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VERSIONE OPEN ACCESSThe image of Odin Teatret is, due to its very origin and struc-
ture, necessarily international. The success of the group – 
which is about to reach the impressive achievement of 50 years 
of activity –, however, has been a subject of research and anal-
ysis in the small town of Holstebro, in the north-western part 
of the Jutland peninsula, and in Denmark in general. The sur-
veys carried out in 1970-71 by Holm, Hagnell and Rasch1 
bring up once again the ever topical question of determining 
whether a marginal, culturally heterogeneous group can actu-
ally integrate and be successful in a completely unfamiliar 
community.

By now, there exists a reliable bibliography about the Hol-
stebro example. In the 1960s, the town created and repre-
sented an illuminated Kulturmodel, based on the principle 
that culture is an investment, able to sustain itself financially 
over time and to renew itself, thus emerging from a situation 
of economic stagnation by privileging a certain policy. The act 
of welcoming Odin Teatret, an anonymous group founded in 
Norway just a couple years before, constitutes a solid example. 

1 I. Holm, V. Hagnell, J. Rasch, Kulturmodel Holstebro, København, Rhodos, 
1977.

1.
Holding out a hand  

to a different kind of theatre
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On this subject, we should mention the contribution by Skot-
Hansen2 and the collection of essays and accounts previously 
published by the Odin Teatrets Forlag itself, Vor by igåri-
dagimorgen [Our Town Yesterdaytodaytomorrow]. In its intro-
duction – significantly entitled Kultur uden grænser [Culture 
without Borders] – the presence of the Odin in Holstebro is 
ideally associated with the first Festuge3 at the end of Novem-
ber 1989, which was significantly dedicated “To the many 
strangers the Danish culture has welcomed”, from Antoine 
Bournonville (August’s father) and Friedrich Kuhlau to Odin 
Teatret itself, led by the Apulian director Eugenio Barba: 
“Odin Teatret acknowledges its indebtedness to those politi-
cians who showed courage and long-sightedness. Thanks to 
them, Holstebro opened its gates to a group of foreigners, 
holding out a hand to a different kind of theatre”4.

Lately – most likely since Barba was awarded the presti-
gious Sonning Prize in 2000 by the University of Copenhagen, 
and because of the increasing range of local activities – the 
bond between Odin Teatret and Holstebro seems to have 
strengthened even more. On the occasion of the last Festuge 
of 2011, local newspapers asked specifically and “with con-
cern” for guarantees that Odin’s activities will continue in the 
near and possibly in the distant future as well5. This is indeed 
a troublesome question, given the delicate nature of an acting 
company whose members, necessarily, are irreplaceable indi-
viduals and artists. “Odin Teatret” – stated Eugenio Barba to 

2 D. Skot-Hansen, Holstebro i verden. Verden i Holstebro. Kulturpolitik og 
-debat fra tresserne til i dag, Århus, Klim, 1998.

3 A festival organized by the Odin, which takes place every three years and 
involves every social organization in Holstebro and its surroundings.

4 VV.AA., Vor by igåridagimorgen, Holstebro, Odin Teatrets Forlag, 1989, p. 
5.

5 K. Jakobsen, “Odin teatret dør med sine skuespillere”, as well as A. Lund 
Andersen, “Få nu ud og oplev festugen”, in Holstebro Dagbladet, 4.7.2011.
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Knud Jakobsen – “is a group of people who have done what 
they believed in. This is the reason why the group will end with 
us” (see n. 5).

Since Odin Teatret became famous, it has sometimes been 
associated with the south, in particular due to the strong bonds 
it developed with Italy since 1974-1975, and to the even stron-
ger ones it has with South America today. This almost gives the 
impression that northern Europe is trying to reclaim it, and 
that Barba himself – despite his internationalist stance – would 
not be displeased with this. A careful assessment of the Scan-
dinavian roots of the group had already clearly emerged in 
Kvamme’s work (2004)6, and during the interviews with the 
director, on which my book Gli Spettacoli di Odino7, published 
in 2005, is based. This desire to associate the Odin with Scan-
dinavia is apparently mutual, as stressed in the extensive an-
thology edited by Erik Exe Christoffersen, recently released 
with the significant title Odin Teatret. Et dansk verdensteater 
(Odin Teatret. A Danish World Theatre). In this book, it is 
clearly pointed out how this “theatre of emigrants” has always 
been “international”, while also becoming an integral part of 
the history of Holstebro and, what is more, of Danish theatre, 
on which “it had both a visible and an invisible influence” and 
with which Eugenio Barba has, in fact, always had close, sig-
nificant relationships8.

The book contains, in particular, an essay by Chr. Ludvig-

6 E. Kvamme, Kjære Jens, kjære Eugenio. Om Jens Bjørneboe, Eugenio Barba 
og opprørernes teater, Oslo, Pax, 2004.

7 F. Perrelli, Gli spettacoli di Odino. La storia di Eugenio Barba e dell’Odin 
Teatret, Bari, Edizioni di Pagina, 2005 (and the second edition, 2011, with minor 
changes), as well as F. Perrelli, “Det danske hus. Odin Teatrets rødder og for-
greninger”, in Peripeti (Odin Teatrets dramaturgi), 2009.

8 E.E. Christoffersen, “Et dansk verdensteater”, in VV.AA., Odin Teatret. Et 
dansk verdensteater, edited by E.E. Christoffersen, Århus, Aarhus Universitets-
forlag, 2012, pp. 11 ff.
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sen, Odin Teatrets første år i Danmark 1965-1970. Eksperimen-
terende teateruddannelse og -forskning [Odin Teatret’s First 
Years in Denmark, 1965-1970. Experimental Theatre Training 
and Research]. The author – who himself was a protagonist in 
this process – outlines the essential phases of Odin Teatret’s 
taking root and its success in Denmark, through documents 
which, at the time, were unavailable to me and Elsa Kvamme9. 
The achievements of the group are clearly a consequence of  
its spirit of initiative but, most of all, of its strategic ability to  
create complex alliances and to practically make the most out 
of its partners. From this point of view, the relationship be-
tween the Odin and Chr. Ludvigsen stands out as crucial to 
the history of this group, which has been so influential to the 
theatre culture of the 20th and 21st centuries.

In June 2011, Ludvigsen had the courtesy and generosity to 
grant me access to his archive (today partly consultable at the 
OTA, the Odin Teatret Archives, a very unique, many-layered 
source of documentation)10. This essay was born from the con-
sultation of those papers, which perhaps once again shine a 
light on a subject that, on a closer look, transcends the nature 
of a specific, small-town stage reality. The real matter of con-
cern is the possibility of an acting company to achieve some-

9 Our main sources at the time were Barba’s memories and M.Berg’s work, 
Treklang. År med Odin Teatret, 1968-1984, København, Vindrose, 1986, which 
has proved to be very useful, in particular concerning the events of August 1969, 
when – as we will see in § 13 – Berg joined the ranks of the Odin as editorial 
expert.

10 Since 2008, the OTA has held five different kinds of documentation: ar-
chival memory; private memory; social memory; historical memory and technical-
artistic memory, since, institutionally – as can be read in the explanatory docu-
ments – “their task is not limited to safeguarding the remains of an important 
theatre activity which has lasted longer than half a century. They secure the 
conditions to sustain a multiple, mutating and non-univocal memory which is 
not limited to the life of one single theatre but encompasses a whole network of 
relationships”.
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thing more than theatre: that is to say, to expand the very no-
tion and purpose of theatre, thereby imposing a new conception 
of its practice. This offers a wider view of the Odin, which 
Erik Exe Christoffersen, in his prologue to Odin Teatret. Et 
dansk verdensteater, expands even more. He observes, in fact, 
that “with its 47 years of activity in a small provincial town, 
Odin Teatret is the proper starting point for a meditation on 
the role of theatre in a globalised world dominated by the 
media”11, thereby making the subject even more topical and 
appealing.

11 E.E. Christoffersen, “Et dansk verdensteater” cit., p. 13.
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Despite the fact that Chr. Ludvigsen (born in Frederiksberg, on 
21st May 1930) grew up in a family with strong artistic interests, 
young Christian showed an early predilection for the scientific 
and mathematical fields. Nevertheless, he was able to develop 
his sense of literature, and undergo specifically the theatre’s 
history in close contact with Torben Krogh, founder of the aca-
demic studies on theatre in Denmark, as the first professor in 
this discipline at the University of Copenhagen in 1953, and 
with F.J. Billeskov Jansen, professor in Danish literature. The 
latter was one of the most brilliant university professors of the 
nation, and was also very interested in stage performance.

From his youth, Ludvigsen fostered important relation-
ships with a number of intellectuals who would later develop 
strong bonds with the Odin and its success, like the poet Ole 
Sarvig (1921-1981). He later came into contact with Samuel 
Beckett’s works, through his brother-in-law, the writer Peter 
Seeberg (1925-1999). Seeberg, as it turns out, had read a re-
view about Molloy in 1951, in the Neue Zürcher Zeitung, so he 
recommended it to Ludvigsen, who then began translating it. 
He was, however, unable to find anyone willing to publish it 
in the short term.

In Ludvigsen’s intellectual biography, his relationship with 
the Theatre of the Absurd is critical (“My stage activity began 

2.
A career in the Danish theatre
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with Beckett...”)12. He acknowledges the movement as a break-
ing point, as well as a chance for open-mindedness. Refusing 
any dogmatisms, he compares it with the most influential, 
avant-garde movements of the time and – for example, in an 
article he wrote in 1966 – even with the theatre of Brecht. As 
a matter of fact, from Ludvigsen’s broad point of view, it might 
be natural to identify an analogy between Brecht’s Mutter 
Courage and Oh les beaux jours: Mother Courage and Winnie 
both stand out as “great female figures of modern dramatur-
gy”, who manifest a sense of the Absurd. In Brecht, however, 
the structure appears to be more classical, and “Beckett and 
his fellow intellectuals address reality, that is, the condition of 
Man as it is today, in a more straightforward way”. In both 
cases, however, we can still feel “as if we were at home, inside 
a circle made of our own conscience, of thought, of the use of 
language – and of absurdity”13.

However, at first, Beckett did not appear to Ludvigsen as 
a simply literary discovery, but rather as the epiphany of a new 
expressive, existential world. This would allow him to elevate 
theatre to a whole new level, just as Picasso’s works had al-
ready elevated art. Roger Blin, who had been the first to stage 
En attendant Godot in 1953 in Paris, envisioned this theory in 
one of the first numbers of Odin’s periodical, Teatrets Teori 
og Teknikk (also see n. 78)14. Almost at the same time, in 
1953-1954, Ludvigsen was busy translating En attendant Go-
dot. The play, directed by Palle Kjærulff-Schmidt, premiered 
in Denmark on the stage of the Aarhus Theatre, in April 1956.

12 C. Ludvigsen, “Min egen teaterhistorie”, in C. Ludvigsen, Det begyndte 
med Beckett – min egen teaterhistorie, Århus, Institut for Dramaturgi, 1997, p. 
8. More on Chr. Ludvigsen’s biography can be found in M. Berg, Treklang cit. 
pp. 110 ff.

13 C. Ludvigsen, “Det absurde bølgeslag i Danmark”, in C. Ludvigsen, Det 
begyndte med Beckett cit., pp. 55-56.

14 R. Blin, “Vitnesbyrd”, in Teatrets Teori og Teknikk, n. 5, 1967, p. 12.
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Ludvigsen had already made this director’s acquaintance in 
the environment of Den Danske Studenterscene (the Danish 
Student Theatre), basically “the only experimental group [of 
the nation] in the almost chronic theatre crisis of the fifties”15. 
He also took part in its brilliant staging of Aristophanes’ The 
Acharnians, in 1954.

Arguing that the new wave of dramaturgy reached [Denmark] 
through Studenterscenen of Copenhagen would be appropriate. 
– States Ludvigsen. – At first the group struggled to stage the plays 
of post-naturalist writers like Leck Fischer and T.S. Eliot. Then, 
in the season of 1954-1955, it brilliantly staged the ancient com-
edy by Aristophanes, The Acharnians [...]. The leap from Aristo-
phanes to the new dimension of the Absurd turned out to be 
smaller than expected: a lot of old, good stage tricks made their 
return. Moreover, in the next few years, Studenterscenen began 
reducing its numerous crew [of amateur actors] on the occasion 
of the stagings of Ionesco, Adamov, Tardieu, Beckett...16.

Almost at the same time, Ludvigsen focused his theatre 
studies on William Bloch (1845-1926). He began delving, 
from a dialectical perspective, into the works of the stage in-
structor at the Royal Theatre of Copenhagen. Between 1881 
and 1909, Bloch had been able to develop a personal approach 
to the staging of Holberg’s and Ibsen’s plays, based on solid 
naturalistic principles17. In a letter dated 11th April, 2011, 
Ludvigsen explained to me that 

15 C. Ludvigsen, “Min egen teaterhistorie” cit., p. 13.
16 After all, besides the director and Ludvigsen, there were other personali-

ties involved in the staging of Aristophanes’ play who would then become the-
atre professionals, some of them going so far as to have a confrontation with 
Beckett: Palle Skibelund, for instance, played Krapp’s Last Tape in 1958, di-
rected by Erling Schroeder (C. Ludvigsen, “Det absurde bølgeslag i Danmark” 
cit., p. 59).

17 See F. Perrelli, William Bloch. La regia e la musica della vita, Milan, Led, 
2001 about this leading figure among the early modern directors. 
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At that time, my view on theatre was dominated by the urge to 
rebel against the prevalence and persistence of the tradition estab-
lished by Bloch. Remember that Bloch was also the founder of the 
theatre school at the Royal Theatre. He could also be considered, 
in many aspects, as a parallel figure to Stanislavsky’s [...]. Stan-
islavsky was very popular in Danish theatre, while Meyerhold was 
nearly unknown. The text was the central element in committed 
theatre...

In a nutshell, this theme allowed Ludvigsen to form his own 
critical opinion on realistic mise-en-scène, which had always 
been well-received in Denmark. On the other hand, it also 
gave him the chance to compare the attention for detail in the 
first plays of the 19th century and in Beckett’s dramas18. In 
1958, Ludvigsen received his Magister artium from the Uni-
versity of Copenhagen, thanks to his research on Bloch’s first 
years of activity at the Royal Theatre.

Between 1956 and 1962, in the experimental, vibrant set-
ting of the Student Theatre, Chr. Ludvigsen became increas-
ingly known as Dramaturg (or better animateur), translator of 
dramatic texts – primary the French absurdists, but also the 
classic Molière – and editor (with S. Kehler) of a very innova-
tive Scandinavian world Teatrets historie (København, Politi-
kens Forlag, 1962, printed in 6000 copies and translated into 
Swedish). Interest in the Theatre of Absurd in Denmark had 
increased in October 1956, thanks to a tour of Ionesco’s Can-
tatrice chauve, staged by the university theatre of Stockholm. 
One of the collaborators was Silvia Hagberg, who would later 
become Ludvigsen’s wife19.

In March 1957, the Danish university theatre also staged 

18 C. Ludvigsen, “Min egen teaterhistorie” cit., p. 11.
19 In December 1959. During the first Danish years of the Odin, Ludvigsen 

was the intermediary in its important contacts with Sweden, thanks to Silvia 
Hagberg, who was herself a theatre historian. 
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Ionesco’s La Leçon, together with what could be considered a 
world premiere of Samuel Beckett’s Fin de partie, directed 
jointly by Chr. Ludvigsen and Palle Skibelund.

Niels Bing and Hans Henrik Krause, the directors of Rid-
dersalen, finally presented, in April 1957 and for the first time 
in Copenhagen, En attendant Godot20. The famous play paved 
the way for Ludvigsen’s collaboration with the Aarhus The-
atre, which lasted from 1958 to 1973. The theatre – whose 
director, at the time, was Poul Pedersen – was in fact open to 
experimental initiatives. Thus, Ludvigsen could promote in 
Aarhus the dramaturgy of authors like Arrabal, Albee, Tar-
dieu, Beckett, Ionesco (Les chaises, 1960; the author himself 
was present at the Danish premiere) and many others. In ad-
dition, from 1959, he was also able to voice his opinion on the 
cultural pages of the newspaper Jyllands-Posten, in which he 
could express his points of views without censorship.

In 1959-1960, thanks to a French scholarship, Ludvigsen 
moved to Paris. There he was able to attend both the staging 
of Genet’s Les Nègres, directed by Blin, and Jacques Lecoq’s 
mime courses. He also had the chance to spend time, together 
with his wife, at Samuel Beckett’s home. Ludvigsen “remained 
on good terms with him for a long time, especially through 
letters, which [the writer] usually answered promptly, warmly 
and constructively”21.

In addition, Ludvigsen contributed to spread in Scandinavia 
Antonin Artaud’s theories, which had been rediscovered in 
France around the year 1964. Very interesting, in this regard, is 
the insightful article published on Informations’ Kronik on 6th 
July 1959. In it, Ludvigsen associates Artaud, Beckett, Ionesco 
and Adamov. He describes the theorist of the Theatre of Cru-

20 See the article of the 2nd April 1957 on Berlingske Tidende, in C. Ludvig-
sen, Det begyndte med Beckett cit., pp. 48 ff.

21 C. Ludvigsen, “Min egen teaterhistorie” cit., p. 16.
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elty as a “vanguard before the vanguard”, or rather the one to 
be considered “the creator of the ideological basis of this con-
troversial form of dramaturgy” of the Absurd. Together with 
Gordon Craig, he was a constant reference for Jean-Louis Bar-
rault, Marcel Marceau and Jean Vilar. Significantly, Roger Blin, 
who worked on Beckett for a long time, came from Artaud’s 
school. Ionesco himself, in particular, “likely follows in his dra-
mas the same need as Artaud: the need to ‘force language, in 
order to expose the background of existence’”22. Ludvigsen was 
clearly interested in putting together the vision of a theatre 
which could provide an alternative to the current tradition. To 
that extent, he tried to sew together the threads of several avant-
garde movements by stressing their explosive analogies, rather 
than their differences.

Meanwhile, in the early 1960s, the Arena publishing house, 
directed by Karl Erik Hermann – quite unusually for a Danish 
publisher – opened its doors to a whole series of modern dra-
matists, from Beckett to important anthologies published by 
Chr. Ludvigsen: Moderne fransk dramatik [French Modern 
Dramaturgy] (1959; 1963) and Moderne dramatik [Modern 
Dramaturgy] (1961). The latter contains a text by Dario Fo 
(and, interestingly enough, texts by other future Nobel prize 
winners like Beckett, Grass and Pinter as well), whose diffu-
sion in Northern Europe was considerably aided by Ludvig-
sen (see n. 81)23. In particular, he included Fo’s text in the 
repertoire of a unique, “intimate” kind of theatre (not by 

22 C. Ludvigsen, “Grumhedens Teater”, in C. Ludvigsen, Det begyndte med 
Beckett cit., p. 51. The apology of Artaud (seen as a precursor of some aspects 
of the Theatre of Absurd) can also be found in C. Ludvigsen’s essay, Moderne 
teaterproblemer, København, Berlingske Forlag, 1964, pp. 107 ff.

23 Fo’s En maler kommer sjældent alene [House Painters don’t have Memo-
ries], was published (for the first time in Denmark) in the anthology edited by 
Ludvigsen, as translated by U. Harder.
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chance, inspired by Strindberg)24: Fiol-Teatret. It was January 
1962 when the theatre started its activity in what had been a 
wine shop in Fiolstræde 28; there were just 80 available seats 
plus 9 standing places behind.

Enlisted by one of the founders, Jan Zangenberg (1927-
1992), Ludvigsen acted as the “drama advisor” of the theatre 
until 1966 but, within the context of collective direction, “he 
was the one who actually led”25 by decisively influencing the 
innovative repertoire of the theatre. Through his translation of 
Beckett’s Happy Days26, directed by Palle Skibelund, he was 
also able to help the Fiol express itself at his best27. After the 
staging of the play (in Danish Glade dage) and the brilliant 
performance of Bodil Udsen, the press had to admit that “the 
existence of the theatre was necessary, or rather essential”28.

Fiol-Teatret was born in a changing environment. Danish 
theatre life had been regulated, until then, by the Ministry of 
Justice (with the exception of the Royal Theatre). However, in 
1961, it passed under the sphere of influence of the newborn 

24 The reference to Strindberg can be found in an article by Klaus Rifbjerg 
about the new theatre, with the symbolic title of “Small theatre – great results” 
(E. Rask, “Køb og smid-væk-samfundet. Intimscenerne”, in VV.AA., Dansk 
teaterhistorie, II, København, Gyldendal, 1992, pp. 209-210). Another indirect 
traditional model for Fiol-Teatret was Antoine’s Théâtre Libre, seen as a “cata-
lyst” of many energies on the stage, ranging from intimate scenes to dream 
scenes (C. Ludvigsen, “Fiolteatret – og andre små scener”, in C. Ludvigsen, Det 
begyndte med Beckett cit., p. 62). On Fiol-Teatret, see also C. Ludvigsen, “Fiol-
teatret og andre eksperimentalscener – lidt om teatersituationen fra 1961-1962 
til idag”, in VV.AA., Kunst er våben, edited by O. Harsløf, København, Tiderne 
Skifter, 1976.

25 M. Berg, Treklang cit., p. 118.
26 It was translated from the original English version, received directly from 

Beckett in October 1961.
27 Obviously, the theatre opened its doors to Danish dramaturgy as well. 

Another great success was Hva’ skal vi lave? by Klaus Rifbjerg and Jesper Jen-
sen, in 1963.

28 Cf. E. Rask, “Køb og smid-væk-samfundet” cit., p. 211.
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Ministry of Culture. Furthermore, on 31st May 1963, a new, 
organic law on theatre advocated by the social democrat Min-
ister Julius Bomholt was brought into effect. In addition to the 
usual subsidies for the Royal Theatre, it provided for subsidies 
to other theatre activities, “under particular circumstances” 
and to a limited extent (§ 17). Theatres which promoted the 
national dramaturgy were also included (§ 18.3), although 
they were identified with the prominent theatres of the Danish 
province: Aarhus, Ålborg and Odense. The law somehow ac-
counted for the needs of travelling companies as well. Al-
though Fiol-Teatret did not receive any proper financial aid, 
the incisive presence of the forsøgsscene (research scene) was 
indeed acknowledged in political debate.

Nevertheless, such a breakthrough could not be considered 
enough for a quickly changing environment like theatre – and 
theatre culture – in the 1960s. A further change of pace was 
about to be spurred by the Odin not much later, through the 
evolution of the already advanced idea of forsøgsscene into the 
concept – imported from Poland and new in its essence – of 
teaterlaboratorium. In his notes, dated 25th April 1967 (which 
will be discussed later in this essay), while defending Odin’s 
highest interests to the Ministry of Culture, Ludvigsen felt the 
need to associate the idea of a laboratory embodied by the 
Odin with that embodied by the Fiol. 

A tiny theatre [like the Fiol] was not taken into account by the 
law, despite the fact that it came to be at the same time as the law 
itself. [...]. From a legal point of view, it almost looked as if we did 
not exist. The only way we could obtain financial aid was through 
the hidden benevolence of the Ministry. But we went on... and one 
of the reasons that could happen was that people were willing to 
cooperate with us for little or no money at all... 

The real problems for the Odin would be of a different 
kind.
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In December 1963, Ludvigsen got a research scholarship at 
Aarhus University as first step in an academic career. He 
moved to Aarhus with his family early Spring 1965. His rela-
tionship with the University of Aarhus stabilised around 1969 
until, in 1973, the Institute of Dramaturgy became autono-
mous with its own theatre, the very first University-theatre in 
modern time in Scandinavia (also fit to receive Odin Teatret)29. 

29 Silvia Hagberg has proven how the integration between theory and prac-
tice originated in the 1950s, in the vibrant scene of Swedish and Danish student 
theatre, which was overflowing with new ideas – not only on theatre, but on 
theatre schools as well. According to Hagberg, such integration characterised 
the formation of the Institute of Dramaturgy of Aarhus, and made its collabora-
tion with Odin Teatret easier over time. Not by chance, the Institute of Drama-
turgy always sought for a relationship with the Aarhus Theatre. As for the rest, 
the institute was grounded around 1959, stemming from the interests of Profes-
sors Gustav Albeck e Sven Møller Kristensen, who were aided by Tage Hind 
(who, in ’69, moved to Copenhagen, making room for Jens Kruuse, then for 
Palle Jul Jørgensen and for Jørn Langsted later on). The Institute’s intention was 
to broaden the knowledge of Nordic literature to the “reading of drama texts 
– understood as a sort of score – that is, through a visual, practical realization” 
(S. Hagberg, “Brudstykker af et mønster”, in Årsberetning 1998, Århus, Institut 
for Dramaturgi, 1997, pp. 9 ff.; C. Ludvigsen, “Institut for dramaturgi – de 
første år”, in C. Ludvigsen, Det begyndte med Beckett cit., pp. 86 ff.). On the 
history of theatre training at the University of Aarhus, see also C. Ludvigsen, 

3.
Drawing conclusions  
on modern theatre
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In his book Moderne teaterproblemer (see n. 22), which came 
out in 1964, Ludvigsen drew theoretical conclusions on his 
own experiences, touching themes like the relationship be-
tween theatre, radio and television, in accordance with the 
most advanced critical trends of those fervent times of change. 
In the letter of 11th April 2011 mentioned above, Ludvigsen 
wrote to me: “My subtexts in Moderne teaterproblemer are 
almost a programmatic manifesto. Or in any case, an invitation 
to discussion...”. Martin Berg stressed a significant parallelism 
between the publishing of this book – crucial for the renewal 
of the Danish theatre scene – and the contemporary publish-
ing, in the periodical Vindrosen, of Barba’s essay on the “mag-
ical theatre” of Grotowskian inspiration30. It was as if two 
doors had simultaneously opened on a radically renewing per-
spective of theatre. 

Moderne teaterproblemer is, in fact, a kind of very balanced 
pamphlet, always taking into account the reasons behind over-
lapping theories, always trying to underline their common 
points whenever possible. However, the book hinges on the 
dialectic between the strong expressive revolution introduced 
by the Theatre of Absurd and the tenacious resistance of Nor-
dic naturalism, always ready to rationalize even the newest 
drama trends through its old-fashioned, academic and emi-
nently literary tools31. 

Ludvigsen believes that naturalism itself – still important in 
authors such as Osborne and Wesker, and to some extent even 
in Brecht (as well as in Italian neo-realism) – remains an open 

“Veje til et Institut for Dramaturgi”, in Årsberetning 1998 cit., pp. 28 ff.; J. 
Szatkowski, “Århus. The Institute of Dramaturgy”, in Nordic Theatre Studies, n. 
2-3, 1989, pp. 30 ff.

30 M. Berg, Treklang cit., p. 110.
31 The main points of criticism in Moderne teaterproblemer are summed up 

in the book cover: the eternal and everlasting naturalism; style or nature; the 
fourth wall; contact with the public; the absurd reality.
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question. He also suggests that modern theatre is made up of 
multi-faceted antinomies. What really must be fought, in his 
opinion, is the conservative spirit which still permeates the 
modern scene. This spirit becomes evident even in the archi-
tectural design of the rooms used for the performances, which 
date back to the 17th century. 

It has now become necessary to apply a “principle of flexi-
bility” in their design (as the Malmö Stadsteater had been de-
signed, to some extent)32, thus allowing theatre to become 
mainly a functional space with a social purpose, and with the 
capacity to establish “extremely primitive” relationships if 
necessary. These relationships, however, should not prevent 
“the actor’s art from shining and vibrating more essentially 
than it would in the splendid, golden-stuccoed halls decorated 
with warmly smiling angels”, but rather should turn “the an-
cestral secret of the art of acting”33 into a reality.

Regarding the mise-en-scène process, Ludvigsen notices 
that the ancient French tradition – which states that the author 
should actively take part in the rehearsals – is still very impor-
tant in Anouilh, Sartre and Beckett. However, he raises an 
interpretative doubt: “Is the actor an artist who creates, or 
rather one who reproduces?”34. According to Ludvigsen, ac-
tors somehow see in the reproductive psychological method 
some form of assurance. Instead, “they should have the pos-
sibility to perform in ways other than the exclusively natural-
istic ones or those derived from them”, and they should always 
take into account the presence of the audience, which cannot 

32 The Malmö Stadsteater (today Malmö Opera) was designed by the famous 
architect Sigurd Lewerentz, together with Erik Lallerstedt and David Helldén. 
It was inaugurated in 1944 and conceived in a spirit of democratic, yet classicist 
functionalism. At that time, it was one of the most technically advanced theatres 
in Europe.

33 C. Ludvigsen, Moderne teaterproblemer cit., pp. 38-39. 
34 Ibid., pp. 46; 51.
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be conceived as “an empty space”35. Ludvigsen (who admits 
the existence of “a sort of micro-realism”, even in Beckett) 
comes to accept that “in the hands of a great artist, naturalism 
consequently becomes art, which works both naturally and 
unnaturally, as in any other style”. He comes to the conclusion 
– which had already been reached by the Swedish modernist 
director Per Lindberg (1890-1944) – that “realism has height-
ened observation but neglected the sense of style. Now it is 
necessary to sharpen the sense of style once again, this time 
without neglecting observation”36. 

The critique of naturalism “as an artistic principle of the-
atre” permeates, in addition, the entire third chapter of Lud-
vigsen’s book. In the same section, Ludvigsen also commends 
Strindberg in Towards Damascus as a true precursor of the 
Theatre of Absurd37. In addition, he roughly identifies two 
different trends, both taking root in the great tradition of the 
19th century. The first one could be traced back to Ibsen, and 
it is rationalistic, centred on education and commitment. The 
second is more lyrical and metaphysical, and it has its origins 
in Wagner. These “often overlapping trends”38 both foster a 
relationship with naturalism that, among other things, has led 
to an interesting and fruitful phenomenon like the “intimate 
scenes” dating back to the foundation of Antoine’s Théâtre 
Libre, in 1887. Even if contemporary theatre can draw on this 
heritage (see n. 24), it must not shy away, on the other hand, 
from the anti-naturalistic stimuli coming from the art of mime, 

35 Ibid., pp. 57-58. Throughout this part of the essay, Ludvigsen criticises, in 
particular, the positions of the actor Poul Reumert, which were inspired by Wil-
liam Bloch.

36 Ibid., pp. 60-61. On this special “micro-realism” of Absurd dramatists, 
which “teaches us to gaze at reality with all-new eyes”, see also pp. 121 ff.

37 Ibid., pp. 76 ff. Ludvigsen does not hide Artaud’s bond with Strindberg’s 
theatre.

38 Ibid., p. 95.
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and therefore from Marcel Marceau, from the Czech Fialka 
and, naturally and almost traditionally, from Chaplin and the 
Marx Brothers. 

The image of modern theatre which emerges from Ludvig-
sen’s analysis is that of an open field, free of the fences of 
conventions and traditions and open to any possibilities:

Everything is possible, so to speak, as long as theatre is substantial. 
It can be religious, rebellious, socially critical, humorous, magical, 
musical, poetic, absurd, neo-realist, symbolist, mime etc. It is 
clearly possible to mix the different ingredients with success, al-
most at will. This of course implies huge requirements, in terms 
of technical skills, for the artists involved, but at the same time this 
fact makes the theatre per se a more universal experience, very 
different from the one theatre could give us through dogmatic 
naturalism39.

It would be possible, in these visions, to catch a glimpse of 
the profile of the future Odin. What is certain is that the hint 
at the French mime and at the Czech tradition transpired in 
the first international seminars organised by Barba a few years 
later. Again, Ludvigsen’s beliefs seem to be in line with the 
future style of the Odin. As he states, 

Our theatre is, in its cultural origins, a monitory, exorcising dance 
theatre (dansteater). In it, gestures, masks, music and movement 
play a role which is at least as important as that of verbal content, 
which – poetic or practical as it may be – has come to predominate 
more and more, with its temporary climax in naturalism40.

 Ludvigsen ends his essay by advocating a new kind of audi-
ence, able to join forces with the actor, and thus to break 
through the legendary “invisible fourth wall” of naturalism, 

39 Ibid., pp. 117-118.
40 Ibid., p. 116.
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which is on the rise again thanks to the new media. These 
only appear as 

a kind of refined supplement to literary acquisition, while the 
theatre remains a unique experience. Contrary to what the most 
fervent supporters of naturalism might believe, it is more akin to 
the circus, to its acrobats and tightrope walkers, and to variety 
shows than it is to scientific publications and literature.

Therefore, a different kind of “contact” is necessary, on which 
the theatrical relationship between actor and spectator could 
hinge, in order to “make our temporary presence active” even 
at a physical level41.

From this brief summary, it appears clear that Eugenio 
Barba could not possibly ever find, in all of Scandinavia and 
in the middle of the 1960s, anyone more sensitive to the reno-
vation of theatre than Chr. Ludvigsen.

41 Ibid., pp. 125 ff.
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In the first months of 1964, Ludvigsen had just overcome the 
shock from a serious car accident, and was about to publish 
Moderne teaterproblemer. On 22nd July, he first met Eugenio 
Barba in Vangede, a suburb of Copenhagen, thanks to the 
poet Jess Ørnsbo, an expert on Slavic languages and on Wit-
kiewicz and director of the important literary periodical Vind-
rosen. The meeting was fruitful from the beginning: “You 
could say that I ‘discovered Barba’ during our first encounter”42.

Amongst the topics they discussed, there was the founda-
tion of a new periodical on theatre. Barba had already dis-
cussed with the Norwegian writer Jens Bjørneboe the project 
of a periodical on Nordic theatre (Aktuelt Teater) in 1962-
1963 – a crucial period in the lives of both artists. Barba was 
still carrying out his Polish apprenticeship with Grotowski, 
and was working to disseminate his theories; Bjørneboe, on 
the other hand, was busy trying to have his pièce Fugleelskerne 
– which, in 1965, would become Odin’s first show, Ornito-
filene43 – accepted by the Berliner Ensemble. Barba, from the 
east, acted as a mediator for Grotowski’s teachings, which re-
worked and condensed the lessons of the great Russian direc-

42 C. Ludvigsen, “Min egen teaterhistorie” cit., p. 32.
43 E. Kvamme, Kjære Jens, kjære Eugenio cit., p. 109. See n. 49.

4.
A periodical and a programme
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tors of the early 20th century theatre reformation: Stanislavsky 
and Vakhtangov in particular. Bjørneboe looked up to Brecht, 
who was considered, especially in Norway, as a sort of antidote 
to the Ibsenian tradition inherited from the late 19th century.

Against this background, Barba was allowing his horizons 
on theatre to expand progressively. He looked eastwards at 
first (he travelled to India in the summer of 1963); then de-
voted himself to a careful reassessment of the art of mime 
(with particular attention to Jean-Louis Barrault, Marcel 
Marceau and Henryk Tomaszewski’s work), of the virtuosity 
of circus (he went so far as to work in a Bulgarian circus), and 
of Commedia dell’Arte. All these interests can be traced back 
to separate fils rouges running through the actor’s culture and 
works, melding history and modernity. They needed a pe-
riodical in which they could be interwoven, illustrated, com-
pared and dissected.

The journal Teatrets Teori og Teknikk (TTT), founded in 
Oslo in 1965, rigorously served this purpose for 23 issues (5 of 
which are actually books) until 197444. The texts hosted on its 
pages prove that, since the revolution of Grotowski and of the 

44 The first five issues of Teatrets Teori og Teknikk were released, until 1967, 
as a supplement to the Norwegian design magazine Bonytt, with financial sup-
port from the Nordisk Kulturfond (see § 9, and M. Berg, Treklang cit., pp. 22 
ff.). F.R. Rietti, in the essay-interview “I fogli dell’albero genealogico. ‘Teatrets 
Teori og Teknikk’: una conversazione con Eugenio Barba”, in Teatro e Storia, n. 
25, XVIII, 2004, accurately described Barba’s reckless way of financing and 
promoting the publication. Teatrets Teori og Teknikk came out as an “act of 
gaining identity and cultural tradition, rather than something in which to state 
the poetics strictly related to the group which is promoting it”. Some of the is-
sues, however, served as “tools to document and to spread the activities carried 
out during [the] seminars [organized by the Odin] and, most of all, as a place 
for research and theoretical speculation on the different topics which emerged 
throughout them” (ibid., pp. 260; 264). Sometimes, Chr. Ludvigsen contributed 
with substantial interventions, as in the issue n. 13 of 1970, dedicated to the 
different forms of modern “popular theatre”. 
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Living Theatre had taken theatre back – to use Copeau’s words 
– to its “first cry”, it was now necessary to reassess, prospec-
tively and historically, the very evolution of mankind’s need for 
performance. 

In the first issue of Teatrets Teori og Teknikk Barba clarifies, 
in a brief editorial, that the project of a periodical focused on 
the technique of the actor, still absent in Europe, dates back 
to the ITI Congress of Warsaw in 1963. At that time, Barba 
had had the chance to discuss the matter with the Nordic di-
rectors Ingrid Luterkort (Sweden) and Kristin Olsoni (Fin-
land): 

The publication should be able to serve as a guide, objectively, in 
detail and from a professional point of view (that is to say, not 
from the dramaturgic and literary one) on the broad theoretical 
and technical aspects of contemporary theatre, reassessing the 
results of half a century of research. 

So, the slant of the periodical would be technical and historical 
at the same time, looking eastwards but from an international 
perspective. Barba still remembered his efforts, in April 1964, 
to turn this project (which he also discussed at the Nordisk 
Teaterunion Congress in Oslo the following January) into a 
reality. In addition, a few Norwegian theatre artists had also 
turned for support to the Norges Almenvitenskapelige 
Forskningsråd (the Scientific Research Council of Norway). 
There however, despite rousing a certain amount of interest, 
they were unable to find any expert who could assess and then 
support the actually unprecedented initiative45.

Ludvigsen realised soon enough the importance of the proj-
ect. In a letter to Barba dated 17th September 1964 and sent 
from Copenhagen, he shows proof that he has already taken 
action in order to spot public funding sources for the new 

45 E. Barba, “Don Quijoter?”, in Teatrets Teori og Teknikk, n. 1, 1965, p. 2. 
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periodical. However, he insists that it would first be preferable 
to release at least one issue on a provisional basis, and only 
then to ask for subsidies. Barba answered from Oslo by return 
of post, the day after, and gave him the details of the project 
of a “scientifically and technically slanted publication”, to be 
released in all of Scandinavia in four yearly issues. He also 
hypothesised that, in time, an English release would be pos-
sible. Barba believed that the new periodical should distin-
guish itself amongst all others “and focus on the structural 
core of theatre, that is to say on technique”. 

On a closer look – by insisting on the term teknikk and by 
evoking the anatomy of the actor (“skuespillerens ‘anatomi’”) 
– Barba expresses a more mature and complex project of the-
atre which clearly has its roots in Meyerhold’s biomechanics. 
Even so, it still seems to be one of the pillars of Odin’s opera-
tional ideology and practice, even today. 

Moreover, the Italian director deems it necessary to move 
in an area in which “it is possible to use an empirical method, 
and to methodologically analyse the eclectic and often con-
flicting aesthetic trends, which are often well-known, yet 
sometimes completely obscure” in the world of theatre. There-
fore, he wants the periodical to act as a “model” as regards the 
investigation of stage techniques, 

by comparing methodically all the structural elements of theatre: 
education, training, acting techniques, aesthetic and technical 
trends regarding direction and scenography, careful assessment of 
new projects and plans in the field of theatre architecture, and 
other aspects (sociology, psychology) of theatre46. 

46 In 1968, in the issue n. 6 of Teatrets Teori og Teknikk, that is to say when 
the periodical was already autonomous and well-established (see § 11) it was 
possible to read what Hans Martin Berg defined as “the clearest presentation of 
the periodical”: “TTT is a Nordic publication, edited by Odin Teatret and pub-
lished by Odin Teatrets Forlag. Its purpose is to present and to analyse materials 
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“There is no such periodical in the world”, says Barba, and 
therefore the need for it is felt at an international level. The 
publication would also deal with the dialectic between the his-
toric reformers of theatre (Antoine, Craig, Appia, Stanislavsky, 
Meyerhold, Tairov, Vakhtangov, Eisenstein, Redlov, Rein-
hardt, Piscator, Copeau, Dullin, the Bauhaus School, Brecht, 
Witkiewicz, Artaud, Grotowski, Polieri, Peter Brook etc.) and 
“the contemporary theatre artists working on a reassessment 
of the techniques”. 

Barba goes on: “The theoretical postulates [of the reform-
ers] will be documented, along with the techniques that make 
their theories concrete” with the aid of graphic and photo-
graphic media of every kind. Another fundamental aspect the 
periodical was to focus on was the analysis of the educational 
systems of theatre schools in different countries. This kind of 
research is essential in order to assess the quality of training 
and to understand the different scenic sensitivities, both from 
the aesthetic and from the educational point of view. Of 
course, another subject was to be Oriental theatre, whose clas-
sical methods, unfortunately, were not known well enough in 
Europe.

Theatre is an art which makes use of many diverse artistic tech-
niques: literature, painting, music, architecture and the art of act-
ing. However, the essence of a performance is, in fact, the actor 
and his technical language (his mental and physical expressivity) 
which conveys a written text to the audience. Evolution in theatre 
must necessarily happen through the development of the tech-
nique of the actor. More precisely, through a penetrating knowl-

related to the structural elements of the theatre: training, acting techniques, 
aesthetic and technical trends of direction (read: onstage organisation) and sce-
nography, the stage and other aspects of theatre (sociology, psychology). The 
articles are in Danish, Norwegian and Swedish. TTT will be released two or 
three times a year, either as a periodical or as a book. [...] The price will vary 
depending on the size of the issue” (M. Berg, Treklang cit., p. 22).
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edge of the “anatomy” of the actor, of the precise scientific mental 
and technical methods, of the relationships between actor and 
space and between actor and audience etc. Today, theatre is be-
coming more and more a forum for “modern” drama texts, the 
structure of which gives the impression of a “technical” revolution 
compared to traditional literature.

Theatre, according to Barba, unlike every other form of art, 
had not yet undergone a radical revolution. Thus, “a reassess-
ment of the actor’s techniques” was “essential for the evolu-
tion of theatre”. It appears evident how Barba’s ideas coincide 
well with those Ludvigsen was disclosing in Moderne Teater-
problemer at the same time.

In another letter to Ludvigsen dated 23rd September 1965, 
Barba finally announces that Teatrets Teori og Teknikk is being 
printed and will be distributed in mid-October. He also draws 
the well-known dividing line:

It will only deal with technical, theoretical and pedagogical prob-
lems, therefore not with dramatic literature (other periodicals are 
serving this purpose remarkably well). [...] The first issue will deal 
with Grotowski and Polieri (two branches of modern direction); 
the next issue will be dedicated to Polish theatre (Witkiewicz, Iwo 
Gall, [Leon] Schiller, the Polish scenography and Jan Kott); our 
third issue will contain materials on Russian constructivism. Sub-
sequent numbers will deal with the following themes: the Oriental 
theatre, the psychodrama, the Theatre of Cruelty, Stanislavsky’s 
method of physical actions (his last notes, still unpublished in Eu-
rope). 

The day after, Ludvigsen agreed without hesitation to the 
plan outlined by Barba for a “technical-theoretical periodical 
on theatre”. “It is needed”, he stated although – with the cau-
tiousness which would typically characterise his behaviour 
towards the Italian director’s enthusiasms – there were eco-
nomic and organizational difficulties. Many people, in fact, are 
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used to obtaining anything for free, and drawing up a list of 
people willing to cooperate would not be easy. In order to help 
publicise the periodical, however, Ludvigsen even put the Fi-
ol’s programmes at Barba’s disposal, thus beginning to align 
the destiny of this experimental reality to that of the new-born 
Odin.

On 29th September, Barba told Ludvigsen to hope for a 
contribution from the Norwegian Ministry. However, he still 
kept advocating the solidarity of private individuals interested 
in the new periodical. He then profusely talks about the pub-
lisher, namely Odin Teatret which, at the end of his introduc-
tion to the first issue of Teatrets Teori og Teknikk, he compares 
to a brave, but solitary Don Quixote47. The group, in fact, 
needed to create around the publication (and even more 
around itself) a network of relationships and collaborations 
with partners such as Fiol-Teatret in Denmark, and Pistolteat-
ern in Sweden48. 

Barba also sent some articles on the Odin, adding: 

We are ready for the performance [of Ornitofilene49], but our 
situation is precarious, because we don’t have a venue. We’ve re-
hearsed in an air-raid shelter which is not suitable to public per-
formances (too small, damp and freezing cold). We must try to 
perform in school gyms. But we’d like to move to Sweden and 
Denmark... 

47 Cf. E. Barba, “Don Quijoter?” cit., p. 2.
48 Pistolteatern was a well-known experimental group in Stockholm. It was 

very open to happenings but also characterised by its political commitment. It 
was founded in 1964 in Gamla Stan, by Pi Lind and Staffan Olzon (whose ini-
tials served as an inspiration for the name). The Pistol remained active, with 
various difficulties, until the 90s (see T. Forser, “Institutioner, fria grupper och 
teatervanor”, in VV.AA., Ny svensk teaterhistoria, III, edited by T. Forser and 
S.Å. Heed, Stockholm, Gildlunds Förlag, 2007, p. 455).

49 Ornitofilene premiered in Oslo in October 1965, one year after the founda-
tion of the Odin. It was performed 51 times until March of the following year.
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Meanwhile, Barba had developed friendships with important 
Danish personalities such as the young graphic artist Dea Trier 
Mørch and the well-known poet Ole Sarvig50. In particular, 
Dea Trier Mørch (1941-2001) recommended Sarvig to meet 
Barba in Oslo. In a letter to Chr. Ludvigsen, Sarvig recom-
mended that he invite Odin Teatret to Aarhus.

50 Dea Trier Mørch first met Barba at a student theatre festival in Danzig in 
autumn 1961. She visited him in the spring 1962, when he was Grotowski’s as-
sistant in Opole. 
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of the most important theatre in the town51. On 18th October 
1965, Barba asked him to help organise the Danish tour of 
Ornitofilene, the first international tour of the Odin. Barba 
told Ludvigsen that he had already discussed with Ole Sarvig 
the possibility of performing in Aarhus, and pointed out that 
“the company consists of only four actors. We don’t have any 
scenery, only a trunk with some props and costumes. We need 
an empty 150-square-metre room, which should be quite easy 
to find”. The Odin was willing to cover some of the expenses, 
such as those for the travel, but it would appreciate some form 
of hospitality. The group had been invited to Copenhagen, but 
preferred to put itself to the test in the province before ventur-
ing into the capital. Besides, November would be the ideal 
month to perform in Aarhus. Finally: “TTT will be out in a 
week. It’s been hectic lately, with the premiere, the printing, 
and all the other organisational issues related to our activity”. 

51 According to first theatre-law of 31th May 1963, the Aarhus Theatre be-
came a “Landsdelsscene”. Between 1959 and 1965, Ludvigsen acted as an advi-
sor for the Forsøgsscene (Experimental Stage) of the Aarhus Theatre and from 
1966 to 1973 for the Aarhus Theatre itself.

5.
Crossing the borders
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From the beginning, practical and theoretical aspects have al-
ways been closely intertwined in Odin’s work.

On 21st October, Ludvigsen declared that he was willing to 
present Barba’s production in Aarhus and asked to fix spe-
cific dates, offering logistic support and a small remuneration. 
Unfortunately, the Aarhus Theatre could not provide an ap-
propriate space to stage an eccentric performance like Ornito-
filene which could not fit in a traditional theatre space. It 
might be performed in a dance school, with a room of the 
necessary dimensions.

Ludvigsen also mobilised the academic community, gaining 
the support of students, like Palle Jul Jørgensen (who would 
later become the director of the Aarhus Theatre) and Jens Ok-
king (director of the small Vestergade 58 theatre, who was 
later to become a popular television actor)52. Besides, Barba 
had the opportunity of giving a lecture at the university and 
talking to the students about his work. This was the origin of 
the close collaboration between the Odin and the Aarhus uni-
versity. Odin’s strategy to create bonds with the academic 
world proved effective not only in Denmark, but also in Italy, 
Poland, France and elsewhere, but in a letter he sent to me on 
11th April 2011, Ludvigsen emphasises: “I have been able to 
help Eugenio mainly as a theatre professional with a finger in 
every pie, not as an academic. So far, most people have failed 
to understand that”.

In fact, Ludvigsen, who had established some contacts 
within the Ministry from the foundation of the Fiol, managed 
“through Harder Rasmussen [of the Ministry of Culture], to 
cover the travel expenses. It was the first grant in Odin’s 
history”53: 5,000 kroner altogether (about 650 euros). Ornito-

52 It should be noticed that, while the Odin was settling in Denmark, theatre 
was blossoming in Aarhus, since the foundation of the intimate theatre of Svale-
gangen in summer 1963 and of the Vestergade 58 group, in 1965.

53 C. Ludvigsen, “Min egen teaterhistorie” cit., p. 33.



32

VERSIONE OPEN ACCESS

filene, (acted by Anne-Trine Grimnes, Else Marie Laukvik, 
Tor Sannum and Torgeir Wethal) was performed in Aarhus, 
from 12th November to 14th November, 1965. The perfor-
mance received an enthusiastic review from the influential 
critic Jens Kruuse in Jyllands-Posten54.

Ornitofilene was subsequently performed in Viborg, at the 
Museum directed by Peter Seeberg. The Jylland and Seeland 
tour – arranged by Ludvigsen, supported by the critic Stig 
Krabbe Barfoed and by Ole Sarvig – went on to Ålborg and 
Holbæk. Here, among the spectators, sat the nineteen-year-
old Iben Nagel Rasmussen, who would soon join the group 
and become one of its leading actresses. The positive reception 
to Ornitofilene finally opened the way for the Odin to the 
capital, where it was successfully represented several times at 
the Art Academy. When he returned to Oslo (to take his final 
written and oral exam in history of religions for his Magister 
Artium) from Copenhagen – where his actors had remained to 
perform – Barba wrote to Ludvigsen, on 29th November:

Our tour in Denmark has been of great importance to us; we had 
the chance to meet so many people whose opinions and criticism 
helped us resolve a number of ambiguities and doubts we had 
about our work. Thank you so much for inviting us to Aarhus. 
Our stay here has been fantastic: the incredibly efficient organisa-
tion and all the extremely friendly people we have met, really, we 
are not used to being treated so well in Oslo!!!
In Copenhagen there was no organisation. The play hadn’t been 
publicised by any press release, the time of the performance was 
wrong, but to our great surprise we attracted a huge audience. 
One night we had to send away more than 70 people, while the 
theatre was already crowded with more than 200.

Undoubtedly, Denmark proved to be a more welcoming 
and open country than Norway. In fact, at the time, on 29th-

54 See F. Perrelli, Gli spettacoli di Odino cit., p. 22.
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30th December 1965, Ludvigsen contributed once more to the 
renewal of national theatre by hosting, in Aarhus, Genet’s Les 
Bonnes in the experimental production by the Living Theatre.

In another letter to Ludvigsen, dated 15th January 1966, 
Barba talked about the new issue of Teatrets Teori og Teknikk 
and reflected upon Odin’s still nebulous and uncertain future:

We have some problems finding new Scandinavian texts for the 
next production. The situation is really desperate: I am unable to 
find a place for our performance, I can’t recruit new actors, so I’m 
at a dead end as regards my next production. Now the whole 
theatre will set out on a larger, crazier tour (Sweden and Finland), 
it’s highly probable we’ll return to Denmark in mid-March, as 
[Erik] Kühnau from Alléscenen [in Copenhagen] is organising a 
new tour for us. But basically I feel the need to be able to work in 
peace, far from all the prosaic problems, trying to take a step for-
ward.
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Chr. Ludvigsen, in his now more prominent artistic role in 
Aarhus (see n. 51), tried to convince Edvin Tiemroth, the new 
director of the city theatre, to engage Barba as a teacher in the 
theatre’s school in order to oppose the national project of an 
Academy. In a letter to Barba, dated 2nd March 1966, Ludvig-
sen writes: “Like a second Cato, I say: ‘I believe that Barba 
should be connected to the Aarhus Theatre after all. In time, 
he will certainly make a difference’”. Ludvigsen anticipated 
“positive effects” from Barba’s active involvement in the Uni-
versity. He hoped that the two jobs would help Barba develop 
strong bonds with Aarhus, which was increasingly attracting 
“angry theatre people” (see n. 52). Barba, however, did not 
seem convinced by the general prospect: “But are you really 
interested?” asked Ludvigsen, who at that time was particu-
larly involved in the national debate over theatre schools.

Since 1965, in fact, the Ministry had been discussing Me-
morandum n. 402, which was about the Foundation of a The-
atre Academy. On 2nd February 1966 in Jyllands-Posten, Lud-
vigsen started a heated discussion – “Teaterakademi eller 
utopi” [“Academy of Theatre Art or Utopia”] – about actors’ 
training in Denmark. In his opinion, it was generally not far 
from the naturalistic style which William Bloch had estab-
lished at the Royal Theatre. Ludvigsen did not agree with the 

6. 
First commando raid  

and a nurse from Holstebro
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idea of basing theatrical education in a single Academy (also 
see n. 64), especially considering that, at the Aarhus Theatre, 
Edvin Tiemroth had no intention of sacrificing his own school, 
which was fairly well integrated with the theatre activity. In 
this context, it is evident that Barba was able to play a key role 
in pointing the educational framework towards the Aarhus 
Theatre, steering it from academism to theatre Utopia.

In particular, in the Easter period, through Chr. Ludvigsen, 
Barba met the exponents of the theatrical and academic life in 
Aarhus. A letter from Silvia Hagberg, dated 7th April 1966, 
describes an absolute maelstrom of “intense negotiations” 
mostly with Tiemroth. Then: 

Even on Monday, the negotiations continued until 4 in the morn-
ing... Chr. in the evening had a private talk with Professor Albeck. 
Barba and I joined them around 10:30 p.m. for what could be 
called a very interesting sort of soupé. Jens Kruuse and his wife 
joined us later in the night... on Tuesday there was an interview 
and photographs were taken. All sorts of people came to talk with 
this Barba, who would possibly move to Aarhus together with his 
English wife, and with what he defines a laboratory55.

On Palm Sunday, 3rd April 1966, a series of extraordinary 
– in their own way – events began, which would lead Odin 
Teatret to move to Denmark in a month’s time.

As appears from several letters of that period, Barba was 
uncertain about the direction the Odin should take. In the 
end, his collaboration with the Aarhus Theatre came to noth-
ing, partly because Barba insisted that his own Odin group 
should somehow be integrated as a laboratory into the local 
theatre school. Barba, then, tended to refuse any offer that 
would grant him a personal position and exclude the group he 

55 See C. Ludvigsen, “Odin Teatrets første år i Danmark 1965-1970” cit., pp. 
84-85.
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had formed which was following him in his artistic adven-
ture56.

The situation, almost by chance, was disentangled by Inger 
Landsted, a nurse from Holstebro interested in theatre and a 
student of Tage Hind in Aarhus, who had seen Ornitofilene in 
Viborg. Inspired by an interview of Barba on Jyllands-Posten 
(6th April 1966), she contacted Chr. Ludvigsen, the mayor of 
Holstebro, Kaj K. Nielsen, and the administrative chief (Kom-
munaldirektør), Jens Johansen. She suggested they invite Odin 
Teatret to settle in their town. At that time, Holstebro had 
16,000 inhabitants and was trying to react to a serious eco-
nomic crisis by investing in culture. 

Contacted by Landsted, Barba seriously considered the of-
fer, replying that he would need at least 100,000 kroner to 
move his theatre57. Johansen brought up the request at a meet-
ing of the council, which solved the problem quite impartially: 
“If the State will give half [of the money], the council will give 
the other half”. The question was now to be settled in Copen-
hagen, where Landsted, Tage Hind and the highest authorities 
in Holstebro were supposed to meet with the officials of the 
Ministry. Unfortunately, due to adverse weather conditions, 
the department head Henning Rohde could only meet Land-
sted and Hind, but they did not come to any practical solution. 
At that point, Holstebro administrative chief Johansen put 
forward a new proposal: “Let’s try to say to Barba that we will 
support his theatre with 75,000 kroner and that we will also 
offer him a place where he can stay and work”58.

Later in April, a preparatory meeting was arranged between 
Eugenio Barba, the mayor, and the administrative chief. Barba 

56 Cf. M. Berg, Treklang cit., p. 127.
57 About 13,000 euros, less than an unskilled worker’s annual wage of the 

time. It should be noted that in September 1966, the Odin included seven ac-
tors, the administrator Agnete Strøm and its director and founder Barba.

58 D. Skot-Hansen, Holstebro i verden cit., p. 60.
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was accompanied by Agnete Strøm, the twenty-two-year-old 
administrator of the Odin, and Tage Hind. In July 2012, Barba 
told me that he was aware he had to work in a town with no 
theatre tradition and with a limited audience in the thinly 
populated north-west Jutland. For this reason, he set one con-
dition: Odin Teatret would move to Holstebro only if it could 
become a theatre laboratory. Mayor Kaj K. Nielsen accepted, 
and then asked: “What is a theatre laboratory?”. Barba ex-
plained it: “A theatre that doesn’t perform every evening”. In 
this way, the Odin received its historical qualification. When 
Barba returned to Oslo, four of his five collaborators decided 
to follow him to their new home.

So the local newspapers could announce the new initiative 
of the council’s cultural policy: a teaterlaboratorium, which 
Barba immediately called inter-Scandinavian. In those years, 
Denmark, Sweden and Norway were debating the possibility 
of joining the European Union. Strong public opinion, sup-
ported by some parties, was favourable to a Nordic Union. 
Barba thought that if he engaged young actors from various 
Scandinavian countries he would set the first example of an 
inter-Scandinavian theatre and hoped that in this way he 
would receive a grant from the Nordisk Kulturfond, the foun-
dation supporting all inter-Scandinavian cultural initiatives. 

Interviewed by Knud Jakobsen in Holstebro Dagbladet (see 
n. 5), Barba recalls that, at that time, 

[the town administrators] trusted men, not institutions. They 
found people they could count on, bound them to the town and 
offered them the ideal environment where they could fulfil their 
aspirations. We were six complete strangers to them; yet, they 
relied on us...59. 

59 One of the most significant peculiarities of Odin’s adventurous integration 
in Denmark is that, still in 1968, there was not a written contract regulating the 
relationship between the theatre and the municipality of Holstebro. Hence 
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Holstebro municipality’s offer was certainly modest, but on 
the whole worthy of consideration: “Odin Teatret would be 
granted the use of the farm buildings in Særkjærgaard, their 
restructuring into a theatre, and 75,000 kroner a year for its 
management. The rest is up to us!”60. On 27th June, Holstebro 
municipality allocated 110,000 kroner to renovate the build-
ings which had to be turned into a theatre61.

In his choice of Holstebro, Barba – who had already worked 
with Grotowski in Opole, a town of around 60,000 inhabitants 
– was curiously inspired by the Chinese Revolution strategy. 
He thought it would be more convenient to start from the 
province and then move on to conquer larger centres. This 
strategy proved effective and, in just three years, the Odin 
came to be highly acclaimed at the most prestigious interna-
tional festivals. 

There still were several rough plans of collaboration with 
the Aarhus academic and theatre world and also some vague 
ideas of settling in Norway. On 24th March 1966, Ludvigsen 
insisted on the “theoretical and practical” opportunities that 
a collaboration with the theatre school in that town could offer 
Barba, adding: “Personally, I think that having you here would 
be a great inspiration to me!”. On 8th April, after the Holste-

Barba’s frequent request for a five-year agreement (M. Berg, Treklang cit., pp. 
63 ff.; 150 ff.).

60 Decided in a council of 2nd May 1966 (D. Skot-Hansen, Holstebro i verden 
cit., p. 61; C. Ludvigsen, “Min egen teaterhistorie” cit., p. 34). Ludvigsen, to-
gether with Barba, drew up the plans for the new Odin, which was to be “the 
prototype of an intimate and flexible theatre, so as to speak” (cf. the programs 
of Ornitofilene and Kaspariana, 1967). Even when the Institute of Dramaturgy 
of Aarhus consolidated its position around 1973-1974 and could use a room to 
hold its workshops, the University still adhered to the same criteria, though they 
were quite unusual for an academic context, and had a “so-called ‘neutral the-
atrical space’” built, mainly based on Gordon Craig’s ideas (C. Ludvigsen, “In-
stitut for dramaturgi” cit., p. 90). 

61 D. Skot-Hansen, Holstebro i verden cit., p. 61.
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bro-possibility has turned up, in a rather heart-felt letter to 
Barba, Ludvigsen wrote:

I don’t want to persuade you to do something which would just 
be a compromise with what you really want.
Do you at least have any chance to stay in Oslo and get 100,000 
[kroner] from the municipality of Oslo???
So far, I’ve always believed that – despite your extra workload – 
you considered it somehow challenging to work with a profes-
sional theatre school and to adapt your methods to the school of 
an official theatre. [...] However, if you do prefer Holstebro, I’d 
act – unwillingly – against your interests! I hope you can under-
stand how difficult my position is. I can’t completely support the 
Aarhus projects, if I know that you can find peace in Holstebro 
(or in Oslo)...62.

On 11th May, Barba, without excluding a possible collabo-
ration with Tiemroth, announced to Ludvigsen he was to 
move to Holstebro at the end of June63. In his opinion, how-
ever, the Town Council “should receive more for the money 
it’s spending”, so, “if we do create a laboratory, we can’t rely 
on an amateur theatre budget. We must stir and inspire all the 
young and the old who are demanding a revolution in the-
atre”. The letter also includes a personal invitation to Odin 
Teatret’s first Nordic seminar with Jerzy Grotowski and Polish 

62 Chr. Ludvigsen writes to me in December 2012: “At first, as member of 
the Aarhus Theatre, I could not support Eugenio at the first negotiations in 
Holstebro”. 

63 Ludvigsen continued to maintain the relationship between the Odin and 
Aarhus. On 19th May 1966, he wrote to Barba: “I do believe that you have a 
chance [with Tiemroth] – if you are still interested!? [...] I don’t think Odin 
Teatret should completely lose its contacts, for example with Aarhus, even if it 
settles down in Holstebro. You may be hosted somewhere in the upcoming 
season – maybe in Copenhagen by Fiol-Teatret, or for example by gyms (you 
can find them all over the country). The point is if you actually have something 
new in your repertoire which the general public may like”.
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pantomime actor Stanislaw Brzozowski to be held in July in 
Holstebro. The seminar aimed to introduce professionals 
from the Scandinavian traditional theatres into the working 
practice of foreign directors and actors in order to improve 
their performances. Films on training methods, mime 
(Marceau), Kathakali and Kabuki theatres would be shown.

The Odin finally saw the chance of transforming its dreams 
into reality, by developing the theoretical project of Teatrets 
Teori og Teknikk on the actor’s techniques into a comprehen-
sive laboratory. 
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In a letter of 15th June 1966, Barba discusses with Ludvigsen 
the possibility of obtaining 100,000 kroner from the Nordisk 
Kulturfond in order to settle his company in Holstebro. As a 
proof of the fact that the Odin had managed to establish a 
strong bridgehead in Denmark, Barba looked for the support 
of local artistic and academic personalities, such as Jens Kru-
use, Peter Seeberg, Tage Hind and Edvin Tiemroth. In the 
same letter, he mentions “a script that Ole Sarvig wrote” for 
the Odin. On 19th June, Ludvigsen rather daringly suggested 
that Barba’s company perform at Fiol-Teatret (“...if our the-
atre can properly accommodate you????”). On 25th June, he 
announced that Sarvig “promised that he would write a ‘dra-
ma’ [for Barba] and that it would probably be finished by 
August”. While the Odin was moving from Oslo to Holstebro, 
the synopsis of Kaspariana was being written.

Emblematic of this intensely creative planning phase is a 
large programmatic note from Ludvigsen of 16th June to vari-
ous Scandinavian correspondents. Here he points out that, 
despite the academic debate, the Scandinavian theatre, espe-
cially in Sweden and Denmark, needed to be stimulated by a 
person with international experience like Barba. However,

obviously, Barba alone, as a single individual, can’t solve these 

7. 
The bridgehead
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problems in the whole of Northern Europe. Anyway, a first step 
to improve the situation would be to support a concept of theatre 
laboratory like the one which is being developed here. It would 
also be interesting to create an educational centre in close col-
laboration with a future Danish theatre academy directed by 
Barba, which would attract eminent theatre personalities and 
teachers from all over Europe.

Thanks to Ludvigsen’s clear intuition of the teaterlaborato-
rium’s potential, the Odin would soon become in Scandinavia 
the centre of an international theatre pedagogy.

 In June 1966, Odin Teatret moved to Holstebro, and in 
July, it hosted Ludvigsen’s family during its first two-week 
seminar with Jerzy Grotowski, Ryszard Cieslak and Stanislaw 
Brzozowski from Henrik Tomaszewski’s Pantomime Theatre 
in Wroclaw. Since the venue which Holstebro had given to the 
Odin had not been renovated yet, the seminar took place in 
the Maabjerg Skole, and received a grant of 15,000 kroner by 
the Nordisk Kulturfond. During the seminar, Ludvigsen re-
opened the debate about the training of actors who – espe-
cially in Denmark – learnt to reproduce dramas, but not to be 
autonomous artists64.

Although the Odin had made Holstebro its permanent 

64 C. Ludvigsen, “Indledning til såkaldt ‘Klageaften’ onsdag 20. juli 1966 på 
Måbjerg Skole”, in C. Ludvigsen, Det begyndte med Beckett cit., pp. 71-72. Since 
1965 – as a bonus from Moderne teaterproblemer – theatre pedagogy had been 
an issue of crucial importance to Ludvigsen. He felt that actors’ training in the 
provincial theatre schools was still clinging to a naturalistic approach largely 
based on the “study of the character” introduced by William Bloch in 1886 in 
Copenhagen in his long career as a director of the Royal Theatre. Besides, he 
believed that “in Denmark, there had never been training courses for actors 
specifically designed by playwrights, stage designers and theatre technicians” 
(C. Ludvigsen, “Omrids af teateruddannelsens udvikling i Danmark”; first 
printed in “Memorandum n. 402 ‘about a theatre-academy’” by Ministry of Cul-
ture, l965, and reprinted in C. Ludvigsen, Det begyndte med Beckett cit., pp. 
69-70). 
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base, it continued to maintain contacts with the Aarhus aca-
demic milieu65 and started a more organic collaboration with 
Ludvigsen as a Dramaturg. In 1967, Ludvigsen partially 
changed Ole Sarvig’s original scenario of Kaspariana and, in 
1968-1969, he would be the intermediary between the Odin 
and Peter Seeberg for Ferai. Ludvigsen was also increasingly 
involved in the administration, constituting “a sort of troika”66 
with directive functions with Eugenio Barba and the adminis-
trator Agnete Strøm.

65 Also through seminars, like the two-day seminar that the Odin organised 
for the Aarhus students in December 1966.

66 C. Ludvigsen, “Odin Teatrets første år i Danmark 1965-1970” cit., pp. 
78-79.
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In a letter of 11th March 1967, Chr. Ludvigsen writes to Barba: 
“In certain circles, Odin Teatret is still regarded as an amateur 
theatre...”. Yet, the Odin was expanding its range of activities, 
which were becoming increasingly expensive and challenging. 
As Ludvigsen illustrated to the Head of the Department of the 
Ministry Henning Rohde on 10th April 1967, these activities can 
be divided into four major fields: 1) the publication of Teatrets 
Teori og Teknikk, which “preferably features crucial modern 
texts of theatre theory in Scandinavian languages”; 2) the theatre 
laboratory, “which is still supported only by the local authorities”; 
3) “the first productions of Danish plays” (of which Ole Sarvig’s 
Kaspariana was an example); 4) the organisation of tours. An-
other important field of activity which is certainly worth men-
tioning is “the modern renovation of the theatre spaces” in a 
logic of architectural flexibility. However, all this would not 
have been possible without adequate financial support, which 
Ludvigsen very diplomatically asked Rohde for: 

I find both its forms of expression and its results really inspiring, 
I have great expectations. Maybe too great, but who knows... I 
understand you appreciate this initiative and I hope you will help 
us (or me) with some more practical matters. 

On 14th April, Rohde replied to Ludvigsen’s request, declaring 

8. 
Fighting on two fronts
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that he was “very interested in Barba’s activity” and willing to 
support it, but that there was a fatal “analogy between Odin 
Teatret and the Ministry: they are both penniless”. 

They lacked not only funds, but also appropriate laws which 
could allow for such an unusual reality – a theatre laboratory, 
an experimental centre – like the kind of theatre which was 
being developed in Holstebro.

The 1967-1968 seminars (on Czechoslovakian theatre, on the 
myth of Commedia dell’Arte etc.) had been possible thanks to 
the grants from the Nordisk Kulturfond. However, it was still 
necessary that pure research into theatre gained formal recogni-
tion and that politicians pursued a more audacious cultural 
policy. It was Chr. Ludvigsen who fought a long battle to win 
public support for “an alternative theatre group”. Initially 
helped by the critic Jens Kruuse, Ludvigsen endeavoured to at-
tract and direct the interest of the officials of the Ministry, as well 
as of the Ministers Bodil Koch, and especially of the Radical K. 
Helveg Petersen (between 1968 and 1971).

There is a long report by Ludvigsen, dated 25th April 1967, 
about a meeting he had with the Secretary of the Ministry 
Lennert Holten thanks to the contacts he had previously es-
tablished with Rohde. The aim of the meeting was to discuss 
the details of Odin’s situation. Ludvigsen illustrated to Holten 
the activities which the Nordisk Kulturfond would be able to 
support, but pointed out that to finance the tours, for exam-
ple, including those within Denmark, they had to find alterna-
tive sources. In the document, Ludvigsen mentions that 
Teatrets Teori og Teknikk would no longer be published in 
Norway, but in Denmark, and discusses the hypothesis of in-
cluding the seminars in a larger “pedagogical project” which 
would be extended to the national theatre schools. Ludvigsen 
also stresses that – apart from the adaptation of Le Cid pre-
sented by Peer Gregaard – the Odin was one of the few the-
atres based in Denmark which had been invited to the Théâtre 
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des Nations Festival in Paris (with Kaspariana). In this way, the 
Odin helped the nation to stand “in the field of theatre, on the 
same cultural level as the other countries, and not to lag be-
hind, as had happened after Ibsen”67.

In his report, Ludvigsen advocated an initiative that he 
deemed fundamental for the whole of Northern Europe and 
pointed out that theatre was “a complex mechanism”, devel-
oping “plans” in the research field which would involve sev-
eral needs in the future. However, what needed to be primar-
ily protected – “if there is a chance to survive in loco” – were 
“Odin’s productions, the results of its research and its plays, 
which can be sent on tour by the city where the company is 
based”. For this dynamic part of the group’s activity it was 
evidently more difficult to find sources of financing within the 
existing legal framework. 

The battle, however, was being fought on two fronts. Be-
tween 1967 and 1969, Odin’s integration in Holstebro was not 
so obvious. Some sectors of the population were still sporadi-
cally complaining that the theatre was not very productive and 
gave few performances. On 28th April 1967, there was a sum-
mit meeting between Barba, Ludvigsen and the authorities of 
Holstebro. In the course of the meeting, they touched on 
various delicate issues related to Odin’s settling in Holstebro: 
the summer seminars; the performances; finance and the farm 
in Særkjær68. As for the farm, the administrative chief Jens 
Johansen pointed out that Barba and his actors, instead of us-
ing only one room (10 x 15 metres), as they were supposed to 
do at first, had set up “a whole theatre”. Barba objected that 

67 Jean-Louis Barrault invited the Odin in May 1968, but the festival did not 
take place, due to the students’ revolt and the occupation of the Odéon Theatre. 
However, the Odin – as we will see – would go to Paris the following year with 
Ferai, the play which established its international reputation.

68 The municipal secretary Bent Olesen left a detailed four-page resume of 
this meeting, from which we shall quote.
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their aim had always been to create “a real institution”, which 
would organise “highly profitable” seminars and thus boost 
the economic growth in Holstebro. Although he expressed an 
interest in this project, Johansen explained that Holstebro had 
some budget limits and could not guarantee the Odin financial 
support over what they hoped to be a period of five years, 
adding that: “... a part of the population had expected more 
performances during the year”. Barba replied that since the 
Odin was “mainly a research laboratory, it could put on a per-
formance only if it could guarantee the highest quality. Other-
wise, the very nature of the Odin as a laboratory would inevi-
tably be altered”. Therefore, over 18 months to three years, 
only one production could be expected. 

Barba, however, put forward a proposal of cultural revival 
of the city through a series of activities similar to those that 
Odin Teatret had organised in March. He suggested editing a 
cultural magazine like Vor By (i.e. Our City, which was about 
local cultural associations and institutions etc.). Johansen ap-
preciated this kind of initiatives, but he pointed out that “they 
didn’t have anything to do with theatre”. Barba still held on to 
his opinion, insisting on obtaining a five-year contract (see n. 
59), which would state that “Odin Teatret was a research in-
stitute, investigating the actors’ forms of expression. As soon 
as our next production is ready, its premiere will certainly be 
in Holstebro”. Johansen insisted that there should be one pro-
duction a year at least “in order to improve the relationship 
with the population”, but Barba resisted, answering that “it 
would be artistically irresponsible to promise that”. As regard-
ed the venue given to Odin Teatret, Barba asked that the the-
atre rooms be extended, in particular the training room, and 
soundproofed, possibly with the financial support of the Min-
istry, which Johansen himself considered necessary69. 

69 “In the spring of 1967, the Odin venue was ready, but there were no funds 
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It was a difficult game to play, yet reading the documents, 
one is left with the impression of a director sticking firmly to 
the principles of his work and of a scrupulous, but not obtuse 
administration. In Holstebro, at least, it actively supported the 
Odin when its relationship with the population was most 
problematic, and was one of the first to recognise Odin 
Teatret’s potential, which was not perhaps universally appar-
ent70. It should be considered that the difference between a 
theatre and a theatre laboratory was not at all clear-cut and 
obvious, as it might be today. This notion implied a cultural 
effort that only illuminated administrators, in the unfavour-
able legal context which we have described, could make. They 
certainly needed to be spurred and guided and this was the 
cultural and political task that Chr. Ludvigsen relentlessly car-
ried on.

to buy the furniture. Jens Okking, of the Vestergade 58 theatre in Aarhus, pro-
moted and organised a cultural week in Holstebro in order to raise funds for the 
Odin, and several banks and businessmen contributed to the initiative. How-
ever, the event was poorly attended and the cultural week ended up in the red” 
(D. Skot-Hansen, Holstebro i verden cit., p. 61).

70 In April 1967, a national TV documentary on the Odin actors’ training 
provoked the strong reaction of the Rindalister, a left-wing political movement 
which believed that cultural activities did not deserve public support. In its issue 
of 7th May, Søndags-Aktuelt published a survey entitled “The debate between 
the mayor of Holstebro and the Rindalister of the region”. The survey had been 
carried out among the citizens of Holstebro, a town which had rapidly grown 
into “a cultural Mecca”. The opinions collected were various. The social-dem-
ocratic administration of the town remained consistent with its political pro-
gramme, exemplified by the slogan “Holstebro, a better place to live”. In the 
interview in Holstebro Dagbladet (see n. 5), Barba remembers that “it stood by 
our side, even when at first people wrote angry letters to the newspapers against 
us” (see also C. Ludvigsen, “Odin Teatrets første år i Danmark 1965-1970” cit., 
pp. 92-93).
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As Ludvigsen had written in his note of 25th April 1967 it had 
been clear, since Fiol-Teatret established itself, “that the 1963 
law was rather conservative”, and inadequate for the recent 
innovations in theatre. That law, “inadequate for the experi-
mental theatre and then for the future”, had to be changed.

On 6th June 1967, Ludvigsen made another attempt to con-
vince Henning Rohde, department head of the Ministry of 
Culture, declaring himself 

frankly rather concerned about Odin’s chances of survival on the 
available economic basis. On the contrary, from an artistic point of 
view – he added – the Odin has been one of the most important 
new sources of inspiration in the last twenty years in which I’ve 
grown professionally in theatre. The seminars, the periodical, the 
theatre laboratory and its productions etc. In short, there has 
hardly been such an offer in this country, where theatre profes-
sionals prefer talking about theatre rather than actually doing 
something for it. 

Since “poverty was destroying the Odin”, Ludvigsen asked 
with a certain emphasis (the text is partly underlined) whether 
the Ministry 

wanted to support a theatre laboratory of that kind as an interesting 

9. 
Questioning the law
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complement to the Academy of Theatre which was being created. 
And in any case, do you mean to cover the expenses? – Holstebro 
has already invested over a quarter of a million in this enterprise 
– maybe without calculating what this might imply, especially be-
cause there are not many people in this country who can immedi-
ately define the expression theatre laboratory.
[...] Theatre pedagogues, that is all those primarily concerned 
with theatre pedagogy, are everywhere scarce. In short, Barba is a 
rare bird, like Grotowski, and Stanislavsky before him. Anyway, 
as far as I know him, Barba is also a migratory bird, and he will 
settle in the place where he can best spread his wings. But there 
must be the necessary economic conditions71.

On 11th June, Ludvigsen wrote a five-page report to Lennert 
Holten, of the Ministry of Culture, “about the future of Odin 
Teatret as Nordisk Teaterlaboratorium”. The report included 
detailed administrative notes by Agnete Strøm. It was crucial-
ly important that 

in its current situation, Odin Teatret has a reasonable chance to 
survive, run its seminars, publish its periodical and prepare its 
productions. This last is, anyway, the most important, partly be-
cause in this case the economic aspect is the most pressing issue. 

On the other hand, “the Odin is certainly not short of initia-
tive, idealistic abnegation and good ideas. What it lacks is 
only reasonable economic security”. Barba’s multiple activi-
ties not only aroused considerable interest among theatre 

71 There is a second version (which had not been sent) of this letter, in which 
Chr. Ludvigsen’s tones are even sharper: “It is evident that theatre has become 
quite expensive in a modern welfare state, where there aren’t rich patrons will-
ing to protect it. What maybe is not so evident is that theatre is a form of art in 
constant evolution, although a new academy is about to be established which 
should put an end to a relatively traditional model of training based on ‘the 
naturalistic practice’. Since 1886, anyway, such a model of training has been 
considered the only legitimate system”.
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professionals, but “they are also almost unprecedented in 
Scandinavia”.

This is how Ludvigsen sums up the situation: “Since last 
year, the municipality of Holstebro has committed itself to 
host Odin Teatret as an institution, providing a venue and cer-
tain operating funds”, 150,000 kroner to transform Særkjær-
gaard into a theatre laboratory, and an annual grant of 75,000 
kroner on a temporary basis. Smaller sums are given by the 
Nordisk Kulturfond for the inter-Nordic seminars and for the 
publication of Teatrets Teori og Teknikk. The seminars are also 
financed by the Danish Ministry of Culture. 

However, apart from the promise of Holstebro to support the 
Odin from financial year to financial year, only a one-off grant has 
been offered. On such a basis it’s certainly impossible to build a 
future.

The situation became increasingly difficult as the premiere 
of Kaspariana drew nearer and nearer. The main obstacle to 
the preparation of the performance had been that it was not 
until March that the renovations of Særkjærgaard were com-
pleted, though the end of the works had been planned by No-
vember 1966: 

This meant that the actors weren’t paid their salaries (or their daily 
wages). We’ve run out of money, so that we had to use part of the 
grant given by the municipality to buy props, spotlights etc.
To stage a play like this not only would it be problematic if an 
actor pulls out, but it’d be a disaster! – It’d take three months 
more to rehearse the play with new actors. This depends on the 
fact that the approach to acting is unconventional, but rather in-
tense. The actors learn to act together and, at the same time, to 
gradually define their role in relation to the other members of the 
group. Before they can consider themselves artistically mature, 
actors need to be properly trained and to immerse themselves in 
the performance.



52

VERSIONE OPEN ACCESS

There are other three fields of Odin’s activity which, al-
though potentially independent, actually “revolve around the 
figure of Eugenio Barba”: 1) Teatrets Teori og Teknikk, which 
needed financial support like Harlekin72 before it; 2) the ped-
agogical seminars, requiring “a solid organisation. Theatre 
professionals from Northern Europe would be confronted 
with the most significant international theatre movements, by 
getting actively involved in the theatre pedagogical work with 
eminent teachers from all over the world”; 3) the performanc-
es, “which are the core or heart of Odin Teatret’s activity. 
Without them, the Odin couldn’t exist”. These performances 
are characterised by 

the active collaboration between the author, the director and the 
actors. Such a close collaboration had never existed before in 
Scandinavia, though it had long been an object of discussion. 
Since Holberg’s times, have you ever seen an author participating 
in the actual staging, without being a director himself?

This is also one of the main reasons why Chr. Ludvigsen 
asked for economic support in addition to the funds to finance 
the Kaspariana tour. It must be remembered that in order to 
support national theatre, Fiol-Teatret had occasionally re-
ceived some grants, for example when it collaborated with 
authors like Klaus Rifbjerg and Jesper Jensen. Leaving his ex-
perience at the Fiol behind him, Ludvigsen concludes that in 
Denmark

we shouldn’t focus on an outstanding repertoire any longer, but 
rather on the art of theatre itself. Actors, authors etc. should find 
new ways to explore the theatre space, and the audience should 
get more actively involved in the performance.

72 Harlekin was a theatre magazine founded in 1965 by the critic Jens Kistrup 
and the novelist and playwright Klaus Rifbjerg, of which only a few issues were 
published, supported by Gyldendal.
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After long pleading, the Ministry of Culture eventually grant-
ed a small sum to finance Ole Sarvig’s synopsis of Kaspariana. 
The first version of the play was performed in June 1967, and 
the second version at the end of September.

Ludvigsen rightly believed that the Odin needed “visionary 
authors, playwrights not bound to the more traditionally liter-
ary forms of the official theatre”. For this reason, he decided 
to engage Ole Sarvig, who was “more a lyrical writer than a 
playwright”73. Sarvig’s work on Kaspariana was rather pecu-
liar: 

Ole Sarvig’s synopsis wasn’t a real dramatic dialogue, but rather a 
scenario... [...]. Ole Sarvig didn’t participate much in the staging, 
but he indirectly mediated his peculiar version by sending some 
comments by mail! Through quotations and selected poems, the 
writer wanted to provide the director and the actors with some 
guidelines which could help them during the rehearsals, which 
went on for more than a year until September 196774.

A letter to Barba of 1st September perfectly exemplifies 

73 C. Ludvigsen, ”Fiksérbilleder & figurtegninger”, in Mytesyn. En bog om 
Peter Seebergs forfatterskab, edited by I. Holk, Århus, Centrum, 1985, p. 185.

74 Ibid., pp. 185-186.

10. 
Kaspar’s worries
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Ludvigsen’s work as a Dramaturg. It consists of some notes 
Ludvigsen took down rapidly in English, which would pre-
sumably be developed into a programme: “A scenic étude – 
based on a synopsis by Ole Sarvig, freely composed on stage by 
the actor collective (Or: actor-communion?? Or actor-communi-
ty??) of the Odin-Teater”.

“The phases of the etude” (13 houses in all) tell the story of 
Kaspar Hauser (1812), the mysterious foundling discovered in 
the market place of Nürnberg in 1828, mysteriously murdered 
in 1833. The show opens in the dark, as “the actors take stand 
in position and put on costumes for their parts in the play. [...] 
All the actors – except the one who plays Kaspar are now mem-
bers of a society”, and they are sitting at a banquet, talking 
about the latest execution in the square: “The weather is so and 
so, the food is so, the head of the victim will fall and so on...”. 
The finding of Kaspar Hauser, half-naked, under one of the 
“‘houses’ (or locations??)” causes great excitement and sur-
prise among the members of that society, who feel the urge to 
educate and assimilate him. This marks “Kaspar’s new birth”. 
As the protagonist begins to take “his first steps into the ways 
of this world. He walks, makes progress, seems to become a good 
pupil and a decent young man”, the society derives increasing 
satisfaction from their educational experiment.

In this way, “Kaspar is educated, brought up and is getting 
part in (the cream? of) human knowledge”, studying their sa-
cred texts and false syllogisms, and pleasing everybody. When, 
after some hesitation, Kaspar finally passes his exams, “the 
good result is celebrated with a grand ball”, although the boy 
does not look as if he is enjoying the celebrations in his honour. 
Why? He does not seem at his ease, maybe because he just 
needs a woman. Therefore, in the general excitement, “a ren-
dez-vous with the selected woman is arranged, but something 
else happens, the young couple fall in love. It’s too bad for words! 
– Everything else but that... (He is probably still too innocent 
for this world)”.
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Then, at the last stage, “A war is breaking out”, and Kaspar 
has to fight in it. He learns to break the fifth commandment, 
“thou shall not kill”, practising “the glorious ART of war”. At 
this point of the show:

What possibilities for a happy-ending? Let using a song together, a 
song on a melody we all know: “Heilige Nacht, stille Nacht”... (or 
whatever you can find...)75. Specially if the ensemble sings it in the 
right spirit of The No-man’s-land-mood of the first world war. And 
may-be answer with for instance “here we are again...” in a duet.
The rest is not silence, but your own business with architect, players 
etc.

This is the summary of an enthusiastic artistic project which, 
however, was not developing in a serene atmosphere. On 29th 
July 1967, the Odin wrote a letter to the Minister, Mrs. Bodil 
Koch. Reasserting what had been previously said in the 11th 
June report, the Odin expressed all the “concerns” of the “the-
atre laboratory working actively” and gaining increasing visi-

75 The letter preceding the synopsis implies that there were still some doubts 
about the song to be used at the end of the play. Ludvigsen voted for the Christ-
mas song, because he suggested “(as usual!) the most popular way”, that is 
something “internationally known, which everybody could hum in the silence 
of their souls”. At the end of Kaspariana, Ludvigsen wanted to convey the idea 
of a No-man’s land, “where nobody knows where home is”. He recommends: 
“You may sing Stille Nacht... in GERMAN, with Dankwart [Nielsen, Danish-
German actor of the Odin] as lead singer... Or in Armenian! The tune is the 
most important thing. But it’d be interesting to mix it with a couple of tradi-
tional English songs with a fast rhythm (Tipperary...?). Another internationally-
known Anglo-German song could be Lili Marleen. As everybody knows, it was 
a hit in German, then in Anglo-American. There’s also a Danish version, though 
the original lyrics had been manipulated. If only the [...] company could sing a 
bit better...!”. Eventually, they opted for: “‘Beautiful is the earth, Beautiful is 
God’s Heaven, Beautiful is the pilgrimage of the soul towards its celestial home’. 
This psalm marks the end of the story of Kaspar Hauser” (cf. Il libro dell’Odin. 
Il teatro-laboratorio di Eugenio Barba, edited by F. Taviani, Milano, Feltrinelli, 
1975, p. 71).
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bility. Despite all this, and the fact that Kaspariana had been 
invited to important international festivals, the theatre seemed 
destined to come to an end as early as the beginning of Octo-
ber. This production, as well as any other Odin project, need-
ed funds to go on tour and suffered from the absolute pre-
cariousness of the situation: 

The point is that we do have several projects in the pipeline, but 
we are forced to put them off because we can’t rely on a solid 
economic basis. It’s simply impossible to keep loyal collaborators 
by vague promises and reduced wages, while they’re faced with 
mounting personal debts.

Nevertheless, in July, the third inter-Scandinavian seminar 
was held in Holstebro, with Jerzy Grotowski, Ryszard Cieslak, 
Stanislaw Brzozowski, Charles Marowitz and the Parisian 
critic Renée Saurel. 
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When we met in June 2011, Barba explained about Teatrets 
Teori og Teknikk: “I needed to expand my knowledge of those 
directors and theoreticians whom I’ve been studying in books”. 
The periodical could just offer the ideal opportunity to study 
them more in depth. Teatrets Teori og Teknikk, however, had 
never been a personal or secondary part of Odin’s project. On 
the one hand, the books in which Barba speaks about his ar-
tistic past (like Il cavallo cieco [The Blind Horse])76 give the 
impression of Odin’s gradually conquering and accumulating 
experiences, themes and cultural initiatives. On the other, it 
should be noticed that, theoretically, Barba’s evolving theatre 
project, as well as the culture of his group, had been charac-
terised from the beginning by a dense combination of history, 
anthropology, interest in the Euro-Asian theatre and theoreti-
cal and practical elements. As emerged from the analysis of the 
letters Ludvigsen wrote in 1964 (cf. § 4), Teatrets Teori og 
Teknikk developed a detailed cultural project, surprisingly an-
ticipating ISTA (International School of Theatre Anthropol-
ogy), which would be created only many years later.

As the cover of issue n. 6 makes it clear, Teatrets Teori og 

76 See, for example, I.N. Rasmussen, Il cavallo cieco. Dialoghi con Eugenio 
Barba e altri scritti, edited by M. Schino and F. Taviani, Roma, Bulzoni, 2006.

11. 
Independent TTT
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Teknikk was no longer a supplement to the Norwegian design 
magazine Bonytt and was published by the Odin Teatrets Forlag 
in Holstebro (cf. n. 44). The previous issue, dedicated to the 
Playwright who Directs in His Own Text, and edited by Chr. 
Ludvigsen, deserves particular attention from a theoretical 
point of view. In the introductory note, Barba explains that, in 
a certain sense “it is outside the TTT’s scope to deal with play-
wrights, but in this case what really interests us are not their 
plays, but their observations on how these plays should be 
staged”, that is “all the stage directions which would explain a 
certain script”. In Genet’s and Beckett’s stage directions, Barba 
notices “a frequent contrast between the verbal text and the 
physical action which, according to what they suggest, contra-
dicts the meaning of the text. This is what, in 1906, Meyerhold 
defined as plastic [dynamic] actions which do not correspond 
to the words”. Hence the new field mentioned in the title of the 
note77, which in the periodical is explored by several Scandina-
vian directors of Beckett’s plays, by Genet himself (in relation to 
the staging of Les Bonnes and Le Balcon), by Roger Blin78 and, 

77 E. Barba, “Et nytt område”, in Teatrets Teori og Teknikk, n. 5, 1967, p. 3.
78 R. Blin’s article in this issue of Teatrets Teori og Teknikk, “Vitnesbyrd” (p. 

11) is historically interesting. In the article, Blin writes that it was his rather 
unsuccessful production of Strindberg’s Ghost Sonata in 1949-1950 which 
brought him closer to Beckett. In fact, Beckett returned twice to see Blin’s stag-
ing of Strindberg’s play which, by the way, Artaud particularly appreciated. 
Through his wife, Beckett asked Blin to produce En attendant Godot: “Beckett 
had probably appreciated my interpretation of Strindberg and had drawn the 
conclusion that I would be able to understand him as well and stage one of his 
plays”. Only in 1953, merely for economic reasons, Blin would be able to stage 
En attendant Godot at theThéâtre de Babylone in Paris. Incidentally, it should 
be noticed that Blin’s account somehow contradicts Beckett’s reluctance to rec-
ognise even the slightest similarity between Strindberg’s theatre and his own. In 
a letter of 1967, Beckett wrote: “Je connais mal le théâtre de Strindberg et ne peux 
pas en avoir été influencé” (cf. A. Swerling, In Quest of Strindberg, Cambridge, 
Trinity Lane Press, 1971, p. 26).
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naturally, by Ludvigsen, who had collected and organised all the 
material79.

In his well-constructed contribution to the periodical, Lud-
vigsen merged his deep knowledge of the authors of the The-
atre of the Absurd with that of the tradition established by 
William Bloch. Bloch had also worked on stage directions 
from a naturalistic point of view, developing a sort of “play-
wright’s direction”. However, what Ludvigsen tries to demon-
strate in his article is that there had always been an historic 
opposition between Bloch’s and Beckett’s approaches: 

Beckett does not use stage directions only to describe the situa-
tions in his stage directions. He wants to delve into his characters’ 
inner life, to tell us more about something which otherwise would 
not immediately emerge from the situation.

 Therefore, he develops “his own personal form of melanchol-
ic realism, which opens up metaphysical perspectives on the 
scene”80 and – it could be added – marks the boundary be-
tween 19th century sensibility and the 20th century. 

Issue n. 6 of Teatrets Teori og Teknikk introduces a Scandi-
navian scientific committee and is dedicated to Commedia 
dell’Arte, referring to the seminar Dario Fo (with Franca Ra-
me) had held in Holstebro from 26th April to 1st May 1968. It 
was the first time abroad for the Italian actor, and the Danish 
Ministry of Culture made a financial contribution to his tour. 
On this occasion, before Fo’s La Signora è da Buttare [The La-
dy’s for Chucking] left for Sweden, it was to be repeated four 

79 For the first time in Denmark, issue n. 5 of Teatrets Teori og Teknikk fea-
tures Ludvigsen’s translation of Beckett’s Come and Go (1965) (p. 15).

80 C. Ludvigsen, “Dramatikeren som iscenesætter i sin egen tekst”, in Teatrets 
Teori og Teknikk, n. 5, 1967, p. 5. Barba underlines that in his article on drama-
turgy Ludvigsen described the “spatial and visual idea” of playwrights as “a 
guide to the play considered as a living organism” (F.R. Rietti, I fogli dell’albero 
cit., p. 263).



60

VERSIONE OPEN ACCESS

times in Holstebro and twice (8th and 9th May 1968) in Copen-
hagen’s Royal Theatre, which was very careful not to recognise 
the crucial collaboration of Odin Teatret in the event81. Chr. 
Ludvigsen, in his letter to Minister Helveg Petersen of 9th June 
1968, underlined the Fo case, stressing that a 

small company [Odin Teatret] became the impresario of a big 
company, which came (underpaid!) to the Royal Theatre with 
unusual success for Kgs. Nytorv82 (they registered a sell-out for 
both performances, with people outside in the corridors in a big, 
though vain, flood...); the small administration of the theatre was 
on the point of drowning. But everything went well, after all...

Issue n. 7 of Teatrets Teori og Teknikk of 1968 was to be very 
special, as it corresponded to the first world edition of 
Grotowski’s Towards a Poor Theatre. We shall come back later 
to this publication, which coincided with a further economic 
crisis for the Odin. 

81 C. Ludvigsen, “Odin Teatrets første år i Danmark 1965-1970” cit., p. 98. 
On Fo’s seminar in Holstebro of April 1968, see also D. Fo, “Gramelot”, in 
Teatrets Teori og Teknikk, n. 6, 1968, pp. 44-45, and the catalogue Dario Fo og 
Danmark. Et hjemligt bidrag til den internationale Dario Fo-udstilling, Øjets tea-
ter Gl. Holtegaard, Søllerød Kommune, 1985, which states, on pp. 16-17, with 
a certain pride, that “Dario Fo is more famous in Denmark than in the rest of 
the world, including in his own country” and recalls the actor’s relationship with 
Scandinavia in the early Sixties and, last but not least, the pioneering represen-
tation at Fiol-Teatret in 1963 of his play Lig og løse fugle (Thieves, Mannequins 
and Naked Women). Inevitably, in Nothern Europe, the Fo of the early years 
appeared to be on the lines of the Theatre of the Absurd, in addition to the sa-
tirical holbergian tradition but, once again, Fiol-Teatret, in 1971, was to create 
a “radical and disorienting break” in this reception, also presenting the political 
side of the author with Arbejderen kan 300 ord, arbejdsgiveren 1000: det er derfor 
han er arbejdsgiver (The Worker Knows 300 Words, the Boss 1,000 – that’s why 
he’s the Boss).

82 The square in Copenhagen which the Royal Theatre overlooks.
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In the meantime, Kaspariana was making its way, with more 
and more performances and a participation in the Venice Fes-
tival in October 1967, marking also the first time the Odin left 
Scandinavia. Until February 1968, Kaspariana would be re-
peated 74 times. 

Among many ups and downs, the dialogue between Chr. 
Ludvigsen and Eugenio Barba remained intense and truthful. 
On 27th-28th November 1967, Ludvigsen wrote:

I wish the two of us could talk seriously about the future of the 
Odin, but every time, what with one thing and another, we fall 
into practical problems, requests for grants. In the long term, it’s 
not easy for me as it isn’t for you, in this relationship.
This is not a letter for the theatre director B., it’s above all a small 
moan from “Dramaturg” L. It’s being written in the middle of the 
night [...].
As was clear, in the end, I was not that happy with Kaspariana, but 
I think it works and that the Copenhagen reviews that I had the 
chance to read so far indicate great warmth and expectation for 
the next play. It’s quite clear to me that your initiative is abso-
lutely useful and necessary.
However, you cannot bring Ornitofilene back to life, you have to 
do something else (I still think you need to reflect on whether 
Ornitofilene can be brought back to life!). My sporadic sugges-
tions for an innovation haven’t fallen on fecund soil yet (Ur-Ham-

12.
Towards Ferai
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let, Everyman...). And, to be honest, I’m hesitating with my sug-
gestions because I don’t know what you want.
A real text would be preferable. Why not a classic with a myth 
behind it, a Greek classic maybe?

From here came the suggestion of considering some “bril-
liant” or “congenial” script by Peter Seeberg or someone else 
and, in particular, lingering on “the story of Alcestis”, which, 
starting from Euripides, is presented only formally as a trage-
dy: “It could have something of the medieval fable style, but 
respecting classical rules, with only three characters at a time 
talking on stage”. Ludvigsen already imagines “a pure fable”, 
in the spirit of Andersen: the first part on “how Admetus con-
quers the princess and half a kingdom”; the second on “Ad-
metus’ frightening situation”, as he faces Death and must find 
somebody to replace him, but “Alcestis is the only one to con-
sent”; the third part corresponding to Euripides’ text, “in 
which both Death and Heracles appear”.

“If the idea appeals to you, I could prepare an actual script”, 
Ludvigsen concludes, and he already suggests Torgeir Wethal 
as a male protagonist, while for Alcestis – whose part, accord-
ing to him, is not going to be extensive – he thinks of young 
Iben Nagel Rasmussen. Towards Christmas, Ludvigsen was to 
write a synopsis, integrating in it the mythical figure of the 
Nordic king Frode from Saxo Grammaticus.

On 9th December, Barba confessed to Ludvigsen that he 
still felt “extraordinarily fond” of Kaspariana

because this performance has so many flaws that it must be fol-
lowed and loved even more than any other possibly better repre-
sentation. I agree with you: in Kaspariana I still miss something 
that would give me special satisfaction as a director. In contrast, 
as a pedagogue, this play has taught me a lot.
[...] I’ve witnessed a change in the working method, I want to 
make a series of little changes with Kaspariana, but obviously I’m 
completely concentrating on the new play. Considering how you 
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described the legend of Admetus, I feel there is something stimu-
lating. [...] I’m anxious for Seeberg’s text.

It is striking that – after years of celebrated hard work and 
on the threshold of his most acclaimed plays (Ferai and Min 
Fars Hus) – the founder of the Odin was still so careful in 
weighing up his own theatrical maturity: “On the whole, I 
hope there are no great expectations: I’m a newbie and I still 
have a lot to learn. In ten years’ time, maybe...”. Subsequent 
comments, such as those in Il Cavallo Cieco, witness Barba’s 
restrained judgment about his first steps in this art. 

On 23rd January 1968, Barba submitted to Ludvigsen an 
overall report on Odin Teatret’s dense international and “in-
ter-Scandinavian activity”, which shows how theatre was defi-
nitely expanding. In the first months of that year – the director 
comments – Kaspariana was to tour Nordic countries, but 

at the beginning of March we will also be starting to work on a 
new play [...]. It will be Alcestis according to the Greek myth and 
Euripides’ text. Our literary consultant, Chr. Ludvigsen, and I are 
working on an adaptation, in which fragments of other tragedies 
on the same topic are used; 

there were many invitations abroad and, in June, an appear-
ance at the Théâtre des Nations in Paris finally comes true.

In his comment, Barba insists that the Odin can face all its 
international commitments only if it is adequately subsidised: 

It must be mentioned that in December 1967, we were invited to 
the Knokke de Zoute Festival, in Belgium. We refused as we could 
not afford the trip; for the same reason we refused the invitation 
to the Nancy Festival in May 1968. 

As for seminars, despite all the predictable bureaucratic im-
pediments, there are contacts in East Germany with Benno 
Besson and the Berliner Ensemble, besides Grotowski’s tradi-
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tional seminar in July. The Norwegian “Bonytt” had by then 
retired from Teatrets Teori og Teknikk and other reference 
points were necessary in Scandinavia: 

Anyway, Odin Teatret will publish a book at its own expense: 
Towards a Poor Theatre by Jerzy Grotowski. This volume is the 
first ever written by him and, considering the interest his work 
gains everywhere, we thought of publishing the book in English. 
An American publisher has already proposed to distribute it in 
English-speaking countries. The book is coming out in March. 

Enlarging the space of the theatre was still necessary, be-
cause by then it hosted eleven actors and student actors and 
two administrative personnel units. They relied on the aid of 
the municipality of Holstebro; as for the rest, the Nordisk Kul-
turfond allocated 123,500 kroner for the Odin, of which 
76,000 were for seminars and the remainders were for tours in 
Scandinavia. 

In March 1968, in Peter Seeberg’s hands, the Alcestis proj-
ect, conceived by Ludvigsen and Barba, was evolving towards 
a complete text. The play had stimulated in the director es-
sential questions by which the play itself would be generated 
(“How did Admetus conquer the king’s daughter, Alcestis? – 
Who was Alcestis’ father? – How would she carry out her 
sacrifice?”)83. In this case too, Ludvigsen had not chosen a 
professional playwright (see n. 73) but a refined narrator84. On 
30th July, Seeberg presented “an actual text”, Biddet (The 
Bite), which was to be discussed during that summer; the title 
was changed to Moira by Ludvigsen and, finally, on Barba’s 

83 C. Ludvigsen, “Fiksérbilleder & figurtegninger” cit., p. 186.
84 The search for “peculiar” authors for Barba’s text was to lead Ludvigsen 

to attempt, in vain, to gain the interest of Beckett in the Odin in 1967 (cf. 
“Dear Samuel Beckett”, in C. Ludvigsen, Det begyndte med Beckett cit., p. 73).
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impulse, to Ferai85. In January 1969, the world was impressed 
by Jan Palach’s sacrifice and so was Barba, who was very con-
cerned with the Czechoslovakian state of affairs and had ded-
icated a week-long seminar to Czech theatre, in April 1967. 
The fascination of Palach’s sacrifice shows through Ferai, 
which inevitably “turned away in many important points from 
the text and from the visions” of Peter Seeberg, which were to 
be partially perceived and sometimes only as a “subtext”86.

85 C. Ludvigsen, “Fiksérbilleder & figurtegninger” cit., pp. 188-189; C. Lud-
vigsen, “Odin Teatrets første år i Danmark 1965-1970” cit., pp. 96-97.

86 C. Ludvigsen, “Fiksérbilleder & figurtegninger” cit., p. 189. It should be 
noted that Ludvigsen’s figure of Dramaturg was completely different from that 
of Ludwik Flaszen with Grotovski. Ludvigsen, who was very active on the ad-
ministrative and political fronts, rarely took practical part in Odin’s works. As a 
matter of fact, Ludvigsen lived far away in Aarhus, where he worked in the 
theatre and taught at the University. It would be rather interesting to investigate 
whether – given the indeterminacy of Ferai, a “sphinx-like” play par excellence, 
and its open (and non-cogent) concept structure – some procedure or fascina-
tion of the Theatre of the Absurd might not have appeared, thanks to Ludvig-
sen. For Ludvigsen and Seeberg’s testimonies about Ferai, see also Il libro 
dell’Odin cit., pp. 104 ff.
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advertisement for summer 1968: 

Jerzy Grotowski, Towards a Poor Theatre (in English). His first 
book explores his work and summarises his practical experiences 
through the description of his ‘training’ and performances by 
Ludwik Flaszen, Eugenio Barba and other writers. More than 70 
illustrations. 

On the book flaps we can read: 

The results of Jerzy Grotowski’s method have contributed to a 
change in the psychological meaning and the sociological function 
of the theatrical art, thus profoundly influencing the development 
of western theatre over recent years.

Barba had optimistically had 5,000 copies printed of this 
milestone on the theatre of the 20th century, but the bill was 
“far higher than the estimate”, which was partly due to the 
scrupulousness of Grotowski’s corrections to the drafts. What 
followed was the “discouraging realisation that nobody was 
buying the book. No enthusiastic reaction had welcomed its 
publication. To think of a worldwide distribution provided by 

13. 
1968: annus mirabilis...
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our theatre was madness”87. At this point, “direktør Berj”, 
Hans Martin Berg, a professional publisher, “made his en-
trance”. This happened “after the publishing and just because 
Chr. Ludvigsen knew me and Odin Teatret needed somebody 
who was familiar with publishing management and interna-
tional contract relationships”88.

Berg started dealing diligently with the distribution of the 
book and above all got involved 

to solve the critical situation of Odin Teatret, which could not 
afford to pay the printer. This state of insolvency was threatening 
the survival of the theatre, but Berg, after long negotiation, per-
suaded the printer to let us pay the bill in three instalments. [...] 
It took more than twenty years before the Odin ran out of its 5,000 
English copies89. 

From 1969 in Copenhagen, Berg was to assist Barba and his 
new administrator, Per Moth (Agnete Strøm had returned to 
Norway), together with Chr. Ludvigsen who was in Aarhus 
and who continued to advise and support Barba also as chair-
man of the board in the new Odin-organisation until 1983. 

The rehearsals of Ferai were intensified in November 1968; 
in September more actors had been recruited and new forms 
of training had been experimented with. In any case, the whole 
year 1968, despite old and new difficulties and besides the 
performances of Kaspariana, testifies to an intense activity for 
the Odin: in March, a short seminar for the theatre students of 
Aarhus had been held; in April, the already mentioned fourth 
inter-Scandinavian seminar on The Myth of Commedia 
dell’Arte took place (in which the Italian Giovanni Poli and 

87 E. Barba, La terra di cenere e diamanti, Bologna, Il Mulino, 1998, pp. 120-
121.

88 M. Berg, Treklang cit., p. 22.
89 E. Barba, La terra di cenere cit., p. 121.
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Edoardo Fadini participated, as well as Dario Fo). In July, the 
fifteen-day fifth inter-Scandinavian seminar was held, with 
Grotowski, the Italian clowns Carlo and Romano Colombaio-
ni, Alberto Vitali, the Swiss opera singer Jolanda Rodio and 
others; an exhibition of Strehler’s stage designer Luciano Da-
miani’s drawings and projects; and finally some concerts and 
musical happenings. That year culminated in December with 
the publication of issue n. 8 of Teatrets Teori og Teknikk on 
theatre pedagogy. 

In other words, 1968 can be defined as Odin Teatret’s annus 
mirabilis, in which it manifested all the energies and the cul-
tural and artistic potential involved in the gestation of Ferai. 
However, it is undeniable that, from the financial point of 
view, the Odin was still extremely vulnerable. The giant, as it 
grew, was close to collapse due to the precariousness of its 
funds. The struggle for a new law which could recognise and 
integrate the stimuli coming from the Odin was necessary, 
even more in view of what was by then the cultural and politi-
cal scene of 1968 which, with its turmoil, was affecting every 
country of the continent. 
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In February 1968, the Radical Hilmar Baunsgaard came into 
power and Helveg Petersen became Minister of Culture. In 
June, Petersen contacted Ludvigsen and Barba to analyse 
Odin Teatret’s situation during a meeting in Aarhus, arranged 
for Saturday the 8th. A very important document for its future 
and that of Danish theatre was being developed: that Memo-
randum n. 517 (cf. n. 97) which was the prelude of an actual 
theatre reform. Thus, Barba had the chance of stressing to the 
Minister that the law in force could not offer “any more per-
spectives for a renewal of the nation’s theatre life”. 

We know this from a long, important memorandum (large-
ly based on the points already made on 11th June 1967), sent 
on Sunday 9th June to the Minister by Ludvigsen, in which he 
lingers “not only on Odin Teatret, which has a particular posi-
tion in the Nordic theatre life as the only theatre laboratory 
and experimental theatre recognised, but on other small thea-
tres as well, whose position, status and future perspectives” 
the author had had the chance of witnessing ever since the 
times of Fiol-Teatret.

Anyhow, Ludvigsen underlines that the seminars of the 
Odin have contributed in a particular way to a mutation of the 
theatre horizon not only in Denmark but throughout Scandi-
navia: 

14.
Towards a new law
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Nowadays, what is emblematic of the situation [of theatre train-
ing], is that both the school of the Aarhus Theatre and the school 
of Odense took part in the recent seminar of Odin Teatret on 
Commedia dell’Arte, held here in April, and that, in Copenhagen, 
they immediately captured Fo (10th May) for a collaboration. 
Similarly, the previous seminars held at Odin Teatret were at-
tended by both Danish and Scandinavian theatre people who 
were looking for new paths. 

Ludvigsen thought that the Odin, because of its interna-
tional pedagogical vocation, should have been considered in § 
24 (Theatre Didactics) of Law n. 202 of 31st May 1963. How-
ever, he was obliged to revise this Law extensively as it was 
based on “a kind of system which is electively based on the 
existing, the preset, the conventional... as if it had to exist eter-
nally with 4/5 of the general state contribution addressed to 
Kgs. Nytorv”, that is to say, to the Royal Theatre.

What came from Ludvigsen was, as usual, a document of 
struggle and thought. Starting from the idea that theatre is a 
“complicated mechanism”, which deserved specific attention 
from the legislator, he denounced “the points where the cur-
rent theatre law betrays experimental theatre and consequent-
ly, our future”. Ludvigsen retraced point by point the objec-
tions he had raised against the 1963 law, in view of its rewriting 
during his meeting the previous day with the Minister. Thus: 

as far as § 15 is concerned, the one about ‘municipal theatres’, I 
don’t understand what is being said. There should be a chance of 
offering a special status to a company like Odin Teatret, if the 
paragraph focussed a little more precisely on the possibility of 
subsidising more professional theatre activities which already re-
ceive subsidies from the municipality.

Beyond the specific interest for Barba’s cultural project, 
Ludvigsen cared – on the lines of his book Moderne teaterpro-
blemer – that the law had above all a new vision of theatre:
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To be honest, if theatre cannot cause a relevant debate but only 
be absorbed as “high culture”, according to its own nature, it re-
sults in a concrete meeting between the watching audience and the 
actors in the same space of mediocre value. A theatre which does 
not irritate and, in any case, does not cause a part of the audience 
to take an active stand, can actually be broadcast on television or 
shown as a movie; the most active members of a possible audience 
will find other ways to let off steam, either getting interested to 
real terrible accidents (e.g. in the traffic) or gathering as viewers 
who were made passive and do not go beyond nosing around or 
visiting a catastrophe as a Sunday leisure activity. 

In Ludvigsen’s examination, the problem of space was not 
disregarded: “all the small theatres”, the experimental ones – 
such as Fiol-Teatret, which even imposed a new repertoire – 
are “miniature ‘folding theatres’!”. Odin Teatret had no 
chance of acceding to state funds to restore its headquarters, 
although it was not a matter of a big amount of money, and, in 
this specific case, “some valuable experience could be col-
lected on what a modern, up-to-date, small theatre requires 
and needs – as on what would possibly be totally superfluous”.

Ludvigsen does not fail to draw attention to “the support to 
contemporary Danish dramaturgy”, striking a blow for this ar-
tistic field and recalling that, especially in the 60s, a new gen-
eration of authors had arisen, among whom Ole Sarvig and 
Peter Seeberg stood out. They had “started to get seriously 
interested in dramaturgy, inspired by Odin Teatret”. In addi-
tion, Ludvigsen insists – on the basis of the “good experienc-
es” of Fiol-Teatret – on “the oddity of the schism between 
playwrights and theatre people, which was definitely not fruit-
ful for the theatre development of the country”. For a long 
time “it was almost a dogma for theatre people that the schol-
ar (author and translator) was not welcome at rehearsals be-
cause they feared he may disturb the practical theatre work 
with his ignorance”. 
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In conclusion, according to Ludvigsen: 

What the current law lacked is a political-cultural purpose which 
is able to give a certain degree of elasticity to future possibilities, 
even those which can be barely predicted now: in the five years of 
effectiveness of the law, we witnessed a huge development in the 
Danish theatre. Obviously, a development which was not being 
confirmed in this law, despite the frequent wording about the con-
tributions which “can” be allocated to this and that, whether there 
is money or if it is just a matter of being polite and joining the 
organisms one is supposed to join if a theatre is raised according 
to the models presented in Memorandum n. 43490 or if one re-
mains subordinated to the existing... 

On 17th June, the Minister – who was not insensitive to 
Ludvigsen’s arguments (and in view of the coming Memoran-
dum n. 517) – answered, thanking him and taking note of the 
information he had received. However, he postponed the dis-
cussion to subsequent in-depth meetings or general assemblies 
of culture which were to be organised by the four departments 
of the Ministry with several national exponents of theatre and 
culture in Christiansborg91, on 6th October and 3rd November 
1968. Barba and Ludvigsen attended these appointments to 
prepare Memorandum n. 517.

90 Ludvigsen is alluding to Memorandum n. 434, 1967, concerning theatre 
buildings. 

91 The headquarters of Copenhagen’s Parliament.
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the Nordisk Kulturfond as its main funding reference, asking 
for 295,000 kroner in July 1968. In the meantime, on 17th De-
cember – with an unexpected letter from W. Weincke, the 
Ministry of Culture’s representative in the Kulturfond – Lud-
vigsen was told that, partly to favour other priorities and due 
to the unconcern of the exponents of the other Scandinavian 
countries, it did not consider it necessary to subsidise the 
Odin, suggesting that Barba’s theatre might approach his own 
Ministry again. 

The first months of the new year were so bleak for Odin 
Teatret, that it suddenly fell into what can be considered its 
worst economic crisis. Ludvigsen acted immediately means of 
an epistolary offensive. On 6th January 1969, he wrote to 
Weincke:

It would be extremely meaningful for the future of theatre if we 
could know whether today there is anything worth creating in this 
country – not considering municipal contribution, which cannot 
be of any help under the paragraph “municipal theatres”, since 
this kind of subsidising is clearly crossed out.
I feel really sorry that our financing cannot be considered among 
“other bound theatre purposes and higher priorities”, not least 

15.
1969: annus terribilis...
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because the Odin based most if its “work in progress” exactly on 
point 1b92.
[...] The real situation, as I mentioned in my letter of 16th Decem-
ber 1968, is almost catastrophic and, unless alternatives are found, 
as a theatre counsellor, all I could say would be: “Close down as 
fast as you can and run...” Sic transit... And yet, is this the sense of 
the Nordisk Kulturfond’s rejection?

On 9th January, Ludvigsen was quite harsh with Lennart 
Holten from the Ministry: 

Our current main question is: ‘Does the blow we received from 
the Nordisk Kulturfond, on which the Ministry itself had suggested 
that we relied, means that somebody wants us to close down? – 
Did we not fulfil our commitments? Are we not perhaps too ap-
preciated abroad? What other reason justifies this rejection?’.

A little over a week later, he insisted with the department 
head of the Ministry of Culture, Henning Rohde: “As it was at 
the beginning of summer 1967, Odin Teatret is in difficulty 
again”. In summer 1967 a request had been made to the Nor-
disk Kulturfond, and it had been reiterated in summer 1968 
for the year 1969, “but it was clear that suddenly Odin Teatret 
had been omitted from the budget in the Christmas period, in 
favour of more eminent theatre projects”:

In many circumstances you have constructively hypothesised that 
for Danish theatre as a whole, some experimental companies 
would be useful to directly inspire theatre people. Initiatives and 
experiments for the Danish theatre of the future, in which there 
is no need to beg for high percentages of income in the first place 
(Odin Teatret had higher percentages than Fiol-Teatret in the pe-
riod of time I dealt with it, and back then we were satisfied with 

92 Ludvigsen is alluding to a specific point in the application-form of bilat-
eral grant. On the contrary, during 1967 crisis, Weincke suggested Odin Teatret 
could get a Scandinavian board and partake in Nordic projects. 
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70-80%, but in its tours, Odin Teatret was close to 100% and on 
several occasions some people who were queuing had to be turned 
away).

Ludvigsen referred to the letter of 14th July 1967 from the 
Ministry (cf. § 8) and he concluded: 

The situation is the same as today, apart from the fact that we have 
a new Minister of Culture. His officers have their ‘cerebral convo-
lutions on the go’ and Odin Teatret is going through a deep finan-
cial crisis caused by the rejection of the Nordisk Kulturfond.

In the meantime, on 26th January 1969, following an appeal 
on the national TV by the famous actor Ove Sprogøe and the 
theatre critic Knud Schønberg, an important Copenhagen 
newspaper, Politiken, had published the plea of 32 theatre art-
ists and intellectual figures to save the Odin. The plea caused 
a huge mobilization, as Barba reported to Jens Bjørneboe on 
3rd April 1969: 

What the Danish intellectuals and even the theatre world have 
done for us is barely credible, if I hadn’t experienced it directly I 
would not believe it ever happened; the only ones who act as if 
they were not Danish are the bureaucrats of the Ministry of Cul-
ture, who claim their coffers are empty, but we hope that this 
month they will pay for some of the celebrations [in our honour]93. 

The “celebrations” in honour of the Odin took place on the 
evening of 10th April 1969, at Falkoner Centret: Denmark’s 
best known artists gave life – as the advertisements in the press 
announced – “to the greatest theatre show of the year”, Det er 
teater, in which Dario Fo also took part, being on his way to 
Holstebro to participate in the sixth inter-Scandinavian semi-

93 E. Kvamme, Kjære Jens cit., p. 226.
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nar. The returns were 40,000 kroner approximately94. “Per-
haps this crisis” – Barba had foreseen – “will help us collocate 
ourselves in the Danish theatre geography...”95.

On 11th April 1969 a letter from the Ministry in response to 
Odin’s request of 14th January granted the expected 150,000 
kroner (for the State financial year 1st April 1969 - 31st March 
1970), “for the general activity of the theatre”, according to § 
17 of Law n. 202 of 31st May 196396. Referring to a “revision” 
of this law, which was in progress97, “the Ministry took for 
granted that the Odin would continue to do all it could to 

94 M. Berg, Treklang cit., pp. 39-40.
95 E. Kvamme, Kjære Jens cit., p. 226.
96 “It was a paragraph which would allow the Ministry to support other 

theatre activities, that is to say a theatre which was neither a civic nor a regional 
structure (such as Aarhus, Odense and Ålborg) or a specifically municipal the-
atre, nor a permanent travelling company. The contribution could be allocated 
in ‘special circumstances’, mostly hypothesised for the private Copenhagen 
scene, in the event they were forced to close down by too strong a crisis” (M. 
Berg, Treklang cit., pp. 40-41).

97 On 27th January 1969, the extensive Report on cultural politics came to the 
Danish Parliament, the 400-page long Memorandum n. 517 by means of which 
the Minister tried to sensitise the members of Parliament to change direction. 
Encouraged by Prof. Sven Møller Kristensen (who had appreciated the system 
of workshops of the American universities), by Ludvigsen and Barba, the Min-
ister proposed the creation of “a theatre laboratory to be linked to university”. 
This would allow – involving the Department of Dramaturgy in this academic 
project – a closer interaction between Aarhus and the Odin. On pp. 62 ff., 
particular importance was given to the development of theatre studies in Co-
penhagen and Aarhus and to the “common interest of research and theatre in 
establishing a closer bond between the professional scene and university”. Be-
sides, the need for a relationship between official theatres and theatre laborato-
ries emerged, without ignoring the distinction of their roles, but considering the 
possibility of a mutual incentive as for experimentation. Beyond Barba and 
Odin Teatret, an explicit reference was made to the opportunity of integrating 
the lessons of Stanislavsky, Craig, Grotowski, Dario Fo and Richard Schechner 
in the training. These references as a whole shed a light on “the need for new 
professional experiences for many theatre people and a new attitude towards 
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obtain help from the Nordisk Kulturfond and an increase in 
the subsidies from the local municipalities”98. On 9th May 
1969, Ludvigsen sent an extensive “memorandum on the cur-
rent state of theatre”. Every year, the Odin worked with 
450,000 kroner, “with decent salaries for actors and adminis-
trative units”, but the turnover was even higher if we consider 
Teatrets Teori og Teknikk, tickets and tours (about 150,000) 
and seminars (which can make from 35,000 to 50,000 kroner). 
That is to say an extra 350,000 kroner etc. Beyond all these 
numbers, Odin Teatret needed 300,000 kroner, but could sur-
vive with 150,000 kroner99.

While Ludvigsen was struggling against bureaucracy, the 
Odin could not possibly stop its activities and, in view of the 
overlap of events, the amount of activities the theatre was able 
to develop in 1969 is striking. That year – although terribilis 
– was still the year of success for the Odin as an international 
phenomenon. In fact, in February-March, Barba (even though 
he had told Bjørneboe he was “absolutely out of energy”)100 
and his actor Torgeir Wethal held a seminar in April in Aix-
en-Provence at the Centre Dramatique which was directed by 
Antoine Bourseiller. Odin Teatret organised the five-day sixth 
inter-Scandinavian seminar with Dario Fo, Etienne Decroux, 
Jacques Lecoq and Ingemar Lindh, and issue n. 9 of Teatrets 
Teori og Teknikk, devoted to stage language, was published. 

the experimental aspect of the theatre art” (C. Ludvigsen, “Odin Teatrets første 
år i Danmark 1965-1970” cit., pp. 107-108).

98 “So again the ball was passed from the state to the municipality. In any 
case, it would be [...] neither tactically wise nor particularly realistic to ask the 
municipality for further support at that point. In the future debates with the 
Ministry, Odin Teatret itself brought to mind the regular 75,000 kroner subsidy 
and the extra money for special projects they already received from Holstebro” 
(D. Skot-Hansen, Holstebro i verden cit., p. 70).

99 Odin Teatret would get 250,000 kroner only in April 1971 thanks to § 30.2 
of the new Theatre Law, but it would be safer in the future.

100 E. Kvamme, Kjære Jens cit., p. 226.
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Ferai debuted in June and it would be performed fourteen 
times at the Théâtre des Nations in Paris with success. The 
next month, the eighteen-day seventh inter-Scandinavian 
summer seminar was held with Grotowski, the Colombaionis, 
Joe Chaikin, Jolanda Rodio, and Ingemar Lindh. The latter, 
together with Yves Lebreton, Gisèle Pelisson and Maria  
Lexa, all former pupils of Decroux, established inside Odin’s  
teaterlaboratorium, the autonomous “Studio 2” dedicated to 
corporeal mime. Between September and November, issue n. 
10 of Teatrets Teori og Teknikk (on theatre psychology) came 
out, while Ferai continued its international tours to European 
festivals, among these the Venice Biennale, where the perfor-
mance created something of a sensation. Ferai was performed 
220 times and ended in the summer of 1970.

It is true that, in the course of the year, the situation had 
slowly cleared up, but on the whole – as Ludvigsen specified 
in a letter of 26th August 1970 to the Ministry – it was still far 
from prosperous: the Odin, 

after the total catastrophe in January 1969, kept the salaries as low 
as possible [...]. In the period 1969-70, they were slightly adjusted, 
but they are always fairly low in relation to other similar compa-
nies.
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into the future. In a letter of 7th July 1969, Ludvigsen men-
tioned a new writing task for Seeberg and started sketching 
out the next performance which was to be, in 1972 and after 
a laborious development, Min fars hus101:

“Something about Dostoievsky...” Yes, but what? – It is clear that 
Dostoievsky’s thought can set something in motion inside me, but 
what we have to do immediately is to coordinate the stream of 
ideas, if I have to be of some usefulness in this. 
For now, I can just conclude that, starting from the current group, 
two couples could be hypothesised, and we only have one. Perhaps 
Torgeir [Wethal] could be Alyosha-idiot-prince, and what about 
our Finnish friend Juha?102 He could be Stavrogin-Ivan. Iben 
[Nagel Rasmussen] could be Sonja... but there should be a part 
for Else Marie [Laukvik]. Is this a starting point? Stavrogin is 
becoming crucial...

101 “Peter [Seeberg] became without doubt a literary consultant for Min fars 
hus, but he did not write a script of his own or anything like that. By then, the 
company of Odin Teatret wanted to express the dramaturgical process in an 
even more independently creative way, in order to find new paths and means of 
expression” (C. Ludvigsen, “Fiksérbilleder & figurtegninger” cit., p. 195).

102 The Finnish actor Juha Häkkanen, who had also been in Ferai.

16. 
Dostoievsky and Jason
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On 11th July, Barba, who was still working on Ferai, wrote 
to Ludvigsen:

In the back of my mind I still have the ghost of Dostoievsky some-
where, but that is more due to a kind of excitement of my emo-
tional system rather than to some logical scheme. I still do not 
know what the performance should be about, whether Dostoi-
evsky himself or an epileptic dog I met in Eilath and named after 
the Russian writer. I will only understand what I want after work-
ing for 5-6 months. Cf. the work on Ferai.
You can certainly come to me with a number of real texts, even of 
developed scripts, which are of great incentive for me since they 
force me into discovering what I do not want. 

On 11th August, perhaps as a reaction to the commitment 
related to the many financial problems, Ludvigsen felt the 
“old Dramaturg” waking up inside himself. Also inspired by 
Barba’s opinion that “touring actors must have something to 
practise on”, Ludvigsen, despite his reluctance, resumed with 
him the discussion on the difficult theme of Dostoievsky, “so 
vast and literary”. Barba, in his letter of 11th July, mentioned 
by Ludvigsen, gave him carte blanche: “I’ll take this” – he 
replied to the Dramaturg – “as a compliment... but I have a 
different opinion on the matter [...]. It is safer to have some-
thing spare – or parallel”. Here Ludvigsen, being apparently 
still bond to the fascination of Ferai, surprisingly suggested the 
myth of the Argonauts and the golden fleece, hypothesising 
already that “Jason could be excellently embodied by Torgeir 
[Wethal] and Else Marie [Laukvik] could become a wonder-
ful Medea”. In other words, it was above all

the story of an adventurous journey and the meeting with an adven-
turous woman (Love), who sacrifices everything for a man. She ex-
pects the same fidelity in exchange but instead she is vulgarly disap-
pointed... I think it is a story worth thinking over. The material 
about the myth is extensive, and it can inspire the imagination of 
Odin Teatret.
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Maybe it is “something you do not want” – Maybe it could be a 
possibility. A possibility other than the more indefinite Dostoiev-
sky – will do no harm.

On 15th August, Ludvigsen went back to the project, cla-
rifying:

It seems to me that, if we consider The Expedition of the Argonauts 
as little more than a Plan B and, for instance, we mix up the theme 
of journey with the Odyssey, there would be an extraordinary mo-
tive for a visit to Hell (Hades) during the journey (Virgil, Dante...).
A vision of the configuration of the Mediterranean world as the 
Centre of the World which almost reaches the Pillars of Hercules, 
the representation of a flat earth with an abyss around it [...] etc. 
could also be a provocation for the actual design of the sets.
Thus: a journey to the Unknown Land, where the witch Medea 
falls in love with the “naive” Jason, sacrifices everything to help 
him get back home, and cruelly takes revenge when he betrays her.

These ideas were not to be realised, but some of Ludvig-
sen’s stimuli would apparently float in Barba’s imagination for 
years and would emerge again in several different periods, for 
instance, in plays such as Mythos (1998-2005), Ur-Hamlet 
(2006), Don Giovanni all’inferno (2006)103 etc.

103 Chr. Ludvigsen considers Odin Teatret’s The Million (1978-1984) a treat-
ment of this subject of Argonauts.
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The collaboration between Barba and Ludvigsen was, in many 
ways, the anchor of the Odin, a frail boat tossed by the waves. 
However, the two men were very different. In 1990 in Holste-
bro, addressing a long greeting to Chr. Ludvigsen, Barba con-
fessed: 

We were so different, you and I. You are like Kléber, while I am 
more like Murat104. I want to go on freely from the very beginning. 
Being by Kléber’s side – it drives you mad. However, that situation 
did not stop me from throwing myself into the action I prefigured, 
but it taught me to think things over and predict the consequences 
of what I thought would be effective105.

In that difficult and unstable financial context, in which any 
wrong choice could have had fatal effects, the confrontation 
between two such opposite characters was, from time to time, 
inevitably, tense. In the dramatic year of 1969, during Gro-
towski’s summer seminar, they even had a dispute for personal 
reasons, which was resolved, though not without difficulty. On 

104 The unperturbed Jean-Baptiste Kléber (1753-1800) and the impulsive 
Joachim Murat (1767-1815) were two of Napoleon’s famous generals.

105 E. Barba, “Kære Chr.”, in C. Ludvigsen, Det begyndte med Beckett cit., p. 
116.

17. 
Denouement
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2nd August, Barba wrote to Ludvigsen, “I pray to God – if I 
have any – this is not farewell”:

I have always defined you as my devil’s advocate and I felt stronger 
after welcoming your criticisms, your advice and your sincerity. 
[...]. Losing a person like you is losing a part of myself, one the 
most valuable people, one of the purest. [...]. The way Columbus 
remained on his caravel, I will remain on the deck of Odin Teatret 
until the end. I will not change route to avoid mutinies or to look 
for safer havens. Odin Teatret is my destiny and if its ship sinks, I 
will not swim to land. I will be happy to drown and change my 
job. I have no idea what America I am heading towards, I only 
know I have to sail, but without losing my dignity...

On 4th August 1969, Ludvigsen wrote back to Barba and – 
although he recognised Barba had been “right for a long time, 
against [his own] worries of gross common sense” – he adds: 

Odin Teatret became for me the dearest son, one of those proble-
matic creatures needing love and special care. [...] Honestly, I do 
not believe in your theory of the positivity of constant expansion, 
as long as you don’t have something well-established, as long as 
the boat can keel over so easily. 

On 9th August, overwhelmed by “a full-time job as a literary 
director and consultant” (not to mention his academic com-
mitments and his job at the Aarhus Theatre), Ludvigsen asked 
Barba for a reorganisation of the Odin, especially in view of 
the retirement of its administrator Agnete Strøm. In particu-
lar, he requested a redefinition of his own assignments in the 
Odin, “having been involved in most of its functions to an 
extent which is far bigger than you can imagine. Especially in 
the last year, my workload was more than can be reasonably 
carried out for love”.

On 13th August, Ludvigsen sent Barba the preliminary 
agenda of a meeting which was to establish the guidelines for 
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the desired administrative reorganisation of Odin Teatret, also 
in view of an imminent acknowledgment by the Ministry of 
Culture:

a) Possible help to rationalise the administration of OT; [...]
b) H.M. Berg & “TTT”;
c) Rhodos106;
d) Real practical intervention on the current situation of Odin 
Teatret as to whether it should remain a Ltd Company or not. 
Assistance from an auditor-secretary or administrator.
e) AOB... 
Any other items?

From Friday 22nd August to the dawn of that Sunday, Barba 
chaired an almost uninterrupted meeting, which he was to de-
fine as “one of the most passionate and instructive weekends 
of [his] theatre career”107, with Chr. Ludvigsen and H.M. 
Berg. Among the anomalies of the grafting process of Odin 
Teatret in Denmark, there was the fact that the Norwegian 
group had a legal structure as a Limited Company, thus mak-
ing the acknowledgement of the theatre by the Danish au-
thorities even more problematic. In the end, a Danish Limited 
Company based in Holstebro would be created, whose share-
holders could “only be people linked to the initiatives and ac-
tivities of the company”, favouring Barba’s position as the ma-
jority shareholder108.

On 2nd December 1969, the Minister of Culture Helveg Pe-
tersen finally presented the final project of a new Theatre Law, 

106 This was about the relationship between Barba and the Danish publishing 
house Rhodos, regarding a book which would not be published (cf. M. Berg, 
Treklang cit., p. 61).

107 Ibid., p. 69.
108 After the registration of the company in 1971, there was the triad Barba, 

Berg, Ludvigsen at the top (ibid., pp. 60 ff.; 69 ff.). The active involvement of 
Chr. Ludvigsen in Odin Teatret was to last until 1983.
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on the basis of the already mentioned Memorandum n. 517 of 
January of the same year. Its Radical Party’s orientation can be 
noticed in the appendix to § 30.2 regarding Chap. 7 on theatre 
education, “Experimental activity related to theatre training 
and research can also be subsidised”, followed by the com-
ment: 

The possibility of supporting experimental activity related to the-
atre training and research should emerge in the years to come. 
Therefore, we have to wait for an evolution in the sense of a level-
ling out of the existing boundaries between practical theatre and 
pedagogical, experimental activity.

Only a few lines, and yet a cultural revolution in its own way, 
whose merit must mostly be attributed to Ludvigsen’s con-
stant activism. Law n. 241, which after a long debate in Parlia-
ment was finally approved on 4th June 1970, would be effecti-
ve for twenty years and, although “it was tailor-made for the 
Odin [...] and this was explicitly mentioned in the notes to the 
bill”109, not only did it assure the survival of Barba’s theatre, it 
also implied the acknowledgement of the formula of theatre 
laboratory, a forge of innovative performances but also a cul-
tural and seminar centre110, updating the notion of theatre it-
self, of its functions and social potential. 

The story of the establishment of the Norwegian Odin Te-
atret in the Danish town of Holstebro is not only significant in 
itself. In fact, it shows that Barba’s theatre, with the help of 

109 The note was actually about a facilitation to “be used to support qualified 
people who want to do research in the theatre field, and some theatre activities 
and forms which imply both theoretical and practical research, among which 
Odin Teatret in Holstebro” (D. Skot-Hansen, Holstebro i verden cit., pp. 71; 
296).

110 Among other matters, § 30.2 allowed Odin Teatret not to fall again into 
the common category of repertory theatre, therefore it was not obliged to pro-
vide a certain frequency of performances.
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partners such as Chr. Ludvigsen, was able to impose avant-
garde cultural notions even at those legislative levels which 
usually endorse certain basic categories of an era and of a cul-
ture. In other words Odin Teatret – or rather the people invol-
ved in it – is not only its memorable productions but is also the 
agent of a metamorphosis in the theatre culture of the 20th 
century.
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1Fig. 1. Cover (by stage 
designer Jørgen Esben 
Hansen) for Samuel Beckett’s 
Waiting for Godot translated 
into Danish by Chr. 
Ludvigsen. It was published 
in 1957 in connection with 
the first production in 
Copenhagen, although it was 
first performed at the Aarhus 
Theatre in April 1956. 

Fig. 2. Chr. Ludvigsen was 
seminal in promoting new 
dramatists, both Danish and 
foreign which he introduced 
and sometimes even translate 
for the first time in Denmark. 
In Moderne dramatik (1961) 
appears future Nobel Prize 
winners such as Dario Fo, 
Günther Grass, Harold Pinter. 

This anthology became the main 
inspiration for the repertoire of Fi-
ol-Teatret, the first small avant-
garde theatre in Copenhagen after 
WW2. This historic theatre opened 
on 12 January 1962 with Finn 
Methling’s Javel hr. direktør and 
Harold Pinter’s The Dumb Waiter.
Already in February Dario Fo was 
performed at Fiol-Teatret with a 
Swedish production of L’uomo nu-
do e l’uomo in frak (Den nakne 
mannen och mannen i frack). And 
in March 1963 was Fo first per-
formed in Danish with a doublebill 
of the farces. All three productions 
was directed by the first Swedish 
Fo-expert, Per Edström.

2
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Fig. 3. 1964: Pantomime exercise by Torgeir Wethal, Else Marie 
Laukvik, Anne-Trine Grimnes and Tor Sannum. One of the first 
photos of Odin Teatret’s training in Oslo at their first working 
venue, Halling primary school. © Terje Lund. 

On our training (from the Norwegian programme for Ornitofilene, Oslo, 1965). 
The actor’s professional performance is indissolubly tied to a systematic and 
on-going training. The exercises must not be considered as an immovable 
closed field, but evolve constantly according to the individual actor’s tasks and 
progress. The affirmation that a universal technique exists is false, and implies 
only a banalisation and a repetition of stereotypes. No pre-established fixed 
technique exists, but technical obstacles present themselves and have to be 
overcome as the actor proceeds in his work. This happens with the help of 
appropriate and daily elementary exercises. 
The purpose of the exercises is not an expansion of bodily possibilities but an 
annihilation of the body; or rather, the eradication of its resistances in those 
situations when the actor must immediately realise his psychic impulses. 
The actor – the theatre’s irreplaceable core – is a psycho-physiological unity 
who, during the performance, establishes a communication with the spectators 
through physical activity. Mental and psychic processes are concrete physio-
logical processes that the actor must communicate through a clear pattern of 
physical and vocal actions. Hence the necessity to train and discipline the 
body daily so that it manifests the actor’s impulses and establishes a commu-
nication with the spectators. 

3
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Fig. 4. 1964: Torgeir 
Wethal and Else Marie 
Laukvik in an acrobatic 
exercise at Halling 
primary school, Oslo.  
© Terje Lund.

Fig. 5. Jens Bjørneboe 
(1920-1976), author 
of Fuglelskerne (The Bird 
Lovers) which Barba 
renamed Ornitofilene  
after a radical adaptation 
due to the limited number 
of actors in his group.  
But the main reason for 
the title change was that 
the Oslo National Theatre 
had bought the rights to 
perform The Bird Lovers. 

4

5
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Fig. 6. Poster by French artist Roland Grünberg (b. 1933 in 
Strasbourg) for Ornitofilene, the first production by Odin Teatret 
in 1965 based on the text by Norwegian author Jens Bjørneboe. 

Roland Grünberg, a young artist from Nancy of Eastern-Jewish origins, stud-
ied with a scholarship in Poland at Cracow Academy. He was a friend of Eu-
genio Barba and visited him in Opole where he met Jerzy Grotowski. Back in 
Nancy, Grünberg mentioned Grotowski to Jack Lang who was the director of 
Nancy Theatre Festival. Thus in May 1964 Jerzy Grotowski and two of his 
actors (Ryszard Cieslak and Rena Mirecka) were invited to give a work dem-
onstration there. It was the first presentation of Grotowski’s work abroad. Ro-
land Grünberg’s poster was the first of a long series of Barba’s inter-European 
collaborations with artists and scholars from different countries: a French art-
ist, inspired by Polish graphic design, draws a poster for a Norwegian play-
wright whose text about the German soldiers’ behaviour in Italy during and 
after WW2 was directed by an Italian in Oslo with a young Norwegian ensem-
ble.

6
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Fig. 7. Scenic arrangement for Ornitofilene 
showing the spatial osmosis between actors and spectators. 

7



93

VERSIONE OPEN ACCESS

Fig. 8. Chr. Ludvigsen, early 
summer 1964, in Sweden where he 
used to spend his summer holidays 
with his Swedish wife Silvia 
Hagberg and their two daughters. A 
few weeks later, on 22 July, they met 
Eugenio Barba for the first time at 
their home in Vangede just outside 
Copenhagen. © Silvia Hagberg.

8
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Fig. 9. The young Silvia 
Hagberg around 1960. 
She was also a theatre 
historian, a pupil of Agne 
Beijer, the first theatre 
professor in Scandinavia 
(1946). She followed the 
activities of Odin Teatret 
from the very beginning 
when Barba first appeared 
in her house, always full 
of expectations and even 
greater tolerance and 
patience. © Chr. 
Ludvigsen.

9

Fig. 10. Særkærgård, a farm one km from Holstebro, as it was when 
acquired by the municipality in spring 1966. The cow and pig 
sheds behind the main house (not visible in the photo) were given 
to Odin Teatret as a working venue. © Holstebro Museum.

10
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Fig. 11. Finn Methling (1917-2010) in a photo from 1955. He was 
the only important new young dramatist in the first 15 years after 
WW2 both for Danish stage, film and radio. 

Chr. Ludvigsen was 17 when, in summer 1947, he met Finn Methling who was 
30. The latter became a mentor for the younger Ludvigsen and inspired his 
decision in 1949 to quit his chemistry studies and devote himself to literature 
and theatre.
It was also Finn Methling who brought Ludvigsen together with the well-known 
poet Ole Sarvig (1921-1981) in August 1950.
Sarvig arrived in a little old French registered 1925 Citroën-van from Provence, 
where he had lived for some time and got to know Gordon Craig.
Together with Ludvigsen’s fellow student, the chemist Claus Schäffer (b. 1930 
and later professor of chemistry), the four spend a memorable week in a small 
rented house in the forest at Hallandsaasen in southern Sweden.
For fun and as an exercise they spoke Danish among themselves in Shake-
spearian blank verse. Some years later Ole Sarvig began to translate Hamlet 
for the Aarhus Theatre where Chr. Ludvigsen now had a job as dramaturg.
They also talked a lot about the mysterious fate of the adolescent Kaspar 
Hauser who suddenly, out of nowhere, turned up in Nürnberg in 1828. Finn 
Methling wrote a play called Ukendte menneske (Unknown Man) about the 
Kasparian myth which was produced with success in Copenhagen in 1953 and 
Ole remembered Kaspar even 15 years later. © Chr. Ludvigsen.

11
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Fig. 12. Spring 1966: A 
handshake between Eugenio 
Barba and the mayor of 
Holstebro, Kai. K. Nielsen, 
sanctions the agreement that 
Odin Teatret will move from Oslo 
to Holstebro and become a 
“theatre laboratory”. Hanging on 
the wall, the portraits of previous 
maires silently aknowledge the 
decision. © Holstebro Museum.

Figg. 13-14. The cow 
shed (photo 12) on the 
arrival of Odin Teatret in 
Holstebro in June1966, 
later restructured into a 
bare black performing 
and training space. © 
Odin Teatret Archives.

12
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13

14
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Figg. 15a-15b. June 1966: the original farmyard (photo 14a  
© Odin Teatret Archives) and the new entrance to the “theatre 
laboratory” a few months later (photo 14b © Boris L. Andersen).

Fig. 16. 1967. The fist phase of converting the farm into Odin 
Teatret. The whole building of about 500 m² comprises working 
spaces, green rooms, offices and a library. 

15a
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On the left, the newly built entrance leading to the foyer.  
The long low building on the right was previously the pig shed.  
© Odin Teatret Archives.

15b

16
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Fig. 18. Easter 1977: Eugenio Barba and Chr. Ludvigsen absorbed 
in a chess game at Barba’s home. © Silvia Hagberg.

Fig. 19. Eugenio Barba (on cart) and Chr. Ludvigsen in the Tivoli-
Friheden funfair in Århus, June 1971. Helping to lead the Berner 
Sennen dog is Eugenio and Judy Barba’s son Manu. © Silvia Hagberg. 
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Fig. 20. 1966: Slow 
motion training in the 
parish of Måbjerg on the 
outskirts of Holstebro. 
Odin Teatret worked 
there for eight months 
while the Særkærgård 
farm was converted into 
a theatre. Two of Odin 
Teatret’s Norwegian 
founders, Torgeir Wethal 
e Anne-Trine Grimnes, 
in action while the 
newly arrived Danish 
pupil Iben Nagel 
Rasmussen, squatting, 
observes her colleagues. 
© Roald Pay. 

Fig. 21. 1966: Slow motion training in the parish of Måbjerg on the 
outskirts of Holstebro. From the left: Stanley Rosenberg, Torgeir 
Wethal, Bjarne Grolin, Lars Göran Kjellstedt, Else Marie Laukvik, 
Dan Nielsen. Seated at the table: Eugenio Barba. © Roald Pay.

20

21
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Fig. 22. 1966: Parish of 
Måbjerg. Eugenio Barba 
comments on his actors’ 
training. From the left: 
Stanley Rosenberg, Dan 
Nielsen, Lars Göran 
Kjellstedt, Bjarne Grolin, 
Torgeir Wethal. Seated: 
Agnete Strøm, Odin 
Teatret’s admistrator.  
© Roald Pay.

Fig. 23. Ole Sarvig 
(1921-1981), author of 
the poem from which 
Barba adapted 
Kaspariana in 1967. 

22

23
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Fig. 24. Poster by Polish 
artist Tadeusz Jackowski 
(b. 1936 in Bruges, later 
professor at the Academy of 
Art in Poznan) for Odin 
Teatret’s second production, 
Kaspariana, based on the 
Danish poet Ole Sarvig’s 
text. Another example of the 
strong bonds that Eugenio 
Barba had developed with 
many Polish artists during 
his four years in Poland. In 
1967 Barba invited Tadeusz 
Jackowski to Holstebro and 
organised an exhibition of 
his graphic work at 
Holstebro Art Museum.

Fig. 25. Scenic 
arrangement for 
Kaspariana (1967) which 
was performed 74 times 
in the period 1967-68 in 
Denmark, Norway, 
Sweden and Finland. 
It was also invited to the 
Venice Biennale, Odin 
Teatret’s first tour outside 
Scandinavia.

24

25



106

VERSIONE OPEN ACCESS

Fig. 26. Peter Seeberg 
(1925-1999), author of 
Ferai. The final title was 
decided by Barba. The 
author’s original play was 
entitled Biddet (The 
Bite), while the literary 
adviser Chr. Ludvigsen 
had proposed Moira. 
© Per Pejstrup.

Fig. 27. Poster by the 
renowned Danish artist 
Henry Heerup for Odin 
Teatret’s third 
production, Ferai. It was 
based on a play by Peter 
Seeberg who wrote for 
the theatre for the first 
time encouraged by Chr. 
Ludvigsen. Ferai made 
Odin Teatret 
internationally known 
and was played 220 
times in twelve different 
European countries 
between June 1969 and 
July 1970.
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Fig. 28. Scenic 
arrangement for Ferai.

Fig. 29. 1969: Ferai’s ensemble proudly show their poster and an 
award. From left, above: Juha Häkkänen, Sören Larsson, Else Marie 
Laukvik, Carita Rindell, Marisa Gilberti, Torgeir Wethal and tour 
manager Kim Jensen. On the floor: Ulla Alasjärvi, Hanne Birgitte 
Jensen (the theatre’s young secretary, niece of Inger Landsted, the 
nurse who made possible the transfer of Odin Teatret to Holstebro) 
and Iben Nagel Rasmussen. © Holstebro Museum. 
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Fig. 30. 1968: Dario Fo working in 
the white room with Scandinavian 
actors at a seminar organised by Odin 
Teatret with the title The Myth of 
Commedia dell’Arte. Seated at the 
table: Eugenio Barba. An issue with 
the same title of the journal TTT, 
Teatrets Teori og Teknikk was 
published in this occasion. See also 
photo 33. © Torgeir Wethal.

Fig. 31. April 1969: 
Jacques Lecoq and 
Eugenio Barba at the 
Scandinavian seminar 
Scenic Language 
organised by Odin 
Teatret with the 
participation of Etienne 
Decroux and Dario Fo. 
© Holstebro Museum.

Fig. 32. 1969: Hanne 
Birgitte Jensen, the 
theatre’s secretary, 
Agnete Strøm, 
administrator, and 
Eugenio Barba. © 
Holstebro Museum.
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Fig. 33. October 1969: Chr. Ludvigsen together with his daughters 
Johanna and Marie at Moesgaard beach in Aarhus. Odin actors 
Iben Nagel Rasmussen and Torgeir Wethal lived in Ludvigsen’s 
house while Ferai was performed in Aarhus for a month at the main 
Municipal Library. © Torgeir Wethal.

Fig. 34. Cover of the first issue published in Holstebro  
of TTT, Teatrets Teori og Teknikk, with Chr. Ludvigsen as coeditor. 
For financial reasons No. 6 also functioned as seminar program. 

Barba had started this inter-Scandinavian theatre journal in October 1965 in 
Oslo. It focused primarily on the practical aspects of the theatre craft with 
documents and articles in Norwegian, Swedish and Danish by and about ac-
tors’ and directors’ technique. The first five issues were published and fi-
nanced by Bonytt, a Norwegian design magazine in Oslo. When Odin Teatret 
moved to Denmark in 1966, Barba decided to continue the publication with 
his theatre’s publishing house. Christian Ludvigsen was a close collaborator 
on this venture and editor of two other issues: No. 5, The Playwright as Direc-
tor of his Own Text (1965) and No. 13, Popular Theatre (1969). Another im-
portant associate was H.M. Berg, who in addition of being a very active ad-
viser of Odin Teatret, edited two issues of the journal: TTT 16, Zeami’s book 
The Secret Art of Noh, and TTT 20, Dionysos, Trance and Possession. TTT ap-
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peared three times a year, one of which in book form. The first book, No. 7, 
became a milestone in theatre history. It was Towards a Poor Theatre by Jerzy 
Grotowski, edited by Barba in 1968. TTT stopped its activity in 1974 after 23 
issues.
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