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Director’s Notes 
The decision to do Cabaret has been one that has 
surprised many long-term followers of Zen Zen Zo 
Physical Theatre.  “A musical – really?”  But it is 
often said that Cabaret is not a musical in the 
ordinary sense.  It is music-theatre, it is cabaret, it 
is political drama full – on the one hand – with 
seductive showmanship, and on the other pregnant 
with challenging themes that stop you in your 
tracks and demand you cross the line from voyeur 
to participant. 

Since its inception, Zen Zen Zo has been engaged in 
celebrating the Other – those sectors of society 
which are relegated to the margins in order to 
reinforce the political and ideological dominance of 
those in power.  In Nazi Germany Hitler sent these 
Others to the gas chambers in successive waves – first the Jews, then the 
homosexuals, then the Sinti and Roma (gypsies), then the disabled, and finally 
the cabaret artists themselves.  Cabaret is the story of these Others, as the 
scales tipped dramatically from the progressively open Weimar Republic 
Germany into the beginning of Hitler’s reign of terror.  The Kit Kat Klub is 
filled with these Others, seductively dancing their final dance… 

If there was ever a moment where we wondered if our message of acceptance 
and the celebration of diversity was one that was no longer necessary in 21st 
century Australia, it  
became palpably obvious to us during rehearsals that this was not the case.  
Outside our home at the Old Museum the poster in the bus shelter - the 
controversial “Rip & Roll” ad promoting safe gay sex - had been defaced. In the 
photo two male lovers embraced.  Across the chest of the front model “SCUM” 
had been spray-painted.  Across his forehead the Jewish Star of David had 
been inscribed.  It was a shocking reminder that pockets of prejudice simmer 
below the surface of all societies, and demand constant confrontation. 
 
Cabarets are spaces where this can happen joyously.  Wickedly subversive, 
grotesquely beautiful, they turn the world upside down as they dance, parody, 
sing their way to challenging politics through the personal.   This show is very 
personal to us – all the cast identify as Othered in some way.  We invite you to 
join us in this anarchic celebration of difference… 
 
 
Lynne Bradley 
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Creative Process 
I thought it might be interesting to open up our 
creative methodology by sharing our Creative 
Development process (where all the key ideas 
are born).  At the start of each production Zen 
Zen Zo goes into retreat in our country home at 
Montville (a rustic Scout Den near Kondalilla 
Falls!)  We all turn off our phones for a week, 
and live simply in a community environment 
where we take turns cooking for each other, 
sleeping in the dormitory bunk beds, and hand-
washing our clothes!  The environment is 
breath-taking (we walk almost daily through 
the rain forest, and sit nightly around open 
bon-fires) and the focus on the work as intense 
as it could be – uninterrupted by the white 
noise of technology or the many demands of 
our daily lives.  It is in this extra-ordinary 
environment that something beautiful is born.  

During the Creative Development week we work incredibly hard and fast.  The 
actors all begin their day with an hour of Bootcamp-style physical training 
(which even our Guest Leads Emma Dean, Sandro Colarelli and Matt Hadgraft 
chose to participate in!)  Then after breakfast we engage in 1-2 hours of our 
core training methods (the Suzuki Method, the Viewpoints, and Butoh).  We do 
this for 3 reasons: 

1) to hone our skill-base as an ensemble 
2) to have a common language to draw from 
3) to mentally and physically put us in the right place from which to begin 

creating.  
After lunch we begin work on the production, doing multiple compositions and 
choreographic and scene-work tasks, finishing around 7pm at night.  Nights 
are then spent sitting around the fire debriefing from the day’s work, or 
watching relevant videos.  During the Cabaret CD week we watched Cabaret 
the movie, Sweet Charity (directed and choreographed by Bob Fosse), the Blue 
Angel (starring Marlene Dietrich, which gives a wonderful insight into the 
German cabarets of the time), and a great documentary called The Real 
Cabaret (narrated by Alan Cumming who played the Emcee in the Sam 
Mendes version of Cabaret in the 90s). 
 
During the Creative Development week we invite our Creative Team 
(Designers, Composers, etc) to either join us, or to come to see showings.  This 
way they are involved in the development of the work in a very hands-on way.  
One of the highlights of the Cabaret CD week was the day that our Musical 
Director, John Rodgers, joined us.  This is our first production working with 
John, so we were uncertain what to expect.  He has a formidable reputation as 
one of the nation’s finest MDs and a brilliant musician himself. We were 
concerned that he might be scared off by our unorthodox methods and 
unrelenting attack on the work.  But by dusk (as part of a composition 
exploring the Shadow) he was dressed up like a Nazi SS officer and screaming 
at the audience to obey, playing the boy’s toilet urinal with kitchen utensils, 
and we knew this would be the beginning of a long and fruitful relationship! 
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At the end of each Creative Development we generate a Concept Document, 
which becomes like a map for us to navigate the work from that point forward.  
We refer to it at the start of each subsequent phase of the production’s 
creation.  It reminds us what our inspirations were, and keeps us on track. I’d 
like to acknowledge the contribution of the cast and Creatives to this Concept 
Document, and also one of my mentors, Sean Mee (who I worked with at La 
Boite Theatre between 1999-2002).  I share this private company document 
with you in the hope that it will be of interest, and shed some light on the path 
that has led us to the production you are about to witness! 
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Cabaret Concept Document 
Compiled by Lynne Bradley during the Creative Development week at Montville, Queensland:  
Sunday 30th January – Friday 4th February, 2011. 
 
Narrative/Meta-Narrative is a paradigm drawn from Brisbane-based Director 
Sean Mee.  Sean’s term “Meta-Narrative” is similar to “Theme”, but he refers 
to it as “Meta” because he visualises it as sitting above the storyline and 
constantly connecting down to the Narrative.   
 
 
 
 
 
Great theatre, he argues, should connect the Meta-Narrative and Narrative 
regularly (not just at the beginning and end of a play/production, as 
sometimes happens). The first step is clarity.  For this reason, we always begin 
our Creative Developments by exploring both.  The Narrative is usually quite 
easy to decide upon, though with subtle variations that can determine which 
way you take a piece (eg in Cabaret is the protagonist Sally or Cliff – who’s 
story is it really?)  The Meta-Narrative is always harder, and generally takes a 
lot more time to settle on one of the many choices that arise during the 
Creative Development week.  As a Director, I always go into Creative 
Development with a strong sense of what I think the piece is about, but stay 
open to the cast and Creatives bringing a new perspective to the table.  I’m a 
big believer that the work has its own voice, and that the artist’s job is to listen 
to what the work wants to say at this point in time.  For this reason, it’s a 
subtle dance between the two in the early stages of development. 
 
Below you’ll see differences of opinion around each topic, but by the end of the 
week you can see there was a general consensus starting to appear. 
  
Narrative 
“Two couples (Sally & Cliff; Fraulein Schneider & Herr Schultz) fall in and out 
of love against the backdrop of the socially free and decadent Weimar Republic 
Berlin just before Hitler and the Nazis come to power.” (Lynne) 
“Two relationships are born & unravel within a subversive Cabaret club & a 
Germany about to succumb to Nazi rule.” (Jill) 
“Seeking stimulation, Cliff Bradshaw finds refuge in the subversive underbelly 
of Weimar-Era Berlin as Germany dances towards destruction.” (Earl) 
“Cliff, a young naïve writer, seeks the freedom of the Weimar Republic, only to 
witness the destruction of people’s ideals and relationships in a savage 
political climate.” (Matt) 
“Whilst chaos rules the world just before the rise of the Nazis, marginalised 
characters of the Kit Kat Klub, including Sally, Cliff and the Emcee, face a 
journey of self-discovery and political awakening.” (Emma & Merlynn) 
“An author goes in search of a fantasy and discovers reality.” (Dale, Krystal, 
Sam) 
“An author moves to Berlin for inspiration and is sucked into the idea of a new 
world before it is ripped prematurely from him.” (Dale, Krystal, Sam) 
 
 
 
 



	  
Teachers’	  Notes:	  Cabaret,	  2011	  
Compiled	  by	  Merlynn	  Tong,	  Zen	  Zen	  Zo	  Physical	  Theatre	  
www.zenzenzo.com	  	  

  6	  

Meta-Narrative 
“The unspeakable consequences of a society disowning its Shadow.” (Lynne) 
“Creativity & the human ability to love is not dictated by gender, race, sexual 
orientation or creed.” (Jill) 
“Don’t let freedom cloud reality.” (Matt) 
“For every freedom there’s an equal and opposite oppression.” (Matt) 
“The discovery that “flesh is flesh” through an exploration of the Other.” 
(Emma & Merlynn) 
“No matter how liberated or progressive we may think we are, there will 
always be an Other.” (Mel) 
 
 
The “5 Spaces” is another concept drawn from the work of Sean Mee.  He talks 
about a play as a house, and each of the rooms in this house is one of the 5 
spaces below. Our job as theatre artists is to get the audience to join us in the 
spaces – to engage them enough that this can happen.  The audience may be 
invited into just one of these spaces, or the play may take the audience 
through a whole “house” of spaces (therefore enacting a very large 
transformation). If the spaces are too small, then the play will come and go.  A 
classic (like Cabaret) is a cathedral, the spaces are so huge! 

1. PHYSICAL SPACE. Where are you?  What does it look like?  How big is 
it?  What colour/ texture is it?  What does it smell like?  What does this 
physical space represent?  

2. INTELLECTUAL SPACE.  What are the key ideas or discourses the 
play is exploring?  

3. POLITICAL SPACE.  Politically what is the piece saying?  What point of 
view is it taking?  What group of people is it representing? Race, class, 
politics, faith, power. 

4. SPIRITUAL SPACE.  What are the universal themes running through 
the play?  How does it relate to our identity as human beings, and our 
search for meaning? Myth, ritual, mysticism, transgression, the extra-
ordinary. Our culture craves this space.  

5. EMOTIONAL SPACE.  What are the key emotions the play is dealing 
with/ exploring?  Does the play have an over-riding emotional tone? 
 

Again, Zen Zen Zo’s process starts with us all getting clear on what these 5 
Spaces are in our production.  It’s important that we are all on the same plate 
by the end of the Creative Development period (or before rehearsals officially 
begin). 
 
Physical Space 
“The Kit Kat Club – a decadent Weimar Republic Cabaret.  The KKK is a 
metaphor for both the freedom and the decadence of the Weimar Republic.” 
(Lynne) 
“A dank, seedy & worn-out Cabaret club, AND a simple, well-kept boarding 
house in Weimar Berlin” (Jill) 
“INSIDE: The KKK represents the Other.  It is like an old shoe which over time 
has moulded to the foot of the wearer.  It smells like: humans, sweat, sex, life.  
OUTSIDE:  Nazi Germany represents Oppression.  It is like an empty street 
with a fire burning far off.  It smells like: burning, decay.” (Jamie & Harriet) 
“A seedy, dark, tight, comfortable, sticky Cabaret venue in Berlin called the Kit 
Kat Klub.” (Emma & Merlynn) 
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“Kit Kat Klub & Fraulein Schneider’s building.  The latter is tidy but in 
disrepair (as the men’s jobs have gone undone, whilst the women’s jobs have 
been done impeccably).  There is furniture of a by-gone era but have been 
fixed/repaired so they last.  The Kit Kat Klub atmosphere is like the tension of 
the pre-orgasm explosion.” (Dale, Krystal, Sam) 
“The Kit Kat Klub, a boarding house, a fruit shop: sticky, dusty, stale cigarette 
smoke.” (Earl) 
 
Emotional Space 
“Unconditional Love (love beyond labels) and the cost of that love.” (Lynne) 
“The battle for the freedom to love.” (Jill) 
“Fear and its impact on relationships.” (Matt) 
“The desire to be loved and accepted (in the face of external forces that work 
against that).” 
“Betrayal.  All the characters think they are living in a world where they can 
be free, only to be betrayed.  Cliff feels betrayed by Ernst, and then Sally when 
she has the abortion.  Sally feels betrayed by Cliff when he tries to force her to 
leave.  Herr Schultz feels betrayed by Fraulein Schneider, etc.” (Mel) 
 
Political Space 
“The persecution of Outsiders/ Others by those on the inside (politically);  
Fascism/ Totalitarianism vs. Liberalism.” (Lynne) 
“We are all human – difference is a construct.” (Jill) 
“[The nature of] scape goating.” (Matt) 
“Discrimination of the Other (gender, sexuality, race, religion, politics).” 
(Emma & Merlynn) 
“There will always be an Other.” (Mel) 
“The scape goating of the Other (to avoid responsibility).” (Earl) 
“The importance of acceptance over discrimination.” (Dale, Krystal, Sam) 
 
Intellectual Space 
“The consequences of “being asleep” (ie wearing blinders and not accepting 
reality; people not paying attention to what’s happening around them), and 
not being prepared to take action.” (Lynne) 
“People fear what they do not understand about others & themselves.” (Jill) 
“If it’s a dream you, you’re going to wake up…” (Matt) 
“The perils of blind submission.” (Emma & Merlynn) 
“Action vs. apathy.” (Earl) 
“Don’t believe everything you hear – Nazi propaganda/ Contemporary 
consumer advertising.” (Dale, Krystal, Earl) 
 
Spiritual Space 
“The Jungian archetype of the Shadow” (Lynne) 
“The club is the temple. The music is the prayer. The Emcee is the 
priest/shaman.” (Sandro) 
“The spirits of the victims of the holocaust.” (Earl) 
“The shadow space. The ghosts of the holocaust” (Dale, Krystal, Sam) 
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Creative Development Final Day Questions: 
Some final questions I put to the cast on the Friday of the Creative 
Development week to take stock of where we had come to: 
 
Q1. What is the Meta-Narrative? 
“If power and fear are allowed to dictate, freedom, creativity and life are lost.” 
(Jill) 
“The Other represents what we fear or dislike in ourselves.” (Harriet) 
“What is the cost of freedom?” (Jamie) 
“Fear silences love in a world blinded by intolerance.” (Krystal) 
“Suppression leads to destruction.” (Mel) 
“In the midst of oppression, fear will conquer love.” (Sam) 
“Make Love not War.” (Dale) 
 
Q2. What do you think the unique selling point (USP – “Unique Selling 
Point”) of Zen Zen Zo’s CABARET will be? 
“Transformation. Dripping with sensuality/sexuality and gravitas 
simultaneously.  Beautifully grotesque.  Unapologetic. A celebration of 
Otherness.” (Lynne) 
“To not hide the Shadow” (Ollie) 
“Complete transformation of character and setting happening directly in view 
of the audience.” (Mel) 
“Grit, dirt, and bravery.” (Harriet) 
“Not hiding – uninhibited expression.” (Earl) 
“The physicality of all the performers.” (Sam) 
“Rawness and honesty build on a genuine knowledge, understanding and 
empathy with the people of the Cabaret.” (Jill) 
“A total physical embodiment of the show that comes from researching, 
training, and creating together.” (Jill) 
“An articulate use of audience interaction/ engagement.” (Krystal) 
“A raw, accurate representation of the time – not a glamorised façade.” 
(Jamie) 
“Honesty and rawness.” (Merlynn) 
“Gravity.” (Dale) 
“Transformative elements on stage.  Embracing the visually grotesque.” 
(Emma) 
 
Q3. What is the most important design element we have unearthed? 
“Shadows. Luggage. Pineapples.  Rows and rows of beds (both brothel and 
Auschwitz and performance space).” (Lynne) 
“Shadows” (Emma) 
“Perspective/ size: Big, small, close, restricted, high, low…” (Dale) 
“Sheets/scrim for Shadow play.  Lipstick.” (Merlynn) 
“Bags/ Luggage.” (Jamie) 
“Suitcases – hanging, and large enough so ZZZ actors can be inside them!” 
(Krystal) 
“Imperfection.  All the characters have faults, and mostly they own and 
celebrate them.  The world of the Cabaret is dusty, seedy, broken-down and the 
boarding house is old-world, maintained by Fraulein Schneider.  Fosse’s 
choreography is sexually awkward.  The costumes are moth-eaten, broken 
heels, old make-up, unkempt hair…” (Jill) 
“Transformative chorus costumes between male and female characters.” 
(Sam) 
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“Pineapples.  Luggage.  The wild light of the KKK is keeping the darkness of 
the outside world at bay.” (Earl) 
“Luggage.  Boy/Girl costumes.” (Harriet) 
“Pineapples.” (Mel) 
“Light and shadow.” (Ollie) 
__________________________________________________________________ 
 

One of the concepts that was pivotal to the development of our production of 
Cabaret is Jung’s archetype of the Shadow.  Below is research that I compiled 
on this topic during this process.  It struck me that the Kit Kat Klub was filled 
with characters that had “devoured” their Shadows, as opposed to Hitler who 
was in complete denial of his Shadow.  When the Nazis could not hide their 
Shadow, they tried to annihilate it… 

The Jungian Archetype of the Shadow – Research 

In an individual context, the “Shadow” represents our darker sides, 
characterized by our uncivilized or animal qualities, our unacceptable 
impulses, the chaotic wild selves, our demons, our fantasies, our fears.  
Because these aspects of the self are considered “abnormal”, ethically 
immoral, and often unspeakable within society, we repress them or project 
them onto others.  “Everyone carries a shadow”, Jung claims, “and the less it 
is embodied in the individual’s conscious life, the blacker and denser it is.”  
Jung also says that “in spite of its function as a reservoir for human darkness 
– or perhaps because of this – the shadow is the seat of creativity.”  This is an 
interesting dilemma for the artist, whose “shadow” is often the source of 
inspiration, the muse, the driving passion behind the work.  As the “shadow” is 
usually repressed and disowned, it often appears to us in hallucinations, 
nightmares, and creative dreaming.  

“The Shadow” also has a group expression via the “collective unconscious” 
according to Jung.  This collective psyche often forms the Zeitgeist, or “spirit 
of the age”.  When this collective spirit is driven by the “shadow” - often 
manifesting as fear - mob behaviour and irrational societal responses can 
occur.  Jung cites Nazi Germany as one such a “collective psyche shadow”.  
The Jews were the German’s “shadow” and became their scapegoat.  

The path forward, both personally and collectively, according to Jung is to face 
“the shadow”, to own it, to devour it.  This represents a major crisis both for 
the individual and the society.  But if they can confront it, move thought it, and 
ultimately “eat their own shadow”, then the individual and the group finds 
balance.   

___________________________________________ 

“’Everyone carries a Shadow’, Jung wrote, ‘and the less it is embodied in the 
individual’s conscious life, the blacker and denser it is’.   According to Jung, 
the shadow, in being instinctive and irrational, is prone to project; turning a 
personal inferiority into a perceived moral deficiency in someone else.   Jung 
also believed that in spite of its function as a reservoir for human darkness – 
or perhaps because of this – the Shadow is the seat of creativity.’ 

http: en.wikipedia.org/wiki/Shadow_(psychology) 
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“It embodies chaos and wildness of character.  The Shadow thus tends not to 
obey rules, and in doing so may discover new lands or plunge things into chaos 
and battle.  It has a sense of the exotic and can be disturbingly fascinating. Our 
shadow may appear in dreams, hallucinations and musings. In myth, it 
appears as the wild man, spider-people, mysterious fighters and dark enemies. 

We may see the Shadow in others and, if we dare, know it in ourselves.  Mostly, 
however, we deny it in ourselves and project it onto others.  It can have a life 
of its own as the Other.  A powerful goal that some undertake is to re-integrate 
the shadow, the dark side, and the light of the ‘real’ self.  If this can be done 
effectively, then we can become ‘whole’ once again, bringing together that 
which was once split from us. 

http://changingminds.org/explanations/identity/jung_archetypes.htm 

“The ‘shadow’, is the dark side of the person, characterized by inferior, 
uncivilized or animal qualities which the ‘ego’ wishes to hide from others.  It is 
not “bad” necessarily, but primitive and unadapted; it can vitalize life if 
honestly faced up to. 

The Shadow is all that we abhor, deny and repress, such as power, greed, cruel 
and murderous thoughts, desires, fantasies, unacceptable impulses and 
morally and ethically questionable actions.  It is largely unconscious therefore 
we encounter it in other people, things and places where we project it.  We 
have a fateful attraction to it. (The dynamic/dance of attraction-repulsion). 

Almost everyone has at least one particularly hated person and this hated one 
is a remarkable clue to the most unpleasant parts of the Shadow self.   

There is a personal Shadow and a societal Shadow.  Jung saw the Nazi 
holocaust as an example of a societal Shadow. The Jews were the German 
shadow and became its scapegoats. Rather than acknowledge and accept its 
Shadow, the Germans attempted to annihilate it. 

The collective shadow of a culture is sometimes called the “Zeitgeist”. 

www.geocities.com/minstuff/jung1.html 

“The term “shadow” refers to the “dark side” of the psyche – those aspects of 
ourselves we’ve split off, rejected, denied, hidden from ourselves, projected 
onto others, or otherwise disowned.  In the language of psychotherapy, the 
shadow is referred to as the “repressed unconscious” – repressed because 
we’ve pushed or “pressed” it out of our awareness, and unconscious because 
we’re not aware of it!  This unacknowledged shadow therefore expresses itself 
through distorted and unhealthy means – or what are typically called 
“neuroses”. 

The purpose of shadow work (psychotherapy) is to undo this repression and 
reintegrate the shadow in order to improve our psychological health and 
clarity. 

Much of the time, the things that most disturb, upset, fascinate, or compel us 
about others are actually our own shadow drives or qualities. 

It’s the nature of the shadow to remain hidden from awareness.  At least in 
part, you don’t want to see your shadow. 
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Whether you like it or not, this is your choice: 

Own your shadow.  That is, work to become aware of your repressed 
unconscious drives, feelings, needs, and potentials, and to become able to make 
freer choices in life… 

Or be owned by it.  That is, let your disowned drives and feelings shape your 
life outcomes, entirely apart from your conscious choices. 

There is only one way out: through. 

As the aikido masters know in their bones, what we don’t know can truly hurt 
us, whereas what we do know is always workable. 

Integral Life Practice by Ken Wilber, Terry Patten, Adam Leonard & Marco 
Morelli 

 
One final thought from the Director. 
 At the heart of our interpretation of this wonderful work is a celebration of 
Otherness.  Zen Zen Zo (right back to its roots as a Butoh company) has 
celebrated the Other in society.  The Kit Kat Klub is full of Others – those often 
pushed to the margins by those in power, but who often hold the core truths of 
our times.  I was horrified in my research earlier this year (I travelled to 
Berlin and to Auschwitz in April) to realise that Hitler send these Others to the 
gas chambers systematically – the Jews, the Romani people (Gypsies), the 
homosexuals, the disabled, the women and children, and finally the Cabaret 
Artists themselves.   
 
We have added to our 21st Century Kit Kat Klub the presence of the Asian-
American (Earl Kim) and the Asian-Australian (Merlynn Tong, as 
understudy).  By Earl’s own admission “I couldn’t be much more Othered – I’m 
of Asian descent, I’m gay, and I’m a “bigger guy” (6’3, ~280 lbs).”  It was 
because of this (and the fact that Earl is an incredible singer, actor and 
dancer) that I cast him in the role of Herr Schulz.  
 
If we were ever concerned that these themes no longer needed to be discussed 
in our progressive Australian 21st century society, we were horrified to come 
to rehearsals one day to see the billboard in the bus shelter outside the Old 
Museum defaced.  It was during the controversial “Rip & Roll” ad campaign 
promoting safe gay sex.  Across the chest of the front man on the poster (who 
was hugging his partner) someone had spray-painted “Scum”, and on his 
forehead inscribed the Jewish Star of David.  It was a shocking reminder that 
these issues are still of utmost importance.  As every member of the chorus 
identifies in some way as “Othered”, the message of our production is very 
personal and we gift it to you from our hearts.  This is the message of the final 
scene – the deadly weight that descended upon the rehearsal room the day we 
realised that most of the Zen Zen Zo Cabaret cast would likely have ended up 
in the concentration camps were we still living in Germany during World War 
2.  It is both a reminder of the importance of continuing to fight for acceptance, 
and being grateful for the gift of our contemporary lives in Australia. 
 
Lynne Bradley 
Director, Cabaret. 
25th July, 2011. 
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Before We Begin 
Bringing together a stellar creative team led by Zen Zen Zo 
Artistic Director Lynne Bradley, this production will be a 
no-holds barred portrayal of the politics and sexuality 
that characterised the subversive and decadent cabarets of 
the last days of the German Weimar Republic.  
 
Featuring award-winning Brisbane singer/songwriters 
Emma Dean as Sally Bowles, and Sandro Colarelli 
as the Emcee, the music will be played live by an outrageous 
Salon Orchestra- led by musical director extraordinaire, 
John Rodgers. 
 
Drawing from Zen Zen Zo’s infamous dance-theatre style 
(which combines Butoh, Burlesque, Contemporary, 
Camp), the Cabaret chorus will be made up of Zen Zen Zo’s 
senior company members. Together they will bring to life the 
colourful cabaret world populated by Artists, Romani People 
(Gypsies), Queers, Jews- the marginalised ‘Others’ that 
found a home in 1930s Germany before Hitler came to 
power. 
 
We urge you to use these Teacher’s Notes as a spring board to discover 
more about Cabaret. Links have been provided where possible so please travel 
around cyberspace to further enrich your personal journey. We aim to 
provide information that would be unattainable elsewhere while pointing you 
in the right direction to feast on more knowledge.  
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Insights From  
the Creative Team 
 
Lynne Bradley, Director  

Q: Performance rights to any work are owned by various individuals or 
organisations. What impact have the constraints required by the American 
licensing company of Cabaret had on your direction/ design/ arrangement/ 
choreography? 

A: The licensing restrictions around Cabaret are stricter than any show I have 
ever worked on.  In the world of physical theatre, where we often create not 
only the story-line but also the text (and therefore can cut or change anything 
at any time during the creation and performance process), this has been an 
interesting experience!  The two most challenging aspects for me as director 
have been: 

1) Not being able to cut the length of the show.  Whilst the story, script and 
songs are brilliant (so I'm not entirely sure what I'd cut even if I could!) I'm 
used to directing productions that run for 90 mins maximum.  So not being 
able to cut the length of the show (which runs at 115 mins) has meant that I've 
had to employ a different rhythm with the piece to ensure a completely 
engaging journey to the very last minute! 

2) The credits for the original creative team who wrote the script and music 
were required to be about two thirds the size of the title Cabaret which threw 
out our poster design for about 2 weeks (we literally were having difficulty 
fitting all the information on the poster with the spectacular image that we 
had created for the show whilst still keeping the title large enough to be clearly 
seen!) 

Having said this, I'm a big believer that creativity is born in part out of 
obstacles and constraints.  It follows that often the greater the obstacle, the 
greater or richer the end result.  

 
Tip: To trace Lynne’s fascinating journey along the paths of directing, 
performing and teaching, go to: 

 http://www.zenzenzo.com/Management-Team/Lynne-Bradley  
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John Rodgers, Musical Director 

Q: How does your music design contribute to the collective vision of this show?  

A: I most frequently work as a composer, though I 
don't much like what the term suggests, as most 
music made now and forever has not been 
'composed' at all - in the sense of someone writing a 
prescription on a page that determines everything 
and must be adhered to as law. There is a dangerous 
inherent fascism in that way of thinking- that is NOT 
what Cabaret is about.  

As I am playing in the show, I will approach this 
answer from that point of view. As a player I have, 
for a long time, been primarily an improviser. And 
as a musician generally I have preferred to work 
with improvisers. Though improvisation has been, 
in some way or other, the main way most music has 
been made, the modern sense of the term is most strongly influenced by the 
jazz tradition. Jazz music, from its roots in slavery, has been a music of the 
'other'. A music that sprang from the ability of those who had been considered 
sub-human to not only keep alive their own cultural traditions, but to respond 
to and absorb the traditions of their oppressors, so creating something so vital 
that it completely transformed music making on a global scale. Jazz music is a 
testament to the ability of the 'other' to overcome the oppression that was an 
inherent part of the modern European culture well before the Nazis.  

Cabaret has a similar history, if a less intense birth. It is a style developed by 
socially and culturally marginalised performers that is rooted in the 'low class' 
culture of the European music hall and the bawdy clubs of late 19th century 
Paris, mirroring, to a degree, jazz's early days in the red light district of New 
Orleans. By their operational methods, jazz and cabaret empower the 
performers and their audience, rather than the composer and the institution. 
The performer's duty is to the audience, that particular audience in that very 
moment, and nothing, not even the material being performed, comes before 
that. The audience can, through the vigor of its responses, completely 
transform the performer and the performance. Of course we will play and sing 
the songs from the show Cabaret by Kander and Ebb, but I will always be 
tinkering, listening to the singers and the other musicians and the audience, 
and responding and changing what I do. And I will encourage all involved to 
work in the same spirit. This is why live performance is worth going to, 
especially in these times of digitized entertainment. In this sense I will not 
specifically 'design' the music (to refer to the question), I will try to empower 
all involved to 'redesign' it continually. 

Tip: Google ‘John Rodgers’ to find some surprising information about this 
creative genius! 

 

 

 

 



	  
Teachers’	  Notes:	  Cabaret,	  2011	  
Compiled	  by	  Merlynn	  Tong,	  Zen	  Zen	  Zo	  Physical	  Theatre	  
www.zenzenzo.com	  	  

  15	  

Martyn Fleming, Choreographer 

Q: Being the Artistic Director of Queensland National Ballet and having danced 
ballet nationally and internationally for more than 20 years, what is your 
experience of making this drastic cross to choreograph physical theatre? 

A: Even though I have a firm background in ballet, I have 
always been engaged with the body and movement and 
have kept my eyes peeled for stunning dance- regardless 
of genre. Having said that, I must also acknowledge that 
Zen Zen Zo Physical Theatre and Queensland National 
Ballet certainly possess different styles and techniques! 
It’s amazing to realise how contrasting both companies 
are, especially since we train side by side at the Old 
Museum- our studios are located right beside each other.  

From the first day of rehearsal I am immediately 
conscious of the different styles between both groups of 
performers. Some of my principal dancers came along to 

assist me with the choreography process and to teach the Cabaret cast the 
dances. Having these seemingly opposite forces together in the room created 
something unexpected. The gentleness and refinement of ballet, coupled with 
the raw energy and grittiness of Zen Zen Zo’s Physical Theatre clashed and 
married to produce phenomenal movement and sensibilities of the body. 
Needless to say, this cross-cultural exchange between the two companies has 
evolved to become a fervent romance ever since. It has been a challenging but 
highly rewarding experience to explore the wild world of physical theatre. I 
have no doubts that the performers will create movement that will mesmerise 
and arrest all who come along to play with them at the Cremone Theatre. 

 

Tip: To discover Martyn’s amazing dance journeys around the world, go to: 

http://www.qldnationalballet.com.au/Martyn-Fleming.html  
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Bill Haycock, Production Designer 

Q: How did you approach this production to differentiate it from previous 
conceptions of Cabaret? 
 
As a Broadway musical Cabaret has had a great production history of 
interpretation and re-interpretation from its original Broadway production to 
the much re-worked film version and more recently in a re-written stage 
version directed by Sam Mendes for productions in both England and the US- 
which eventually toured much of the world. 
 
When Lynne first talked about the show to me last year in Hong Kong she was 
clear from the start that Zen Zen Zo would make the work its own in various 
ways and I was thrilled to be a part of that in terms of re-interpreting it not 
only through the skills, approach and bravery of the Zen Zen Zo performers 
but in terms of further refining why it still connects as a piece to a 
contemporary audience. We talked a lot about how the work deals with shadow 
and light and about escape and discovery- and that in many ways we are freer 
to truly and honestly present the reality behind the Weimar world of 
Christopher Isherwood's 'Berlin Stories' as the basis of the work that inspired 
both John Kander and Fred Ebb as writers of the music and lyrics as well as 
the book by Joe Masteroff. 
 
Zen Zen Zo has a proud history of making works that are physical, visceral and 
confronting and we felt this work offered enormous scope to display both those 
qualities but also a sense of text and character; a specific historical reality 
embedded in the story that would develop the work of the Company and push 
into new realms. 
 
So in essence we were aiming for a design that 'quoted' certain key aspects in 
response to previous productions and that come as part of the intrinsic fabric 
of the work as well as try new ways to visualise the world of the piece. 
 
The design resolved itself into a bold fusion of elements that draw from 
research: the painters and photographers of the time like Grosz, Beckmann, 
Dix and August Sander as well as the 
clubs and decadent escapes of Berlin's 
30's nightlife.  
 
The set is a world of light and 
darkness, a world of shadow-play, and 
of flesh and the body. Literally one side 
is black the opposite side white and in 
between is the human world of the Kit 
Kat Klub, a world of pink.... the colours 
of flesh.... and the body. 
 
The colours of the costumes are also within this range- with a small blue shawl 
the only real exception: a small piece of sky clutched by Fraulein Schneider 
when she dreams of happiness with her Jewish shopkeeper, a happiness 
dashed in the show and in reality. 
 
A design comes from a response to a work through a long and exciting creative 
collaboration with the rest of the creative team. Principally Lynne as the 
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director but also fed by Ben as Lighting Designer, the input of the actors and 
responding creatively to the production's practical parameters, of budget and 
time and available resources. The designs have needed to evolve and change 
according to all these factors- and they are the richer for that development. 
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Tip: Intrigued by the artistry of this stunning creator? Click here for more 
about him! 
 
 
 
 
 

http://www.zenzenzo.com/images/stories/Resources/bill%20haycock%20biog.pdf
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Weimar Republic 
“And now we come to the most lurid Underworld of all cities-that of post-war 

Berlin. Ever since the declaration of peace, Berlin found its outlet in the 
wildest dissipation imaginable. The German is gross in his immorality, he likes 

his Halb-Welt or underworld pleasures to be devoid of any Kultur or 
refinement, he enjoys obscenity in a form which even the Parisian would not 

tolerate.” 
 

Netley Lucas, Ladies of the Underworld, 1927 
 
As we progress further into the realm of discovering our passions and reasons 
for embarking on this mad journey of creating Cabaret, we would like to take 
you back on a swift journey through the notorious Weimar Republic. 
 
From 1918 to 1933, the Weimar Republic was a playground for decadence and 
debauchery- there was probably never a time in history where so much 
artistic freedom and expression existed. Here in these sticky lanes also lies the 
birthing ground of cabaret, a raw act that was not subject to any political, 
social or sexual restrictions.  
 
For those of you who desire to know more about the Weimar Republic, go to: 
http://www.milwaukeerep.com/education/documents/Cabaret.pdf	  
We think that this set of Teachers’ Notes by the Milwaukee Repertory Theatre 
(2010) has a great extensive walk-through of all things Cabaret! 
 
The Weimar Republic fell soon after this short age of excessiveness. In came a 
power that was in stark contrast on the spectrum of political ideals- the Nazis 
gained their fascist control over Germany.  It was this sudden descend from 
excessive freedom to suffocating control that further magnifies the tragedy.  
 
Google ‘Weimar Republic + culture’ to find out more information on this 
fascinating period of human history- or if you want a more factual and 
historical overview of the Weimar Republic please visit: 
http://www.malc.eu/history/Weimar-Republic-Germany.general.html 
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Focal Point: 
Celebrating ‘The Other’ 
Zen Zen Zo Physical Theatre has always had an insatiable appetite for 
embracing all those who sit on the fringes of society. We have a passionate 
belief that not only must those deemed by society as ‘Other’ be accepted- they 
should be celebrated. Our fascination for those whom society labels as 
‘different’, ‘unacceptable’ and ‘Other’ stemmed from our co-founders Lynne 
Bradley and Simon Woods’ engagement with the origins of Carnival. They were 
both enchanted by the spectacular ritual of reversal where all roles in society 
were switched- the fool would become king, masters would wait on their slaves 
and the poor would be the rich and powerful- just for a day. This Carnival 
festival, which is seemingly chaotic and comic, possesses a more ritualistic 
power that tremors throughout the festival. A wave of catharsis seeps 
throughout society. Social tension is purged for a day/ a month, resulting in an 
almost magical individualistic equality. A mirror is shone upon all- allowing a 
brief glance at the values and all the dark contradictions of the culture and all 
that we consider normal. When carnival ends, social order is restored but 
everyone is transformed. 
 
Our staging of Cabaret aches to be your Carnival for a night (or more if you are 
willing to come along to play with us!) Together, we will dance with the ‘Other’. 

We step into the rehearsal room each day with this intent in mind. We are firm 
believers that on an individual level, we have to acknowledge and dance with 
our darkest shadows- especially the ones that we find the most unacceptable to 
confront. With regards to society, we find it a necessity to allow our culture to 
acknowledge and embrace those whom society yearns to reject and repress. 
Looking back at history, dire consequences tend fall on those who consistently 
reject their ‘Other’. 

After Hitler came into power in the world of the Weimar 
Republic, those who were considered ‘Other’ were forcefully 
eliminated from society. These people include anyone who 
was sexually, culturally and bodily diverse. Jews, 
Homosexuals, the Romani People (Gypsies), Disabled, non-
Caucasians and many more were either sent to execution or 
worked to their death in concentration camps.  More than 5 
million Jews were executed and an estimated 100,000 men 
were arrested for being homosexual and thousands were 
abused and eradicated. 

A note on the Pink Triangle: Homosexual men were forced to adorn a pink 
triangle on their concentration camp uniforms so they could be identified and 
abused. Zen Zen Zo Physical Theatre members have come together to create 
singlets with the symbol of the Pink Triangle (like the one on the bottom right) 
as a remembrance of those who passed.  

For more information, Google ‘Pink Triangle’ or refer to our reference list. 
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Foyer Voyeur + 
What is Cabaret? 
Throughout the season, live bodies painted in stark white will fill the Cremorne 
Foyer before each show. Audiences are invited to summon the voyeurs in 
themselves to gaze and interact with these performers. The group of 4-6 will 
be practicing Zen Zen Zo’s famous ‘still and roving’ technique that was born 
from years of travelling to festivals where the performers were regularly 
required to self-promote the shows! At the Edinburgh Fringe Festival, when 
the company toured Zeitgeist in 2009, Zen Zen Zo’s roving performance work 
became a bit of a legend and photographs appeared on sites across the world.  

Cabaret is a form of art that interrogates the question of power shared and 
exchanged between performer and audience. The consumption of a performer 
by the audience’s gaze and the political implications of gender, race and power 
arise from the simple act of looking. Our live installation art injects a modern 
cabaret into the audience space to both entertain and 
entrance.  

On our journey to create this work, we have frequently 
come across the question: “What is Cabaret?” We have 
encountered frequent misconceptions and have come to 
our own realization that there is a myriad of ways to 
define Cabaret. Perhaps the art form’s resistance to 
definition is one of the reasons why Cabaret has 
managed to enchant us endlessly.  

We enjoyed watching the video: “The Real Cabaret”. 
This investigative documentary is hosted by Alan 
Cumming and features Liza Minnelli: Watch it on youtube. 

Brecht and Physical 
Theatre 

As we approached Cabaret we acknowledged that our work in physical theatre 
shares many links with Brecht’s Epic Theatre. As with Physical Theatre, Epic 
Theatre utilises the body and voice in a larger than life way to encourage both 
emotional and intellectual engagement, and is constantly looking for ways to 
smash the “Fourth Wall”. Also Brecht uses his Epic Theatre as a means of 
social change. We hope that our work in Cabaret will also encourage a change 
of perspective in how society treats and perceives the ‘Other’. 

Our fascination with this link between Brecht and Physical Theatre has 
propelled us to create a workshop for students who have watched the show. 
This workshop includes several exciting physical exercises, which help 
students explore Alienation techniques referencing specific moments in the 
show. 

WORKSHOP DETAILS  

Dates 9, 11, 16 & 18 August 1.30--2.30pm (capacity min 20 max 35 students)     
Tickets additional $14 per student 
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About Zen Zen Zo  
Physical Theatre 
Our Roots 

ZEN ZEN ZO PHYSICAL THEATRE, founded in 1992 by Lynne Bradley and 
Simon Woods, is an Australian physical theatre company at the forefront of 
contemporary performance and training. Through the PERFORMANCE 
COMPANY Zen Zen Zo produces potent, visceral theatre for local, national and 
international audiences. In addition, the company’s TRAINING CENTRE offers 
a suite of internationally renowned actor training programs which cater to 
professional performers, teachers, students, young people, and anyone with a 
sense of adventure! The PERFORMANCE COMPANY has produced over 40 
new works and gained a reputation for creating theatre of contact, in which 
the relationship between the actors and the audience is at once intimate and 
shocking, compelling and confrontational, ritualistic and profane. Zen Zen Zo’s 
performances draw from the Dark Carnivale that celebrates the edge of human 
experience, exploring the extremity of physical performance to access the 
forbidden. Zen Zen Zo’s 2011 Performance Season includes an explosive 
version of Cabaret (co-production with QPAC and PowerArts), 
2012:Apocalypse (a collaboration with Dairakudakan from Japan) for the 
Brisbane Festival Work-in-Progress Series, and regional tours of Hello 
Spaceboy! and Romeo & Juliet with the Queensland Arts Council. 

The TRAINING CENTRE, which now has branches in both Brisbane and 
Melbourne, includes the: 

• InSchools Program (Workshops, Artists-in-Residence Programs, Youth 
Productions) 

• Weekly Youth / Adult Acting and Physical Theatre Classes (& 
Masterclasses) 

• Teachers’ Training Course 
• Stomp Intensives (Stomping Ground, Winter Stomp, Spring Stomp, 

Melbourne Stomp) 
• Internship Program (5 months) 

 

 

 

 

 

 

 

 

 

 



	  
Teachers’	  Notes:	  Cabaret,	  2011	  
Compiled	  by	  Merlynn	  Tong,	  Zen	  Zen	  Zo	  Physical	  Theatre	  
www.zenzenzo.com	  	  

  24	  

Training Methodologies 

The culture of Zen Zen Zo is grounded in its ongoing commitment to teaching 
and training. The company has developed a strong methodology that draws on 
many traditions in world theatre, primarily from the Artistic Director’s years 
spent living in Japan. The Suzuki Method of Actor Training, Butoh Dance 
Theatre and The Viewpoints are the core training systems that enable the Zen 
Zen Zo actors to explore the craft of acting. It is through the constant 
conversation between these forms, and by reflecting on their place in the 
Australian context, that the company has established a unique style of 
creating theatre and training performers. Whilst the nature of these 
techniques seems, at a glance, distinctly different, the outcomes of cross-
pollinating these Eastern and Western methodologies has created a new 
generation of dedicated, virtuosic and holistic actors.   

To get ready for Cabaret we believe that you need both consistent training and 
pre-performance training. All our Zen Zen Zo performers have not only 
thrived through the 6-month company Internship (that is highly intensive and 
fiercely rewarding), they also train consistently week by week as an ensemble.  
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Core Training 

The core training methods in Zen Zen Zo Physical Theatre are: The Suzuki 
Method of Actor Training, Butoh Dance Theatre and The Viewpoints. 

THE SUZUKI METHOD OF ACTOR TRAINING 

Zen Zen Zo’s core company training is designed specifically to equip actors for 
high energy, physical performance. The primary inspiration for this training 
has come from the Suzuki Company of Toga (Japan) and the Saratoga 
International Theatre Institute (New York). This method takes participants 
through a fascinating minefield of diverse and challenging techniques that 
work towards fusing body, voice, mind and spirit. It integrates a challenging 
spectrum of advanced performance training techniques to cultivate the actor’s 
physical energy, vocal quality and range, concentration, ensemble awareness 
and imagination. Training is a moving experience to witness: the intense and 
personal journeys of fellow human beings of all shapes and sizes as they 
manifest, explore and shape their creative impulses through extraordinary 
physical and vocal forms. Everyone works from their physical being to their 
sub-conscious core to find a new relationship with themselves and the 
performance space they inhabit and energise. Through this method you are led 
to the edges of your potential, the place where learning and self-discovery is 
optimal. 

BUTOH DANCE THEATRE 

Butoh is a contemporary avant-garde dance-theatre form that originated in 
Japan. It has been described as a dance of the senses, of “pure” emotional 
states expressed through the body (instead of through words), of universal 
imagery, of poetry and metaphor. It combines dance, theatre, improvisation, 
and ritual, crossing cultural borders in its search for the universal. At its 
heart, Butoh aims to reveal the unconscious, inner world of the performer, 
stripped of his/her social mask. For this reason no prior movement training is 
necessary, as the classes aim to find each person’s unique physical expression, 
unencumbered by language, tradition or social conditioning. Butoh develops 
deep focus and physical awareness, a rich imagination, courage, and the ability 
to express emotions honestly and openly with the entire body. 

THE VIEWPOINTS 

The Viewpoints is a training technique developed by renowned American 
director Anne Bogart which has been utilised by Zen Zen Zo as one of its core 
training methods over the past 11 years. The Viewpoints focuses on 
reawakening the actor’s instincts through impulse work and play, and 
exploring the basic elements of performance – the body in time and space – so 
that the artist can learn to use them articulately when performing and 
creating new work. The training is all ensemble based, with each actor 
learning to respond impulsively and playfully to their fellow performers. The 
Viewpoints also develops the fundamental performance skills that help the 
actor/ dancer/ performer achieve a dynamic stage presence. 
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Pre-Performance Preparation  

and Exercises 

Both our bodies and minds are relentlessly engaged in the task of creation. 
Every member involved in this show has spent substantial time in libraries, 
websites and museums to collect information and enhance their 
understanding and gravity of the show. Our Artistic Director, Lynne Bradley, 
even made a trip to Berlin and Auschwitz earlier this year to better 
understand the historical context of the show.  

One of the techniques the cast of Cabaret has enjoyed using to prepare their 
characters is scrapbooking - which records their findings, reflections and 
creative suggestions. 

Krystal Hart’s scrapbook 

 

Melissa Budd’s Scrapbook 
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Right before rehearsals, we also prepare our minds and bodies for the task 
ahead. We have included some exercises that can be used in a classroom 
environment in preparation for any performance.  

DANCE LINES 

This is a popular preparation that not only inspires energy and creativity, it 
also promotes the playfulness that ensemble players need in the creation of 
works. Dance lines also make a frequent appearance in our weekly training 
classes. 

How it works: 

1. Play an awesome dance track. 

2. Opt for 1 person to start at the front of the line- this person will be the 
initiator. 

3. Have everyone packed at one end of the room, standing behind the initiator 
in rows of 2-4 people. 

4. The initiator will start a high energy and fun dance move that moves 
him/her towards the other end of the space. 

5. Everyone else follows the same moves and dances across the space! 

 

LINES AND CURVES 

This exercise promotes physical awareness and creativity while 
simultaneously energising the body and mind. The Cabaret cast members 
cultivate a further articulation of their bodies in the course of this warm-up. To 
start off, stand in the same formation as explained in Dance Lines. One person 
can stand at the front to act as the demonstrator. This exercise asks for the 
group to move across the space with different requirements. 

Round 1- Lines: Play music with a clear rhythmic beat which encourages sharp 
and fast movement. Move across the space by using your body to create only 
lines. Additional challenge: Try to stick to the beat of the music! 

Round 2- Curves: Play a more soothing tune. Move across the space by using 
your body to create only (you guessed it) curves. Additional challenge: Try and 
get to the ground once, do at least 2 turns and 1 jump. 

Round 3- Popping Lines: Similar to Lines in Round 1, but this time, after each 
time you hit the beat, try and quickly relax your muscles then proceed to 
‘catch’ the next beat with another line movement. This creates a jerk in your 
body. How well can you ‘pop’? 
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CHARACTER RELAY 

This exercise helps the cast further understand the characters that they are 
developing for the show. Instead of relying only on pure ‘head work’ by sitting 
at home and researching (as mentioned, we do this at great length in 
preparation for each show), this warm-up ignites inner impulses that spring 
up from a deeper place and sometimes reveal surprising facts about the 
characters. 

How it works: 

1. Have the all the participants stand in a single row at one end of the room. 

2. Give everyone 1 minute to get into the minds of their character. 

3. The group leader shouts out a question to the room. If the answer is true for 
your character, run across the room. This reaction has to be immediate with 
minimal thought. Once the group leader feels that the group is ready, he/she 
can give the other individuals the opportunity to ask questions. 

Some examples that we have used in the room so far include: 

-‐ Is your father proud of you? 
-‐ Did you enjoy your breakfast this morning? 
-‐ Do you like jazz music? 
-‐ Was your childhood a happy one? 
-‐ Do you like Sally Bowles (lead character in the show)? 

 
This fun little game can be extremely useful in revealing facts about your 
character that you were not even conscious of! The sub-conscious in a human 
being’s mind is very powerful and it is a necessary and surprising source of 
information in the creative works! 
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Cast and Crew 

CREATIVES 
 
Director:      Lynne Bradley 
Musical Director:     John Rodgers 
Set and Costume Designer:   Bill Haycock 
Lighting Designer:     Ben Hughes 
Choreographer:     Martyn Fleming 
Chorus Leader/Assistant Choreographer:  Dale Thorburn 
Assistant to the Choreographer:   Pryce Brown 
Wardrobe Co-ordinator:    Nathalie Ryner 
Head Cutter:     Gayle McGregor 
Costume Makers:    Nathalie Ryner & Gayle McGregor 
  
 
 
CAST 
 
Sally Bowles     Emma Dean 
Emcee      Sandro Colarelli 
Cliff Bradshaw     Matthew Hadgraft 
Ernst Ludwig/Chorus    Sam Plummer 
Fraulein Schneider/Chorus   Jillian Geurts 
Herr Schultz/Chorus    Earl Kim 
Fraulein Kost/Chorus    Krystal Hart 
  
Chorus:      Harriet Devlin 
       Mel Budd 
       Dale Thorburn 
       Jamie Kendall 
                                                        Oliver Skrzypczynski 
Orchestra Members:    Mitch Green 
              Daniel Hirsch 
       Nick Laganin 
       Tom Morison 
       Matt Hunter 
 
 
 
PRODUCTION CREDITS 
 
Production Manager:    Alex Loh 
Stage Manager:     Joshua Green 
Assistant Stage Managers:               Merlynn Tong  

Katie Williams  
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Further Reading (Sourced by Alana Hoggart) 

Hungry for more information? Our company Intern, Alana, has complied a list 
of websites and some books that we trust would further open your eyes into 
this luscious and decadent world of Cabaret. 

Other Teachers’ Notes 
We hope that you have enjoyed our somewhat radical take on approaching our 
Teachers’ Notes! If you feel like you would still like to get your hands on some 
more structured information regarding sypnopsis, character, Weimar Republic 
and so forth, we think that this set of Teachers’ Notes by the Milwaukee 
Repertory Theatre (2010) has a great extensive walk-through of all things 
Cabaret! 
http://www.milwaukeerep.com/education/documents/Cabaret.pdf	  
	  
 

Cabaret and the Weimar Republic  
This section provides you with more information on the non-fictional stars of 
the Weimar Republic’s Cabaret scene 

What is Cabaret?  
http://www.musicals101.com/cabaret.htm 

Cabaret in Berlin 
http://www.cabaret-berlin.com/?cat=3 

Women and Weimar Germany in the 1920s  
http://musingsusingsandloosethings.blogspot.com/2009/04/women-and-
weimar-germany-1920s.html 

The German Cabaret Movement during the Weimar Republic 
Alan Lareau, Theatre Journal, Vol. 43, No. 4 (Dec., 1991), pp. 471-490  

Some books to mull over (we actually bought, borrowed and carried some of 
these books with us to Montville with us for our Creative Development 
process!): 

Berlin Cabaret  (Studies in Cultural History) Harvard University Press, 
(1993) Peter Jelavich. 

“The Roaring Twenties: Cabaret and Urban Entertainment,” in Weimar 
Republic Sourcebook, Carl von Ossietsky, “The Public Nuisance.” 

Selling sex in the Reich: prostitutes in German society, 1914-1945  Oxford 
University Press, (2010) Victoria Harris 

 

Weimar Republic Society  
For a more factual and historical overview of the Weimar Republic please visit: 
http://www.malc.eu/history/Weimar-Republic-Germany.general.html 
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“The Other” In Nazi Germany 
The term ‘the Other’ is borrowed from the works of cultural theorist Michel 
Foucault, and refers to the margins of society.  At the time of Hitler, and 
according to the Nazi doctrines, these included the Jewish people, 
Homosexuals, Non-Caucasians, Romani and Sinti (Gypsies), the physically and 
mentally disabled – anyone who the Nazis concluded to be of non-Ayrian 
decent or deemed “useful” to society. 

How were the minorities were treated? 
 http://www.pink-triangle.org/	  

Homosexual Victims 
http://www.hardenet.com/homocaust/pinktriangles.htm 

Want a complete overview of the Holocaust?  
http://www.ushmm.org 

For more detailed information on the concentration camps please read: 
http://en.auschwitz.org  
http://www.auschwitz.dk/auschwitz.htm 

The Gaze  
We mentioned the role of power between performer and 
spectator/witness/audience. If you are keen to go deeper and explore the roles 
of voyeur, witness and spect-actor in cabaret culture, you’ll enjoy these 
articles below: 

A Masters thesis on Cabaret and Feminine Empowerment 
http://scholarworks.sjsu.edu/cgi/viewcontent.cgi?article=4676&context=etd_t
heses&sei-redir=1 - search="feminist theory cabaret" 

Women, Monsters, and the Masochestic Aestheric in Fosse’s Cabaret, Linda 
Mizajewski, Journal of Film and Video, Vol. 39, No. 4 

Spectatorship, Narrativity, and Feminist Revision (Fall 1987), pp. 5-17 
Published by: University of Illinois Press on behalf of the University Film & 
Video Association. 
http://www.jstor.org/stable/20687790 

Gazes in Conflict: Lola Lola, Spectatorship, and Cabaret in The Blue Angel, 
Jennifer Williams , Women in German Yearbook, Vol 26:1, 54-72 (2010) 
http://muse.jhu.edu./journals/women_in_german_yearbook/v026/26.williams.
html 

Brecht 
For a quick overview of Brechtian Theatrical Conventions: 
http://www.usq.edu.au/artsworx/schoolresources/mothercourage/Brechtian 
Techniques 
http://kirjasto.sci.fi/brecht.htm 

The Three Penny Opera was one of the most influential pieces of theatre in the 
early 1920s. It was the first of its kind to incorporate political perspective and 
sounds of Berlin’s underground cabaret and dance band genre. 
http://www.threepennyopera.org 
http://www.enotes.com/threepenny-opera	  
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Physical Theatre 	  
Resource List 
Physical Theatre 

Callery, Dymphna (2001) Through the Body: A Practical Guide to Physical 
Theatre. New York : Routledge  

Tait, Peta (1998) Performing Sexed Bodies in Physical Theatre: Our 
Australian Theatre in the 1990s. Rodopi, Amsterdam 

The Zen Files: A History of Zen Zen Zo Through Reviews, Articles and 
Interviews. 1992-2008 Zen Zen Zo Physical Theatre (2008) 

Zarrilli, Phillip B. (1995) Acting (Re)Considered. Routledge, New York 

The Suzuki Method 

Allain, Paul (2002) The Art Of Stillness. London: Methuen 

Allain, Paul (1998) Suzuki Training in The Drama Review 42.1, p 66-89 

Brandon, James (1978) “Training at the Waseda Little Theatre: The Suzuki 
Method.” The Drama Review 22.4: 29-42 

Carruthers, Ian (2004) The Theatre of Tadashi Suzuki. Cambridge University 
Press 

Pippen, Judy (1998) “Ranged between Heaven and Hades: Actors’ Bodies in 
Cross-Cultural Theatre Forms.” Australasian Drama Studies April: 23-34 

Suzuki, Tadashi (1986) The Way of Acting: Theatre Writings of Tadashi 
Suzuki. New York, Theatre Communications Group 

Woods, Simon (1996) Suzuki Training and the Martial Arts: A Comparative 
Study. Honours Thesis, Queensland University of Technology 

Woods, Simon (2006) Suzuki and Beyond: Adapting the Suzuki Method. 
Masters of Philosophy, University of Queensland 

Butoh Dance-Theatre 

Holborn, Mark & Hoffman, Ethan (1987) Butoh: Dance of the Dark Soul Hong 
Kong, Sadev/Aperture Foundation 

Klein, Susan Blakely (1988) Ankoku Buto:The Premodern and Postmodern 
Influences on the Dance of Utter Darkness Ithaca, Cornell University East Asia 
Papers 

Marshall, Jonathon (1995) “Bodies Across the Pacific: The Japanese National 
Body in Performance Technique of Suzuki and Butoh.” Antithesis 7.2: 50-65 

Saunders, Vicki (1988) “Dancing and the Dark Soul of Japan: An aesthetic 
analysis of Butoh.” Asian Theatre Journal 5.2:148-163 

Slater, Lizzie (1986) “The Dead Begin to Run: Kazuo Ohno and Butoh Dance.” 
Dance Theatre Journal 4.4: 6-16 

Viala, Jean & Masson-Sekine, Nourit (1988) Butoh: Shades of Darkness. 
Tokyo, Shufuntomo 
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The Viewpoints 

Bogart, A. & Landau, T (2005) The Viewpoints Book: A Practical Guide to 
Viewpoints and  

Composition New York: Theatre Communications Group 

Bogart, Anne (2002) A Director Prepares. New York: Routledge 

Bradley, Lynne & Woods, Simon (2000) “Encounter with Viewpoints” Ignite 
Vol. 3 1999-2000: 63 

Dixon, Michael & Smith, Joel A. (1995) Anne Bogart : Viewpoints Lyme, NH : 
Smith and Kraus 

Lampe, Eelka (1997) “Disruptions in Representation: Anne Bogart’s Creative 
Encounter with East Asian Performance Traditions” Theatre Research 
International Vol. 22, No 2: 105-110 

Myers, Misha (1998) “Viewpoints and the Suzuki Method” Total Theatre 10/3 

 
MERCHANDISE: Video Recordings and more 
Keen on buying some of our DVDs?  
Go to: http://www.zenzenzo.com/Shop/DVDs-and-CDs 
 

Some of the videos include: 

Butoh and Beyond [video recording] HUSH School of Mime and Non-verbal 
Theatre, 1998. (www.hushvideos.com) 

Zen Zen Zo Physical Theatre DVDs 

(1996) The Cult of Dionysus [video recording] 

(2000) Unleashed [video recording]  

(2006) Romeo & Juliet [video recording]  

(2008) Zeitgeist [video recording] 

(2009) The Tempest [video recording] 

(2009) Butoh East & West: The Making of GAIA [video recording] 

! Documentary with classroom exercises! 

(2009) Inside The Tempest: Physicalising Shakespeare [video recording] 

! Documentary with classroom exercises! 

 

 
 


