who have attracted a kind of cult following since
they first made their debut at the Fringe — the
Mock Chicken and-or Theatre Loaf performing
Jeffrey Hirschfield’'s Elmo’s Rainbow, and Teatro
La Quindicina in Stewart Lemoine’s The Vile
Governess and Qther Psychodramas, described
in the Fringe program as follows: “an Ibsenesque
romp-a-web of Gothic terror envelops a bourgeois
family and a lovable dog.”

As has been the case since the inception of the
Fringe, patrons who had the patience and stamina
to queue were entertained by an assortment of
precocious buskers throughout the afternoon
and evening, although these tended to disappear
when the weather grew foul, as it did frequently
this August in Edmonton. In fact, some came
only for the outdoors entertainment, either
prefering the price of “pass the hat,” or simply
being unaware of what was going on inside.

The Street Fringe featured jugglers and magicians
such as Stan Sinberg from New York, the Mud
Bay Jugglers from Washington, the Sak Theatre
from Florida, and Bossin’s Home Remedy for
Nuclear War from Vancouver, one of the few
Canadians present. Perhaps Canadian weather

is less conducive to street theatre than weather
south of the border. This proved the case with

a production of Lone Star by the Little Apple
Theatre Company, Toronto. It opened in the
alley behind the Strathcona Hotel, but was forced
to move indoors because of the persistent rain
and the complaints of the residents of the Strath,
an “historical sight” which makes do as the
local watering hole. Meanwhile The Rocky Horror
Show howled away unimpeded into the night
from a large, striped tent at the Fringe’s second
sitein King Edward Park, about the only attraction
at this location which drew the crowds. Gazebo
Park, across from the Chinook Theatre, with
attendant beer tent and oysters on the half shell
was the focal point for most of the crowd. Here,
posted on a large board, they could check on the
shows which they wouldn’t see that day, meet
lost friends, mug in front of television cameras,
critique the critics.

The audience, as always, was large (a new
record of 170,000 for the nine-day Fringe), and
varied — devotees of Anna Barry who filled the
Chinook, their immaculate gray perms poised
amidst the orange Mohawks, the black leather
and studs gang, the university profs and the
members of the £SO, the boisterous beer-tenters,
and the twin babies in a pram outside the corner
coffee shop. Some slept through the plays, some
left early, more stayed late. Many were doing the
theatre scene for the first time. They’ll be back.

Anne Nothof
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Montreal

Beyond Esperanto:

New Developments in

Play Translation

In a world where everybody spoke and wrote

in Esperanto there would be no need for trans-
lation. Fortunately for those who make their
living as translators, Esperanto never caught on.
Unfortunately, for those of us who don’t speak
all the languages of the world fluently — or even
two of them —but nevertheless desire to read
widely and must rely on translations. Writers
who seek out new audiences contend not only
with the translation of their words, but also the
transposition of the work’s cultural context—and
sometimes with unexpected results. I recall
Edward Albee’s tale of watching the world
premiére of The Zoo Story in Germany. The play
was a huge success, more than when it was later
produced in the United States. Albee light-
heartedly concluded that his play must have lost
something in the original.

Within Canada, there has been little curiosity,
or at least little sharing, between the theatres
of English and French Canada. Apart from Michel
Tremblay, and now perhaps René-Daniel Dubois,
Quebec playwrights are almost as unknown in
English Canada as English Canadian playwrights
are in Quebec. A few bilingual plays have intruded
(among them David Fennario’s Balconville,
Marie-Lynn Hammond’s De Beaux Gestes et
Beautiful Deeds and Théitre Repéere’s Circula-
tions and La Trilogie des dragons), but it has
remained through translation that the drama of
each linguistic region of the country must break
through the theatrical solitude. Nevertheless,
there are a few new developments across the
boundaries, both within and without translation,
that merit our attention and promise new territory
soon to be discovered.

In 1986 a project called " Transmissions”
broke some ground by presenting staged readings
of Alan Brown’s English translation of Marie
Laberge’s Before the War Down at L'Anse d
Gilles and René Gingras’ French translation of
George F. Walker's Zastrozzi for audiences in
Montreal, Toronto and Ottawa. “ Transmissions”
was brought to life by Playwrights Workshop
Montreal (PwMm] which at that time was directed
by Rina Fraticelli, and le Centre d’essai des
auteurs dramatiques ([CEAD} where Linda Gaboriau
was literary manager. The project cost about
$30,000, most of which came from the Canada
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