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I. The creative approach makes the play: writing with the stage

Joël Pommerat directs his own plays and writes the text while he is directing them, meaning that the writing takes shape according to what happens on stage during rehearsals. His approach is based on a holistic vision of theatre as an organic whole that is produced by the complementarity of the various elements that make u

. The text is just one of these elements, without necessarily preceding the others. Discernible, concrete stage elements are not subsequently tacked on to a previously written play, they are an integral part of the writing from the start: «I now think that one can only truly become a playwright by creating very close ties between the writing of text and the work of directing. I think that it is an error to conceive of these two steps as being naturally separate one from the other» (Pommerat 2007: 15 my translation).

Impelled by stage work, a written passage is then tested again on stage and re-written as many times as necessary until it achieves authenticity and truth.

The "text comes from the stage", however, it is not a form of collective writing: Pommerat is a playwright who writes in collaboration and for his actors. He encourages and guides their explorations, decides when the text is complete, fixes it, and, after several weeks of performances, the text is frequently published. On-stage research influences the text (for example, the distinctive presence of a certain actor becomes integral to the writing of a certain character, or the length of a line may be linked to how long another actor needs in the wings for a costume change before his or her next entrance), however, once written the text exists independently of the writing conditions and other artists can then appropriate it.

II. Writing materials: actor, costume, and documentation

Sometimes, a show's origin lies in a desire to create a space linked to a theme, and/or that is capable of building a certain rapport with the audience. For example, a city, mountain range and a bar were the starting points for a play that later became Les Marchands (2006) they are, as a departure point and writes for and with them. This does not involve working with their private selves or biographical details, instead it means taking their being into account as a departure point for a character that will gradually emerge through them.

Even when there is no pre-written play, text is frequently used to nourish the process: primarily in the form of Pommerat's notes, which he shares with his artistic collaborators, and as fragments of the writing develops in layers, like a palimpsest, and the actors contribute to and are integrated into the writing while it is defined.

In collaboration with the actors, costume also contributes greatly to the building of characters and to the characters beginning to speak. Isabelle Deffin works with contemporary costumes (even for historical plays, such as Ça ira (1) fin de Louis). Although the momentum that her work brings is determining during rehearsal, it becomes almost invisible in performance: the press rarely talk about the costumes even though Eric Soyer's lighting is systematically highlighted by critics. There is insufficient space here to deconstruct the prejudices that partly explain such invisibility here (e.g., contemporary costume is not very creative, it's just a bit of shopping, it's women's work etc.), however, I believe it is important to stress the role of costume as a staging tool for triggering the writing of text.

For Isabelle Deffin and Joël Pommerat, costumes are not an end in themselves: they are a hardworking tool for creating a design and a presence that gradually gives rise to an «identity». Costume work is not about finding a costume (how to dress a certain character), but about finding the character itself.

With an actor, I use the same approach as Joël Pommerat does when directing. As a result, costume is never imposed but rather assembled with the actor. Proposed costumes create an interface that allows joint research and silent communication between the costume designer, the actor, and the writer-director to take place. The actors first task in rehearsals for Contes et légendes (2019), for example, was to transform into adolescents using costumes and wigs.

Researching an identity (sex, age, family, social milieu) and a truthful presence, is reliant on the rise not just to a character but also to speeches or situations, from which Pommerat writes and then confirms dialogues.

III. Supporting «écriture de plateau» (stage writing): prospective dramaturgy

Frequently, dramaturgy means interpreting text upstream of rehearsals (preliminary dramaturgical analysis, and table work). It means hermeneutic work which, in some cases, extends to include supporting direction (stage dramaturgy, providing an outside view etc.). In such cases, dramaturgy consists of inventing a link between a text and its performance, explaining, and illuminating the choices made for the stage (Danan 2010, Benhamou 2012, Boudier 2014). Recurring roles, cumulative or not, can be identified and they primarily turn the dramaturg's work into a sort of maieutic assistance: a reader who explains the context, structure, and possible effects of meaning of the text; a documentalist who gathers a set of sources related to the text for members of the team; sometimes a translator or adaptor; and the first audience member who watches rehearsals and comments on them so as to highlight their direction.

Writing with the stage transforms these roles. When the text is written at the same time as it is thinking of writing as an inquiry, research that is feeling its way forwards. Prospective dramaturgy looks forward (prospectare), it contemplates future needs, anticipates, or encourages the directions the writing takes by gathering and sharing potentially interesting material, the potentials of which are explored collectively during rehearsal. This type of dramaturgy is also prospective because, while it is simultaneously also trying to find itself. I do not apply a pre-established methodology, instead it interacts with hypotheses formulated by the writer-director and proposals made by the actors on a daily basis. Prospective dramaturgy is thus involved in the process of writing "with the stage" in each of its diverse responsibilities, which might include (non-exhaustive list): supporting the transition to writing and defining a subject or issue; gathering documentation and giving it to the team during rehearsal; helping to implement a creative methodology and reflecting on working methods for rehearsal; contributing to thinking about the writing currently undertaken, the point of view used, form, and relationship with the audience; monitoring and anticipating, remembering and constantly researching the next steps; taking notes and giving feedback; and guiding the text through to publication.

By proposing potentially interesting material for writing together with a way of communicating and appropriating that material that is likely to stimulate the actors' creative work, prospective dramaturgy is contributing to new relationships between artistic practices and knowledge.

Prospective dramaturgy allows disparate material to be shared, freeing it from traditional knowledge processes, and encouraging non-scholarly use. For example, while taking an experimental approach and watching the adolescents and robots in Contes et légendes come to life, it became clear that certain reading material was required further to develop the writing and, in this way, knowledge was built up along with the production, rather than top-down. This type of meaning» (Dort 1986: 9). "Prospective dramaturgy" does not entail decisions of meaning, or informed overviews, on the contrary, it involves active research that is aware of meaning. The adjective "prospective" has certainly become hackneyed because of its use in business (a prospect being a potential customer, prospective buyers etc.), and the term "prospective" might sometimes even can be associated with futurology, however, by re-appropriating it in order to redefine it, I hope to highlight the uniqueness of this type of dramaturgical support, which is carried out closely to the stage and supports stage writing through each moment of the creative process.

  and aimed to examine the work world by immersing the audience in a worker's point of view. Eric Soyer worked on lighting quality and intensity to recreate the sensations of the density of concrete and of suffocating. He installed a wall of fluorescent lighting at the back of the stage to represent a large bay window. A few days later, Pommerat drafted a passage in which the woman living in the apartment threw her son out of the window: the space and light inspired the writing. Thus, some images on stage are determining, as is the work of the actors in those spaces: «Working with actors is the basis of everything. I do my work based on their presence, it is the primary act in that into poetic matter» (Pommerat 2007: 10-11 my translation). Writing with the stage shifts the actor's role. He is no longer a simply executing or interpreting but becomes "part of the poem". Building a character is integrated into rehearsal time. Joël Pommerat uses his actors' presence, what Arti della Performance: orizzonti e culture, n. 13, 2021 ISBN 9788854970717 Collana diretta da Matteo Casari e Gerardo Guccini: http://amsacta.unibo.it Creative Commons: Attribuzione -Non Commerciale 4.0 (CC BY-NC 4.0)

  dialogue that he sometimes gives to actors before an improvisation; documents (archives and theoretical, sociological or scientific documentation) which nourish their explorations; and, hypotexts or source texts in the case of adaptations (L'Inondation, Le Petit Chaperon rouge, Pinocchio, Cendrillon). In rehearsals for new productions, such as D'une seule main, actors are primarily asked to bring characters into existence without inventing much speech. For Au monde (2004), Pommerat distributed scraps of text to his actors, described characters and let those characters evolve in the space before knowing what sorts of relationships might emerge between them. He asked the actors to try to speak and/or participate in dialogue based on the fragments he had given them. The observation of this experimentation allowed situations and a narrative line to emerge: the characters led the story, not the other way around.In this process, which starts with the actors, documents and costumes are two essential elements for triggering and nourishing writing. For example, for Ça ira (1) Fin de Louis (2015) the actors worked from archives on the French Revolution, which I had assembled with the help of a historian: the characters were not copies of real historical people. Instead, they resulted from improvised work to create speeches inspired by diverse archives (speeches in the French Assembly, extracts from the press, correspondence etc.). The character of the elected representative Lefranc, is neither Robespierre nor Marat, but an invention based on the words of Robespierre, Marat, Desmoulins, Lanjuinais and many others, which were absorbed and reformulated by the actress Saadia Bentaïeb.The actors' work of appropriating the documents results in a character that Pommerat then places in role-plays in group improvisations, which he directs. It is important to highlight the documents' agency. The documents shift the actor's work, inviting him/her to appropriate the archives in an exchange that goes back-and-forth between the actor, the past and the future, without requiring the traditional work of learning and memorising a text. As a spokesperson for documentary material, the actor transforms it by embodying it. The writer-director then transforms it by directing the actor and writing the text. From documentary material to actors' improvised words to final written text: Arti della Performance: orizzonti e culture, n. 13, 2021 ISBN 9788854970717 Collana diretta da Matteo Casari e Gerardo Guccini: http://amsacta.unibo.it Creative Commons: Attribuzione -Non Commerciale 4.0 (CC BY-NC 4.0)

  credibility of the look and design. Once the adolescents had been created, Pommerat could refine what he wanted to say. While the presence of the characters materialised and provided inspiration for his imagination, he directed role-played improvisation work, based on configurations specific to adolescence (relationships with parents, middle school, violence between teenagers etc.). The Arti della Performance: orizzonti e culture, n. 13, 2021 ISBN 9788854970717 Collana diretta da Matteo Casari e Gerardo Guccini: http://amsacta.unibo.it Creative Commons: Attribuzione -Non Commerciale 4.0 (CC BY-NC 4.0) fabric, texture, cut and hang of the clothing become the actors' acting tools in improvisations. Costumes tell stories that the actor has to appropriate in order to avoid over-acting or creating a stereotyped character. «Material enough to count and sufficiently transparent not to constitute intrusive signals» (Barthes 1955). Costume-based work like this can provide prompts, which inspire Pommerat to take the writing in various directions by realising his intuition: the costume can give

  directed, the playwright's «composition» and the dramaturg's «attention to means of taking the text to the stage» (Dort 1986) become a one and the same. Hence, dramaturgy no longer means shedding light on pre-existing textual matter with a view to its transition to the stage. What I term «prospective dramaturgy» is, on the contrary, a means for supporting stage writing and it essentially involves proposing potentially rich material (not necessarily in text form) for developing the (text and stage) writing, and then supporting the writing's development during rehearsals and up to the completed creation of the new production.Prospective dramaturgy is a process: it may begin upstream of rehearsals, but its distinguishing characteristic is that it develops during rehearsals, closely to the stage, and in connection with the actors. I primarily provide documentation to feed the writer-director's imagination and that of the actors. But prospecting is not only about documenting: it is above all a state of mind that involves Arti della Performance: orizzonti e culture, n. 13, 2021 ISBN 9788854970717 Collana diretta da Matteo Casari e Gerardo Guccini: http://amsacta.unibo.it Creative Commons: Attribuzione -Non Commerciale 4.0 (CC BY-NC 4.0)