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Balladinaz

Lot ug speak about tho oxercise with the three women
around the hearth. Agzain I must give the same foreword - [
will be veory pedantic in order to be vory clear, ‘'lhis was a
very instructive instance of the use of rizht and wrong poinis
fron a theoretical point of view, As far as I can judge, the
dircector, Mrs. Elmhirst, in her approach to the play has very
deep ideas of how to explore and what to explore, dut she does
not have the rizht approach to discovering the ideas she hag.
PSYCHOLOGICAL GWSTURFE:

It i3 very rizht to zgive salladina the two poles -
one 9 warmth and the other cold. 7These are two powers which
are firhting with ore another in 3alladina, but thedirector
has not used the full posslbility offered by these two poles,
because she has started something but has not continued it,
You can ugse these two noles for developing a psychological
gesture, or you can uae the idea for atmosphere.

ATMOSPH®R®

f-f:s.i.n you have spoken about atmosphere, and azain
it wag left without beins developed, You have not told your
actors how to enter into the atmosphere - whether by imapgination
or movemnent, otec. ‘lhe director wanted to use the vorkx as
a step on which to reach this warm Tamily atnosphere, ‘which

could bind them togzether, but instead of siving & very siacle
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rhythnical novement i{or the work, she fell into mere natural-~
ism, Alina did not Iind fhe‘right novement, and it becane

more and more naturalistic. ‘“1he director should have given

one 2inmnle movement which could have been repeaved a=-ain amnd
avain. for the nmether, as for Alina, she gave vOry valud
psycholozical gestures. L could guess what you 2s the director
were meanine, but it was not gziven, 1t was rot a real sesture,
The vpulling of the chair was the most real jesture, but it

was not explained what had to be reached by it, and how 1t

vas to bte reached.

Then there was the possibility of Salladina near the
cold pole, waitingz for something from inhe outside, what it
means to leave the warm pole - this is a whole composition of
irestures, “hat it means to go further and further aways wnati
it means to cnter into a cold sphere; what it means to have
an openins before her - it is a whole scale or zaaut ol
psycholozical jpestures. il you wanted Balladina to move tho
chair, for instance, you could have ziven her the gesture <o
be on the edse of the warm atmosphere, then have her maxe a
zesture of refusal arnd a gesiure 1o 3o into the cold atuosgsphore
and be contracted, and before the opening she 138 waiting. 1t
is possible to oven oneself in a varnm atmosphere, and quite
anotlicr thins to oven in a contracted state. Whis is a very
interesting nossibility. 3ut the director has not iven such
a comnosition of gzestures., if the chair is only a naturalistic

shair which has been taken from the fanily cirele, this will
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zive the actor nothing. 5ut;if. for inﬂtanca. she had been
ziven the gesture to cling ¢ material things - she could
have been bound to material things - then this would glve her
something,

The director has used the term "symbol" wvery often,
You do not need to say that this is a symbol - it is reality
for your exercise. It is a real geries of warm, hot rays.
But when you have given this conditional reality, then you
may tell them that this is your ramily, etc., on the ground
of the reality. You zave the condition of this reality.
You have to build the aura and build the whole story. when
you told them that the chair was a fireplace, this was a
condition, not imagination. 7This is the same as the "abyss.

About the mother's position. ©nly one of the
sestures you gave her was a real psychologlical gesture, vhen
she had to draw back the chair., There was nothing to act.
It is not possible to act by_having nothinz for action.
ihat the mother should have done was »nly to do the movement

and draw Salladina back.
MIS® BN SCEN®: . _ 1
The director's ideas were right but the approacn

wag vague., Today it was a mixture of gestures not quite
clear-cut, it was a mixture with atmosphere but not quite
clear, it was a mixture with mise 2n sdEhﬂ. zach alse

“~ R S s A 35 o "
en scene can be very speaking and revealing for the actor if
it is given with a very special ailm, just as with movement,

= ] L] \‘ -
1f we give a very happy nise en scene and try To =Xplore 1Lt



M. Chokhov Janusxy £os 1957

the same ag we do with zesture, it will awaken sumathing.‘
By setting the flreplace and "the work, the actors should
have explored what 1t meant, but they did not.s The whole
exercige wag a mixture of elements, none of which werc led
to its real and.

1f you teoll your actors to imagine that the chair
ig a fireplace, tho actor must not lmagine anything to do
with the chair, but he nmust sce a picturc in his lmagination
and then he can accept tho chair as his imaginary firecplace.
The sewing scene was too naturalisgtic, This can be uged asg
an oxercisa for tho feeling of truth, You could have given
them one rhythmical movement togothor,
=HR OBJEM%':Q':‘:E wag a mixture with tho objoctive. If you
had ziven Alina the action of carcssing her mother, that
would have been a definite objecotivo. If you 3ive an objective
then you only nced to require a feoling of truth - you need
not avold naturalism if you ask for the feelinz of truth, A
carcss can also be a psychologlcal gesture., Une of the
main principles of our method is that each thing can be applied
To another,

iet ua look at a flight of steps, and sec it has a
zegture. iow imagine that the steps are wider = this 1is another
zagsture. ~ow imagine that tho ste.ps are red - this is another
zesture, Therefore, it mecans that for us everything can Do,
nust be, turned to another thing. e have to act so that

in acting we produco colors around us, and the colors in our
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gsettings must create our parts. 7This is what we have to under-
gstand in our three year cuurée of training, first of all
we must develop our inner technique so that we will under-
stand the thinz of a flizht of steps as colors, music, setitings,:
costumes, cte, ile must develop our abilities to such an
extent that we will be able to see the movement in each thing
in the world., If, for instance, the red color is moving
towards ug then we know how to act, and the same is true of
cach color we must wear on the staze, in order to act the izesture
on the staze. ‘Therefore, the term significance cannot be
substituted for gesturao,

The dircetor must always know what is going on in
his actor's soul, but the zctor must also know how to reach
what the director asks of him., Therefore the director must-
tell his actors what to do and the means by which to achieve
i1t.

Let us zo tack to the idea of moving the chairs
and leaving Alina without one., This was a very zood idea,
but it must be given in some way so that it can be done, not
undarstood. You must kxnow how to do your idea, and for this
purnose you have at your digposal the psychological gesture,
mige en scéne. otc. then the director zives the psychnlogical
sesture, it must be given 1in a very cleér fcrme Today there
were too many and, therefore, none wvere cleai. Lt would be
batter to zive one zesture - let us say warmth and cold. IT

averyone had done this the whola cast wouvld have experienced
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these two extremes. Cur souls need time to explore and ex=
perience - if this is allowed, the director can glve the actor
a gaegsture and he will give back an aura, If you feel that

tho actor is acting without aura, you must ask him to zo back
to the gestures, atmospheres, ete. The actor will never zet

the aura from nothing - it must be prepared,

Jueation:

Is 1t necessary to go back further in the play than

whore it begins, 1l.e., to antecedo?

Answver:

ot always., This deponds upon tho play. In “pPeer
Gyni" 1% was necessary, but in "Balladina" the lovely atmosphere
of the home was not important, whereas the gesturﬁ of warm to
cold was important, Warm and cold is the main theme - the cold
kills the warmth and the exploration of this can zive a

beautiful aura.

It is very dangerous to zo back further than where
The play beglns because thers is no limit., Who can tell you
where to stop? In the Moscow Art Theatro we have created our
whole families, and lost ourselves. <Jrom many years of working
with Stanislavsky I bolieve that this thing leads us to very
vague flelds, and we are hardly ever able to find our way

backe To a certaln extent it can de zood, as in the case of

2eer Gynt. 3ut in the case of 2alladira it is much mors help-

ful to vwork with the gesture of warath and cold which is fane

t
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tastically right,
Very often tho geﬁ%uru ig modified, and the director

must once again have an eye for this. Is this nodification
good, and does it enrich the gesture or rnot? The actor nust
feel that if ho does well it will be shown to him, and if he
goes wrong it will be told to him, The psychology of an actor
ig aich that if he feels very vaguely that ho is doing some-
thing, he is not able to tell whethor it is risht or Wrong,
When the actor feols that tho dircetor tells hiam nothing, he
loges the activity for doing it. Therofore the director must
not only have an idea of what tho future performance will be,
but he mugt really direct each person, each moment. 'then this

cooperation, which is so difflicult, will gradually zet a form,

a shapo,
FLYING OVER THE PLAY:

The Feairv Tale:

As the director, try to find in your preparatory
work such gestures whidh will cmbrace the whole performance,
and then try to proceed to the details, It is not zood for
the director to know too much, and the actors too little,

The director must lead hisg cast through the whols performance,
and then he mugt show one part, and thenagain thethole or

one big sceectlon. If you keep your cast for a long time in
one place you will meet difficulties later when you start
your rchoarsals., You will find that one section of the play

which iz abgolutely clear to you is untouched by your actors,
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for example, Alan found the whole picture for feer Gynt, and
now we wait for detalls. 7Thbt actors are beginning to feel a
nead to know the whole nerformance, not only one moment ol
i1t,

?he actors nmust be given the possibility to fly over
the whole play. Later, when you begin to compose things on
tho gtage you will not be so iree, Yyou will have to be con=-

centrated on certain moments until you are satisfied,

HorkKs

Quioct as opposed to chaos, Explore these two worlds
and let tho quiectness conguer the chaos.

Ag a director, Alan must find in higs work in general
more activity, more tempc. _Sumatimes he is too slow and his
cast has too much time and he loses their interest and activity.
Cur principln-ia to work tozether with the playwright, muslcian,
otc. The whole cagt must be together in each moment until
the collective work ig showvn to the audience. From the
beginning to the end it must be oux theaire, our nparrormance,

ate.,

‘the Golden Stead:

Continuo the work with gostures and repcat them

while goncono speaks the lines.

Tha Fighinz Scana:

It s better Tor the director to refer to the
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fisher {olk a3 "thoy" rather than “you" when working with

the imagxination. This relca;as the cagy and they will be

nere freoe in thelr imacinationg than if you refer to them as
"you). which immediately makes theam contract and wondex how

they will do 1t or "set” 1t, It inhibits your cast to refor

to them as "youl. Yry a gesture of drawing - with your imaginary
hands and your longingg, until you lay hands upon the imaginary

boat and brinz it safoly in.

“alladinas  (Director's exercise),

Alina enters, walkinzg in & circle in a fast tempo
followed by ialladina walkingz in a slower tempo. Lne zZoes to
the right of the circle, tho other o the left. 7Thoy pass
gach other a number of times 2 then firnally touch thrae
timeg - tho third time is the moment ol destruction. i;oplana
is in the center of the circle, and when Balladirna runs off
into the woodsg, Uoplana follows her and brinzs her haekx to

faca hier corime,

Criticlpgm:

Jirectors will £ind the way *thenrselveg, and will
70t better angwers Irom thelr work than from me, but I will
give some sugzgestions. As a diroctor, rs. Slmhirst has a
conception ni the play on a very deaep 2ﬁd s00d level, but
she =ives her cast %too much zll at once. i this exercise
today she .:ave the whole scene, for instance, the psyclio-

Ingical esture which you ave anmbraces the whele »nlay rerhaps,
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but in a zeneral form. You nust zo gradually to such sxercises
ag you zave today. There wé}u too many elements, and the
actors vere not yot ready to experience them. ater, when we
extend the whole scheme, you will find that you will be able
to do sketches such az you did today.

In order to zet everything as complete as possible
in the fora of a psychological gesture in such an exercise
as you gave %today, you would have to have several rehearsals
and work in great detail, You must lead your actors gradually.
If you clarify each gesture they will tell you very auch. For
instarce, the zesture of touching Balladina®g foreshead - this
can bta done from abovo, as if Goplana were pushling her dovin,

Goplana should explore her own world of the elamental forces

which she can draw up,

You must penetrate deeper into the character cf cach
psycholozical zestura, and then you will get more from them,
If you zive a gesture and then explaln something about it, it
will zrow like an awra, like a germ from whilch the aura will
grow., Dyinz on the stage is so interesting, and can be given
in guch different ways, .This way of dylng gradually when
Alina 1s touched by Balladinm three tines is a beautiful idea,
but it aust be done again and again untll you get the result
of thls oxperience. |

In our schene tho first level means the firat step
e nust take to approach the play 23 actors and directors.

"The seacond lgvel is what woe nmust do a little later - this
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aust ve found by the director himself. If you will study this
schemae you wi}l find nany ways of approaching the play besides
the poychological gesture, If you study the scheme you will
find many possibilities. Ffor instance, the speech formation

1g an independent powor for approaching the play.




