramaturgy is so crucial to adaptation in figures 3.2 and
3.3, a model of spectator-based adapturgy.® Whereas all produced plays—
whether new or established—require dramaturgy to clarify the choices
particular to a specific mounting of that script, when the script in question
is one that has been adapted from something else, new variables enter the
equation. In particular, the dramaturg must contemplate how staged ver-
sions of the source have differed from the source on which it was based.
As reviewed in the first chapter, there are copious ways to consider these
changes, including a useful taxonomy distinguishing the intertextual pos-
sibilities.” To both simplify and exemplify this classification method, I have
adapted it to a Cartesian coordinate system, so that readers can begin to
imagine two crucial dramaturgical clues: (1) how the production in question
relates to the source, and (2) the other possibilities for how it might have
been adapted and/or staged. Especially for dramaturgs new to adapturgy,
the latter point can be difficult to imagine without some guidance and a
framework within which they can map this relationship.

As you can see, spectator-based adapturgy contains the basic coordi-
nates of an x- and a y-axis, where the x-axis is horizontal and the y-axis is
vertical. The addition of a third axis, the z-axis, transforms the diagram



