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THE ART OF THE THEATRE VS. NATURALISI

Evaluation of tho Porformanca of July 17ths

Tho idea of this criticism is to give our directors
and actors something to think of during the summer, Therefore,
it 1s not in the nature of a correction, but is speclally ained
to give you something to vork on during the summer hollidays.
You will not be given any othor work, apart from thinking, ima-
gining, and concentrating on our skotchos,

First of all, I nust teoll you that the work you have
done up to today is tremendous. You have done nuch mere than
I had expecteds The first term was a very difficult one, in
which we tricd to find each othere. If you will think back on
it, you will realize that you have made great progress as a
group, ag actors and artists, and as human characters, which
also belongs to.our profession,

If you will think about yesterday®s rehearsal in terms
of good or bad, you will get nothing frum'itl but ifyou will say
from which point of view it was good or bad - 1f from the point

of view of the far future ideal, then it was badj; but if from
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the vievpoint of the work dong. it was very good, I would
suggaest that when thinking of our work during the summer, you
must think in concreto terms of what is good or bad, In con-
nection with this, I beg of you nover te listen to any sugges- |
tions coming to you from the outsides only listen to your dir- |
ectors. If you open your ecars to cverybedy, you will go down
and dowvn. Actors of today try to listen tu'ﬂvaryonn and please
everyone, This spolls very much the tasve ﬁnd the individu-
ality. IRy listening to your director, you will nover lose your
individuality. |

On the basis of what we saw yesterday, it would be
interesting to know on what level we stand as a group. The

halfvay mark is whore wo ares

Tho Ideal

N

s shfnans

The Beginning

THE ART O THE THEATRE VS. NATURALISI:
o must boa truthful, and we must know what we are

doinz on the stage during the performance. e nust have jus-
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tification, objectives, the feeling of truth, etc., but these

are only the groundwork for cach actor. In the naturalistic

theatre - "N" - everything is true and persuasive and like

i
L]

lifes In the last half of the above diagram just given, there ;
is something mores On the base of having truth, and objectives
cn the stage, you must add something more: the idea of the

nlaye. That means that each performance must incorporate not
only objectives, feeling of truth, ete., but certainideas
which are the ideal of the group working on this or that play,
It is the incorporation of something more than being truthiul
or justified on the stage.

THE IDEA OF THE PLOTs

The naturalistic theatre speaks about the plot, rather
than the ldeas The idea is what we are going to say to our
audience through the whole performance. [ore than that, here
is the rhythm, the music of the performance, the intangible
rarts. Here is artl

Below the haliway mark is the naturalistic theatre
[reforring to the diagram], but not arts In it we use our
natural abillities. Tha rezl ért begins only with all the
rhythms, and ideas, and metamorphoses, apd constructions of
the play, and atmospheres, and everything which is above nat-
uralism.

We have not yet reached ceven the naturalistic stan-
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dard, 4We are not yet able t? speak or move well on the stage,
or to justify our mnvements.ﬁatc.. or have the feeling of
truth on the stage., We are not yet even halfway. We have not
yet touched the art of the theatre, and therefore we are reallyf:
still children. %We must continue our work very carefully, |
nowing that our ideal is still very far away. But we will
never stop learning, even when we have become actors - we will
always be students., To be able to continue our development,
ve nmust be brave cnough to see quite honestly where we are as
artistse This 1s the first thing I want to tell you,

I would like to make another suggestion to our dir-

ectors, and that is that they try to prepare the following
roints in connection with the future work with the sketches:

SUGGZSTIONS FOR DIRECTORS:
Everything must be simplified to the greatest possible

extent, both from the technical and the artistic standpoint,

To begin with, it is not possible to keep the audience waiting
—_—— e TR e etv et e s —skotchosy—bocause Vvt

you act as geniuges, the audience will expire. Ve nust make

the pauses as short as possiblo, and this is the first task I

glve the directors.

SIIPLIFY AND DISCARD:
In simplifying the sketches, this must be done in
| threo directions; 2) settings, b) lizhting effects (in every
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scene there are still too ma?y changes, the best lighting

being in Peer Gynt), c¢) sound effects, These are not as yet

part of the performance; there are too many sounds in cach
play, and they are still very loud, so that they are distur=-
bing and not helpful. You must simplify and diminish the
quantities of these sounds and really try to elaborate their
quality.

Regarding the music for Peer Gynt, this must be dis-
carded, because in this sketch to have the music come sinmul-
tancously with the speech is unbearable., ‘'hen I suggested it,
I thought of some faraway sounds like breathing, not an or-
chestras This sketch is a human psychological one; we don'%g
need to have it interpreted by musice Actors and directors
must have the courage to discard ecverything they have done
before and begin all over again. This is the only way we will
be able to achieve a standard with time, This is the second
tagk I give the directors for the surmer.

We must go on with the student part of our work until
ve reach the naturalistic place. Then we become actors; but
we must try to solve some artistic problems, even if we are
not yet growm-up actors. The directors must create really some
artistic things during the summertime. You can apprcach this
ag you like. Zach direcctor must irmagine many times the whole
performances It is very easy after these two days of perfor-

mancas to imagine future performances on the grounds or vasis
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of what you nave seen, and try to solve the following problems:s

TENPO 1

a) Tempo, changing tempos, tempo as quality. To
draz the performance or 4o lead it with {omperament is another f
thing, but I am gpeaking of the changing of the tempos ags
qualitieass It can be slow or fast, staceato or legato, and
these ara qualitiecse, Jook through your whele sketch, and pre-

pare and write down what your imagination has ziven you as

answoera to this question of Tempos,

BEFINKING, LIDDLE, i£lDi

b) Zach director must, dy imagining his play, find
the three partas +the begimning, the middle, and the end. The
beginning and the end must bo opposite to each other, either
fully or partially, the contrast nust bo thore.

CLIIVAXES:

c) You must find at least three climaxes in each
sitotehs I say three because of the throe narts: the bezginning,
tho middle, and the ends, In cagses where the first and last
part aro go closo to each other that the transition is cnly one
monent, this is another question, whothor there is a climax or
not, but wo will not touch on this prﬂblém nows We nust gpeak
of the thres partc a3 1if the middle part iz a long tranaition,

and it nugt have a climax., Therefore, you nust find at least



Ile Chekhov July 18, 1937

three climaxes., 1 have nE?a€ yet geen one climax in your
work, This requires more clear understanding of what the
director wvants to show as a climax, and how - this is the
problem,

You will get the ldea of the climax 1f you will
remember only one things that climax is always tension. You
will not be able to make & climax with ligh% movenents, etc.,
without tension. The reason there are no climaxes in your
work is because of the lack of tension, which can be in two

ways: full action and "as if" passivity.

MISE EN SCHIE:
d) In mony instances the weakest point in the

gcenes was the mise en sdﬁnﬂ.* This is particularly true of

Two Kingse Directors mugst imagine thelr sketches and see how

to move their actors so that the mise en scéne will be as in-
teresting ag the play itself, This is a tagk which our dir-
actors nust imagine and be ready to incorporate it when we

start our work next term.

SUGGESTIONS FROM CASTS:

“he, eiriticisms which woe will each give the direc-
torg is an excellent exercise, because always in our theatre
cach memboer of the group has the right £0 say what he Feels
about the plays, although the director is the nead and the

master, and if he is willing to accept the suggestion he may,
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but he is not obligated to do S0.

I must tell you tha; there is not much to be sained
by criticizing our young actors as individuals, because cach
one of thom neceds the same things, Everybody needs the power
to radiate atmospherss Everybody needs to know how To use
objective, justification, feeling of truth, atc. Therefore,
what I have to say applies to everyone in general, and it
would ba wrong for me to speak to each person separately,
althouzh I nust give suggestions to some of you in special

cages. It may be more dull to hear criticism in general, but

it is more right from the pedagoglcal standpoint.

I. What was the greatest achievement at last night’s
performance? The way in which you carried through

the life. Thig was done successfully, and was a great
achievencnts Tomorrow I will ask you To do tThe same
long, tiring exercise: to increase the life., You
will zet very much from this exercise bdecause it is
like blood, it.circulates through the whole body.

You will grow as actors through this ability to col-
lect the 1life into your souls.

II. The second achievement was that almost through-
out tho whole performance you xept the atmosphere,
and this was agaln very zratifying to me. You mnust

realize that you are zble to crszate tThe atmosphere
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STYLES

to a certain extent, and to crecate tho lirfe, and to
¥eep it as a jewel in your pocket. e nust learn
to appreciate what we have already reached, If a _
verson can do something, and stops to appreciate it, ;-
this is the beginning of bocoming conceited., However,
if I say to mygself that I am vory thankful to my des-
tiny that I have, for instance, two handsj and then

I an in an accident and loge one, it will be too late
to appreciato theme I must appreciate them while I
have themp and if I am able to appreciate them, I
will boe able to use them in quite another vay. There-
fore we must appreciate what we have already achleved,
Yo are able to radiatec atmosphere, and we must be

thankful to the school, and to our destiny, that we
have thig powor.

III. We have already rcached a cortain level in our
dovelopment as & groupe Already this is streaming
and rediating, perhaps even stronger than the whole
performmunce cf yesterday. VWo have a group which
knows what it meang to be together, to create cone
thing, to serve each other, and the whole performance.

This is a great powory be thankful for it, and appre-

ciate it, and nover lose it,

The Dircctor®s VWork:
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Directors must think over another problems the prob-
lem of,gjg;g,'which vias lack;ng in yeotorday's performance.
Thorae was no idea about the stylos All the sketches were the
gamg., This problem must be thought through during the summer- f:
tine. You must try to find the line first of alls whether |
it is tragedy, drama, drarm2 near to comedy, otce Each direc-
tor must find out what the style of each individunl play is.
For example, Paula's suggestion that Tho Fishing Scene be ac-

ted in waves ig rights

CHARACTERIZATIONs Sugmostions to Individualgs

We have coid once that for a real actor-artist, each
part is a character parte. To show oneself on the stage with-
out charactorization is not interesting and means nothing for
the actors, Each part, oven the part of the most beautiful
lover on the stage, must be congidered as a character part,

For oxomple, Blair, in acting Kostrin, acts an old,
passiocnate man "in general.” If, aftor seeing this part, I
ask myself what character I have seen. I would not know, because
I have only scen an old man in generaly Bl2air has not yet cre-
ated a personality. This is not yet a characterization and
not yet 2 figurs. The same is true of Paula as Balladina -

a tragic figure "in general,” but the tragic personality of
Balladina is not clear,
Just the opposite is true of John: he tries always

to be a character, but he is not yet able to recach this teccause
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his body and his spirit are Qn twwo different levels, and they
have not yet found each other., The soul and the imagination
want something, but the body is not yot able to do it. The
way he tries to find the character is right, and with tine
his body will find his soul, and there will be a certain har-
monye. Yhen this happeng, we will mow that we have geen a
personality,

In Blair's Hostrin, there are some traces of charac-
ter., TIor instance, when he begins to speak to Gralon, and
age.in when he says, "No, lady, nol! A couricr from the count
awalts your orders.” In Peor Gyt the moment when the mother
asks, "Am I invited?" I feel I could write pages about the
charactery but afterwards it becomes only an old woman, weak
and dying. It is important to have the feeling whether you
are either creating somebody or something,.

The latter half of our work, that part beyond nat-
uralism, is always bound with the crecation of new personalities.
Imagine that you die, and you sece before you all the images
that you have created during your life., You will see many char-
acters in general, and then you will see one or two people who
you have createds It is very important to know when you have
created something in general, and when you have created a per-
sonality,

Eleanor's Goplana is 2 very strange case. There is

already the germ to become a perscnality there. The director
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must have an cye for this precious thing, in order that he
may help the actor to develop it.

There is one thing which may bo dangoerous for-Jaculyn:
ag an actor. Sho is doing outwardly more than she is able o f'
Justify inwardly. She nmust wateh tho habit of naking feces
and gestures. Her special task is to justify everything she
doese

To Mrs. Elmhirst generally I would give this sugges-
Ttion: I think you nust develop both as an 2ctress and a dir-
ector. S0 far you have achieved very much in these diroctions,
but you must achieve still more., Don't take your weaknesa for
artistic expression, Sometinmes you are only weak, and you
nistake it foxr the color of some artistic thing. You must be
more like Jocelyn, and sho more like you. You will find more
expressiveness as an actress if you try o be more poverful.,
Having nore power, you will be able to say many weak and soft
thingso: for-examplo. when you are trying to coln people in
Zho Flshing Secena, you aro not really calning them; you are

beinm peaceful. As an actross you must be very unquiet inside,
and yet try to make peace around you, but not by being weak in-
sldes You must penetrate into this rhythm whore storma are

going on, and from these storms you will find cuiet,

Suggegtions to Alang
What you have ocutside, you must {urn inside. Before

you are able to express things outside, you nust have them in-
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sldes Yow are as if turned inside out., You must radiate
many things, and not incurpor;ta things £oo quickly. This is
a Russlan characteristic. Before they take 2ccount of what
iz really going on, in thom, they seo that they are laughing
or crying, étc. Before it is really born inside you, you be-
Zin to express something; and when it is done, it is +too late
because it ié already denos You must imagine your character
much more, without moving yourself. Let your character move,
and ask yaurﬂolf whnthnr,yuu are rcally full of emotions,
Your body is developed, theraefore it is too quick to serve,

It antlcipates things which aro only developing in your soul,

Conecluding Remarkas

In conclusion, I want to says tho direcctors® work

for the summer will bos

l. To simplify everything.

2e To find the right tompos.

3¢ To find the right mise en sceéne and style.

If we are not ready by Christmas, we will not show
our sketches to the public. Yesterday it was a torture for
me even to have our friends present. Nobody in the whole
world can explain to the audience that our work is not to be
taken ag a production. Unconsciously they take it as a pro-
duction, and judge it accordingly. It is too dangerous,

Therafore, we muat close the door to visitors next term.,

Otherwise our work will be greatly retarded,
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The less you speak about pur'wark and about our
gtudio, the better, DIy this\& mean speaking orofesslionally
about what we are zoing to prepare and perform. Itis impos-
sible to explain our work; one must do it to understand it.
I rcemember once trying to explain to Chaliapin what Stanis-
lavsiky’s method vasy and after speaking to him for hours and
hours, he turned to meo and gaid, "I do not understand.,” It
igs difficult to understand really. DBy speaking about our
viork, we only run tho risk of being misunderstood. We must
walt untll we are ablo to show ouwr work to the world.

Cne lagt word to Petor. You are a charming actor.
You will never becone cencoitcd, because if you do, I will

kill youl! But yﬂﬁ mug¥ get more and more warmth. This is

like a recipe from a physician,

Commenta ¥ade

iichael Chakhov During Courssc of Discussions

One of the prineciples of our theatre is to have
this Type of discussion, because the performances must be the
joint work of our group.

In trying to siﬁplify our gettings, we must con-
tinue to make uge of the height, denth, and breadth of the
stage and spacee.

An interesting opinion about Two Kinzs wasg given by

Nr'e Shdanof, who said that sometimes he began to laugh, and
then suddenly he stopped, because of sone deepar'meaniﬁg in

the play, which he did not realize at once. This play is
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philosophy incorporated in very charming pictures,

The whole idea of £Liﬁ discussion is to say every-
thing now, and not %o fall into the danger of discusslions
afterwards, because these really kill our actor's ability.
If you will enter into long, intellectual discussions, you

will k11l your performances.,

SUGGESTIONS GIVEN BY MEMBERS OF THE GROUP,
IN CONNECTION WITH THE PERFORMANCE OF JULY 17th

Beatrice Straiszht:
Two _Kingss

At moments the mise en édﬁna was Interesting and of
good quality, but at other times it was so chaotic that it
had no meaning whatevers The mise en scene in this play must
be worked out very carefully, ﬁﬁ it 1a so important, The
idea of up and dovn on the throne can be more developed in
connection with the theme nf the play, and in the mise en
scenees I felt chaos in the sounds. I felt that with the in-
dividual characters there was form.

With regard to the idea of the play and the theme
of the play, I felt the theme of the two kings was quite clear,
but the idea of the group was not clear, The director should
try to work out the connection between the zroup and the two
kings.,

Costumess I liked them, but felt there could be much

nmore contrast in the form, color, and style. The idea of using
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the curtains is interesting,{but it gives the play a different
atyleltn that set by the costumes, which are light and frothy}
but the curtains gave another quality which 1s even more in-
teresting. The first costumes which wiriam designed would
have Titted in better with the curtains, as used in the play.
In this play particularly, unusual sounds and

music could be used to advantage. There is a very amusing
moment when the old king comes in and the new king is asleep,
but something more interesting could be developed from the

idea, The difference between the two should be more developed,

Balladina 'Ts

llise en scene in this play is muchclearer, but I feel
that from the moment of the showing of the knife until the
death of Alina, the theme must be worked out much more dramat-
ically, It is such an important monent that it should be given
much more importance in the mise en scénes The scene between
Goplana and Balladina must be much stronger. as the theme is
tragic-lyric, the whole scene could have much more richness
and power, building up from the dramatic into the lyric. At
the moment it is almost lyric all the way through. I don't
feel that it is justified to hypnotize Palladina with the
nife. The scene is lovely now, but smﬁll. Through the de-
veloupnent of the characters, it can be played on a much lar-

Ter scale.
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falladina I7.
| This scene needs a lot of work with the actors to

develop the tragic themes The mise en scene through the

Gralon scene mugt be more interesting, ‘he use of sounds

1s Important. Through the mother'®s scene the characters must

—ho _much meranlabaatad 2o e e

storm and wind, These qualities must be made much more DOW=
erfuls I feel that the moment of the mother's metamorphosis

iz wrong: +to show her broken and quiet at the end of the

play is not rizht. If she is broken but not cuiet, the audi-
ence will have a feeling of greatoer tragedy. She should de-
velon another quality of wildness, (Comment by ire. Chekhov:

The lother®s dongor is that she is zetting younger and younger!)
The line of development of Kostrin®s character is that as a

servant, he becomes more 2 rmaster,

(Beatrice Straight’s corments, continued):
The Fishinz Scenes

Trying to imagine it as if from the audience, I feel
that it is very telescoped; the actors do one thing immedi-
ately after another. For instance, the sighting of the boat
could be much more elaborated. The most important +thing is
To develop the paugses and moments of quiét: the beginning of
The scene being much quieter, and the and being full of speech
and sounds, ifors time should be given for reaction and de-

velopnent of a moment like the sighting of the boat, Perhaps
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\
of the play, rizht up to the sighting of the boat,

the reoeling of waiting could be more stressed at the beginning

Tho Golden Steed: =

The transitions between theo scenes nust be more alabi

orated,.

Paer Gynt:
At times the mise en scéne could be more speaking.,

Because it is such an intirate scene, ecach movement. is cig-
nificant; therefore, 1f the same positions are repecated many
times, the audience gots a feeling of monotony. The theme of
separation - the mother going one way, and the son the other -

can be more stressed than it is at the momente.

Comments of Poter Vasaroudizis: [Technical Asgistant to
s Chekhov]

The more sgsimple our settings become, the fewer
structures required, the better it will be. This will be

ossible if the nsychological gesture of the structure is

'O

found, The same thing applies to the lighting. With re-
gaerd to sounds, it would be a zood idea for the students

during the summer holidays to listen for uwnusual sounds

which could bhe used in our work.

The Fishing Scenes
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The director or this scene has concentrated nainly
on developing the atmosphere. I would suggest that more at-

tention be paid to elaborating the mise en scéno.

T™wo Kinass:

This director sees everything in his Imazination,
but findg difficulty in putting it into prectice. I would
sugzzest that during the summer the direcctor iries to iragine
the whole play many times, and then tries 4o elaborate one

1ittle piece of it,

Peer Gynt:
I would suzgest that the direcctor of this scene

should try to become the opposite of what he is in 1life: he
should try to be "out" rather than "in®,

Balladinas

The director 1s someotimes too quict, and explains
Too long, Tho director is a human being, but 23 2 director

he ig a horse,

Golden Steed:

1 would suggest that the director chanse averything

in the play: mise on scine, atmospheres, cverything.

General advice to directors: Try to changzo thinegsl
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Commonts of A, Harknesa:

| I suggest to direc%orﬂ and desisnors that they ro-
hearse nore often from the tack row of the theatre. This will :
givae then 2 feeling for the theatre as a whole, and establish ;;
the relationship between the stage and the acticns I feel i
that the curtaing very often hinder the action and are heavy

and confused,

Balladinss

I think it would help the actors if when they come
with a new reading of their roles, the director would either

approve or disapprove, or give them some directions.

Comments of Blair Cuttings

In commection with Two Kings, I felt that the old

mise en sdEna wag more helpful to the actors. We should have
more full rchearsalg in order that the actors may get a better
feeling of the whole. This applies to all the sketches,

Cormments of Paul Rogerags

The directors should "fly over" the whole play much
nmore often than they dos This will help to find tempo and
raythme, I would suggest a more thorough organization of the

technical side. Everyone should know what he has to do. The
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director must be more aware of the qualities the actors have
to'give. in order that ho can use fhem. Sometimes the dir-

ectors lack the ability to find their way to the actors. 1

wvould suggest attempting more subtle and original sounds,

Comments of Paula liorels

The Fishing Sconon
I feel that the style is dictated by the fact that

it is a realistic play about real country prople. This kind
of people only punctuate with novements and sounds. In the
play we hava baen working too much on sentences, and from our
gpeach comes the action. On the contrary, in life such people
do sonmething with their hands or bodies, and the speech comes
as a resulte Peasants do not work from their speech, but the
speech comes through thelr movements. I feel that perhaps the
rhythnm of this play lies in the silences, and that the speech

doegs not motivate the actions.

The CGolden Steeds
I should like to change overything about it, and

everything I did in it,

Peer Gynt:s
I feel that the play should be developed in connec-

tion with the theme that the mother is leaving the place, and

that Peer is coming to her for escape. The mother®s dying
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stops his means of escape. With such an interpretation,
. . :
Pateor®s present character is too sympathetic.

Balladinas

The idea of the spiral in this play is the one
thing we should hold on to and dovelop. This could be done
in the setting by continuing the spiral bohind the Saintg
then the presence of the Saint would not lose its importance
ag it does nowe I feel that Gralon and the mother should

coma from below to above, and Balladina and Kostrin from

abovae to belowe In considering tho style, we have never re-
alized that the play comes from the people, and that religion
plays a big part in it. And the Saint wbuld have 2 signifi-
cance for Balladina, because it is a religion which comes
from the people. In Balladina I, we have not yet found how
the theme of love can be combined with the theme of killing,
which is all worked through with the theme of nature.

Two _Kinmras

The director of this scene should find the relation-
ship of the group to the two kings, to the court, and now to
the curtaing. The relationship of the crowd must be found,.

Comments of Patrick Harveys [lusiclan-Composery

The Flshing Scene:d
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Too compressed, Tﬁfre is material there for a play
about three times as long as the pregsent scene. Who the people
arep, and what thoy are doing is an important thing to estab-
lishe Thig ig important from the narrative point of view.

We should kmow something about the characters and what they
are doinge. IMothor Gillard is surely 2 high point in the play.
If you are going to have her, certain responsibilities arise
in regard to her. You must show in dotail the relationship
botween iother Gillard and the crowd. There are very good
grounds for drama if you make Mother Gillard the object of the
crovwd®s hostilityj although she is a kind old person wanting

€0 holp thom,

Balladinagi

If these two scenes are to considered aa parts of
the same play, I feel they lack unity. As a member of the
audienco, I require more explanation. For example, the audi-
enco should know why the mother is going mad, and why she has
been In the castle.

Peer Gynt:
Everything in the narrative is thore for the audience.

The Colden Steeds
The "bread notif" sounds. There is no justification
for these sounds. There should be some rough working principle

about the uge of gsounds in the scenes.
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™o Kineg:
Y

I feel that the costumo of the young is too great

a contrast to the others,

Comments of Felicity Curmming:
Balladina I

The setting seems %o be two-dimensional., The dig-
tinction between Balladina as a human being, and Goplana asg

an elenental being is not clear,

Balladina ITg

Thia seems to be in two parts. Up to the moment
when Gralon comes in, it is awe inspiring, but aftor his en-
trance the audience seems to sit backe In choosing a costume,

tho actual figure of the actor might be more consideored.

Peor Gvnts
AT the beginning there secms to be a goed deal of

contrast between the two characters, but towards the end they

seem to take on cach other'®s qualities.

The Colden Steed:
1 feel that this dircctor is In danger of becoming

too "preclous," bocause of hig use of detail.

The Fishinz Scenat
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The director doea not seem to have sufficient con-
‘l‘

fidence in herself, and this makes it difficult for the ac-

tors. Even if the dirasctor knows that what she is doing is

not right, and the actors now it is wrong, the director nmust 5
have gufficient confidence in her ability to carry the thing
throughs With regard to the costumeg, I felt that they had
no relation to the structures, and that the lighting had no
rolation to the acting, There could be more connection and

harmony between theme

Two Kinzgs

The characters ssom to bo too individual and have
no connection with cach other,; except for the costumes. The
contrast between the chaotic movements and the longz silences
wiag goods I felt there was too much repetition in the text.
(i'rs Chekhov®s comment: "X found the repetitions very beau-
tiful, a8 in some of the legends and stories of Buddha, where
there is always ropetition. It gives gomething rhythmical.")
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Terence ‘organ (commentsg):

I would like to make & suggestion to all desligners,
Before deciding on a set, thd deaiﬁnar should set it up and

experiment to gee whether it can be easily moved or not.

+he rishing Scene:

*y lmpression is that the lighting makes the set oo’
3till, peaceful, and quiet; whereas it should =make it more
tempestuous. It seems to me that people just walked on and

something nappened.,

Halladinas (I and IT);:

The text of Balladina I seems to be very disjointed,

The idea of the spiral could be strengthened if thers were =
bizzer space to act on and there was actually 2 circular

stairway,

denry Youns (comments):
Jalladinas;

Thae director has so many ideas, but is togkind to her
cast; she must be more of 2 dictator. The Tact that all nature
is against Balladina is a theme which could be more developed.

Peer Gynt;

Peer®s character should be much wilder and more
gpoilt, and thereforas, more lovable.

Two Kingg;q

Vory brilliant. The costumes seemed to be 0o color-
lesss The director sometimes leads the zudiencs up to a lauzh,
and then does not give it to them. The audiznce is left

wonderinz,
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John Schoeoperls (comments):

The Fishing Scene:d

iy criticism in gangral ié the way in which the dir-
asctors direct. This particular director should know more clearly.
just what she wants in the play. What mistakes there are, are
brought about dby lack of clarity regarding the main lidea. Tor
examplet Jother Gillard - why is she, and what is she doing?
The diraector must have more feeling for the main idea of the plan

2alladinass

"he same criticism applies here. 7The director does

not geem always to know what she wants.

Colden Steodt
“"he director should try fo think of and imazine the

play as a whole.

Grotel Schrolber (sugzestions):

In every sketch I found that the music and noises

were the weakest part. The set of Peor Gynt was too horizontal

and €00 open.

Jocelyn Wynne (sugzgestions):

The T'ishinz Scene:

As 2 menmber of the cast, I felt zroundless and weak,
Perhaps the director could give the cast more objectives at
different moments - something that we could fall back on when

inspiration gives out,

balladinags
Whenever there was great tension on the stage, the

thunder got louder., I don't think the use of the dagizer Dbetwaen
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(Jocelyn Wynne's sugzgestions, continued)

Balladina and the 5aint is very good. The connaction between
Balladina and Zostrin was not glear.l The voice of the mother
vezinning with, "I am no murderer to wander in the night," zets
louder instead of dying away. The only connection I felt between{;

the two Balladinas wag the recurring sound made on the saw, The *

end of Balladina II had a strange casualness after the mother scans,

I don't understand the connection between Goplana and the sisters,

T"he Two Xingsa:

The scene between the two xings was too drawvn out and
relied on the actors for improvisation. I felt there was a lack

of justification at times.

Paer Gynt:

Peor doos not secem to realize his mother's death,
although it was very clear to the audience. He should be more
rough, nore of a peaﬂant; in order to give a greater contrast to

the dying mothers I felt I wanted the chair to rock.

Gavin T (sugzestions):

Two Hinggs

About the cogstumess 1 felt that the characters were
all too different to be put in the same color. I felt that the
jester®s costume did not fit his volice,and his voice did not fit
his costume. The opening speech 4id not seemn to be up to the
standard of the rest of the text; the other repetitions were zood.

2alladina I

I 1lixe very much the interpretation of Goplana and -ould

gae 1t worked out in the form of a dance, which would #lso help
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(Gavin 7 suzgestions, continued)
to convey the idea that she is an elemental baing,

Balladina 11

\
I felt there should be longer pauses and less movement.,

“here seemed *o be teo nuch movement for the tragedy of the whnlﬁ

thing, and the intimacy of the chapel scene was lost,

The Fighins Scene:

or my own part, I experienced difficulty in not being
able to fulfriil my objective before I had to leave the stagze,
Feneral suggestions regarding costumes: It would be a great help
LT the designers would consider the actual problems of making

the costumes when designing. then..

Joan Tolman (suzzestions),

wo Kings:s

“hen the new king is descending the 8teps, the curtain
falling down behind him is very goods The mise en scdne during
the firgt part of the play was not clear; it was all too cramped.
With regard to the direction, John ig always too nice about
everything and is satisfied too easgily, If you have an objective
0 please him, it is fulfilled before it should be,

ihe Fishing Scene:

The mise en sc®ne was not clear. AT times there was
not enough atmosphere. Aﬁd I feel there should be = different
ending to i+t,

Salladina I1;

In some parts the actors “ere acting what should be folt

by the audience, their faces could not always be seen. In both



e Chekhov July 18, 1937

Balladinag the doath of Alina and Gralon should be shootling up
fron the apiral, so that they should die on the right lnatead

of the left of the stage. In Ealledina I the style was mlas-

L1

ing and 1t was much too slow, °
"Tha Golden Steed :

There was no feeling for the whole, and the style dild

not seem to bec therec.

reoxr Gynts

The actual porent of the mother's death was not clear,

Mnna [nnmmantﬂ]t
Bnlladinn II:
Why docs Kogotrin g2 on and off at the beginning with-

out any rcagon?

Patrliecin G. comrantal

Rinhinm Seennt
The thing that laopressed z¢ more than anything, was

how wonderful 1t wng te got tho lmprcsosion of tho sea into the
mnovements of the actora. I think that 1if that could boe carried
out fully, you could slzost feel the breakerg without the help
of any sounds, Y ou could fGinecrease the feeling of tension by
lnorocasing the feeling of fear and yet cllinging on to sozething.

At the ond, when they have lost everythinzg, the tonsilon would
te ended,

vhe Colden 3taeed:
I would suggeost that thio would be made more sinmple.

I feel 1t 18 too complicated at the preszent tize,
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3alladina It
I did not get the lmpression of a lake o a forent;

the setting struck ze as belng rather artificial.

|

recer Gynt:
The setting zave me the lapression of a very still,

frosty night, and there seeted to be no need of the gound of
the wind. Thoe cound of the sleigh ballo soer2d wrong to oe,
begause these should de only in Asa's nind, FPeor logt too
quickly the impregssion that ho comogo frono the -outsido world
into tho world of the dyling nothow. Ho bocar2 too sympathotic
toco quiclkly.

Fleanor Faipon: (coxzmonts)
Balladinag:
Tho ecttlings could be devolopod more effectively.

In Balladina I there oould be much nora opaca, In Ralla-
dinn IT 1¢ should be nuch nore coapragcad, with movemonts on
tho vortical parte. Yith regard to tho costuzmsa, I feel in

Bnllndina I there should bs a lot of c¢olori and there should

ba losg color in Bnllndinn IXI, Tho costuzm2o should get stiffer,
and should change during tho scono in Ballndina I. I think
Alina should b2 killed halfway down the spiral, and 5Salladina
should bto driveon down to the end of 1it. The Saint should te

part way down the spiral. Ealladina should face Xostrin,

The mother's degstruction should happon further down the sriral,
vostrin and 3allndinn's movewents should alwayas bte down, down,

Ferhapo at the end thero could bz gome flashas of lightning
which would light up tho back and reveal a reflection of the

setting of EBalladina 1. Kostrin shonld always be obvlousgly

trylng to got powor over Balladina,
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The Fishing Sceno:
Ingtead of starting the play at the end of three days

of walting, 1t might bo possible to prosent the whole meta-
morphosia of walting in the play and have 1t appear to lasat
one day., The €agt should he at a point of agreat anxliety at
the dnd; whereas, by the end of three days, you have really
got beyond the most terrible tenolon, I would like to sce
the play started at a lower point of toenolon, go that 1t could
grow steadlly through the whole play, in incroascing waves.

Tne early morning atmosphere should be more elaborated,

Thls could be done by having the pcople come in with longer
pauses in betwoons they could just come in and sit and walt;
thlis would give a sullen and heavy quality. The gcene should
ba played on a lowor set, and the whole play might ba nuch
lowor and heavier in every respcot.

Foer Gvnts

The motamorphomis of FPeor 1s not clear throughout
the scene. Somowhoro therec should be somo bdblgger line of

developraent.

The Golden Steed:

The brother should be auch more powerful in order to
anke ug believe that they might rocally get up the mountain.,
Tho people should really be more in their power, Antin
should not zlve away the end of the play 'so many tizes.

Tho brothers! "Hold them!" scene should bﬁ closer to the place
where they enter the stage. Then they could hace one line of

progression from the left-hand corner up to the mountain and
doin. |
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Two Klngai

Tho motamorphogis of the csrowd should be made much
gclearcr. Perhapa the ldea thg? they wero really inventing
the two tinga subconscloualy could be claborated in a very

interesting wnay.

cntherine Gabriclson: (comments)

rishing Scone:

Tho style should be more clearly defined. Mow 1t 1s
partly reallstlo and partly expressionistlo. The rocks are
exprosslionistic and the aoting 13 rcaliastlc. If the play ls
to ba Teallatlc, we should do away with the set we have and
worl along Faula's suggestlion about peasants. This could be
done by showing nots or boals on tho scto. If 1t i3 to ke
exprossioniagtlic, then the whole thing should bo intenalfied
auch more, copacially with rogard to tho acting.

Ballandinn IL:

Tha sct should bg wore cxpressive. The moetamorphosls
of Goplana‘’s character should shange her to a much more poweT-
ful being.

Ballndina II:

The gesture is not definite enough, and a more stralght
up and dowm gesture srould bo botter because it would show Balla-
dina being driven, btelng more confined., ¥oatrin 1ls a very
tnteresting character, and at the end he should be shown as a
sointillating, evil power, driving Bnlladina down., The char-
acter of the 3aint 1ls very teautiful, but I feel that 1t should

be more significant. e do not know now qulte what he 1s sup-
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poged to be. Ferhaps he could re Balladina's consclonce. His
face could be made up as a reflection of her face, and hls move-

ments and specch could be aimiy?r to hers.

Peer Gynt:

There was not enough variety. The lizhts were too peace-~ .
ful, and Peer wasg too peaceful, If imgediately }eeﬁ entered
the room, i1t could beoconc @OTrG and more reatless, it would show
the idea of the play: that Asa llves and longs for Feer, but
ag soon ag ho comeg, he disturbs everything for her - the room
night almost tromble., When PeeT goed out into the world agaln
after his mother's death, it should ba different for him. This
might be done by lighto to tndlicate tho greater chaos into
which he is going. when Peer talls his story, tho actlion 1s
nuch morae interosting.

The Golden Steoedt

The setting ig too lyriecal for the costumes and the
present figurca.

The Two Kingas

Perhaps this play could be more stylized, but also
wore human. The dlreotor's mistake when approaching the play
wag that he zave the stylization firat. If he would begin with
the human part next term, the play would be much funnler and

ruch more traglc.

¥lrlam Gartho: (cnmmentﬂ)

3alladina II: The Saiant playz such an iaportant role

in the first part of the scene, Aand then seems to lose nls

connection. The nolses 2nd gounds offstage when the mother
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enters are too primltlve and too obvlous, The rhythm of the
whole play ls often disturbed by the thunder.

Peer Gynt: .

Feer's costume is too soft 1in color and texture,

Two Kinggas

The use of the echo 18 too pricitive.

Fetor Tunnard: (comrments)

feor Gynt:

The director should zo very cautiously in trybing to
develop color in the play. Iie should concentrate on trylng to
develop Feaer!s character next term, but he should remzember
that it is a very short scene, and perhaps 1t would be hetter
to take only two sides of Peer's ocharacter and develop then
fully. LCon't bring in too many of hisg varied charmoteristies.

Perhaps only hig love for his mother, and his lmagination,
Bnlladina I:

Perhapa the dircctor could work with more preclsion
and clarity in developing thoge intercesting and fantastic
quallties in the scene, but in doing 1t with nuoch nore pre-
cision make them vague., Ferhapa the aoctor should act it nat-
urallstically at first, and then bulld the strange waving
movements on this solid foundation., I would 1like to compare

The Fishing Scence and Balladina I, In The Fishing Sceno,

you feel 1t isg too hurrled and not a blg énough gesture, while
in Balladina I it ig too slow and the z2estures not big enouah.

The connection bitween the two glsters should be explored.
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3alladina II:

I feel after watching this sceno that something heavy
is dragging me down, not just the puro tragedy, but sormethinsg

too heavy and not sufficiently "tragic.

The Sishing Scene:

I think 1t 1a very rich, I think the Fother Gillard
seene should be a much more lmportant moment in the play.
I feel the ending 1s wrong; it makes zo unhappy. Perhans the
aounds 2t the end are wrong. There 1s lots of material in the
secene, but the proportions are all wrong. It would be very
tnteresting Lf the tempos were of entirely different propor-
tion. The quarrel scene should develop more slowly, and the

actual quarrel should not take so nuch tioe.

The ending in 2allndina I is a very =zood lline; 1t
should be clahorated and nade more clear., On the other hand,
the ending of the Two Xinzs is wealr and leaves the audlence
irtthout any idea of What 1t has been all about.

Two ¥lngg:

The director should try to find a new psychological
resture for the whole play, onec that would give the aotors an
1den of the whole play.

The Golden Steed:

If the director continues along Pthe rare 1ine, he nust
£ind the connection between the setting, the text, the cos-

turnes, the charncters, eto.
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Teirdre Hurst : (comments)

The feneral suggestlon to all directors,that they work
aven more closely with iisa Crowther, will prevent the loss of
much time and effort, beconuse {f the dircctors have 2 clear
iden of what they want, “iss Crowther 13 able to direct her
work nlong the same lines, In thls way, the character and
the speech wlill be developed si sultancously.

The Golden Steed:

I alwvays feel in this scene a lack of justificatlon
and feeling of truth, This is due, perhaps, €O the many old
things whlch have come to us from work done in the nagt. DBut
unless thia feeling of truth is found, the scene will never he
convineing, cither for the actors or the audience.

alladina I 3

I felt this scene was unreal, without belng real. A
dream without the reality from which the dream could spring.
The lovely,pastel, Japanese quality of the setting thad ab-
golutely no connection with the heavy, violent qetting of
nallndine IT. The movements of Balladina I were too styl-
tzed and same from an entirely different world than those
nged in Balladina II, At the present moment these tiwo
aecones have no connection, [ felt that the pauges were too
long in many instences and laoked justification. Goplana's
character nust be claborated ln every vy, she must belong
o another world. At the moment, there are really three
worlds in thls scene: the faint world of reallty, the too

atrong dream guality, and the elezental world of Goplana.
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These merge into one another, hut without a clear understand-
ing of where thelr boundaries are. Tho style must be more
clearly deflned.

Balladina IId

I feel the biggest task at the momant 1s for the char-
actersto try to find each other in tho sketeh, We are still
acting lndividual performances without gufficient relation to
each othor.

Peor Gynt:

I felt the old mise on scéno, when Peter stood up by
the mother's bted, was better, It gove variecty, and at the
game time oroated two worlds: the intimate world with the
mother, end the world in which Pecr hag beoen living since he
laft the mother. When he stands up, tho dircotor can use hls
holght to make the mother even morc brokon and small; it will
algso glve the audience & gquggastion of tho svwagcaering quality
of Peer, which justifies his looklng away from his nother,
and bocoming engrogsed in his own brﬁvadn at that time,

This would also increagse tho tragedy of tho moment when he
turns to her and finds her dead. 3ho has been, 1n a sense,
hig audlence during the quarrel with St. Foter,

Two Kinpgas

I felt the first mlse en soene very confused at times:
the cast wag all huddled in onc coOrnar fpr no apparent reason,
there scemed to be no form to it, and there were too many
tnconsequential movements. The ucdc of the curtaln added to

the confugion, and it looked as if the sactora had been
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acoustomed to a much larger space, and were rettinz in one
another!s way. I would suggest that the curtasina should cofme
right down in tho "Throno doom ﬁcﬂna"; otherwise the half-
sonceanled space behind then 1S ;ury confusing to the audlence.
It wag very diffiocult to define which woro significant aoments
and which iere trivial ones. These must bo found in order to
zive form to the play. The movementso could bo alnmost clock-like
itn their preceision; they should never b2 naturalistio. 'There
~ust be gome olear Ldea of what the vlay has been about when

the curtain comes down, but at tho mocaont this does not exist.

Sugnnuﬁinnn nnda by ¥ias Crowther, in connoctlon with the
nerfornanco of July 17, 19371

vuch that has been gald today also applica to our
work with the volce. When I 14 2tencd to tho sounds yesterday,
the spooch gseemed so small ln every caso, and tho volces

wera thin.

Two Kingsg:

In many cases, the character swallowad the apeeoh
in this scene. For example, in Blelr's case, there was a very
clear character there, but the spcech was not clear. It 1is
really more helpful to begln with o stralght character in
speeoh, and then add the characteriotics on to it,

The fishing Scenes

At the opening moment, many of the words were lost,

L
and many of the smaller words Wel® lost thrnugﬁfﬂ particularly
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at the Leglnnlng of the speecher. The audlence should never
have to wonder about the words, 'he speech was all very small,
and should be much blager 1in @qpture. we muet learn to be able
to express joy ln our volces, without the quality of tragedy.

we must learn to speak out of a dlstance and to a distance.

An laportant point is the hand zestures which have been -

xiven to help you to get movement in the speech, This has zone
to zuch an extreme that you now usc your whole bodies and really
get tension in your ppeech. In future we must take away all
hand movements untll you can learn to use then properly.

Some things cannot be excused, After belng told
twice, you should never have a fault 1n pronunciation, nor =a
wrong vouwel sound.

dnlladina 1t

vueh of the speech was not heard. Goplana's accent
pullz hexr up. If you find yourselves belng pulled baok each
time you sveak, your characQer will be lost.

Golden Stecd:

Soma of the volces pot right into the head, and some
dravled, The "Silver foment" wng so very small that 1t did
not express anything,

You should never feel that the sgesture hanpars you;
1t should always remain flexible, ¥ith regard to nolses and
music offstaze, I was astonlished when I heard the nmuzlce 1n
Peer Gynt, because the words were not audlble arove 1t., iwhen
such a thing 13 attempted, 1t must be renearsed many tlzes 1in

order to find the right harmony ketween the volce and the sounds,

a -
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Somotimes the character wag lost, and this may have
been on account of the speech. i‘or lnstance, the mother 1n
B8alladina II lost her uhﬂrﬂGQﬁr nt timens, but the directlon
of the whole character was much blggers

fhe similarity of the volces aust be watched. We
mmugt have unity in the way we speak, but you must “eep your
own volces and your own characteristlose. This you must waten
for yourseclves very carefully. You w711l nover be ziven a piltceh
in volee, or a plaelng, which will mako yuuf'vniuﬂ like anybody
else's. You must keep your own volce and develop 1t.

Taxt term we will develop the dranmatie, traglc, and
lyrioc styles, whlch we need SO badly.

I yould suggest that in future the texts gshould be
vdry carefully considered before the play ls btegun, “any of
the linecs in our present texts are poor as far as the Lngllish
g concerncd, and some are very difficult to speak; thls applles

particularly to tranglatlons.

I wonld suggest when rechearsing in the future , that
the timoe be gliven for us to work as a group in each gcene, It
would really be more helpful than the individual work, and this
way we would %Xnow what the director really wants. e nust

tnow where the volce of each character is to bte nlaced.,



