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SYNOPSIS }k 1 o

Young, hungry, and on his own, Charles finds himself ina
mysrical wood with ralking plants and animals—rhe prickly
Jeremy Groundhog, Southern belle Ms. Orange Tree, the
grounded Mr. Juniper Bush, and more. Whart's even more
disarming is that he ean understand and talk back ro them.
Catching sight of a house, Charles hides to ger a glimpse of
the owner, Marguerite, the queen of the forest, He is
astounded as she makes everyday objecrs sail through the
air, work in the garden, and scem to come alive. He has
never seen a sorcerer before! Carching him lurking there,
Marguerite can sce porenrial in the strange voung boy and
decides o ler him stay and help her around the house.
Charles hopes to prove himself in order o learn her magical
ways: however, things don’t go so well. Afrer making a
costly blunder, he blames evervone clse, refusing o take his
share of the responsibilicy. Thar mistake costs him the firs
of three chances with Marpuerite.

Big John King, Marguerites nemesis, enters and questdons
Charles abour the sorcerer, hoping ro find her weakness.
Charles thinks King is seeking her help, so he brags on her
skills. As dme passes, the boy bemoans that he hasn't
learncd any sorcery ver, not undersranding thar the chores

he's given are a proof of Marguerites trust, While on a delivery,

Charles makes ver another damaging mistake, Luckily,
Marguerite shows up o save the day. Bur there goes his
sccond chance. 1f only Charles would listen to his elder.

Back at the sorcerer’s house, Charles is supposed to clean the
office withour disturbing anvthing, Instead, he opens books,
rries spells, and unleashes a fantasocal havoe he can’t control,
That’s it—strike three. Marguerire fixes the damage to her
office bur the damage ro her rrust is irreparable. Charles,
again, blames evervone else for his mistakes, and now it's too
much—he' fired and asked o leave. In his desperation, he
believes rhar Big John King, through his own magic, can help
him convince Marguerite to take him back. But once John and

his sinister, otherworldly minions put a spell on her, Marguerite

weakens, Sceing his chance, John challenges her to a duel.
Things look bleak for Marguerite, so she sends for Charles,
who has been imprisoned by King, Using his wits o escape
King's guard, rhe monster Gordagu, Charles comes to his
mentor’s aid, vanguishing the evil foc. Por his lovalty and
bravery, Marguerire, and the rest of the forest creatures,
embrace Charles as one of their own. He has Anally learned
tox listen to others and is truly ready o be the sorcerer’s apprentice.
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THE STORY BEHIND THE STORY

Hat der alte Hexenmeister That old sorcerer has vanished
Néeh doch cinmal wesbegeben! And for once bas gone anay!
Und ywun sollen seine Geister Spirits called by bim, now banished,

Awch nach meinesm Willen leben. My commmands shall soon obey.

The words above begin the poem Der Zawberfeliniing (The Sorcerers
Apprentice), written in 1779 by the famous German intellectual Johann
Wolfgang von Goethe. The poem tells the story of a sorcerer who departs
his workshop, leaving his apprentice o fll a cistern with water, The
apprentice tires and enchants a broom o do the work for him, bur when
the water overflows, he is unable to stop the enchanted broom. He splits
the broom with an axe, but each of the pieces takes up a pail and begins
ferching warer faster than ever. Just as all seems lost in a massive flood, the
sorcerer returns and breaks the spell,

Goethe based his poem on Phéfspauredes, written by Lucian of Samosata, a

A depiciion of Cetle's
The Sorcerer’s Apprentice.

Greek sativist in 150 C.E. While Phifapsaedes was used to poke fun ar tall
rales of the supernatural, Goethe chose o focus his story on the dangers
of unleashing forces vou cannor control. Goethe'’s poem, in tarn, inspired
a famous symphonic poem composed in 1897 by Paul Dukas, LA pprensy
Narcier.

This music was also used by Walt Disney in his 1940 film Fawtasia. That
“sorcerer’s apprentice” section of the movie was used again in Disney’s
Fantasia 2000, Many who hear this music today, or indeed hear the phrase
“sorcerer’s apprentice” picture Mickey Mouse in his master’s magical har
with the enchanted brooms swirling abour and buckets slopping water
over the flooded floor.

ST play uses the original sorcerer’s apprentice story idea as a
foundation for the action, bur incorporates other story clements as well,
For example, Aesop’s fable of "The Dog and his Bone" lies behind che
demise of Gordago the killer, Charles” inidal argument with the ralking
plants in Marguerite’s enchanted forest is similar to Alice’s arguments
with the flowers in "Alice in Wonderland." Playwright OyamO has used
many sources to craft the story of a boy whao, through trals and

tribulations, finds his true destiny as a sorcerer’s apprentice.




OYAMO ON WRITING

In a recent lecture at Harvard, the poet Seamus Heaney made a
telling statement about the process that the artist should, or
must, follow when creating are, That process eschews timidicy;
the arvist must “ler go” he said, and follow the impulse, the
instinct, the viscera to wherever i leads, One becomes a vessel
or, berter, a conduir through which moves the work. Exaerly
where inspired “work™ comes from is mysterious in a way. Can
one put passion or inspiration in a rest rube, observe it, creare
statistics on its srructural make up? Owver the last 35-40 vears
I've gradually evolved roward thar noton of “lerting go™ wirh
often good results and somenimes with results not so good. 've

never followed a partdcular formar, classical or otherwise, bur |

have observed and employved some of rhe useful convendons in
creating works for the stage. You see, 1 believe rules in the ares

are merely conventions, not laws, Aristotle 15 vseful as an acsthence
missionary with an offering, nor as a rigid colonial master who
enforces conformiry. The “well made play™ is fine, but 'm rorally
happy that every writer of drama does not write always the “well-
made play.” How boring would thar be if all dramatic works were
cxactly alike? Mo, Our job as artses 15 ro let the work discover what
it should look like stylisocally, strucrurally, ere. according to whar we
intuitively feel as the work creares itself through us, 1 know. This all
sounds so “arty™ which s not whar 1 intend. 1 think thar “letnong go™
is simply following your passion with the tools of an arnse. Iris a
"Uhe "wedll miade ij}r' ir very difficulr thing to do during this era of the “art police” who seck

Jine, but 1'm totally happy

that every writer of drama
does not write aﬁvay.r the Ower the vears 've used fanrasy, reagedy, biography, comedy,
) monologue, musicality, surrcalism, expressionism, realism,

ro constrain us, ro enforce an “acceptable™ formar and topicality
thar will sarisfy a commercial hunger.

well-made play." How boring

narration, poetry, media, and anyrhing thar feels like it would work.
would that be Jf all dramatic I wasn't always aware of what 1 did or why, 1 went only according

tor feeling, Like Lester Young, the great Jaze musician, who used to
declare that he plaved like he felr ar the moment he pur the horn to
his lips. 've also been a socially and polideally conscious artise person

workes were exactly alife?"’

whao is not afraid to address serious issues thar deeply affecr us in
this American experience. At the Yale Drama School 1 noticed that
the classical writers of the carly thearre (from the Greeks up through
the poetic realists and anti-realises) wrote about what was happening
in their times, being critical, often, of some idea or politdes or social
behavior. 1 don’t know if theatre or any other art or all ares together
can save the world of humaniry from destroving itself. Bur 1 do
believe creative thinking abour rhe crucial issues facing we humans
can save us, Aond 1 believe arrists can be the baromerer that alers us
humans ro the consequences of our own failings, One of my
teachers, Roberr Brustein, the founder and former arnisnic director of
the Yale Repertory Thearre and the American Repertory Thearre ar
Harvard, used to well us that a play will nor change rhe world, bur i is
our mission, among other things, to speak oruth o power, However,



OYAMO ON WRITING

CONTINUED

over the yvears, I've learned thar power already knows the truth bur seeks o avoid,
hide, ignore, edir, or suppress rurh, subordinaring it ro the vested interests of power,
Therefore, 1 feel it's imperative to speak rearh o all people who are willing 1o listen in
the hope that they, the people, can be empowered o make a change, to create whole-
some, progressive policies that can begin ro heal our severely wounded human family
and our ailing mother earth. This does not mean preaching to the masses, although |1
don't rule thar out. A good preacher can do wonders; look ar MLE, It means not
being afraid o rackle the forbidden issues, the ideas thar may be uncomforrable or a
perspective thar stands opposed to what is officially acceprable.

The Norcerers Apprentice is essentially a cautionary rale that says thar the young and in-
expericnced should learn from their elders or suffer dire consequences, On soll a
deeper level it “is a timeless tale of the penalties and consequences of power in in-
experienced hands” wrote Marianna Mayer in her version of The Sarwrery A pprestice
— Gree Fable, published by Bantam Skylark Books. She further points out that:
*The story can be rraced through cighreen hundred yvears and has spawned works of
classical music, poctry, deamatic plavs and prose. In the 2md century [(C.E.], the brilliant
Cireek wrirter and satrist, Lucian of Samosara, included one of the earliest versions
of the fable, in dialogue form, in his collection of works endtled The 1ie Faneier. Here
the sorcerer is an enigmatic character, and the imperuous apprentice is a voung man
and by no means a march for a company of bewirched brooms.

“In subsequent versions wrirten during the Middle Ages and the romannic era
[roughly, 6th—19th centuries|, the sorcerer was depicred as a sinister foree whose
powers were derived from the black ares |sicl. Perhaps a major reason for this
interpretadon can be attributed o the real-life figure D, Johann Paovstos, who lived
in Germany during the sixteenth century, A magician and astrologer, Faustus was
eredited with supernatural powers acquired through black magic. So famous was he
that afrer his dearh Johann Spicrs in 1587 published a nonfiction account of his life,
The Hivtary of [2r. Faestrs, the Notorions Magician and Master of the Black Art. Im-
mediately popular, the German edirion was soon translated into many other
languages. No doubt the English edition was the impetus for the Elizabethan
dramartist Chrstopher Marlowe’s play The Tragical History of Dr Fagstees, written in
1592, Morcover, literary scholars agree thar Marlowe’s play was the inspiranon for
Cioethe’s verse epic, Faust, begun in 1772 bur nor complered uneil 1831,

“Today rthe rale is known o a wide public through the delightful symphonic poem
Llapprenti sorcier composed by Paul Dukas (1865-1935). The Brothers Grimm added
the folkrale ro their collection of storics, and Walr Disney Srudios murned music and
story into an animated film with Mickey Mouse as the confounded apprentice.”

All present versions of The Yorcerers A ppreniice are beholden to the myriad versions

of the past. The musical version that composer Carman Moore (my first cousing and
1 have created for Searrle Children’s Thearre, working closely with Linda Hareeell, has
wone through 14 drafis which swarted with a licde giel who hared having to babysie her
vounger brother, through the daughrer of a sorceress who instead of succeeding her
maother as the local sorceress aspired to be a dancer in New York, through a New
Orleans voodoo queen based on Marie Laveaw, through to the current draft about

a healer of the environment whose supernatral powers enable her to be conversant
with nature in her enchanted forest and who must deal with a pesky young boy whe
stumbles into her forest and soon aspires o be her apprenrice,

"The Sorcerer’s
Apprentice i
essentially a cantionary
tale that says that the

young and inexperienced

shoild learn from their
elders or suffer

dire consequences.’
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