


“Anyway, isn't it beautiful to end up somewhere?”

Paul Claudel

The Exchange by Paul Claudel is a major play in the French theatrical land-
scape. But the classic masterpiece was unknown in the UK. Echange Theatre Com-
pany has worked on a new BILINGUAL translation and gave the British Premiere
of the play. It is no ordinary production as some parts remained in French and used
subtitles to stay true to the origins of the characters.

The creation of The Exchange by Paul Claudel is a key show for Echange
Theatre Company (ETC) because it reflects perfectly the purpose of the company. It
is a classical French text, with American characters, which speaks to the whole
world. The play deals with the ideas of interbreeding and exile. Today more than
ever, The Exchange seems the most contemporary choice.

The play is the first directorial work by David Furlong, a French-Mauritian actor
trained in Paris (National theatre of Chalillot), it was only selected once by The Hack-
ney Empire in London to close the Spice Festival in July 2007.

You will find all the required artistic information. There are no special technical
requirements. The piece is a highly visual and sonic experience, employing the use
of Live Footage, and multi-lingual performances with subtitles.

In the following, you will find,

The presentation of the Director David Furlong

The background of The play in the world litterature.

The vision of Echange Theatre Company

The Curriculum Vitae of The Company and its multi-cultural team

The review of The Paul Claudel’s society.

An interview of David Furlong, artistic director of Echange Theatre Company.

Contacts: +447875295917 or david@echangetheatre.com






« | am myself every single character, the actress, the abandoned wife,
the young and wild free spirit, and the calculator» paul claudel

David Furlong —The Director

David, born in Mauritius, was educated with both English and French. He has
Indian and European roots and a British culture. However, he grew up in Bordeaux.
He started theatre with the theatre of La Pergola. He was then able to perform and
rehearse at the same time numerous French classics and even vaudevilles and
farces. He performed L'avare, Douze Hommes en Colere, Le Jeu de 'Amour et du
hasard, Ruy Blas, Aladin. He was also a student at Arts du spectacle University.
Then, after having experienced the reality of performing, he wanted to dig deeper
into the art of theatre and set off to enter one of the National School.

He entered the French National Theatre of Chaillot where he studied with vari-
ous international directors including Deborah Warner, Pierre Vial, Jean-Claude Du-
rand, Jacques Livchine, Jose Pliya and Hans Peter Cloos. He explored major texts
and approaches and performed Brecht, O’Neill, Moliere, Hugo, Pasolini, Tchekov.

In Paris David also joined the Theatre de L'Equipe where he took on leads
such as Montserrat, or Camille in La puce a I'Oreille. He also co-founded in France
Yanka Company with his Chaillot promotion and developed for three years new con-
temporary forms and works in Paris and Avignon with Michel Lopez, lano Latrides
and Hans Peter Cloos. He played the shaman in Le Gouffre, the father in Dea Lo-
her’s Tatowierung and Mister Kolpert in Herr Kolpert by David Gieselman.

David moved to London to explore the diversity of his origins and his partly
British culture. He joined the crowd in Deborah Warner’s Julius Caesar, and played
the Indian character Phagulal in Red Oleander_ by Indian Nobel Prize winner Rabin-
dranath Tagore, directed by Kevin Rowntree, and Boyet in Love’s Labours lost by

Shakespeare.

At this time, David Furlong realised that
there was no point looking for his roots as his work
was rooted in the diversity of his influences. After a
brief homecoming in Mauritius, he decided to create
his own theatre company, Echange Theatre, as a
cultural and multi-lingual bridge. His choice of a di-
rectorial debut went straight to The Exchange, as it
contains themes of exile and interbreeding that were
the foundations of Echange Theatre.

Since The Exchange, David Furlong has di-
rected three shows for the company but it remains a
rare show, combining technologies and multi-
lingualism, a landmark in his work that deserves to
be seen across Europe as a way of going beyond
barriers. The Exchange is a show about identity,
should it tbe he one of the playwright, the director or
the audience.
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July 2007:  The Exchange by Paul Claudel — Spice Festival 2007, Hackney Empire.

Directed by David Furlong. With Fanny Dulin, Toby Manley, Anna Ruben, Kevin Golding. Sound design and original
music: Dilan Hookooomsing. Lighting design: Will Gallegos.

October 2007: BUSINESS by David Furlong — Pleasance _ Theatre studio.
Written and directed by David Furlong. In co-production with Medialex. With Paul Bruce, Alexandre Liaume and Allen
Lidkey
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November 2007: _ British Premiere of BAL TRAP by Xa___vier Durringer — Stoked Festival.

Translated by David Furlong and Fanny Dulin. Directed by David Furlong. With Fanny Dulin, Hannah Lean, Robert
Shilton, John McQuaid and the musician: Dilan Hookoomsing
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July 2008: Translation of madame’s Late Mother by G ___eorges Feydeau, Rosemary Branch theatre.

August 2008 THE FLIES by Jean Paul Sartre — Camde _n People’s theatre / Camden Fringe.
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Paul Claudel explains that the action of the play must take
place in "an American middle age" Generally speaking,
"middle age" is associated with a troubled and dark period.
This is, for Claudel, a pretext to describe a country torn bet-
ween its contradictory expectations: a quarrelsome story
and the hope of a bright future.

When looking closely at such a description and comparing
it to the present time, are we not still living in "a middle
age"? Today.s world is lost between its ideal, its doubt and
the fear of a growing threat. Since 9/11, aren.t we living in a
world of new crusades?

Considering the first indication of Claudel, he would per-
haps be interested in setting The Exchange in our time.
The play was written in 1893 but already dealt with the
contradiction between money and spirituality, Claudel.s
work is universal.

Claudel belongs to a ge-
neration that suffered spiritually
and ideologically from deep
doubts about human civilisa-
tion.

He is like TS Eliot, Virginia
Woolf in England or Joyce in
Ireland; a symbolist poet-
confronted with a world of wars.

Paul Claudel was exactly the op-
posite of how a poet can be per-
ceived. Always ahead of his ti-
me, he constantly projected him-
self towards the future. He was
constantly praising every means
and instrument of communica-
tion and transport: nowadays
Claudel would be fond of the In-
ternet and of all the facilities that
make the world a better place to
connect. In 1893, Claudel wrote
The Exchange; he was only 25.






A contemporary vision

While on duty in New York, he wrote The exchange, a play inspired by his own ex-
perience as an exiled man. The exchange is a major play of the French landscape.
and has not been played in English for the last thirty years. Echange Theatre Com-
pany has found a unique translation by American Professor Emerita of Humanistic
Studies Louise Witherell, which is not published in England. This is a unique oppor-
tunity to discover Claudel in English.

« A swing hung to a stand or whatever.»

Claudel doesn’t give more indication at the beginning of the play. In a century where
playwrights used to give two pages of description to set the atmosphere, Claudel
goes straight to the point. In the scenery of the Exchange, with the set designer Paul
Wallis, ETC also goes to the point with a contemporary scenography free of unne-
cessary artifices. Following the way used by Patrice Caurier and Moshe Leiser,
theatre and operas directors, who despise only-fashionable images creators, the vi-
sual of the play could be anything we would like as long as the audience sees a
strong link between the words and the images.

« In their various disguises, have they ever stopped being around? »

In a letter to director Jean-Louis Barrault, Claudel writes « here they come again,
today, emerging from an eccentric past (.), reappearing (.) to ask for their authentici-
ty, their presence ». When Claudel confesses his writing is fed by an « eccentric
past », he refers to two world wars, to the colonial conflicts and to his own experien-
ce as a world citizen: all those events have occurred to the world and consequently
they have occurred to The exchange. This is exactly our approach. We wish to show
this authenticity with ETC because it is necessary. When it became obvious to direct
The exchange, | didn.t know how much | would feel personally interested by its wri-
ter. While studying his work and therefore working with him, | realised that as a
young artist | can relate to Paul Claudel more than | expected. We all relate to him.
And as he says we have to find out what kind of disguise his characters wear today.

Echange Theatre Company proposes a vision inspired by both the recent history
and the modern world. The use of new technologies, of world popular music and of
several languages is a way to break the traditional codes of direction and to go
beyond the cultural borders. Claudel was also living at the same time as Kafka and
Gombrowicz who worked in Eastern Europe. The direction intends to get closer to
the humour of these absurdist pioneers. On our stage, a fridge and a television: ne-
cessary and superfluity. Two set components, to attract the attention: A television
set as a dream machine, an interfering set component, a black box playing absurd
images. A fridge, the only prop that links the characters to the material world, an ele-
ment to remind of the need to keep the fridge full, in order to survive and for which
money is necessary. But very soon, those elements will be deviated from their origi-
nal function : the TV will become the sub-title machine in this bilingual and the fridge
will appear as a neverending labyrinth. As the play helps going from one era to ano-
ther, the music will illustrate this journey thanks to very radical choices: traditional
Californian pop music, popular folk songs, psychedelic guitar heroes, and even re-
cent hip hop hits

David Furlong






Kevin Golding
Thomas Pollock

Nageoire

Kevin Trained at the British
American Drama Academy.
He has performed in various
Shakespeare plays, in new
plays and also well known
classics including The Chap-
lin in Mother Courage
(Nottingham Playhouse). His
TV and film credits include:
Footballers Wives, Alex
Zanes House of Games,
Canterbury Tales — The Mill-
ers. Films include: Greg
Hall's award winning film
"The Plague" and the soon to
be released film “Badinage”.

Paul Wallis

Fanny Dulin

Marthe

Fanny began her training in
France before joining The
Bridge Theatre Training
Company in London. While
in training, she played Hyp-
polita in A Midsummer
Night's Dream and Flora in
Harold Pinter’s Slight Ache.
Her other credits include:
Bella Lambert in Operation
New Life, Cinderella in Cin-
derella, Pilate in The Mystery
Plays directed by Mark Bow-
den, Anne Marie in Premier
Amour for Onatti Company.
Fanny is the administrative
director of Echange Theatre
Company.

Toby Manley

Louis Laine

Toby's most recent work in-
cludes Look Left Look
Right's critically acclaimed
verbatim play “Yesterday
Was A Weird Day”, concern-
ing the July 7th bombings,
transferred from the Edin-
burgh Fringe Festival to the
BAC. He has also featured in
several commercials, namely
“Lynx Click”, “Playstation” &
“Burger King”, however not
all aired in the UK — appar-
ently he's quite famous in
Romania! Toby is thrilled to
be part of Echange Theatre
Company's inaugural pro-
duction.

Set designer, scenic construction and scenic art

Anna Ruben

Lechy Elbernon

Anna studied in Los Angeles
with Uta Hagen and Larry
Moss. She then worked in
shorts, features, commer-
cials (notably Cupids pro-
duced by Fox), pilots for
Comedy Central and roles in
Seventh Heaven and Felicity.
Back in Europe, Anna contin-
ued demonstrating her co-
medic skills in pilots for Ca-
nal Plus. Other credits in-
clude voice over for Trans-
porter Il and most recently
the film Last Hour. This is
Anna’s first appearance in
London.

Paul Wallis studied theatre design at Central St. Martins College of Art and Design. He has designed pro-

ductions for The Ashford Youth theatre, Kent Opera, Lewisham College and at The Battersea Arts Centre and
Cochrane theatre, London. Paul has design-assisted productions for The Birmingham Rep, The Royal Opera
House, Kent Opera, Battersea Arts Centre and Manaus Opera (Brazil). He is currently a lecturer of theatre design
for Lewisham College and Central St. Martins summer school.

William Gallegos Lighting designer

William has recently graduated from Rose Bruford College with a degree in Lighting Design. He was born
in France with and English father and French mother. He, then, moved to the Netherlands where he first became
interested in theatre lighting at the American School of The Hague. William came to London to study lighting and
to explore his passion for lighting design. He is now working his way up in the industry and constantly trying to
manipulate light and create images within theatre. William is delighted to be part of this collaboration with
Echange Theatre Company.

Dilan Hookoomsing Sound designer and music composer

Dilan was born in Mauritius. He studied sound in Marseille, France at the “Département Satis de I'univer-
site de Provence”. He has worked as a sound engineer for the Dance and Music festival of Marseille several
times. He is the guitarist of “A Riot in Heaven” a mauritian rock band.

Echange Theatre Company is newly established in London in order to perform and promote the

Francophile theatrical heritage in English. With the use of cultural diversities, new technologies, our

work follows the path of contemporary creators such as Robert Lepage or Deborah Warner
www.exchangetheatre.com






The Exchange in London.

As a background, the wide painting of a beach. A set reduced to its minimum. To the
right, a pink fridge from the 50’s, big and curvy, and a hammock where an acoustic guitar
stands; to the left, a Tv set. With a musical background from the Beach Boys, Louis enters,
carrying a surfboard. This opening gives the tone to all that is going to follow, because Da-
vid Furlong wants the audience to see in Claudel’s text a contemporary message.

The way he uses to match his statement is interesting. First of all, the original use of
the props.The guitar, for a start. Louis’ nostalgic memories of his first encounter with Mar-
the are put in music. The folksong he sings and plays himself -an very simple air — captu-
res with perfection the simplicity and the beauty of their first moments.

The television is immediately deviated from its original function. As soon as Louis
starts to dream aloud (« | fly in the air like a hawk, like the hovering falcon... »), this dream
machine ‘awakes’ to accompany every allusions he makes with some footages found
among old movie archives. When Thomas Pollock Nageoire pronounces a speech on the
dollar (« Glory be to the Lord who gave the dollar to the man ... »), the screen lights up
again. This time, however, we see himself speaking. Out of sight, an assistant is filming.
Louis watches him on the TV. The audience watches them three. Nageoire, Louis, and Na-
geoire on TV. The same idea is used when Lechy starts her crazy monologue around thea-
tre, but this time Louis takes the video-camera himself to underline his enthusiasm. But
most important, it's a trick who put the emphasis on the ambiguity of the themes that Lechy
talks about : she says « Look » ; « Something unreal seen as truth ». Where is the truth ?

But we're not done with the Tv yet. At the beginning of Act Three, lying down in the
hammock, Marthe reads a letter she wrote to her parents in French; the translation ap-
pears to the left on the screen as subtiltles. And it’s on the televison, of course, withh the
actors, that we see the fire at the end. An elegant solution !

As for the fridge — gigantic, part of the backwall - , he turns into a magical cornuco-
pia, a satirical image of our society of consummation. In the original script, when Nageoire
takes out of his pocket a pack of dollars, Claudel made Louis saying: « What is it that he
pulled out from the fridge ? » In David Furlong’s direction, to the marvel of the audience, it
is indeed from the fridge that he pulls it out. u’il les retire. A briefcase full of banknotes to
be precise. Louis hasn’'t got any pockets ? Nageoire goes to the fridge again and pulls out
a brand new suit. Later on, Lechy would use it as a dressing room. And towards the end of
the play — which reminds a lot of the first written version- Lechy, drunk, after having killed
Louis with gunshots, tries to hide his body in that fridge.

But enough of the props. What about the actors, and the translation ?

To tell the truth, we didn’t get the impression that it was a “translation”, as the dialo-
gues were so fluids, easy, idiomatic. The delivery of Toby Manley (Louis) was full of verve
and captured with success the personality of a young enthusiast man, naive, looking for
« the American dream ». Anna Ruben — impertinent, impudent, sexy « a I'américaine »—
succeeded in giving life to Lechy, being at the same time captivating, fun, and pitiful. It's a
French actress (Fanny Dulin) who created the part of Marthe, with a very good english.
Serene, without pretentions, she did not have any difficulties to play her role of a solid
landmark. But it's Kevin Golding’s Thomas Pollock Nageoire who was the big surprise. A
black man, he uses a musical and rythmic speech —through which he savours every word-
and that evocates the delivery of afro-americans predicators. An ingenous transposition of
the Claudelian musicality. And in spite of his strong presence, he succeeds in presenting a
sympathetic Nageoire.

In conclusion, we were given an Exchange « cool as fresh milk » (Paul Claude - Art
poétique). We laughed a lot, but didn’t miss the complexity of human nature. The original
direction of David Furlong offers to the british public a approachable Claudel, without be-
traying the poet. Claudel himself said « Sous des déguisement divers, ont-ils jamais cessé
d’étre la ? » While reading the play again after this representation, | saw it under a new
light. Good sign, it seems to me. Let’s hope there will be a « reprise », a longer run.



Jermyn Street Theatre, 25th July 2006. British Premiere of The Exchange.

Michael Donley : David, The Exchange is your first directorial work in the Uk ?

David Furlong : In England, yes. | share my life between Paris and London and |
worked in France as a director and as part of a devising team. And as an actor of cour-
se. But The Exchange represents my first work as an artistic director with my own com-

pany.

MD : In the artistic file, you say that you were influenced by the ‘méthode Vite-
zienne’. Can you tell us a few words about it ?

DF : With pleasure. When Antoine Vitez directed the French National Theatre
and created the National School of Chaillot — which is where | trained— he brought so-
mething very new and special, it was in the eighties. | remember when | watched for
the first time some videos of his work — The Mysanthrope, for example — what hit me
every time was his way of making the text so modern and contemporary ! And that's
precisely what | aim to do myself with ETC with the promotion of french plays in en-
glish.

MD : Which leads me to ask you why you chose, as a first work, this play and
this writer?

DF : | was looking for a play that could carry the identity of the company, espe-
cially for our first show. | had some other ideas, but it became suddenly so obvious :
The Exchange was the best. | even took the title for the name of the company.

| had know the play since | was a student. | had always been attracted to it be-
cause of the themes of exile ... and interbreeding. Those topics are dear to my heart. |
was born in Mauritius, | am not really French, but not really British either... You see...
Then, | was first attracted to the character of Louis and when | started to research the
play in depth, | began to realise that there is a link between Claudel’s journey and mi-
ne.

MD : What about the translation ? ... Did you face some problems in this mat-
ter ? It's particularly difficult to translate Claudel — especially in English, | think. He
said himself in one his first letter to André Gide, that a translated Claudelian play
seems like « an opera without music ».

DF : Some problems ? Yes, quite a few. Thanks to the Paul Claudel Society, |
made contact with Louise Witherell, who lives in the Wisconsin and who did a transla-
tion of the play (2nd version) in 1974. She authorized me to use her work which is qui-
te poetic , but... you know, years have passed. | needed something more up to date.
Then | discovered an existing translation from New-Zealand, written by France Hervé
and Stephen Baine

MD : When ?

DF: In 1997 or 1998. It's true that their translation is more modern, but they
made far too many cuts. | wasn’t satisfied. In the end | had to create my own version.
The two others translations were essentials, of course. | learned a lot while reading
them, especially in terms of grammar. But on the contrary, very often, | had to use dif-
ferent words and expressions for the style. As a French speaker who knows English
very well, | could be true to the original text. But the support of their very good English
was necessary.

(continues next page)



MD : If | can quote your artistic file again, | see that that
you describe Claudel as a « playwrite of the doubt ».
That could be very surprising to some people on this si-
de of the channel — if they ever heard of Claudel- who
tend to put him aside as an overconfident writer, full of
certainties. | think | see what you mean but can you tell
us more about it?

DF : Well, most of the people — and not only here in
England — make a big mistake concerning Claudel. Cer-
tainly because they only consider the last part of his life
when he was a fervent old Christian. However, he was
only 25 when he wrote The Exchange !

MD :  And you ? How old are you ?

DF : 25 precisely! It was very easy

for me to try to imagine his situation
and | felt close to him. At my age, he
was alone, exiled. But he was a
« visionnaire »... He saw things at the
time that are now reality. Despite
what many people think of him, he
was deeply in projection towards the
future. Today, for example, he will
praise the Internet ! His doubts ?...
They were on our civilisation, our
western society, he already saw [I'é-
branlement général des certitudes.

MD :  Claudel (...) says that there is two different ways to
perform The Exchange: a soft acting, grey, delicate as so-
me “musique de chambre”, or a violently, colored, excessiv,
almost caricatural game , like a Van Dongen’s painting. He
added that he had a slight preference for the second option.
What about you ?

DF: Oh Yes! Metoo! Inthe end, for me, The Exchange
is a «feel-good play » ! A piece of clever entertainment ...
The directors focus too much on the break-up between
Louis and Marthe. But, never the less, the title is not “The
break up”, but The Exchange . An Exchange that could lead
to something else, maybe to something better !

MD : Absolutely ! And it's too often forgotten that it's not a
realistic or naturalistic play. It's incredible to say that there
is no comical elements !






