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THE PLAY sYnoPsis

Red Peter introduces himself 
to “the academy,” having 
been invited by them to 
recount his “former life / As 
an ape.” He informs them 
that he cannot, regrettably, 
relay what they wish 
because he left the ape-life 
behind him some five years 
ago, in favor of pursuing 
the human-life. He says that 
he trained to become a 
human, to act the human, 
evolving thousands of years 
in the span of five. He tells 
them that his race from ape 
to human has cost him the 
memory of his former life, 
that he now remembers 
nothing more about being an 
ape than they, the academy, 
remember from their lives 
as apes, being thousands 
of millions of years removed 
from their primatal fathers.

Instead, Red Peter tells them 
of his transformation from 
ape to actor, providing an 
account of his brutal capture, 
imprisonment and slow 
recognition of the skills he 
must acquire in order to, 
if not escape to freedom, 
at least be free of the too-small cage that “Cut into / my flesh / behind.” Desperate for a “way out” he 
“observes” the crude sailors tasked with ferrying him from his home to wherever it was that awaited him; 
he apes their movements to entertain them, screams ape-like to excite them, learns a kind of language 
from them. After he arrives in Hamburg, he says, he realizes that he has two choices: the zoo or the stage. 
Red Peter chooses the stage. For him, this is his future, “since freedom / was never a possibility.”

From there, he learns and succeeds beyond all expectations. He is at the top of a class of one: not quite 
human, not quite ape, but thoroughly civilized. 
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THE PLAY MonkEY BusinEss: Civilization and Barbarism in kafka

If some men are born posthumously, as Friedrich Nietzsche observed in 
the late nineteenth century, then Franz Kafka must be included among 
them. He published only a handful of short stories over the course of his 
short life. The vast majority of the works that have come to define his 
literary corpus—including his three unfinished novels and the greater 
portion of his stories and parables—were published only after his death 
and against his last will and testament, which called for them to be 
burned.

Kafka is one of the most well known German-language authors in the 
United States today, and probably one of the least understood. Yet, 
ironically, when the exasperated reader complains that he simply does 
not ‘get’ Kafka, he inadvertently reveals that he has understood more 
than he knows. In the century that has elapsed since Kafka began his 
literary project in Prague, the Kafkaesque character has become all 
too familiar, but it still remains difficult to pin down precisely what it 
is. And yet, the Kafkaesque is unmistakable because the Kafkaesque 
is obscene. For example, consider the recent, very real case of Maher 
Arar. Someone must have slandered Maher Arar because, one fine 
day, without him having done anything wrong, he was arrested. 
In September 2002, during a stopover at JFK airport on his way 
back home to Canada after a vacation, Arar was detained by U.S. 
authorities for two weeks, at which point he was hooded and shackled 
and shipped to Syria, where, over the next year, he was imprisoned, 
tortured and forced to sign a false confession. Arar was eventually 
returned to Canada, his name cleared of the spurious charges that had 
been leveled against him. His eventual release and exoneration aside, 
the Arar case can be said to be Kafkaesque in scale and obscenity. 

The Kafkaesque is characterized by alienation, paranoia, 
claustrophobia, incomprehensible demands and inscrutable 
communications, nightmarishly complex bureaucracies and hierarchies, 
surreal distortions of time and space, grotesque transformations, the 
reign of irrational and arbitrary rules and regulations often in a cruel or 
brutal manner. Traditionally, Kafka has thus been viewed as a prophet 
of totalitarianism, with its all-powerful state apparatus, mock trials and 
forced confessions. This aspect of Kafka’s work remains disturbingly 
ordinary, even today, as evidenced in Arar’s case.

These political frequencies are often tuned out in readings that 
privilege the private sphere. In such interpretations, Kafka’s works are 
psychologized and domesticated, treated as something like a case 
study on the origins of neurosis, in which the situation of the subject—
whether Kafka or his protagonists—is triangulated by reference 
to the Oedipal drama of the nuclear family. Or Kafka’s works are 
instrumentalized for political ends, pressed into the formulas of an 

Ill
us

tra
tio

n,
 E

xt
er

na
ru

m
 e

t i
nt

er
na

ru
m

 p
rin

ci
pa

liu
m

 h
um

an
i c

or
po

ris
 p

ar
tiu

m
 ta

bu
la

e 
by

 
Vo

lc
he

r C
oi

te
r, 

15
73

 e
di

tio
n



 5                         kafka’s monkey

ideology, or put into the service of a program. But there is another 
side to Kafka’s literary works, one which is often overlooked—they are 
funny. Indeed, Kafka himself was known to break out in fits of laughter 
while reading his works to his circle of friends who laughed along 
with the author, as is recounted by Max Brod, his lifelong friend and 
posthumous editor.

Even Kafka’s most ‘nightmarish’ texts have a comedic underbelly. When 
Gregor Samsa awakes from his troubled dreams to find that he has 
been transformed into a monstrous vermin, among his first thoughts is 
the fear that he will be late for work! After K. is woken by his arresting 
officers on the morning of his thirtieth birthday in the opening pages 
of The Trial, the scene plays out like an elaborate prank, as K. himself 
suspects it is. Before the officers leave, they ask him if he is ready for 
work. “I thought I was under arrest,” says K., to which the supervising 
officer replies, “It’s true that you’re under arrest, but that shouldn’t stop 
you from carrying out your job. And there shouldn’t be anything to stop 
you carrying on with your usual life.” In The Castle, the professional 
landsurveyor, also named K., has been called to a count’s court. 
Despite his best efforts, he is incapable of ever reaching it, since 
the more he approaches it, the more it recedes from him. The lesser 
known story of Blumfeld, an Elderly Bachelor (in German, literally, an 
“old, young-fellow”), reveals the more light-hearted, fantastical side 
of Kafka’s literary world. The protagonist comes home from work one 
day to find that there are two bouncing celluloid balls in his apartment, 
which then follow him about in his daily life. These represent Kafka the 
absurdist, the surrealist, the comedian. 

And here the story that forms the basis of Kafka’s Monkey—namely, 
“A Report for an Academy,” in which a talking ape lectures an 
assembly of esteemed academics on the subject of apehood and 
humanity—must be included. Originally published by Martin Buber 
in the monthly magazine Der Jude in 1919, the story has often been 
interpreted as an allegory of Jewish assimilation. But, as is the case 
for so many of Kafka’s characters, Red Peter’s strange discourse resists 
any singular reading. The text moves on multiple levels at once. One 
could equally well see in it a satirical allegory of European colonialism, 
or the historical development of modern culture and civilization; the 
metaphysics of the Judeo-Christian religious tradition, or the evolution 
of the human species. The text is, appropriately, open to multiple world-
views and various cultural interpretations.

Unlike most of Kafka’s other works, the narrative is related entirely 
in the first person and directly addresses the reader, as if the reader 
is brought into the text and placed among its vaunted audience. The 
protagonist—an ape from a jungle on the coast of West Africa who has 
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 6 TheaTre for a New audieNce: 360° SerieS

become a sensation on the European variety stage under the name of 
Red Peter—recounts the story of his capture and subsequent life, over 
the course of which he has successfully achieved the level of civilization 
of ‘the average European.’ He has made (a name for) himself in 
the image of man, and he is thus privileged to reveal his adopted 
civilization as a barbarian masquerade. This, as one would imagine, 
is not what the assembly of the Academy wants to hear. As Red Peter 
states at the outset, he is incapable of providing them with an account 
of his former life as an ape, his pre-history, so to speak, as they would 
have liked. He has forgotten it. Red Peter’s apology for this lapse of 
memory reveals the dynamic character of Kafka’s literary texts. The ape 
explains that he is already as far removed from his former ape-hood as 
the academics are from their own. With one fell swoop the ape flatters 
himself while serving his audience a brutal backhanded compliment.

Kafka’s stories often play out at points of transition or transformation, 
at thresholds, entry-ways and exits, both spatial and temporal: in 
front of or behind a door, in a hallway, on a birthday or special 
occasion, in the transition from sleep to wake and vice versa, in times 
of transformation, both literal and figurative—“on the knife’s edge,” as 
it is put in “On the Question of the Laws.” Here it is not a question of 
regression or progression, but rather ingress and egress. The man from 
the country seeks entrance to an open door, which he never obtains, 
in the famous parable “Before the Law.” In “A Small Fable,” the mouse 
searches for a way out of the maze, which the cat gladly provides. 
Gregor Samsa wakes from his nightmares to find his life turned into a 
dream. Neither man nor ape, Red Peter is at home among neither, he 
inhabits a space somewhere between nature and civilization, between 
the primordial and the concrete jungle.

“Kafka,” wrote Walter Benjamin, “could understand things only in the 
form of the gestus,” the epic theatrical gesture. Kafka was fascinated 
by early cinema, and was a frequent patron of Prague’s local Yiddish 
theater. Theater constitutes a recurring motif throughout Kafka’s literary 
works, often appearing when it is least expected. In the opening 
chapter of The Trial, K. is disturbed by the “audience” across the street, 
who are watching through the window as his ordeal unfolds. Later that 
night, K. re-enacts the scene for Miss Bürstner, who has just returned 
from the theater. The casting call for the Oklahoma Theater in Amerika, 
which announces that there are more than enough roles for everyone, 
intrigues its protagonist, Karl Rossman. The hunger artist, in the story of 
the same name, performs his spectacular fasts for a waning audience 
from inside a circus cage.  

“Report for an Academy” foregrounds the theatrical component often 
found at play in Kafka’s works. Red Peter apes: he is a mimic, an 
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 7                         kafka’s monkey

imitator, a mirror of his audience. After being caught and maimed, he wants nothing more than a way 
out of his cage, and it is this that compels him to transform himself by aping his captors—who are little 
different from apes themselves—whether in the grunt of the sailor, the routine of the circus artist, the 
cocktail party of the salonnieres, or the lecture of the academic. Freedom, as he says, is not a viable 
option. He thus trades life in a cage for life on the stage.  

Of Kafka’s many literary works, “Report for an Academy” is therefore particularly well-suited for 
theatrical adaptation, especially today, when ‘the Academy’ is better known as an association of actors 
and entertainers who hand out awards to one another, rather than as the school of Plato. German 
playwright Bertolt Brecht famously criticized theater in which the audience members hand in their 
brains when they hang up their hats in the cloakroom. As in epic theater, the surreal, alienating effects 
of Kafka’s works force the audience to think. They are like the proverbial riddle wrapped in a mystery, 
inside in enigma...except here there is no key, or if there is, it has been misplaced, or hidden away in a 
bureaucrat’s desk in a shabby office somewhere. When the audience does not ‘get’ Kafka, they have, 
ironically, taken the first step toward the ancient ideal of wisdom: they know that they do not know.

works cited

 Heller, Erich. Introduction. The Basic Kafka. By Franz Kafka. New York: Pocket Books, 1979. ix-xxviii.

 Kafka, Franz. Metamorphosis and Other Stories. Trans. Michael Hofmann. New York: Penguin, 2008.
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 8 TheaTre for a New audieNce: 360° SerieS

The following quotes are selected perspectives on the play from notable scholars and artists. 

Then God said, ‘Let us make man in our image, in our likeness, and 
let them rule over the fish of the sea and the birds of the air, over the 
livestock, over all the earth, and over all the creatures that move along 
the ground.’

—Genesis 1:26

Man’s fate is like that of the animals; the same fate awaits them both: 
As one dies, so dies the other. All have the same breath; man has no 
advantage over the animal.

—ecclesiastes 3:19

We have made the louse in our image; let us see ourselves in his.

—Michel serres, the Parasite (2007)

Red Peter can never be purely human, but he is no longer pure animal 
either. He must continually narrate between the two.

—Michael Pinsky, “aniMals and Other WOrlds” (1998)

Red Peter’s performance of humanity is so genuine that he can claim to 
his human audience that he is possibly more evolved than they. ‘Your 
life as apes, gentlemen, insofar as something of that kind lies behind 
you, cannot be farther removed from you than mine is from me.’ His 
claim, while bold, fits well with a hard-earned arrogance that would 
appear to be a necessary part of his performance as human. Indeed, 
Red Peter is not interested in the judgment of his newly-won peers. He 
does not need their acceptance, simply their acquiescence.

—MattheW t. POWell, “Bestial rePresentatiOns Of Otherness: kafka’s aniMal stOries” (2008)

Red Peter self-anthropomorphizes only to survive. He rejects the 
values, the claims to superiority, that constitute the ideology of the 
anthropomorphic machine. He only trains himself to perform in a 
human manner for strategic purposes; one might speak of a strategic 
humanism.

—Martin Puchner, “PerfOrMinG the OPen: actOrs, aniMals, PhilOsOPhers” (2007)

[Kafka] lets the animal be raised to the level of a human being, but 
to what a level of humanity, to a masquerade at which mankind is 
unmasked.

—Max BrOd, franz kafka (1947)

The colonial division between human colonizer and less-than-human 
colonial subject is clearly one of the parodic levels that Red Peter 
occupies.

—ryan BishOP, “PrOfessinG (a rePOrt) BefOre the huManities, PerhaPs/as if” (2007)
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By drinking the schnapps, the ape, or whatever he represents, becomes 
a Christian and is welcomed joyously by the assembled celebrants 
of the rite. If this interpretation is correct, the story is really about a 
conversion...He is quite possibly a Jew who has allowed himself to be 
converted to Christianity in order to escape persecution.

—WilliaM c. ruBinstein, “franz kafka’s ‘a rePOrt tO an acadeMy’” (1952)

Mr. Rubinstein’s interpretation...appears to me...too narrow, and I 
should therefore like to suggest a broader interpretation of the ape: he 
is the Jew who has forgotten or forsaken his spiritual Jewish heritage, 
and, not because of an inner urge, but because of material consider-
ations is attempting to be assimilated to Western culture.

—rOBert kauf, “Once aGain: kafka’s ‘a rePOrt tO an acadeMy’” (1954)

The cruel treatment of the ape Rotpeter as he is tamed and trained by 
his human captors calls to mind the plight of unassimilated Jews in 
Christian society. The story also criticizes the contempt that many of 
Kafka’s assimilated Jewish contemporaries, including his own father, 
had for traditional Jewish life and Eastern European Jews.

—daGMar c.G. lOrenz, “transatlantic PersPectives On Men, WOMen and Other PriMates” (2007)

If Red Peter took it upon himself to make the arduous descent from 
the silence of the beasts to the gabble of reason in the spirit of 
the scapegoat, the chosen one, then his amanuensis [Kafka] was 
a scapegoat from birth, with a presentiment, a Vorgefühl, for the 
massacre of the chosen people that was to take place so soon after his 
death.

—J.M. cOetzee, the lives Of aniMals (1999)

What have I in common with Jews? I have hardly anything in common 
with myself and should stand very quiet in a corner, content that I can 
breathe.

—franz kafka, the diaries, 1910-1923

Every man lives behind bars, which he carries within him. That is why 
people write so much about animals now. It’s an expression of longing 
for a free natural life. But for human beings the natural life is a human 
life. But men don’t always realize that. They refuse to realize it. Human 
existence is a burden for them, so they dispose of it in fantasies.

—kafka in cOnversatiOn With Gustav JanOuch

THE PLAY PErsPECTivEs

Ri
gh

t p
an

el
, H

ay
w

ai
n,

 H
ie

ro
ny

m
us

 B
os

ch
, c

15
16

; M
us

eo
 N

ac
io

na
l d

el
 P

ra
do

, M
ad

rid



 10 TheaTre for a New audieNce: 360° SerieS

THE PLAYwrigHT BiogrAPHY of frAnz kAfkA

One of the most acclaimed and analyzed authors of the 20th century, 
Kafka was born into a comfortable middle-class Jewish family in Prague, 
then part of the Austro-Hungarian empire. His father, a successful retailer, 
was by all reports a hulking and domineering bully who cowed his wife 
and children (2 other sons who died in infancy, 3 daughters) and was 
unequipped to comprehend Franz’s timid and anxious nature. The family 
spoke both Czech and German and, like many assimilated Jews hungry 
for acceptance amid rampant anti-Semitism, sent their children to German-
language schools. Franz seldom took part in Jewish ritual after his bar 
mitzvah, though he later developed an intellectual interest in Judaism. He 
distinguished himself at a rigorous secondary school that emphasized 
classics and studied law at Prague’s Deutsche Universität, where he also 
took classes in literature, art and philosophy and began to write.

He earned a Doctor of Law degree in 1906, by which time he had 
completed numerous stories, sketches, prose-poems and fragments of a 
novel, encouraged by his friend Max Brod and others. Convinced that 
a mindless bureaucratic job was the best way to support his writing, he 
eventually landed a position at the Worker’s Accident Insurance Institute 
for the Kingdom of Bohemia with a work day ending at 2 p.m. He stayed 
with that firm for 14 years, rising in the hierarchy and using his influence 
to implement important safety measures and legal protections for workers 
(despite his professed contempt for the work). He was adept at navigating 
the state bureaucracy even though many of his novels and stories deal 
with the alienation and anxiety of lone figures confronting impenetrable 
bureaucracies and impossibly distant, faceless authorities. The adjective 
“Kafkaesque” is today common coin for such nightmarish encounters.

Kafka was beset with depression, guilt, self-doubt and persistent ailments 
including migraines, insomnia and boils. He deliberately sabotaged 
several serious relationships with women. He wrote with steady dedication 
and was able to publish several story collections but never achieved 
the popularity he craved. When he died of tuberculosis in 1924 he 
was known by only a small, devoted coterie, and most of his work was 
unpublished. He left his manuscripts to Brod with instructions to destroy 
them, but Brod disobeyed him, judging the writing too important to 
suppress and editing it for publication. All Kafka’s major novels—The 
Castle, The Trial and Amerika—as well as his diaries, his revealing 
19,000-word “Letter to His Father,” and many short stories were published 
posthumously. 

“A Report to an Academy” was written in 1915 and first published in 
a journal called Der Jude (The Jew) edited by Martin Buber. It has often 
been read as a parable of the assimilated Jew’s alienation within an 
anti-Semitic culture. Like Kafka’s other deeply enigmatical animal stories, 
however (“The Burrow,” “Metamorphosis,” and “Investigations of a Dog,” 
for instance), this work resists reduction to a single allegorical meaning. 

Fr
an

z 
Ka

fk
a,

 c
19

24



 11                         kafka’s monkey

THE PLAYwrigHT LosT in TrAnsLATion: kafka & the impossibility of writing

At the turn of the twentieth century, Prague was a cosmopolis, a 
linguistic crossroads, where Czech, German, Yiddish, and their various 
dialects merged and mingled. This was to have a great influence on 
Franz Kafka’s literary language and style. In a letter to his longtime 
friend Max Brod from June 1921, Kafka reflects on the relationship of 
contemporary Jewish writers to the German language—a generation 
of writers, he says, who fled to the German language to leave their 
Jewishness behind, but were not entirely successful—and wonders 
whether it is possible that they are indeed capable of producing 
German literature. The unexpected image Kafka employs to portray 
their situation is evocative of a multipedal animal or even a bug. They 
wanted to begin writing German, “but their little hind legs were still 
glued to their father’s Jewishness while their little front legs found no 
new ground,” writes Kafka.*

These writers, he tells Brod, are confined by a series of “linguistic 
impossibilities:” the impossibility of not writing, the impossibility 
of writing German, the impossibility of writing differently, and the 
impossibility of writing as such. They thus find themselves in a nest of 
contradictions. They cannot write, but they must; and they cannot write 
German, but they cannot write differently. The Jewish-German writer is 
thus not at home in his language; he has appropriated it, even made it 
his own, yet it remains foreign to him. For this writer, language is, in a 
word, uncanny.

Such uncanniness is virtually omnipresent in Kafka’s literary works; 
indeed, at times it appears as if his works are nothing more than the 
embodiment of it. They present the translator with the gargantuan task 
of rendering an impossible writing into another language, with its own 
set of obstacles and hindrances.

Kafka’s first translators into English were Edwin and Willa Muir, a 
Scottish couple who, together and individually, translated his novels 
and short stories for publication throughout the 1930’s and 1940’s. 
Since then, generations of translators have worked to improve upon 
their efforts. But even a cursory survey of the translators’ prefaces to 
recent English translations provides one with a sense of the difficulty. 
These scholars and writers are stumped by Kafka’s word choice, his 
use of linguistic particles and markers of uncertainty, word order, his 
employment of tense and mood, and the often conflicting demands of 
style and tone. 

“The translator’s trial begins with the first sentence,” writes Breon 
Mitchell, reflecting on his own experience translating The Trial. The 
opening line of the novel is notoriously difficult, if not impossible, to 
convey precisely in English. In the original German, we read: 
* Unless otherwise noted, all translations are by Timothy Frawley.
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 12 TheaTre for a New audieNce: 360° SerieS

“Jemand musste Josef K. verleumdet haben, denn ohne dass er etwas 
Böses getanhätte, wurde er eines Morgens verhaftet.” The statement 
consists of three clauses, separated by commas, and appears simple 
enough. Many English translations begin from the outright and explicit 
presumption of innocence on K.’s part. “Someone must have slandered 
Josef K., for one morning, without having done anything wrong, he 
was arrested.” However, what is lost in such a translation is the subtle 
and slippery uncertainty introduced by the use of the subjective in the 
middle clause of the original, signified by the helping verb hätte.  In 
order to capture the sense of this mood, one might equally well err in 
the opposite direction, on the presumption of guilt. “Someone must 
have slandered Josef K., because, were he even to have done nothing 
wrong, he was arrested one morning.” It may well be the case that a 
more literal rendering of the middle clause would sound as strange in 
English as it does in German: “Someone must have slandered Josef K., 
because without that he would have done something wrong, he was 
arrested one morning.”

The first sentence of The Metamorphosis has also stumped generations 
of translators, not to mention readers. “Als Gregor Samsa eines 
Morgens aus unruhigen Träumen erwachte, fand er sich in seinem Bett 
zu einem ungeheueren Ungeziefer verwandelt.” Here the challenge is 
finding the right term to denote that thing into which the protagonist 
has been transformed. “Gregor Samsa awoke one morning from 
troubled dreams to find that he had been transformed in his bed into a 
monstrous...” What, exactly, has Gregor Samsa been transformed into? 
Ungeziefer is defined in German today as a body (plural) of parasitic 
pests, such as mice, bugs, lice, mice or rats. It furthermore retains 
historical connotations of an animal that is inappropriate for sacrifice. 
“Einem ungeheueren Ungeziefer” has been variously translated as 
“a giant insect,” “a monstrous cockroach,” “a gigantic beetle,” “a 
monstrous vermin” and so on. The difficulty for the translator is striking 
the right balance between precision and ambiguity, given the fine line 
drawn between the two by the author throughout the body of the text in 
its portrayal of the protagonist’s grotesque form. The reader remains, as 
it were, in the dark regarding Gregor’s surreal transformation. In fact, 
one of Kafka’s greatest concerns when preparing The Metamorphosis 
for publication was that there might be an illustration providing an 
imaginative depiction of the transformed protagonist. Such an image 
would collapse the uncertainty and ambiguity embedded in the text, 
and so he asked that there be no accompanying image.

Yet, even when such difficulties do not abound in Kafka’s texts, the 
theme itself still worms its way in. In “Report for an Academy,” the 
basis of Kafka’s Monkey, the protagonist Red Peter strives for the utmost 
clarity at every turn. “Do not misunderstand me,” he says, time and 
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again. He cannot seem to shake the fear that he must need be misunderstood, that he simply cannot tell 
the academics who have assembled for his lecture what they would like to know, and that they do not 
have ears to hear that which he has to say. Strive as he might to put into words that which he cannot 
explain, and translate his apish insights into human terms, something always seems to get lost in the 
translation.

When German language learners read Kafka in the original, they often find themselves reaching for the 
dictionary or for an English translation not when they have not understand exactly what they have read, 
but rather when it seems that they have. Did K. do anything wrong, or did he not? Has Gregor Samsa 
actually been transformed into a vermin? Is the lecturer before the assembly of academics, literally, an 
ape? The reader is confronted with impossibilities, no less than the translator, or the author himself.
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THE PLAYwrigHT: frAnz kAfkA TiMELinE

1883 Franz Kafka is born in Prague on July 3 to Hermann and 
Julie Kafka. He is the eldest of six children—three girls 
and three boys—born between 1883 and 1892. His two 
brothers both die in infancy. 

1901 Begins the study of German literature and law at the 
German University in Prague. 

1902 Meets Max Brod, the lifelong friend who saves most of 
Kafka’s writings after being instructed to destroy them.

1904-5 Writes “Description of a Struggle.”

1906 Earns a doctorate of jurisprudence from the German 
University in Prague.

1907-8 Writes “Wedding Preparations in the Country.”

1908 Begins employment at the Workers’ Accident Insurance 
Institute in Prague, where he remains until his retirement in 
1922.

1909 Sections from “Description of a Struggle” published by 
Hyperion.

 Writes “The Aeroplanes at Brescia.”

1910 Several prose pieces published in Bohemia.

 Begins writing his diaries.

1911 Begins Amerika. 

 Begins work on “Richard and Samuel” with Max Brod.

1912 First begins study of Judaism. 

 Meets Felice Bauer, a love interest.

 Writes “The Judgment,” “The Stoker,” also called, “The Man 
Who Disappeared,” and “The Metamorphosis.”

1913 Publishes Meditation and “The Judgement.”

 Visits Felice Bauer in Berlin.

1914 Formal engagement to Felice Bauer, which is broken off 
after several months.

 Writes “Memoirs of the Kalda Railroad,” “In the Penal 
Colony” and “Before the Law.”

 Begins The Trial.
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THE PLAYwrigHT TiMELinE

1915 Renews relationship with Felice Bauer.

 Moves from his parents’ home to a rented room.

 Receives the Fontane Prize for “The Stoker.”

 Publishes “The Metamorphosis.”

 Writes “The Village Schoolmaster,” also called “The Giant 
Mole.”

1917 Writes “The Hunter Gracchus” and “The Great Wall of 
China.”

 Begins second engagement to Felice Bauer, which is broken 
off for the final time.

 Diagnosed with tuberculosis, for which he receives a leave 
of absence from work.

1919 Engagement to Julie Wohryzek, which is broken off later in 
the year.

 Publishes “In the Penal Colony” and “A Country Doctor.”

 Writes “Letter to His Father” and “He.”

1920 Meets Milena Jesenská, a Czech writer with whom he 
corresponds. 

1921 Notes in his diary indicates that he has given all of the 
previous diaries to Milena. Upon Kafka’s death in 1524, 
she burns many of his papers at his request. She gives 
Kafka’s remaining manuscripts to Max Brod before she dies 
in a German concentration camp in 1944.

1922 Begins The Castle, “A Hunger Artist” and “Investigations of 
a Dog.”

1923 Meets and sets up house with Dora Dymant.

 Writes “The Burrow.”

1924 Writes “Josephine the Singer, or the Mouse Folk.”

 Publishes a collection of short stories under the title A 
Hunger Artist.

 Dies in a sanatorium near Vienna on June 3; buried on June 
11 in the Jewish cemetery in Prague-Straschnitz.
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THE ProduCTion AdAPTor’s noTE: APing THE HuMAn 

It is fitting that Kafka’s Monkey is set in an academic, implicitly 
scientific environment since the process of adapting it for the stage was 
as much one of theatrical experiment in performance, direction, design 
as one of verbal transposition.

Kafka’s “Report to an Academy” appears to be a highly theatrical 
text in itself. A monkey, who has been captured in Africa and has 
learnt to live as human and become a great celebrity musical artiste 
for such, gives a talk to “an academy” ostensibly about his former life 
as an ape. However, using his own brutal experience of the “world 
of men” as a mirror, he deftly inverts the situation to make his speech 
a reflection upon humanity. Entirely written in the first person speech 
of the monkey, Red Peter, there appears to be little to add or change 
apart from finding a speakable English in which our monkey might 
speak. Yet when Kathryn Hunter, director Walter Meierjohann and I 
embarked upon an exploratory workshop on the text at the Young Vic 
in 2008, questions fundamental to the adaptation began to emerge. 

While in prose Kafka’s talking half-man/half-monkey exists discretely 
in the mind of each reader, we needed to decide who or what he 
was. What type of “monkey” is he? What does a monkey who has 
learnt how to behave as a human look like? For this Kathryn worked 
with movement expert Ilan Reichel to develop a complex language 
for a human to play a chimpanzee (Kathryn’s “inner” monkey they 
discovered) who has learnt how to behave as a human. 

While this process was arduous, it was relatively straightforward. More 
knotty was the question as to the where and when Red Peter speaks, 
and who are we, his audience? What is the nature of the “academy” to 
which Red Peter talks? Should we dress the theatre as a 1910s German 
Academy? Or a music hall? The experiments and performing animals 
Red Peter cites are very much a thing of the 1910s and 1920s. But as 
we explored this idea, we began to feel that a strictly period setting 
would let the audience off the hook, allowing them to be somewhere 
other than present-day London, Tokyo, Paris, Sydney, Melbourne or 
Athens, and we wanted to involve the audience not because we are 
particular fans of audience participation, but because we wished to 
implicate them as members of humanity. Under the veil of humour and 
self deprecation, this piece is a great j’accuse against humanity and 
civilisation [sic], and we have hardly cured ourselves of our ills since 
Kafka wrote it. The “academy” therefore is only humanity’s proxy. 
Hence, without breaking the period setting of the piece, we sought to 
engage the audience on a contemporary level too. The theatre as a 
modern academy, and the audience its students. 

The final fundamental question we needed to address was the dual 
nature of our protagonist. Two Red Peters are evident in the text; Red 
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THE ProduCTion AdAPTor’s noTE: APing THE HuMAn

Peter the monkey, and Red Peter the man-monkey. The story traces the journey from one to the other. 
While Kathryn explored this duality of self in developing her physical language, Walter and I worked 
on textual and design means of expressing this. Hence the verse form I rendered the text into in English, 
which when Red Peter is in serious academic mode, attempts something like a consistent iambic beat, but 
when he reverts to his monkey self, jumps from one rhythm, rhyme or subject to another. (Kathryn calls it 
her monkey verse.) The other way in which we explored the split self was through design, the projection 
of an enormous picture of a monkey. Interestingly, the projected image of the chimpanzee that designer 
Steffi Wurster uses is an actual “Hagenbeck” monkey, stolen from Africa by the German hunter/explorer 
mentioned in the text. These monkeys were sent to zoos, music halls and circuses or for experiments to 
Tenerife, and Kafka was an avid reader about these experiments. This projected ape, trapped in an 
enormous lightbox or specimen box, enables Red Peter the man-monkey to converse with and relate to his 
former self, while establishing a very modern academy environment.

         —Colin Teevan
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KaThryN huNTer (red Peter, the ape) 
Previous theatre includes as Actor: Fragments (Peter Brook, Bouffes du Nord 
and New York); King Lear (title role)(London, Tokyo);  Richard III (title role)
(Shakespeare’s Globe); The Visit (Theatre de Complicite and National 
Theatre) (Olivier award best actress); The Skriker by Caryl Churchill (National 
Theatre, Olivier nomination Best Actress); Spoonface Steinberg by Lee Hall 
(Ambassadors, Washington). As Director: Othello (RSC); Comedy of Errors, 
Pericles (Shakespeare’s Globe); Aristophane’s Birds (National Theatre);  
Puntila (Almeida, Duke of Yorks); Glory of Living by Rebecca Gilman (Royal 
Court). Film: Harry Potter and the Order of the Phoenix, All or Nothing (Mike 
Leigh), Orlando (Sally Potter).

coLiN TeeVaN (adaptation)  
Colin Teevan is a playwright, screenwriter and translator. Most recent original 
stageworks include: The Kingdom, There Was A Man, There Was No Man, 
The Lion of Kabul (part of the Great Game Season), How Many Miles to 
Basra? (winner of 2007 Clarion Award for Best New Play), The Bee and The 
Diver; both co-written with Hideki Noda, Missing Persons; Four Tragedies 
and Roy Keane, Monkey!, The Walls and Alcmaeon in Corinth. Adaptations 
include Kafka’s Monkey, Peer Gynt, Don Quixote with Pablo Ley and Svejk 
produced by Theatre for a New Audience in 2005. Translations include: 
Euripides’ Bacchai and Manfridi’s Cuckoos both directed by Sir Peter Hall; 
Marathon by Edoardo Erba and Iph...after Euripides, Colin written television 
dramas for BBC, ITV and RTE, he has also written plays for BBC Radio. He is 
currently senior lecturer in Creative Writing at Birkbeck College, University of 
London where he founded and is programme director of the BA in Creative 
Writing. All his works are published by Oberon Books.

waLTer MeierJohaNN (director)  
Walter is an Associate Artist of the Young Vic and Artistic Director of Theatre 
at HOME Manchester. Theatre includes: Unleashed (Barbican); The Ballad 
of the Sad Café (Residenztheater Munich); The Resistible Rise of Arturo Ui 
(Liverpool Playhouse, Nottingham Playhouse); In the Red and Brown Water 
(Young Vic); All My Sons (Leicester Curve); The Messiah; Long Day’s Journey 
into Night; Inkheart (State Theatre of Dresden); Mary Stuart (Luebeck); Death 
of a Salesman (Mainz); devised commissions in the Sophiensaele and Maxim 
Gorki Theatre, Berlin. The Just by Camus (Impulse-Festival, Germany). Walter 
has written and directed a short film, Dear Anna, starring Kathryn Hunter and 
Marcello Magni. 

sTeffi wursTer (set)
Born in1971 in Ludwigshafen/Rhine, she studied Fine Arts at the Academy of 
Fine Arts at Mainz University and Stage Design at Berlin University of the Arts 
(UdK). As stage designer she  worked at the Deutsches Theater Berlin, Maxim 
Gorki Theater Berlin, Schauspielhaus Düsseldorf, Nationaltheater Weimar, 
Schauspielhaus Wien and others.  Beside her work as a stage designer she 
develops interdisciplinary projects and video works, in which she questions the 
construction of perception and deals with the visualisation of spatial processes. 
Steffi Wurster lives in Berlin.
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richard hudsoN (costume)
Theatre includes: Sets and costumes for Pictures from an Exhibition; ‘Tis Pity She’s a Whore; Doctor Faustus; The 
Skin of our Teeth (Young Vic); As You Like It (Young Vic/Wyndhams). Recent Opera includes: Armida (Metropolitan 
Opera, New York); Die Entfuhrung aus dem Serail (Rome Opera). Recent Dance includes: Sets and Costumes 
for Rushes; Goldberg Variations; Invitus Invitam (Royal Ballet, Covent Garden); The Nutcracker (American Ballet 
Theatre); Romeo and Juliet (National Ballet of Canada); Le Coq D’or and La Bayadere (Royal Danish Ballet).

MiKe GuNNiNG (Light)
Theatre includes: Unleashed and School for Scandal (Barbican); Kafka’s Monkey, The Brothers Size and Eurydice 
(Young Vic) The Second Mrs Tanqueray and Here (Rose Theatre); The Alchemist and The Resistable Rise of Arturo 
Ui (Everyman, Liverpool); Asylum and Hansel & Gretel (Kneehigh); Medea (Broadway); Richard III, Twelfth Night, 
and Henry V (RSC). Opera includes: La Traviata (Vienna); Dido & Aeneas (L’Opera Comique); Il Trovatore and La 
Bohème (ENO).

NiKoLa KodJaBashia (composer and sound design)
Nikola Kodjabashia is a British-Macedonian, London-based composer considered to be one of the most eminent 
representatives of the Balkan and Eastern European musical avant-garde today. He had scored, produced and 
performed  music for numerous theatre, tv and film productions. Kodjabashia’s releases are available on ReR USA 
and Filter label worldwide. 

iLaN reicheL (Movement)
In 2009, Ilan was invited by Kathryn Hunter to work on Kafka’s Monkey. Direction/choreography includes: La Voix 
Humane by Francis Poulenc, Arcola’s Opera Festival, London; Movement Director for Howard Barker’s Wrestling 
School Theatre Company, London; 4.48 Psychosis by Sarah Kane, Subaru Theatre Company, Tokyo; Shorts by 
Beckett, Pentameter Theatre, London; Savage/Love by Joseph Chaikin and Sam Shepard, London School of 
Contemporary Dance; Hanjo by Zeami and Yukiyo Mishima, Soho and Young Vic Theatres, London. He is a teacher 
at London International School of Performing Arts (LISPA), and Central School of Speech and Drama, London.

Mia TheiL haVe (assistant direction)
Mia Theil Have formed part of Eugenio Barba’s acting ensemble, Odin Teatret Denmark (2003-7). She directed 
shows for European Capital of Culture 2012, Freedom Theatre Palestine, Havana International Festival, Hilton 
Festival South Africa, Aarohan Nepal, BharatRangMahotsav Festival Delhi and in London with ROH, NT Studio, 
Young Vic, Unicorn and GDIF 2012 and the RPS awarded opera We Are Shadows for Spitalfields.

chrisToPher c. duNLoP (Production stage Manager)
A native New Yorker, Christopher spent the last four decades working in the theatre both at home and around the 
world. After many years acting as General Manager of Mummenschanz and the Cie. Philippe Genty on Broadway, 
he returned to his roots in a more hands-on position. Chris has since toured with international companies such as 
Ballet Folklorico de Mexico de Amalia Hernandez, Israel’s Kibbutz Contemporary Dance Company, Stars of the 
Shanghai Acrobatic Theatre, Gran Concerto de Natale-Glory Hallelujah Gospel, Incredible Acrobats of China 
and Philippe Genty’s Désirs Parade. This year he is pleased to once again work with Peter Brook and the C.I.C.T / 
Théâtre des Bouffes du Nord and also to welcome the Young Vic Theatre Company back to NYC.
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furTHEr ExPLorATion gLossArY of TErMs And PLACEs

academy (akademie) 
An academy is a school/college 
of trade school. It does not have 
the same connotations as our 
English word “university,” but it is 
nonetheless an educational setting.

achilles
A Greek mythological demigod 
warrior who fought most notably in 
the Trojan Wars (he appears as a 
main character in Homer’s Iliad). 
When he was born his mother 
dipped him into the River Styx and 
made his whole body invulnerable 
to harm except for the one heel 
which she held him by to dip him 
in the water. It later became his 
downfall, when, at Troy, Paris 
shot Achilles in the heel and he 
died. This myth is the origin of 
the phrase “Achilles heel” which 
describes someone’s weakness.

Gold coast
A region in West Africa which is 
now Ghana. It was named for its 
resources there, and during the 
Imperialist Age was colonized by 
many larger nations including the 
Portuguese, the Dutch, the British, 
the Danish and the Swedish. 

firm of hagenbeck
Refers to men employed by Carl 
Hagenbeck of Tierpark Hagenbeck 
in Hamburg, Germany. Tierpark 
Hagenbeck was one of the 
first zoos to present animals in 
a simulated “natural habitat” 
in order to create a sense of 
authenticity and familiarity for the 
animals. 

hagenbeck steamers
The ships used by Carl Hagenbeck 
to collect and transport his exotic 
acquisitions.

herr hagenbeck
Carl Hagenbeck, who was 
known for his exhibitionism of 
both animals and humans that 
he kept on display at his circuses 
and zoos. At the same time, he 
revolutionized the layout of zoos 
by creating moats in between 
the areas occupied by each 
type of animal, which gave the 
illusion that the animals were 
all cohabitating in one large 
space, when in reality there were 
separate and thus, safe from each 
other. 

Gramophone 
Refers to the earliest type of 
record player. It was one of 
the first devices to record and 
reproduce sound. Also known as a 
phonograph. 

“method of caging wild 
beasts”
Hagenbeck developed a method 
of transporting animals which he 
believed was more humane than 
the “normal” way of just putting 
the animals in boxes: the walls of 
the cage were made from bars 
only and two sides covered with 
canvas to protect from bugs. 
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ABouT THEATrE for A nEw AudiEnCE

sTaff
Founding Artistic Director Jeffrey Horowitz
Managing Director  Dorothy Ryan
General Manager  Theresa Von Klug
Interim General Manager Gilbert Medina
Capital Campaign Director  James J. Lynes
Development Director Whitney Estrin
Education Director Katie Miller
Finance Director  Elizabeth Lees
Grants Manager Lorraine Goodman
Director of Marketing & Communications 
   Nella Vera
Facilities Manager Edward Stallsworth
Associate Artistic Director Arin Arbus
Associate General Manager  Web Begole
Manager of Humanities Programs 
   Carie Donnelson
Associate Finance Director Andrew Zimmerman
Education Associate Carter Niles
Capital Associate  Lizzie O’Hara
Subscriptions Manager  Courtney F. Caldwell
Associate to the Artistic Director 
   Amanda White
Associate to the Managing Director  
   Emily Ernst
Literary Advisor Jonathan Kalb
Resident Director of Voice Andrew Wade

aBouT TheaTre for a New audieNce 
Founded in 1979 by Jeffrey Horowitz, the mission of 
Theatre for a New Audience is to develop and vitalize 
the performance and study of Shakespeare and classic 
drama. Theatre for a New Audience produces for 
audiences Off-Broadway and has also toured nationally, 
internationally and to Broadway. We are guided in our 
work by five core values: a reverence for language, 
a spirit of adventure, a commitment to diversity, a 
dedication to learning, and a spirit of service. These 
values inform what we do with artists, how we interact 
with audiences, and how we manage our organization.

TheaTre for a New audieNce  
educaTioN ProGraMs 
Theatre for a New Audience is an award winning 
company recognized for artistic excellence. Our 
education programs introduce students to Shakespeare 
and other classics with the same artistic integrity that 
we apply to our productions. Through our unique 
and exciting methodology, students engage in hands-
on learning that involves all aspects of literacy set in 
the context of theatre education. Our residencies are 
structured to address City and State Learning Standards 
both in English Language Arts and the Arts, the New 
York City DOE’s Curriculum Blueprint for Teaching and 
Learning in Theater, and the Common Core Learning 
Standards for English Language Arts. Begun in 1984, our 
programs have served over 124,000 students, ages 9 
through 18, in New York City Public Schools city-wide.

a New hoMe iN BrooKLyN 
After over 30 years of being an itinerant theatre, 
Theatre for a New Audience is nearing completion on 
its first home in the Downtown Brooklyn Cultural District. 
Scheduled to open in fall 2013, our new home will be 
a place to gather, learn and explore. In it, we will be 
able to expand our education and humanities programs 
to include activities on weekends, after-school and 
during school vacations for students; as well as lectures, 
seminars, workshops, and other activities for artists, 
scholars, adults and families.

BoARD  oF  D IRECT oRS
Chairman: Henry Christensen III
President: Jeffrey Horowitz
Vice President and Secretary:
 Dorothy Ryan 

Members: 
Robert Arnow
John Berendt*
Cicely Berry, CBE, Hon. D.Lit*
Marlène Brody
Sally Brody
Zoë Caldwell*
Robert Caro*
Merle Debuskey*
Dr. Sharon Dunn*
Dr. Charlotte K. Frank
Richard A. Hadar
Sir Peter Hall*
John D. Howard
Dana Ivey*
David Scott Kastan*
John J. Kerr, Jr.
Seymour H. Lesser
William F. Lloyd
Larry M. Loeb
Catherine Maciariello*
Gloria Messinger
Anne Messitte
Audrey Heffernan Meyer
Caroline Niemczyk
Janet C. olshansky
Theodore C. Rogers 
Philip R. Rotner
Mark Rylance*
Robert T. Schaffner
Daryl D. Smith
Michael Stranahan
Julie Taymor*
Monica G-S. Wambold
Jane Wells
Frederick Wiseman*

Emeritus:
Francine S. Ballan
Herbert Mitgang*

*Artistic Council
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Theatre for a New Audience’s Humanities programming receives 
support from the National Endowment for the Humanities. Any 
views, findings, conclusions or recommendations expressed in 
these programs do not necessarily represent those of the National 
Endowment for the Humanities.

Theatre for a New Audience’s productions and education programs receive support from the New 
York State Council on the Arts with the support of Governor Andrew Cuomo and the New York State 
Legislature; and from the New York City Department of Cultural Affairs in partnership with the City 
Council.

Even with capacity audiences, box office and other earned income account for just 30% of the Theatre’s $3.2 million operating 
budget. The Theatre expresses its deepest thanks to the following Foundations, Corporations and Government Agencies for their 
generous support of the Theatre’s Humanities, Education, and Outreach programs.

Additional support for these programs is provided by the generosity of the following Foundations, Corporations and Individuals 
through their direct support of the Theatre’s Education programs and through their general operating grants to the Theatre’s 
Annual Fund:

Principal Benefactors
Bloomberg Philanthropies
The SHS Foundation

Leading Benefactors
Deloitte LLP
Sidney E. Frank Foundation
The Hearst Foundations
The Shubert Foundation, Inc.

Major Benefactors
The DuBose and Dorothy Heyward Memorial Fund
The Blanche and Irving Laurie Foundation
The Fan Fox and Leslie R. Samuels Foundation
The Harold and Mimi Steinberg Charitable Trust

sustaining Benefactors
Valerie Anisko and Jeff Bliss
The Bay and Paul Foundations
The Howard Bayne Fund
The Gladys Krieble Delmas Foundation
Jean and Louis Dreyfus Foundation, Inc.
The Educational Foundation of America
Lambent Foundation
The Seth Sprague Educational and Charitable Foundation

Producers circle—The artistic director’s society
Axe-Houghton Foundation
Consolidated Edison Company of New York, Inc.  
Jerome and Dolores Zuckerman Gewirtz Charitable Trust
The Joseph & Sally Handleman Foundation Trust A
Laurie M. Tisch Illumination Fund
Litowitz Foundation, Inc.
Richenthal Foundation

Producers circle—executive
The McGraw-Hill Companies, Inc.
Michael Tuch Foundation, Inc.

Producers circle—associate
Actors’ Equity Foundation, Inc.
Barbara Bell Cumming Foundation
DeLaCour Family Foundation
DeWitt Stern Group, Inc.
The Friars Foundation
The Irving Harris Foundation
Lucille Lortel Foundation
The Mnuchin Foundation
Target Corporation

THEATrE for A nEw AudiEnCE MAjor insTiTuTionAL suPPorTErs


