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ADVICE 10 DIRECTCRS
TERESHOLD 1

COLSTIRUCTION OR STRUCTURE O THE PLAY
COMPOSITION OF THE FLAY

CLIMAXES

REPETITION CR ECHOING

PSYCHCLOGICAL GESTURE

CLICHLS Parsifal

Sach director and designer aust bezin to make a list

of the sound eoffects, scenie effects, musie, otec. Sonmo

gpecial thinzgs will be needed for the perférmancc of the sketches,
and you nmust begin to write this down. In our Mpthod woe nust

ain at the best production in the shortest time. The dirsctor
mugt keep this alwvays in mind. ‘e must spend tinme to reach

the best results, and the Method will zive you this possibili-

ty onece you have grasped it, As a director, you must have the
nersonal feeling that you are zoinz towards tho performance

with tremendous speed, arnd then you will apply the Methed with
this feeling, Directors must not assume the psychology of

tho teacher swwhich ig to be slow. ‘The dircetor's a2in is towards

another goal.

THRISHCLD:

The threshold is much more important than it seens.
IT you sgstart with a cast which is out of tune, you will have
great difficulty. Tho cagst must be like a well=-tuned instru-
ment, and the director must remind then of this every time
before he stiarts, Cnly the harmony among them will =zive you
the real cast which you need for your work. Iliowever, 1if

tho director tells his cast very nechanically that they



MusT remember the threshold and the pause, without really
s0tting thao result frnmaiheﬁl 1% w&ll be rnothing. Sometimes
you need more time to bring your cast into harmony by imagining,
by trying to awaken somo 2doms, ete. 3ut you mugt really
make sure that you have got your cast in haraony so that you
arc able to work with it., You will zet better results by
tuning your cagt before you start - such time is rever lost,
and you will get it back many times over,

The director must know whether his cast isg really
creatinz the atmosphere or not. There are o types of di-
rectors - one type is full of ideas, zives tho problen to his
cagst and waits until he gets tho result. That is the right
typa. The other ype gives the problem, and is satisfied with
that, then goes on to zive the second, third and fourth steps,
In such a casc the cast ig somevhers behind and the director
ig in front. If tho director zivea nroblens without Jotting
regults he will loso hig cast - they will be behind hin,
accldentally doing something, but he will rnot have any rower
ovor them. In glving tho problenm the director nuat heln to
zet thoe results,

The threshold is always there, in small as well as
In big things - it is a very important elimax in cach monent
of life., <1he threghold aust be sensed, éut ir this is done
subconsciougly, or not consclously snoush,,, it will swpoil
the cominz event, thereiore, e are trying to be very conscious

about things in our profegsion - things of which othor actors
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are not conscious - and one of the most laportant points 1s

the thrashuld. fthe persou +ho crosses the tlweshold consclious-
1y does twe thincs very sironsly: 1. hie loves something

above hinmgelf and rerfuges to do thingg which can be disturbing.
2. In crogsins the throshold he is taking and recelving soma-
thing,

The idea of tho threshold, which.was very important
in pogt conturies, was one of the most important noments if
gonmeong wished to go forward. Anyone wWho goes iorvward cannct
oscape the thresheld. Ve can {ind many exanmples in Which wve
can seo that if a person does not cross the thrashold, with
full consciousness, he is really falling down: without consclous-
ness before the threshold. For instance, whoen we try to re-
hearge without making this conscious step over the threshold,
Wwe are working halfi-consciously; we are hali-consclous people.
That is why I an go persistont about this point,

If you know anything about the path of initiation
in the occult way, the question of the threshold is much clearer.
ihen a person goes through the school of occult development
aiid reaches the moment when he receives initiation, then he
meets ‘the threshold very concretely. It is a vory important
experience to ¢ross the threshold froa this world into the
world *o which ko is initiated. 7There are many things which
he must leave behind, and many things which he aust receive,

this crossines of the threshold is a nost iavortant and some-
"":

J il

L]

tinmes a *“"*ic noment, and it is one whlch many coatemnorary
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hunan beings are fallingz before and are not able to cross.

It zives power or takes it avay.
CONSTRUCTION OR STRUCTUR® OF TH® PLAY:
The Golden Stoed:

#e have reached the moment where the thrge main
climaxes are glven on our scheme. Let us say that these three
climaxes have been found in the right way. It ig always possi-
ble that the director will find in time that the climaxes are
not right, and he then has the right to change them, 3ut let
us say that we are able to find these climaxes and perform
them, OCur next step is to explore the way which lies between
the climaxes., It is not the same ag exploring the play in
zeneral., ‘then we have climamesg we aust ask ourselves what is
the vay between these climaxes., e will try to understand
the way from the Copper climaz o tha Silver climax,

If you will imagine the play and reach the moment
when the images given in the play become alive, they begin to
perform before you withaut your will, ILet us say we havae reached
this moment ln our play, and the difeutar ig only observing
and enjoyinz the play and the character, etc. At tThis monent
the director will notice that the construction of the play
begins to reveal itself before his artistic eye, not before
his intellect. If we try to do thls experiment and ask- the
characters what can we discover? ‘hat construetion? .
need *to Ymow the construction and compositicn oi the nlay -

wa want to £ind its inward shape. ‘The followins ig what I
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have 3con a3 the construection of the play. ollow ¢ in your

inmaszination: 4
“DmﬁO%ITION - CLIMAXES - RWPRTITION OR WCHOING:

At the aoment when the pagsionala crowd is climbing
up and criges, "lLook! Iookx!"™ = thore is u climax, a big climax,
Then conmes the falling down - tho one big gesture up and down
and then Antin appears, running around the nountain and coming
nearer and nearer. e meets the Cld white an, the puard, the
crowd and his brothers, Everything is concentrated on the
boy and he is +trampled on and depressed, ‘hat does this mean?
It iz the continuation of thae falling dovn - it is a beautiful
renetition of everything that has happened beforo, This repe-
tition, or echoing, is the most Leautiiul thing in a composition,
from the dark, zloomy silence the crowd has c¢limbed up and
fallen dovm. The therme is ong of cliamblng up and falling
down, 7Thig is the revotition of the c¢limbing up and falling
dowvn at the same time,

oWl wio come to another beautiful moment, ‘hy ig it
necessary to reveat the whole theme, Ifroa climbing up, reach-
inz soma climax and falling dowm? Becauge, until Antin's

appearance, we have had no individual on the staze. Antin
repeata the gsame theme but as an individual. sfor the first
time the audience is concentrated on an individual, and
therefore it is so interesting to have this artistic gesture
of up and dovm. It is tha sane theme, but it 1s 2 solo az it
ore.,

7“han we discover this compesition then vie cgo at



e, O Shékhnv Sebruary 11, 1937

orca that we have uniderstood the main theme in this symphony -
the gilver moment is the sahe thdﬁe in another key, and the
golden noment is the gsame thing, It is tho Pargifal theme -
the fool theme. When it stops somowhere, it szives a special
mugical composition, and this means that if the thenme is
broken, the ncrson who 1g recelvinz the themeo aust create it
to the end, in his own imagirnation or in the deeper levels of
hig beinz, and this will be much more bteautiful than if it
had been played to the end, tecause it coaxes some deeper
nowers in the audience itzelf. In the Colden noment the

theme bdbreaks, and we only go up without zoing dowvn. The theme
arisegs in the spectator's soul, and is so clarified that we
have to zay *that we would not be able to act this third coning
down as beautiTully ags the audienco will do it for themselves.
The first clinbing up is a very passionate one, the second

orig 18 full of light, and the third is solld, beautiful

e have found the nain thene -~ this up and dowvn
sesture which is ghovm by the crowd and then by the individual,
Antin, who has the sane theme. The way is from +tho vazueness
under the earth, to the individual 1i-.23, In the play we are
trying to find sach person as an individual., Antin appears
ags the first individual,

A"
1188 en _seane:

This individual form nuat be hidden z2g nmuch as
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possible. ile must show Antin.nnly at certain moments, e
aust reveal him sradually, Yherefore he is firgt seen at the
back of the sinaze and he aprears and digappears nany tines.
The crowd must hide him %o a certain extent, as in tho scone
with the zuard and the brothers, when they push him back
vwain. This is_how the mise en scone describes the sans theme,
finally he nust be thrown dnwn. alones At thig moment Antin
ig very much an individual - he hag been part of the crowd arnd
then, for a noment, he 1is alone. 1his pattern azain shows
the zsrowing of the individual, by the same thene,

Wie started from below the earth and have come up
to thig moment, and now we have to climb higher., The construction
of the play allows us to do thig in the mogt expresgsive way,
‘“his means we nust go down as far as possible in orderto clinb
up this great way. 'These contrasts - the more it is down, the
more it will be up - this is another rule in composgition,
Thereforo we must push Antin into a corner - alone, down =-
and make him as far as poasilble a lonely, poor, low bLeing
without wings, in order to give him wings, three or rour
ninuteca later. It i3 xoing down in order to c¢lindb up at the
next noment,

#hy ecannot Antin go straight ocn? 3Because he re-
nresents the nain ldea of the play, which is - nothing wther than
will, “he whole play is not thinking or Ieeling, but it is

will which ls striving for a certain moment, Arnd TO CcXpress
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the will, %he best way is to show 1t by novement round and
round - averythinz which is" curved or circular, Lt sives

the impressicn of power. (horeiore Airtin nust o around bvefore
ne falls dowm,

There is another thaeme which disturis Antin in
clinbinz up ~ the theme of the brothers, the juard, exc, in
connection with the composition it is znother accent, and the
ronetltion of the same theme by Antin, It is a raopetition
or ccho. It is the last voint for Antin, after which he
clinbs un - after the White C1ld lian says, "Away! Aviay!"”
and Antin says, "1 hear! I hearl” Aiter iﬂt;p.haﬂ left the
brothers there is a repetition of the silence, hat comes out
of +the silence is, "Well done, old man,"” These are the main
lines of ‘the comnosition at this tine,

dhat does i4 mean AL we have really seen this
composition? It means that the dirsctor has in his hands
the rules for leadins the play forvard in harmcny, withouw
doinz things which will disturb the imapresgion of the audience,

- |

£ the dircctor has discovered that this iz, for instance,

the repetition of the first theme, then he knowz that antin
must really ropeat the "Iook! Iookl", and that he must {ind
the climoaxeg, that hie mugt fall down as the crowvd nag done,

ate., If we have the ropetition of the silence, then we xnow

e, il

ow the brothers must act. T“hat is why °  Las 30 wrong 0

shout at this moaent - ihe brothers are the developmnaent of the

ank #

"iioll dona, old mnan.” theme, and if the brothers develop it
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they will never be able to shout. ihat i3 why the bdrothers
et behind the crowd and aaﬁ. "l‘old thenal",

It is necesgery for the whole play to reach these
subterranean reglong and then, if averything is there under
the carth, we are able to act the cliabinsg up in the nost
offective vay., The director must find Antin's way in :2lation
to the main crowd themes, It will give the. dircction low

tTo act,.

PSYCHOLOGICAL CESTURE:

The psychological gesture nust be as far fronm
acting as possible. It must be archetyval. Lt :nust not
be near acting. It must be in the most simple form, other-
wizse it becomes too close to acting., e must decide the pur-
pese for cach psychological gesture. The psychological

scene were very oo0od, because they

gestures in
Wwere pure psychological gesturca. From such gestures you will
get nany important things. I gestures aro nov mrchatypal
they can becono charactoristics of the character,

WYhether wae are preparing the play or ona of the
siietches, or a secene, or only one word your character can be
helpad by means of the psychological zesture, tle nust iry
to find a gesture which will be platonie or archetypal ror
this particular aim. The director must tell his cast what
nis particular aim is for the gesture, thenn the cast aust

find the corresponding vsychological :esture., fe2licity
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tried to find the natural development of the psycholo:iical
gesture, This is wrong, becdause each psychological sesture
can give one or many directions. The director must define
thase,

Cne must always have an action in mind whan doing
a psychological gesture., The ideal is the performance, and
not the gesture as gesture., The gesture is only interesting

for us if 2 ne oy i . ] N a zh 8 o=

.
— - - e
-

The psychological gesture must come out of your imagination,

and the image and action will, in turn, srow out of this,
Tnere 18 a beautiful thing in art which is difficult

to exercise., for instance, if you know some musical ruleg

such as metre, the ideal would bve to keep strict time., sut

in art you must commit some 3in and deviate and not be slavish

to the rule or become mechanical., Lot us take the example

of a tree - the slight distortion or deviation in its form is

what we often call “"charn” in a person or a picture.

THRES)GLD

fhe question night be agked, why are you doing
such complicatod work with each nlay? Your 2rt should be
simple for everybody. If such a question should be cut be-
fore us the answer would be, the more cu;plicated our vwork is
the more simple it vill d2 for eoverybody else. Orn the other
hand when directors and actors are working with 2 very sinaple

understanrdin:s of the nla » and otcher quick approaches, iz
L=y & y l -
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means that there will be such chaos that it will not be
undorstood by audiences with the most simple psychologies,
There are two points of view = the more complicated the
paychalngﬁ of the artist is, the nmore eladborate are the means
with which he tries to delve into his work, and the more
3imple will be the result, Un the other hand, the more sinply
the artiast approaches his work, the nore complicated will bHe

the result,

galladinas (Director's exercise:)

For mise cn scéne and movement: the scene in the
woods whon Balladirna discovers Alina and finds that her jug
ig full of borries. She laughs and says, "Go and be a lady,"
The second moment ia when Alina tells 3alladina that she
loves Kirkov, The third moment is when 3Balladina and Alina
fall apart and 3alladina takes out a xnife. FIsychological
gZesture: In theo first moment 3alladina cencloses herself with
her arma, and Alina extonds her arms in an ooven gesture tovards
her gsister, and in the third moment Alina swayg, uncertain
as though her strength is going down, while 3alladina'’s move-

nent is to press dovn with all her brces.

Criticism:

In ziving the mise en scene the director aust teoll
her actors whether it is for action, and if so she must zive
them objectives or ask them to incorporate what they have

seen. Laughter is not action - it is the result of the z2ction,
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and you must zive the action which will cause the laughter
or the tears, ote. ‘4he psytholozical gesture must answver

the question, "What am 1 doing?”

The eating:

Try to comparc the Joan of Are roheargal with

this rehecarsal of The lleotinz, In Joan overything has shape

and form and aviakens gomething. In The Heotinmn the zestures

are not clear, they are shapelaess. The director has given
regtures which are too vazue for his cast, gso that they do
not ¥now what they are to do, and the director will not get
the results he hag been walting for., The gegtures were too
vasue, and there was no exploration today. It was acting and
very bad acting -~ as is always the case when the cast begins
to act without any grounds. The results aro ags primitive
ag puppets., 7The director muat compare thig with the other
approach we have seen today, in which nobody tried to act,
and the result was touching,
CLICH%S?:

Jome images are interesting and gome are not, but
the characters are so nrimitive - they are born with the head,
which i3 so inartistic. 7The gestures are so avusaed, they have
been acted many tires, wWe must forget these thinzs and developn
our taste gso that all these obvious things will be forzotten
and discarded. This vas not artistic work, it was very shallow.
The dircctor aust require more Irem his cagt. Cliches are

the worst thing an actor can do,
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Ag a director you naust e able to 2uesg the Iresh
intention on the part of your actors. You can help by leading
quegstions, for ingtance, you can ask thea to show their inacses
in this situation and in that situatior, ete, 3ut if you
accept these clichds the actor will never be able to develop
bacause the form and shape is get and f£inished. “he clichéﬂ
is a coffin for cvarything on tho stage. 2ecause this sketeh
13 intended to be funny, 3zome of the actors have itried to be
funny, and they have fail:d, When you sge your actors tryin
to be funny you nust stop them, It will be palnful for the
moment but they will thank you later on., Eliché; and attenpts
to Lo funny mugt be taken foreclbly away Irom the actor. They
are coffins,

Thao way of the psyoholegical zesture is the rizht
Way. It is the way to got the humors, The diroctor naust show
whnera the sourcs of the hwoxr 13 in the psychological ;jestura.
All clewn triecks are funny if they have a sound paychological
cackground. One clowvn can Be funny and the other not, because
51.¢ undergtands tho nsycholoszy of the tricks. 7The psychologzical
zegsture is tha thing which gives us the real approach to
hunor as to all thingzs, If the director fecls that under the
zuige of a cliche there nay be gsomething to develop, thon he
aust help the actor to find the nsychologzlcal truth. But
cliches nmust be killed in the young actor, tecause they develop
bad taste and kill zood ingtincts in the actor, and thay will

havo 2 poor appreciation of art in other ways. ‘hei:
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feelings will be spoiled, therefore we naust bo:very firm and
do away with cliuhés. :

1he actor can never be omnpty because everyone has
an imazination. Each one of us has this preclous thing in our
handg, and we must use it, ‘The imagination is the beginning
of everything., The actor must add to the psychological gesture

which the director sgives hiam, It is necessary for the actor

to chan—a an impression or make mistakes with the psychologzical

sesture,



