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STYLE - GDFMEDIR DELL’ ARTE:

Snanish Evenings

The whola idea must be that of a modern Comnedia
dell' Arte, It willigive'thn pnéﬂibiiity for the actors
and the audience to exprasu-thuif-ffaedom through the tﬁeatrﬂ.
All possible things curfﬂﬁt in the world taddﬁ must have an
outlet, Please think of this evening ~ not walting for the
next rehearsal =« but really cnnsniring each Ene nf you as
one of the creatlive actors. It must grow with itﬁ jnkes.
and Cervantes will just be 2 humorous themo running through
the whole play.

I have tho fullowing'idea cnﬁnected with some of
Cervantes' interludes. There ig & Type of beggar - a low
person morally and in every sense. This pﬁrsanhappeara to
grow more and mare important in this little town. He gets
more power and authority by his bad tricks and becomes like
a tTyrant. Then comea his dﬂﬂﬁfﬂll; It could hé a #ery good
"spine" for this theme of fascisn, -Actually. there is no
philosphy behind fascism, while bahind.ccmmunism there is a
very strong philosophy. Therefore, it is good to gtart with

this low person who becomes more and more important and
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significant. and ho beeones so beeause no one in his surround-
ingﬂ lﬂ quite aware of what ho is. Then Wo ruat find out how
this parﬂun. uhu rnpruﬂnntﬂ fuﬂci m.'nentn his doewnfall, and
here we can nzarc;ﬁﬂlﬁur ingcngity ag & groups 1 will give
you £0mo thuﬁﬁﬁll&tdru |

Lat uo- go on with nur-preparatury oxerciges ~ thoy

| aro very imnartant hncausn thny“will becone the atyle of tho

| porformingos They are exerelseg for this particular play,
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and +thoge nﬂvcmcntn will.quGr on glvo us tho ﬂtyla of not
enly the acting but nven.in#cnﬁing our jokeo. First of nll.
let us takn the Bimplc fanling of aann, but thiu tino conhina

¥ > with tho fecling of Torme

X imﬂfinﬂ thﬂt thin pl&y~w111 havu ﬂnnqu and dances.
Try'ri’at to alur.things and £ind 14ttlo pauuuu.' Iator on you
will soo that tho nuting'will ba of spaical.kxnd. and thoso
pJUHEﬂ and ex&ut huninasa will be Just whnﬁ Vo rﬂquira._
Bring your voice in hurmnny with thiﬂ-nbility 1o move Euifﬁly
and lighily. Spoak vory luudly. but o thot 1% will not
hecamﬂ Ehnuting. Now whiﬂpur'uhﬁn uuing'ynur-voina. but with

such radiatiun'that you send it nut and give us the inprecsion
of being very loud. | |

VAUDEVILLE - CIRCUS « CLOWNG
The style of the porformance we mly call vaudaevillo,

although it ig not. However, it 1o closo. The psychology of
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o vaudeville actor ig that overyithing is truthful, but a
1ittlo oxaggoratod psychologleallys, It is too much or too

1ittlo, but truthful.l Somoone will makn'ﬁlight movements ... .

with his hands, and you nust roo ct as if the movenents wero
made by a g;anﬁ and woro treomendous in size. Or ho will
areot you, and you will rbﬂct nora Strongly than you should,
buﬁ truthfully; You will soon cosc that anything that is
slurrﬂd.in this play will be detrimental to it.

1n mugt bo sure of tha difforence botween vauduvilla
utyln and circuu or clowm styln. ﬂhich.Wﬂ nust nat have for

thio plny. The diffnranca lg thav 1n vuudavillﬂ all.tho

-re&ctionu ara right, only a bit too much or taoo 11tt10- In

thu clovmn ntyla £he rcnctiﬁnn aro wrong for uu. Fur Inﬂtancc.
ono clowm Plllﬂ.ﬂnothor. but the dcnd clomm gﬂun an. i,
vnuduvillu. if you are hillad. you aro dend. but you are a
1i¢tlo too dcad nr~nn; quito gnoughe Sa be gurce that you do
not uubﬂﬁituﬁc tho clavn rhﬂaﬁian.- Do not Iix'thingﬂ too

long beeaugo thoy bocomo conody andthat io ﬂoauthing diffarant

ugﬂin. Wiide, casy movenents and_iqud spocch without ﬂhuutingluh

Aﬁgry qunlity. Separate cach novenment - each angry
novement and cach angry word. The style rcquifeﬂ that you
gpedk out of you. So find qualities in your'voiﬁa*whiéﬁ you
can send ocut bravely and upcﬁly.'bu# iﬁwwili_ﬂfili_ha light
and easy, Don't slur, PR T .-

Now change the quality <o ezf%amn tendor loves The
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aame kind of movements - big, wide, opan but the quaiity 1o
different. Don't slur, physically or psychologically., Each
monent must be like ﬂparkling champagnee To bo able o do
thig wo must bo able to sparkle and to dicappcﬁr ~ appelr and
disappear. |

SPEECHS |

Hecauﬂn:yuu'hurry frnm.nnﬁ pmovenent to the othor,
yau‘hava'na time to ﬁe aware of what you have done. Thoreforas
yﬁu_r&peat the same miﬂtakd. Do it and then take e 1ittlo timo
to réﬁi;ne whothor it Lo right or wrong, Thqn go on to the
next nﬁa and moko it bottore Wo cannot work upon speoch
now, but ono thing nuaot definitely be thore. You must chooso
ona word and ﬂﬁenk 14t go that you will placo it juct on the
walls So that aevery word will be horao ¢n thﬁﬁnli. Send out

your specch psychologlically. HNow o 114tlo sustaining. Don't

rake iv abrupt - puctain just a littiu £0 be thore vwhen the
word in thoro where wo want 3%ftn bo., According to nur.ﬂpgggngﬁ_
muﬁhnd. o gfnaﬁ part of 1% 1n_c6nnactbd with the psychology, )
thﬂrafurn, in all %his sending out, although technically
important, we aro nﬁresﬂing only tho poychological gide -
doniring to send the volco out.

The whole speech methed is very mucﬁ connectad with
what we call the psychological gesture. Haﬁ drop your words

dovm to the center of the earth but help with a2 gesture of
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your hand. Haow ﬂend your vords to the wall with thu‘geﬂtuf&
of a big curve. How uith nusic - a vary'ﬁhnru phrase - move
Hith coats and cloako.. adjuut your sentences. and movemonto

to the timo of tho musics Nuﬁ’fqrgnt fha excrﬁisnﬂg and wvo_

will mako a 1little £mprnviﬂatiﬁn. hoping that these movenonts
and speech and ﬂtylﬁ'will ollp into the improvisaticn.

TMPROVISATION s | |
Ta,p Poople are sitting at a. tablu hﬂv ng 33 gand time -
a yaung'uifﬂ and 1two friendn, whila thu old ‘husband hun beaen
nhilfully aont ﬂwny. Thuy*utnrt to eat and drink, boing vory.
polita. gtressing and undorlining thiﬂ'palitnnuﬂn. But the
maro they drink. the moro g&y thcy-bannmn. and then tho ate
nosphore of love io thu:e. anﬂ thoy bogin to kiss cach othor
and danco and sing, Thcﬁ it becomes an orgy and the old
huﬂbznd coneg in. .

'mhe ain of tho impruvisatiﬂn is that thig exorcise
will cnmahcv becomo & 1itﬁ10 like 2 styles There nust be o
cregeendo, then legato - fron polltnnacﬂ T0 orgy. It nust
be short ﬁut in spite of that the very fino logato must be

theras The dance nust come out of the movemcnts,

It wag too heavy. One of tho main elements of thig
style ig foollng of eases It was too nolisy in tho spaech, in
tha,ﬁﬁﬂiau. in overything, It nust have streng moments, but
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never nolsy ones. Like a atrong dream which is never noisy.
Although 1t can be a very passionate thing, it must have the
quality of a dreamn. | |

| | Sing with very soft voices. We shall start quietly
and ‘softlys they become passionate without increaﬂing our
voicaeg., Naw bcgiﬁ t0o dance in the séme atmosphere - wide but
passionate movements. Like a dreams Flery ntmﬂﬂphnre around

us but muted. It will be very important in this performance

4o combine thingg which seen at first to bo not quite akin,

For instance, pagsionate and muted. -¥ido novenents and piﬁnn.

ggﬁticigpﬁng_Stugﬂnjnf Scenag)

| Tho gennrql'impraﬂuion iE that all of you have grown
up very much and very quickly -Fuapacinl;y Guy, fnr-instanCﬂ.
Your ﬂﬂvelﬁpmenﬁ;waﬁfbimﬁiy sf:iking. |
Hﬂrhara|  Ap Phaube, ¥ have really no suggestion becauc?. it
wag perfactly done with goed, fine taste...radlating without
any unnﬁuensﬁry outer things. HMarvelous uancaﬂtratiun which
hao hecnﬁa part of your actor's ability. I don't mean only
that the chﬁfactar'was concentrated. I mean that you have tho
ability to be concentrated on the ﬁtage. It 45 not a butterfly,
but someone who hag a prnfesﬂinn and who ;s_ablu to crysihalise
her mind., I% made 2 vory good 1mpraﬂuinnjun me. To my mind,
your speech was goods I got the impression that you are a
real actress. I always liked fou nn_the ﬁfage. but I have only

got the inmpression of 2 finished actress tndny;
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Ao Nﬂﬂtiﬂ; in ﬂﬁg;LﬂWnr*quggg_ﬂcenﬂ. the acting
viag right. but I wouyld accuse you of not bﬁing able to undor-
gtand whot ypulara dﬁtng- It wag not Nastia at all - not
becauoe it ic 2 Rugsian type - we nust not bd'tun‘nﬂfinnal -
if wo take 2 cerﬁaiﬁ'typu, wo do 5o bocauso we are oble to

ponotrate into such characters with our imagination. But in

~this case you did not underﬂﬁﬂnd;ﬂnything'uf the charaeters

.You madn oﬁt of the L£irat pnrﬁ. when ﬁha is dreaming, almost

a dismﬂsn. but rcally it ic an increcased deoiro &nd 1nnging

“for-hnttnr thingn. It should bo painful for us to look at.

it, but 11: nust still bo light. | ‘.fuurﬂ is almost a cnnie.nl

caga of a madwnnnn. It is rcnlly unsntiufied love - thore is

.. more than love and tﬁrturn. thnra ig lnvu fur the whole of

ke B S

humanity. It i3 her dream of love- and lifa and religlon. And
thaﬁ ig what you do not understand,

WWhen tahing gketches or partso from a2 play, you nust
take into account the whole. If you are more attentive to
tho whole play, you will find out that this character is tho
light spot, perhaps the lighteot one except for Luca, and ho
is another kind of light. He is wise, and she iz full of
heart, If you ﬁdak at thq_ﬁhula plﬂy; you will sao the two
lines in the play, and ynﬁ wvould knew that you have no right
to make anything diseaged out of it.

You were not able to ponetrate cufficiently into
the wholo composition. The acting you did was good, but you
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did not do the rizht thing, When you spoke to the others, it
was wrong because of the fact thﬂfﬂﬁha did not lot hor light
come into existence. She can bocome & marvelous thing - a
hyntericﬁl. nad prostitute she becomas and that is what they
have made hers - What you did was not profound enough for tho
vhole éﬁmpusitian.

The play igc ﬁ cnmpoﬂitlﬂn of people and how they go
ﬁﬂﬁﬁ.- And that was Gorky'c song - we 2ll know what didn't
hﬁpﬁén-tn ugy~ these #epplc cannot como into énistanee.i For .
your Engliah:eaf tﬁeinamo'Thu Lower Depthe should inﬁlcaﬁﬂ
ﬂumnthing - dngfha. Now otart to look upon.your part as being
parf of tha_whuln. Ynﬁ-cﬂn find guggestions from thao whole
compooition. T would gilve more regard to your arms and hands,
which are not dxprouﬂifn qomntimon. You uge yuur'hunds in an
uninteresting way, partly'bscuupa you don't pay ﬁttentian to
thon. |
Guys Whother you grow inwordly or not I do not kmow, but agk
yourcelf and thén accopt i%s It will help you. I cannot tell
you to take into cunﬂidnratiﬂﬁ the whole play and the whole
compogsition of Hicharg_l;ﬂ, I% 1o enough.to concentrato on

the suggestions you can get fron tﬁis speclal scene. Of course,
there is the wholo idea of Richard II7 . behind you. You lack a
Seﬁﬂﬂlﬂf the complete tragic.dﬁﬂtiny ¢f the king, but this is
not a repfuacha |

Iﬁ&ﬁﬁﬁ?tﬁﬁc the whuia character of Richard, having
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imagined 1t sufficiently, you would see that it is one of the
characters whon dﬂstiny'fnllown_ulmnst viﬂibiy for the audi-
enco. e is never alone. He is thera, and alpﬁya behind is
tho phanton which ho cannot get rid of, It would affoct

your -acting ﬁtrnngly to always feel yourself ag if being con-
stantly ingpired. Thiﬁ etrange,; nysterious destiny of the
king would make your characterization more expressive.

I feol that you are trying to find tho inner char-
acterisation vwhich iﬁ 80 true and interesting in this casgs.
What you ﬂhnwcd1uslwaﬂ. to my nind, an inner characéeriZﬂtiun
without any outer iﬂdicut;nnu.'nn&-uaynu have touched upon
this imner characterization, I have to mention that without
this strong fooling of destiny, Richard is not charactoriotic
cnoughs Ho 1o even acted as & weak or romantic person gomne-
tinoo, dbut thué is the result of somothing else. Tho real
Richard is hanging upon hin, and therefore, he is listening
to his destiny, watching and noi gceing.

~ You took the imagination ag a ground, and I mugt
gay that I can really see what you have imagined, but not
enoughe Therefore, I can tell you to go on working upon
this part. You have started i# g0 righﬁly_and are not yet
far enough in it to onjoy the actor’s result. If you stop
it now, i% will do you harm because you have not yet rezched
it, If your beginning work had been unhappy, I would tell
you to stop, but now I tell you €0 go on.

In Winterset, your work was loss clear to mo
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beecause I wag not sure what you vere aining at. Here I say
cortain things which I have scon so often in cur improvica-
tlons. It i3 the easiest way for you tﬁ be on the stage
whon you are ﬁnt ready. I cannot tell you what 1t is becauae
i an not able to catech it - it ig & certain inclination ag
ifT o “moter” leads you'&nd glveo you cortain assurance on
tho stagoe. It iz not real agsurance, but it was truthful angd
full of atmunﬁheru and was inclined to o cortain Ehﬂrgﬂtﬂr:
Which I did not get. In cnmnarlsnn'with Richard 111, I nust
an that in that scene I did not jofele cnu single sign of ¢hig
"moter® thing; which .I cannot explﬂin'with a betbor tern. In
Wintoersot it wag Guy relying on cortain crutches, but in
Richnrd yau vara nurcady standing ﬁn your fcnt;
Virzinia: You knou now much I appreciaﬁn vour vork, You
have, I am gure, & very fino and gtrong talont and, theroforo,
I can gecold you o 1ittle. 1In Pvgrallion I was unpleacantly
shocked by ﬁnmathing'which I have never before ssen in you,
It wag to rﬂ nind oighty percont outor action, Prutendinb
that you are such o character, but I did not belicve anything,
It is beecause you have not imagined emough. You started to
act actually T0 persuade the audience that you wero deep
enough in the p:r.rtF long before you were thefn. IT wag done
with a primitive neans, and anyone can do such things, it
wag not interesting because it was 8o primitive and naoive and

didn't come from ingide at all,
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1 know that you are so talented and that you aro
eble to grasp your characters and images. You nust dofinitoly
gee, once and forevoer, that before you grasp the thing by

doing it spontaneously or afier ﬁuchnwnrk. do not lie.

Becauseo when you 11ﬁ. yau-aio uﬁiﬁturaﬂting. You know Iin-

wﬁrdly*whﬁn-ynu are in pnsﬂnnuinn'df tho character, and when
yoﬁ are not, you ﬁuﬂt‘ﬁlﬂu know - that, Eveh.if you felt you
vero 1n'po§ﬂensiqn of thié anmpliﬁatﬂd character, it wvas not
ready to do such o cﬂmpliéatnd ﬂcunua' It iﬂ’ﬁut so simple
to digost it; It io no% enaough tu 1magina somehow - 1% nusd
bo a'réﬁlly good prafuund wurk. Hhen you feel that it ic
ready, ﬁhun you con begin.tn cry'ﬂnd laugh. Gtharwisn. it

. becomes Just an outor shell put on 2 %hing which is not. ygt

i' 'T--nl' et e,

ripe and which collapgen.

So my suggestion ﬁo.you is_fn.bc much more Tirn
with yourself from theo point of view ﬁf riponing invardly.
Take imnginaticn. or any point of thﬂ FMethod you prefer, dut

don't undorgo thio prinitivn huuinnﬂs of trying tu doceiva

yourself and ua, )

In Lilion you mado :—inmhe;r n;ista}:e; actually <the
game mistake dbut in the following way, Perhapo you didnot
have time 4o dmow that it was not yot ripe enough. if you
will really imagine what she gays when sho speaks <he words
"Sleep, nmy boy." When a percon sayg o & dead person "sloep,®

everything ig there. It ic not in vain that in all languages
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wo gay "Elﬂﬂp“ to o dead poraons Ta have the right to say
thig, lnngﬁno hnw dacply ynu must go into ite Each word is

90 tragically human - twa hurzn buingu parted. When she tells

hin each word - you muat knnw what each one of those words

meang to ug. I don't mean that you have to think of each

: wnrd. huﬁ it neans that you hnvo ta inagtno it all much
_danper.: ﬁnly you rcally undnrﬂtﬂnd‘uhu% it'mcans 10 cay
.“SIEGP; ry. boy.” - Whon you feel that you can't even imagine

o lt withnut tenrﬂ. then yuu hzvc La» to tho right puint far

| Ybu can 4o $%t, but you nust alﬂu knuv thaﬁ I'wnuld
never huvo thuught ynu'wnuld otop ﬂn'nnivaly hnlfauay. I

- never thought you would otop thoro. You oro o 1ittlo thing.
and yot I hnvh-ﬁﬂan you ;ikalu licn, Tharchru. I will not
accept any ﬂulf#wuy from yous -You ntoppud'and+wqrc catiofied

with a vafy+u1cgr-undarntanding of the seone, but that is not
cnough for acting. anq:gfry'tn1quak'whilu crying, ﬂnd
nover gpeak when axcitﬁﬁ.¥_Thﬂt 1n.fqr cveryona., Find the
way <o speak a word hore und thb*a. nn& find the moment +o
utter soundg. |

Egther: In Tho Strongor - thiﬂ was. an ﬁnturéﬂting exnﬂrincnt
1nkwhich twn thingo were very clear. First of 2all, you are
able, it scems to me, to preserve the results of your ina-
ginaticn in yﬂur'ﬂoul. nnd_giva 53t oute I hhvu noticed

moments when you had so much in you, and you gave it jué% as
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it wag needed, You supported your partner, which is a good
quality. You gave to the group feeling just as much ag wag
tagtful. That was goods

In the bYeginning you showed usg a very intriguing
kind of acting, but guddenly you lost it, and you bogan to
ghow even more than you had, Theﬁ I folt that thoro wasg
nothing there, ésﬁnciully at the end whon ?nu bocame tense
in your body. Thot i not your vay. Porhapo you have to be
cducated o keep inside more than you have %o thw;.excepﬁ

in gome scenes when you have to givo aqt;evnrything'tuuﬁhh

- very last. But ag an acfrauﬂ. it seems to me that you have

to be richer inside than what you ghow outaido. Then immedi-
ately you aro intriguing. ‘Thore arae outer things which
soma actors can uﬂE. but thoy must be so skilfull Iin it.,

But you nust feel your inner 1ife, which is more interesting

. in you. Eﬁu'&ﬁﬁld never play a King Lear bacause as a chay=

acter ithas so many outer things, and yet Virginia could,
She haa the fight to shout and %o beat her partners, but you
cannot. You are an actress of a different typa.aﬁd if you
becone an outor actress, you will not get very far.

Zach one of us iz boewmn fnf-a certain alin - Inner or
outer. Chaliapin had no limits, but most of us have to follow
the line for .which wé are born. 3o it 1is bestter to develop
your ovm line, and then you c¢an get to very zreat helghts in
your art, provided you do not {ry to use the means which are

not yours. Yoo inner richness ismost persuasive on the atage.



