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LBARNING THE TELT

SE3TURES IN SFPEECH

REYTHIE - DYRAMICS

Stanlislavsky
THE ABILITY 70 08Kt
There are two very important and very different

things in the thestre. The flrst one is to be in a creative
state, doing creative work. This is the only thing which
vitally interests actors. GSut this is not the most important
thinge. The most important thing is work. Here is creation,
and here is the ability, the possibility, and knowledce of the
work. 7This is very important because everybody has a ;ift
from neture, more or less, but what we have really in our
nands is work. It is the only thing we can do. ve cannot do
the gift, but we can dgo the work. 1 think of our school, and
afterward our theatre, as consisting of work, work, work.
:4ft, *talent, inspiration, and intuition will coma of them~
gelves, and they will come in greater deiree if we will work.
We must not walt for the moments when we will be inspired.
Thersfore, let us say that the main principle of our school

is work, and the same will be true of our future theatre.

¢rom now on our lessons for I[ne iolden -Steed will

not be lessons but will be rehearsals, as if we are already

a theatre preparing a performance as actors, not students,
First of all, we must work here in our classes on the play

g0 that you must become crazy with all your images. Tou must

raally work every mnute of the time to imagine your characters,
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the settings, costumes, music, etc. 1 Zot some advica about
this from my %teacher, stanislavsky. If you are really working,
it may happen that zometimes you will work when you are walk-
ing on the street. It is possible, but don't do it because

{t 1s very dangerous, and you might get hurt. But by being -
really active, you will see that you are able to work even

while walking but not on the street.

LEARRING THE Al

The Cold teed: '

| First you must learn your words by heert. In the
theatre today actors are making a great mistake. They think
the words must De very fresh. They think thay they must be
excited every time by these words, and they don't learn bhe
words becauss it will take something from them. On the con-
trary, the words must be learned by heart at once, and you
must repeat them so often that you lose the feeling that you
are saying the words only. You must learn them without the
fear that you are becoming accuétomed to them. You must work
with them so much so that you will learn a new artistic way
of speaking them. 1%t is an amateur principle just to

speak the words because they are interesting to you.

GESTURES IN 3FEECH1
The zestures must not be explanatory or literal.

Through your feeling of the gesture, through your feelinz for
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the rhythmical whole, every moment of the play must be organ=-
ized. Fach actor mugt feel that he is #cting the whole evening.
Then you will ta working in the right way. You must be in the
music of the nlay. |

Never produce tha gesture cool and mechanically.
You must always consider the atmosphere 3o that the zesture
will be born out of the atmosphers. You pust start with the
atmosphere, and then you will find the risht way to produce
the gesture and be full of feelins. 1If the gesture is right,
it can never be too strong. You must be constantly changing
your gestures until your director tells you that they are
right, and then you must fix them. You must seek for and ask
yourself how you can produce better and better gestures.

That is what we call work.,

RHYTHY - UYNAWICS:

In The Colden 3teed, intin it coming from the world

of passion and is trying to rise adbove it, while all the
powers are trying to push him back to thalr level. This is
the rhythmical dynamic of +hie scene. “he dise Cld ¥an gives
to Antin always what he is lacking. Now Antin is full of
pasgion, and the Wise Cld ian must give him support. when
Antin is too high, he must give him welaght. He is always the
person who gives balance -~ that is the rhythmical, musical way
of the wise 0ld :an.

Everyone who is for the Juard, by nushins aAntin
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down, they succeed so far that Antin says he will not see the
mountain top, 2nd he is defeated. 'his is a victory for the

evil group, and we must zive Agtin the possibility to say

these words., The Wise 0ld ran in this scene g£ives antin inspira-
tion with Mis support.

Always listen to the director's words with your ima-
#ination, not with your mindt 7The mission of the evil zroup
is to push Antin down, pushing hin Zradually slowly but surely,
until he is defeated. That is the dynamic of the scene. You
must always have the picture of your geature, and then you
will be free to speak your words, The zctor must always know
that even when he leaves the stage he is acting through others
on the stage. As in King Lear, even when he is not on the
stage, Lear's melody is acted by others and is felt all the
time. Try to appreciate the possibility of playing by fealing
and having sn instinct for these moments.

These three or four things are all that we have been
able to do =0 far: 1. Atmosphere. 2. Speech out of atmose-
phere. 3. Cesture in apeech., 4, Characters. e must ‘eel
and know these music compoeitions. This ability can only be
refched by hard hard work. Ye are not yet artists until we
can do this as easily as a pianist can pilay. we are ag yet
children.

The good group has three sestures: 1. ‘oward the

mountain. 2. To protect the zood people. 3. To gaently
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push the evil forces away. The whole scene is a composition
of these movements. This is ihe scaffolding. We must never
do things in half gestures, First we must find the primitive
elementary gesture, and out of that, we will make the ground
work. Then we will find finer movements, and finally we will

build the castle.
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