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Criticism of iareh 8th sketches:

“ollow all suggestions with your iragination, not
your intellect - Pollow with your acctor's imagination. Advice
To directors should be wiritten down, and followed when eladborat-

5 the sketches in the future. The idea of eriticism is to
Give practical advice for carrying our work further - that is
our aim - not +heorices.

"irst you must concentrate and imagine - imagine
that we have gtarted our sketches from 2 vacuun, and then
imagine what we have really shown at our performance on the
Oth, Then you will be able to apprﬁciate your work whiech is
S0 precious, not from the ideal point of view but rrom the

ractical point of view. Starting from nothing, we have shown
twelve sketchess This must be appreciated. Be aware of +this

feeling of grnwing up, like a plant grows., Ve are srowing,

On the 8th we, as it were, showed our Tirs: few leaveg in the

beginning of spring. It is good to havo this point of viaw

FLOUNDERING - NG D0 BE READY:

1 have noticed Htwo different types of "not 4o bhe



‘1. Chekhov March 16, 1937

ready."” Cne type is right and another is wrong, Very Wrorng.
et us define then both clearly, and from thls moment on we
must refuse one and accept the other. <Cne kind of "not 1o
be ready” is because you have no grounds and no aims, You
are "éwimming;. which mecans you do not know what to do the
rnext moment - you are “flounderingl.

The director nust gzive the aim. If the actor Xnows
his aim he will serve you botter. 2ut 1f the directlor does
not kxnow his aim ho must exporimont, ithen the director Xnows
hig aim he hes no% the right to hide it. Cn M¥arch &th 11 was
shown that both directors and nlayvers were not sure of thelr
aim at all times and, therofore, they floundered. This is a
negative form of “not to bo ready” which the directors must
realize very clearly and never 2llow again. 1T is very de-
structive for the actor's sonl - it is a very bad pover and
ig counter-educative.

Another way of "not to bo resady” is that my soul
ig not yet ripe enough to lncorporaie my ideas, and to uso
the means L have zot from the school, and from nmy director.

I am only cxercising but 1 have not yet reached the ain,

with the right means which I have. If I am agked by ay director
what I am doing, I am able to tell him that 1 am exercising
thiz, or this, or this, in order to reach the aim which he

has ~iven me. 1In this casce the actor has the right not to

be ready. ie has to zrow, 'this is very simple butl very

important.,
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“hese two things are seldom clear or casy to 3ce.
They are usually tosethor akd something has a sround and a
little bit of an aim, and then it has no ground and no ain,

Therefore the director's eyes must be very sharp in order +to

e L;..anzu1'
lfe must always gzive the aim if ho is ready +o do so. If
not he nust, of course, experiment and work until it is ab-

solutely clear for him, Let us take some examples:

3alladina:

Alina's run onto stage., It was not yot régdy. but
why? Her only sround was her rsychological sesture, but
| she had no objective - she ﬁidn't know why she shculd jump
through the space. Ve have ina things at the ez2mo time -
there is a ground and there is not, there ie an 2im and thore
is not. If the director had ziven her an objective it would
navae been formed at once, but it was "not yet ready.'.
Therefore, the director must analyze the results
of his work, WVith tinme it will occur ingtinctively, but
in the beginning you nust work with sensitivity. Take the
"scheme” pedantically for some time, and then you will bhe
more free. It is not vossible to really divide the psychological
‘ gesiture and the obvjective, ete. In the real work they will
fuse together because they are all menmbers of the one family.
! In the scene when Balladina was killing Alina, the

¢round was the psycholozical zesture. 7This was a very full
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moment - full impression of the performance - the <round was
there, ete., from the vointhef view of the "not yet ready"
performance, it had both ground and aim, This kind of "not
to be ready' 1s not only allowed, it ls desirable. Conmpare
the two scenes and you will see that while both scenes are
"1not yet ready,’ one has a ground and the other only half a
ground. Through this feeling the director.will, 1in the future,
zat the real approach to his actors,

At %the moment whanlhlina and 2alladina were speaking,
before the death, 1t wag groundless - no npsychological ¢esture
or objective to be heard in the gspeech - sinply speaking the
words., Compare the three momants and draw some conclusions,
There 13 a zreat illusion on the part of some directors that
the part will grow of itself. 7The part and the actor will

grow only if the director will glve the necessary f£yod.

GROUNLDS ARD GRCOUMDLESSKESS:

Groundleng momento aust be looked at as dead moments,

They must not be allowed to stay too long because they will
decay, and the whole part will die in time if the director
leaves these wrong nomonts with the hope that they will zrow
with time. They will never become more and more developed

and the happy momentg of the play which have zood ground and
aim will in time become tired. instinctlvely the actor will
become unhappy because of the many dead points in the organisa.

An 111 person is sometimes bdlind towards his own ailment and
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cannot cure it, only the director can cure it, and this aust
te a very nparticular problehw for the director.

Jefore you tegin io work on your sketches azain, ycn
must aralyze your worx and zive an account of what has nappened
to your sietch, how many dead nolntis there are, and wow you
can give them life. i{nly after such an2lysis maust you apgproach
your Ixetches again,

Let us take another example: that of ioplara. rier
movements were based on a certaln gsround - psyciologlcal ges-
ture or images. Let us say that the ground was novement.

“hen try to rementer the novemenis and the sneech, a:;d you
Wwill see how absolutely inharmonious they were. 3ecause

for the apeech there was no pround ziven, or if it was Ziven
it was not used., And so thore was disharnony betwvee:n the
speech which was without ground, and the aovements which had
somne zZround.

-Anatleur groups work without any sround, and therefore
thaey are unable to develop themgelves. .7 course, by workiru
as an amateur for nmany years the actor will develos some
habits., iThe alma of such Zrougs are another thin:g, and while
it is a very wrecious work that ihey do, from our point of view
it is groundless work. i1herefore, we nust iry to escape this
anateur approach to our workx., 1L an ;at'blaming then, and am
only using thom as an axaapzle. o can call the sroundless
zarts of our work anatiaur., So from this Lolnt of view uop-

lara's speech was amateur, while her jovements - althoush
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"not yet ready” - vere professionally srounded.

L
1

salladina Il

This is another xind of "falling into nothing! If
you will remember the psychological gestures which were ex-
plored, you will see that there was no result of thiz beauti-
ful approach which had been started. «Whero were tho gestures?
1o start the right approach and then to fufgﬂt 1ty or not to
vaxe gsufficient time to let it grow and develop, this is
another kind of falling into nothing. It was jumping into
an inprovisation which was groundlass.

Imagine Balladina's presence on the staze, she mﬁves
towvards the lizht and begins to speak - everythinz was done
wWith ground, and then at once it breaks and everything has
gone, wWhat is the reagson? The ground is not there. 1t is
very simple for the director to ask himself, has the actor a
ground? Vhat ground shall 1 give him? %o finé the ground
for today's rehecarsal is enough. = it doos not nead to be a
revelation about the ﬁlay. If the director will zet the
technique of understinding why his actor is "limping®. he will
;set the answer,

In the 3cu¥e betweon sralan and the old mother.
iielther is yet ready, but I see the aim, ior instance, the
mother's entrance, She is too young, it is not yeot an old
lady, but this dces roet worry me because the ground is thera.

She must ripen. 20inyg young, she is old. 2ut her exit was
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absolutely empty. 7the oaly thing she tried to do was to bLe
dignified, which is what the director had given her., Jut

this is not right., «ow can she be dignified? 1t is a feelingﬂ
ihis is not the right way to appeal to the actor. Ihe director
must ;ive her a zZesture and an objective., He nust apgeal

to her imagination but not say to her, exit with dignity. The

result was absgolutely nothing - it was flounderin;.

nork Sketch:

“hat did the director think about the inner lirne
in vhich the human soul begins to approach the machine, and
the powerful human soul must die before our eyes? 1 would
like to sce this gketech as the tragedy of the living soul of
4 man, not that of a body. The healthy soul and the collision
with machinery, and then the powor of the machirnies, and how
they die and how they break down. Thisg must be a whole long
process which you have shown in one moment. We nust rnot |
anticlpate the tragedy. ‘e must sco a healthy man, and then
a devil, and the human being is not able to fight such thin;zs.
it ig like a danger in a dream which approaches nearer ard
nearer, and you have no. power to fizht it, That is the
tragedy of the machine. Then the madonnas, the women, must
bring the feeling that there is something more - the rower is
soilng and the conplete human being is able to overcome this
devil, and to be alive again.

This 1is another 1lnstarnce of not having the :sround,
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because your cast has done ~verything quite rizhi, tney xnew
what they were doins and everythlnyg was dore in the right

time., But the real ground was not there because you Ior,;ot

the line of the spiritual death and reviviug.

"he ialry Tale:

{ri this case we saw another instance of "not to be
ready. it wag very clear what the two figures of the pirls
#ware doing, and what raul, as the Kirngz, was doing, but what
was weak was that there was no compesitlon of these figures.
i'aul's mise en sﬁgne and that of the irls are not yet aise
en scane - they are on the stage somehow aud somewhere. Lhe
mise en scEna is absolutely <roundless, therefore the ning
has no connectiorn, in the mise eu Ecane, with what is £01iyg

; . b
ori around him, The idea of the mlse en sceune has 0T Zrown

i1 reagorn and in aim, ‘This is not a good kind of "riot to be

Y eady.’ .

zsme and the two g£irls showed a sood kind of "rot
to be ready”. because they were not yet 1ia thelr parts, and
their parts were not yet in them, but they have rounds for
for their parts. The time will come when they will under-
stand with the whole being what they are doing. They are
doins it only mechanically now, but the ground is already
there. .he timbre of the voilces was wrong because 1t was

sroundless., Lt was somethling whilch was rot justified, it was

imposed, and 1t was not clear to us what they vere alalrg ai,
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It was very superficial and without ground.

In the case of Dgn Quixote and Sarncho ianza in the
other scene, the volices were also wrong butl there is a differ-
ance because we could feel the direction in which they were
zo0ingz, and therefore it is possible to give some suggestlons,

But in the case of the two «irls in 1he rairy iale, it is

only possible to tell them not to use such volces because they

are superficial,

ithe rf'ishinx Scene:

this is another example of something which i3 very
characteristic., 1he scene seems to flow frea beginning to
and as a whole thing, and there is something of this whole 1iu
it but somchow it is always falling into something, and then
into nothing, even in the smallest things. For instance, the
beginning is very zood and ileanor's movement with her back
t0 the auvdience is good, then she turns and there is nothinz,
Such things are like a temperature - it 1s very difficult to
say when the thing falls into rothing and then 1t stops.

The atmosphere was there the whole time, and that
is a sreat achievement, but If you will remember different
firures and how they moved you will see, for 1instesnice, that
when Beatrice moved forward it was sometiling, but thien some-
body moved behind her and it was nothing., why? ‘ihe dircctor
must krow. You are acting the gea from the veglsnining tc thne

end. ihe whole preparatory work which was done with the
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invigible nowers, if this had been carried throuzh we would
never have such noveaents which are limited to this spoi or
this room. 7The whole preparatory wWork wasg in connection with
this power which was not here but all around.

The vsychological gestures were right, but they
disappeared partially, and vhen these psychological gestures
which were rnot sufficiently exercised disappeared, at ocnce a
whole zroundless srace appeared, in spitec of the atmosphere.
in this atmosphere something must Do dnnn.‘snmuthing very
ricght. And what is this right thirng in this case? It is
the power which they have either to fight or bow belore -
definite reactions towards this power, but never any connectlon
with 1%,

this power is the rhythmical idea of this play.
from an intellectual approach you have nothing to say with
these movements which aro not in conncetion with tho sea.

The fiprures can move in any way if they are taken from an
intellectual approach. But from a rhythmiecal approach it is
at once clear that thero 1s a stream from somewhere, Irom
wherover John zoes. But theso mise en scane have nothing to
do with each other, and this is another ingtance of ground-
lagsness when the streams botween the two scenes are cut, The
director must really meditate on this sketch, because it is
not so ecasy to grasp all these small things which are breaking
this connection with the main power, which we are pzoing to

zerforn,
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1f you will meditate on the periormance you jgave on
darch 8+th, you will see that‘all the movenents forward are
vory expressive, but the movenents to the side are not because
thsy are not full of meanirgz. 1his exanple will lead us to
the understanding of the mise en scéne. It is not ennouzh to
find the real, naturalistic, clever nlse en scbne, It must
bo gpeaking about the maln idea, and not every movement on
the stase. Then everything will be a whole, without any

groundless points.

Joan of Arc:

et us remember the first entrance of :aul. 'the
impreasion is that he knows what ho gpeaks and what he must
do, but it is empty and sroundless. what ls the reason?
The reason is bacauge he docg not have in his spirit the idea
that he will be awakened in a few moments. lie acts thnese
monents ag an actor, forpotting that he falls down ta come
up., Thig is a very fine thing - it is one of the finesi
thinegs we have on the stage and must be observed with jreat
care, because the actor is always in a certaln way a prophet,
and this is tho absolutely intanzible power.,

If I am goinz to act King lLear, for instance, and
I ¥now that at the end of the play 1 will te absolutely nothing
and my spirit will be king, 1 have to krow this., 1If it is in
my body, in my psychological sesture, and in my first appearance

as the king, [ must show nyself as Xing in my body but rot
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yet born in my snirit, because that will be a prophecy for

the future. 'this image of Arn empty king's body will never
disappear from the mind of the audience., Then L must make

the metamorphosis to bear my soul and ve xing, without the

smallest gign of being kingz in my body, 1 aust not only know
the end of my part, 1 nust act the beginninig veriod, showing
the end in an opposite direction.

This wag lacking in Paul's appearance, but this is
the question of a very fine compogsition in the soul of the
actor, and the director's task is to combine the elements of
the beginning, so that they will bo absolutely opposite to
the end. The pgychological zesture of the end must be done,
as well as the psychologlical gesture of the beglinning.

let us take anothor case, when Beatrice, ag Joan
has received the inspiration. 71ho young actor is not always
able to hide his or her personal things whlech are not quite
right for the momont. [Ior example, when Joan was awakening
she began to smile - this made her weak. hen she 13 not
sure of herself and what she 1is doing, she beglins to smile,
but this smile is like a red lizht which tells the director
she needs help, 1t is not easy to say just what she ig lack-
ing but she is lacking. 1t ils anotheéer cexaample of proundlesse
Nness.

Another examnle of sroundlessiiess was the moment of
i'eter's soniz,., ‘“he groundlessiess vas not in the voice, bdut

in singing the song, the ~esiure, the objective, vwere lost.
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To 3ilnz on the stase one neods the saze technlique us to act,
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Feor wynts

This is alnost the gamne case as ‘he fishingz Scene,

e e

Vory good atmosphere, and pood lizghtlirn; erfects - the best
lizhtin;s~e 1hen sradually something went more and more wrorn:,
until suddenly a moment came which exnlained everything that
wag proundless. In cornectior with the nain idea, the key
for the whole scene was Asa's death., A beautiful transition
to the death, and it was so fascinatins not to unow whether
the person was alive or deaa. 1In the actor's soul is the
process of dying. In the process of dylng, i1he audlence is
also doing this. ‘The whole sceane is nothing but dying - a
beautiful plcture of dying - how a person can die. srsg. blm-
nirst has shown how it must be done, perhaps consciously cor
subconsciously., 7The whole scerie is the tra:sition from this
world to another world,

At the bexinning, when ireer says, "iocd evening,"
he comea into this world, to ;o out of this world with the
nother. At the moment when he comes in, it is risht - when
he comes rearer, it is risht - when they enbrace each other,
*ht - and then everythin:s stons. :2er is nere aud
nothlnz is roing on., i'e 1s not coaing inte this world, and
ha 18 not yet zeclnys out of this world. 3Suech stopping 1in this

written for lhe wvrocess
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ig moving from here to there. ‘ihe smallegt stouping is an
unnatural thing for this scene. Therefore, in this case the
croundlessness lies in stoppling.

ihere is no rule for =zroundlessress, but you must
avaken your feeling for it. this is the irsenuity of the di-
rector, to find out all these thingzs and to zive the ground
ard aim. Without knowing why it is groundless, the director
can do much harm to his actors by saying to them, "You are
not keeping the tone,” or "Act, act, act.” Lf the director
does ot know what is wrong he will only toriure his actors.
1t ig the director's duty to know what ig wrong, and to holp
his actors. Lf he does not know, he would be better not to
touch thig point until ho knovis what the groundlessness is.
[n this scene there must come a moment when both reer and his
mother have left the stasge, and arc speaking on some other

sphere. The dropping of tho gtick can be something which will

bring reer back.

Tha Cave of Salanmancas

e ———

let us take the sceno vhere the two lovers are
cominz to the sirls. The zroundless:ness here wag that tho
objecctive was not done. 30th actors have felt that in a cer-
tain way they were helpless. ihe director should stop then
and help them by giving them the objective. 71he director
zave the objective and the actors tried to do it, but it did

not help. Then the dircctor must diminish the objective and
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just say "hello." Cut of this "hello" the objective will
{IT oY, Y

The actors have dong or.e ﬁrung thing  which is very
charactoristic, Instecad of stopping you, the dlrector las
let you £o0 on. In such a case the actors have the rigzht to
stops. LI the actors f{eel they are flounderirg, they must
stop and ask Tor help., Instead of stoppiniz, the actors
tried to lie further and further, hoping to find momething,
somewhere. The actors vwere ag if drunk and didn't want to
gee thelir nistakes. Actors must be brave enough to stop if
they feel they are groundless:

In the scene with Deirdre and the hugband., It was
not ready. Lt was very childish, but it had ground, If &
were tha director I would leave Delrdre io repeat this scene
nany tines because she has a ground, and she needs to develop
the sceno on thigs ground. rier childish performance nust be
repeated nany times until the ground is exhausted. She can
davelop this scene more and more.

The two lovers need just the opposite. They must
be stonped bocause they were only lying. ilenry's case is a
different one. lla was trying to find how to fulfil his objective
and with time he will understand how to fulfil it organlically.
e must not shuffle his feet, because this is like a chain
o hls psycholosy. iie iries to create the imase of this old
man, but it is zroundlegs. e have a technique Tor creatin:g

a character - through the usychological ;,esture, the imazination
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of another Ledy, displacement of the certer, etc,

The director mus% help in this case by vteir:; absolutely
exact in using the method of firnding the character. For in-
stance, the director can say: “low please be busy with the
scerie. See in your imagination your character's hands, neck,
ete., and try to incorporate them.," 1Ihig ig like a mosaiec,
and the director nmust help the actors to incorrorate and ereate
his image, not in a hurry because then it is always groundless,

The director must be much more clever than the actor.
llenry has not uged tre Mathod in ereating his character, but
hag tried to jump into the image, and it is only an illusion
that he is jumﬁing into the character. DJon't Jjump, but sradu-
ally try to create the hands, the restures, ete. Your rnature
will define the time you will need for this. Ienry wasg lying
from the teginning to the end by trying to jump into an ima;ze
which does rot exist. The sign for the director iz when the
actor is ashamed of what he 1is doing - this ls azain a case
of helplessness. For instance, ‘lorence knowe what he is doing
ag a character., I can gsee another body becaugs hie xnows his
image and incorporates it.

There was another moment of groundlegsress in the
gcene when Alan brings out the devils., ‘he objective was 1ol
quite clear, and this was an ingtuance af tryinz to f£ill the
proundlegsness with feelins, 1if an actor tries to feel with-
out having a ground, he will socrer orlater smeounter difficulty,

cecaugse we must have the row:d, the roots, the stem beiora
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we have tnoe Tlower. You ca:i: use youy Ifeelln:s as you like,

vrezided you have your abjébiiva. or your nsychological je3ture,
and. tomorrov your feelings will Le more alive because they

have underneath then the objective, or the psychoclogical i-gs=-
ture., ‘''he objoctive requires the full concentration, and

then it will vear the feelings, ete. LIn zenoral the feelin;ss
2re such a gtrange realm in the actor's lidi's that it is better
not to touch them - let Then come and ;0 arnd orn:ly vrepare

the zround.

deatine Scena:

The whole skeoetech has lost the zround, (re of tihe
reasons is that the director has prepared some pnsychological
sastures for the sketech, but has glven directions which vere
not quite in connection with the gestures., ‘iherefore the whole

sketeh lost its =zZround, because the vreraratory work wasg not

This is a very characterisiic case., If the director
has new ideas, he must glve the necessary ground for then.
fhe nearer you come to the performance the nore insviration
you will ~et., You have the rizght to change, but you must vre-
pare the ground, I would sui'mest that you Tinish with this
form of the sketeh, and ;3lve your actors another idea, ake
it a neeting of actors - they are in a modern play - the tyues
are lhe saze and the dialo~ue 1s the same. ihen take 2 noliti-

cal meetings, and a street orator's acetin:. Zach tine sive



your casi another idea and another ground, Zhrourh Wn:ia
lons walk you willl really e able tc chanje the for -

are free to do as you like, but flrst make this lowjy jour:ney,

Jon Julixote:

As concer—s ithe ground, the beginuing of this sketch
was very pood - it was almost a finished worx, and 1t is very
cnaracteristiec that whan the work has 2 gfuund. 1t .;ives the
director ai once the regliry; of many [line thingg which musti
ba donie, ‘‘he scene was so fine that it was necessary Ior
averything to aet with you - for instance, the jug which Llsaror
was carryins. ‘the more ground you will :ive 1o the scene, the
finer the pattern you can draw on lt, Lecause the yround is
there, you can create fine things, and you will jet ihe foel-
ins that you are a nusician on the stago.

‘here wasg arnother example of sroundlessrness i ithe
characters. lienry tried to jump into the charactier winich was
not yet ready. 1terence tried to #o into the imase carefully.
felicity took somethiiyz o hoer tody without having the right
‘o do 30, because she is rot yet ready inside to have such a
thing. If she adds things superficially they will ounly re-
veal ner nelplessness, Lt is a vrorg ldea 1o inlnx that by
putting something on your tody you will helyp yoursell - you
will only uniderline what is wrotige Jo not hope inat the cos-

-

~ume or the wir will Lelp you, if you are uwol yetl lizide the

]

character., As Jon ijuixo*e, Johii has »athos but it is ihe
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rathos. ‘The whole character of Joun uulxote 1ls pathos,
but it must be the rizht pathos. hew can the director help
in this case? i'irst of all he can give objectives - this
wronz and eapty pathos comes vaecause the actor has nothing
to do. hat is he doirjyz on the stage? Johrn mnade another

nistake with his voice - it is not yet ready.

Carnival:

*his is anothor case of iroundlessness whan ihe
mise en scéne is speaking about nothing. 1t was pure chaos.
The mise en scene was clearly given, but it was chaos, hy?
Because the director does not yet know the ;esture of the
whole scene., The mise en scerne aust do a zesture, Just as
everything aust. You can distribute your actors perfectly,
but it will be chaos if the whole has 110 Jesture, ihe same

is true in ‘ihe Fishinz Scene - they are moving withoutl carry-

ing through one gesture., In 3alladina the idea ol the spiral

is ~ood, becausa this one pesture will always lead the whole
scare,

In Carnival some very interestings fi;;ures are lost

because they do not have the spine, or zesture, on which they
should be shown. The besgar and child are lost in ihls chaos,
but they are the line. They nust be the bezinnuing, and must
disappear again as the line of hope. the nistake was that

they really did disappear in the middle part, because ol the

chaos and absence of the pgesture.
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AETAVCR I ICS IS

Jach part has to ‘o throuzh a aetamorphosis. iothing
on the stage which is leadinz the play can be without meta-
morphosis, ZIZverything must change. The two begszars have
assumed very well the jgesture of contraction which has pre=-
pared theilr psychology. It can be seen in each movement and
in their faces., [{ is the sround, but it must be davelored.
it is not cnough to be contracted for the whole cerformance.

the director must find someéthing te zive them a
metamorphosis - a development for the bezinninsg and the end.
The beginning and the end are, in a certain way, always opro-
site to each othor., If you will reveat the beginning and the
end, rothing will have hapvened, 'he audience needs to start
wlth something and to end with something opposite, and this
ig what the two figures of the beggars lack, and perhaps this

makes their being on the stage zroundless,

soan of Arc:

Let us remember the psycholozical ;esture oxercises -
they were so strong and so impressive, but in performance it
Wag very weax. 1t is asain another form of losing the ground.
inhe director gave a teautiful zround, but did not carry it
throuzh. This often happens - it ig in the actor's nature to
forset evorythinz that he has understood the day before. it
13 the period when everything is disappearinz irito the sub-

consclous resion, and the actor is not really able tc do any-
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thing dbut walt until it reappears and can be recrsated., 4t
such points the director must work with objectives or pestures,
nothing more. ‘this is the only way <o help the actor approach
"as 1f" emptiness - it is not emptiness, it is the subconscious
worx which will take its own time.

fo overceoxne groundlessriess, be brave ernioush to 0
back to the very begimning of thinzs - the. psycholoizical ;es-
ture. You will rniever really repeat the beginning azain because
you are already on a certain level above the vacuum, and by

repeating the same things you will be already higher.

GISE EN SdEHEI

As costumes, as levels on the stage, as furniture,
as make-up, as gettings, atc., we must create on the sround
of the psychologlical gesture - everything must be doing the
psycnological gesture, and each thing is a composition of the
nsycholozical zestures., The perfect performance in our serse
is the perfect composition of psychological gestures which
averything is doing - the table and the actor, the actor's
voice and the author's idea -~ everyithinz must be a harmonious
chorus of psychological zestures,

The sotting is such an inportant shouting -esture
for the audlence, therefore the more we are regponslible for
the setting, the more vwe have the audience i our hands irn
the best sense of the word. Just as we must Xrow our a,b,c,

in order to be able to write, the same is true with the nise



fie CheXhoy Ylarch 16, 1537

eri scene - we must Xnow something before we will bBe able to
write our ideas and words by means of the settings.
SPACY, - PSYCHOLOGICAL-PHYSICAL:

one very simple a,b,c, can bte used with full {reedon,
and you will zet pgradually the feeling that you have the set-
tirgzs In your hands. e know that in our physical space there
are three dimensions - heisht, width and depth. These three
dimensions for the rhysical 3pace are our a,b,c, and ecach
thinz which we are showing as setting on our stage is in a
certain connection to these three dimersions.

fow let us imagzine that you have to nut something
on the stage in these three dimensions., ror eoxample, in a

certain stage space a certain object i3 put - remember the

cross in Joan of Are, We must try to find out where i*t should

be. Its height, its width, ete. - wo must feel the point from
which the thing, or the person, or the spot of light is speak-
inz, It is not the same thinz whether it is deeper nr.higher
or wider; whether it is to the rizht or to the lert; all

these points are speaking of different things. C©f what are
they speakinz? VYWe kxnow that we use these three dimensions in
our physical space, but for the artist it is another aattier.
Tach dimension is for us a psychological event and not a physi-
cal one. Like our bhody and our soul or spirit - we can con-
cantrate on our vody and ve vory happy'in the Xnovwledge that
we are a belng which eats, sleeps, and drinks, but we can

also be a person who feels,

for the artist, for the actor, the three dimensions
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are three psycholezical dinmensions, «hat 1s the heliht for
ugs, and what is the depth? “These are two nsycholoszical worlds
which we have to leari: to feel as psycholojzical thinus., e
have 3oma feeling of this ter dolins our rsychological ses-
tures, but now I want you to understand only these three
dimensions, and rothing more.

io be up hizh on the stage means to be psychologically

hizh. If ir Joan of Axrc the cross is standing high on: the

heath, it means that the psychological effect on the audience
is high, But don't confuse it with the physical helsht., iow
try to put the cross deeper and deeper in your imagination,
and try to feel it from a psychological point of view, being
paychelogically deeper. In this case you have 1o awaken the
soul of the ¢ ace. You have to awaken the feceling for what
the psychology for this or that point on the staie is - not
the archetectural or naturalistic composition - these are
other thingzs, but what ls the psycholoiy of that point on the
starze? If we speakx of a nigh tension we are doirng the same
thing., It does not mean that the high tension is there, buv

it ig +there, to a certain extent. «hen we are trying to create

2 gtagze settins, and the hero mugt speak a sollloquy in hizh

tenaion, perhaps we will find the possibility to bring him to

L]

a hizh place on the sta;e because the tensiorn is there. dut

vou will never ascape the fzct that the height is usychologlical
2 . -

heizht - the depth a psycholo;;ical denth, exc,

i
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i you try lo sive your hero hizh tenslon from a
nlace on the ground, it will be icw tersion, 1ot hi:h tensicn,
You will srow to love this pgsychologlcal &,b,c, and tne space
on the staise will speak to you like a bLook, wheon we speaik of

“hiszhbrow" it is the same thing 1ln another sense, A ig a, B

is b, and high is hish. ‘4he Silver Steed is a very ianterest-

ins example of height, and the beylnning of The solden Steed

is a very interestinz exaaple of the low., Jfor lustance,

heizht has many tensions, but it is gomething 1n connection
with the spirit which is the most remote from the carth. "Eigh-
brow" means losing the ground, and high tenslon means to lose
the ground. But you can experience this height in different
variationzs. The depth can te very profound. Ior instance, a
prayer can be very low but you will find that irf you are
speakingz of a low prayer, it must be a very strange com-
position. If you will listen to this part of the dimension,

you will find that the prayer cominz from the carth is scmething
from the earth, with profound power Ifrom the earth, !hiﬂh and
low - you can understand and experience them in different ways
but tc a ceriain extent they are always digtinct, These are
our a,b,c, - they are psychological points in the closesti
connection with the nhysical. <Lhey make it possible for us

to express our psycholozical values througsh our gshysical mearng.

this 1s our power to incorporate our plays, not only througih

our volces and Lodies, »ut through chairs and tables and objects

fa

which are standing here or there. ‘inis 1s ine lan;uasze - Lhe
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psycholosicsl languare - of the space, and the beauty of it

1g that the physical axpreéﬁinn of the space is the ﬁthar side
of the zame thing, We can feel our space and we can make gnace
from our feelings. #e must awaken in our soul this beauty of
penetrating the space, by giving it psychologlezal significance

or meaning,

RIGHT AnD LebT

#ight or left? Again you must experience what it
means. In each hand you have a vory strange thing. or moral
thinzg we use the word “right? In the right corner of the
gtazo is always something which is right, and in the left is
something which is wrong. You will always find that the
audience agrees with the things which are going on in tha right,
and igs legs in accord with things which are zoing on in the
left side -~ that is from the audience's left or rizght and not

from the actor's left or right.

This is not a mechanical thing, but it is part of
cur 2,b,¢c, and it is battor to know this and use it rather
than to make gsome migtakes, This is the nystery of the right
hand gide, and the left hand side. ‘hese are only some hints,
but thig is the region in which each of us must meditate and
finrd his own oxperience. I have told you this because you
will rot be able to escape this law - right ig right and left
ig leoft - from the audience's side, because we are acting ior

them,
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Selrsz dgep, a ;efﬁun or a thing becomes nore sig-
nificant for the ceneral vorld, If you are standinzg back on

the stage and gpeaking a soliloquy, you will have the impression
of being important for sverything areund you. S3Speaking the

sane solilequy at the front of the staze, it will not have tho
gamo gisnificance. The actor's siznificance will srow as he
nmovaes back on the staze, and if he wishes t0o be even more sig-
nificant he will eclimb a little, and to the Tight. ‘1hese com-
nositions nust be understood., Ur. Steiner has 3spoken about

the intimacy exisiing at the front of the stage. ihese ars

on:ly muidinz ideas and you must uge them in a free way, but

if you will rpay attention to them in your sketches, you will

feal how all this »sycholopiczl-nhysical grace will lcad you,
and will regpond to your attention to it.

Foforring again to the Kight and [eft - a rolnt also
siven by Jr. Steiner - the humnan eyes are built so strangely
that they take the imnpressions of the world in an absolutely
Aifferent way. !ot the vhysical differerce is meant by this,

out the naycholorical dirfferance. Your lelt aye is 1interested
- el

" =

in the world - with your lelil &yo you pick up everythin; that
is Interesting to yocu. With your right eyes you understand
the things which you are looking at. Imayine the audience

sitting nere focirny; the staze ~ the lelt gye Lelongs to the

.
-3t I

laft side of the starze and the risht eye to the rizht side,

LI | i LR o - - - . —_— 1. ) N - .
we must rnaevor forszet that i1f we wart to awaken ithe interest

s
T oy
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little to the left, while if

E“-J

of ovir audiernce, we must nove
we wigh the audience to understand we nust move a little to
the right, because by movini: to the risht the a2udience uses
i1ts right eye more. If you concentirate on this you vwill soe
how differently you are usins your ayes.,

fnowing this very rirne and stran:e law, we aust usge

this krowled=ze. Imasine the appeararnce of the two brothers

in Tha finolden Steed., 4ry to imaczire what thig is - somethiny:

very earthy, very interesting and yet 1ot quite risht., If
We add to thlis forms, shapes and voices, we will sot such a
povier of expreggion on the stage. 7These are the strings on
the violin of our art - cur art is very fine. ¥e must learn
these fine things, and this placing on the sta-e at the Ticht
aonent and the right place is the finest thinsz which appseals
To the depih of the audience. YWe 3neak to the audicice by
such things., homeaber the moment when Antin is lying on +the

ground = it iz another depth. The audionce will understand

Artin - thig i3 not a thing which we nugt £ird with our brain,

wa must feol 1%,

when we feel all the impresslions and desires, thern
We can agsk ourselves what is right and what is left, and per-
haps we will sradually get the ingtinct for thesge things., e
must add to our art everything like space, e nust rniot be
afraid that there are too many thinzs. We hore to create a

new theatro, a real new theatre - not like ‘eyeriold's sei-

Lings = but a wvew psycholory, a new approach, row dimensiorns,
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nev admiration for the theatre. ‘thorefore do rot be airaid,
But we need time to dlpgeat all these things, and when you nave
dizested you will see that it is very rourishing materlal,
About Or, Hﬁ&nlf Steiner. 1 do not kxnow whether you
know who he is., #e will take somza time and speak apout him
because he plays such an important part in our werk, and I give

you at times things which I gzot from him.

INGENUITY ALD CRIGINALITY

ITry to £ind the difference btetveenn ingenuity and
orizinality. Take the gketch of tho Cxford student: a youny
undergzraduate comes into tho room with two books. He picks
up hig hat and coat in a groat hurry, in order to rush out
and join his companions who are demongstrating outside. BDBe
very conscious about thig exercise., Be aware when you are
repeating that you are rencatinm,.

You nmust have only two points of view ~ originality
and inpenuity. You will reach a gtage whon you feel that you
cannot do any nore - your well of ideas hag been axhausted,
but you nugt maka a special effort to zet through this "death)
and you will find the rssult. You nust make a special eflort

to find new ways and thisg is rart of your developnent and growthn.

-

ithen you reach the point where you are exhaustied, then you
will begin to grow. the fealing of truth must he there, but

it i3 not thse most important thing in this exerclse, so dorn't

criticize from this polint of vicw, Don't criticize coldly,
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but with warmth, then you will really criticizo yourgeli. Take
account of what you have saeén, or what has haprened, and corn-

centrate on the two voints of view,

SETTINGS: THRER-DIMENSIONAL SPACYW - GESTIURFE:

Aftor havingz the first idea of three-dimentlonal
gpace ~ which is psychological space for us ag actors - we
must look at gsome settings from this point of view, follow

with your imagination: _#alladina - ‘‘he 3piral. You nust

answer your questions with your hands and feet rathor thau
with your head. ‘e must create a setting by creating it wiin
novement - not by collective minds or intellects. Is the spiral
zoinz up or down? There is a radical difference., Iiry to ex-
perience with your limbs the spiral going up and the spiral
roing down. They are two absolutdly different interpretations.

How important it is to crystalize the setting after
long meditation and movement and long rehearsals, lhe setting
must be the result after a long period of crysialization.

l.ow imaizine a situation where some saettings are
ordered from a famous degigner, and at the last noment tne
lorries bring the settings and the aciors have to nove anong
them without xnowing why. I had an axample of this when 1L

uwraopared Twelrth iicht. I ordered the settings but they

were desigrned for an entirely different play. ‘‘Three hours

befores the periormance, the designer sent the settings. 1his

was 2y final moment wiith the old theatrel
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Cut of this principle about the settings many thin:’s
will happen. Lor instance,"if we have something on tne stage

1ike the tree in 3alladina, it must not only Ve included in

the psychological zesiure, but it must be used by the director.
If you have something on the stasge which is rot used for act-
ing, it will be more and more disturbing. Like a ghost which
is present it disturbs and we are not able to find the right
contact with it, An unused part of the setting will be like

a ghost. But on the other hand, if you find everything oul

of the psychological gesture, everything will be necessary for
you, because if it is in the paychological gesture 1t is al-

ready action.

In Balladina I, the trece was absolutely strange.

It was not part of the gesture, and no one used it in the
proper vay. Goplana could have stood orn the ground. 4ne ges-
ture must be found which will show why this novement was neces-
sary. Ln time, by finding +hat the tree must do this gesture,
and by rehearsing more and more, the director will feel the
fine differerice in the movement. ihereifore, the creating of
the setting is not a thing which can be created somewhere else
and then be brougzht to the theatre. Also it carmot ve done
before it can be done., 1t must be born like a child - if 1t
comes before nine months it is {o a certain extent a disaster.
'he same is true of 2 characterization - 1t nust be
borrn, not forced. BSut when the rizht time 1s must be a very

individual thing, not like a child., It is natural with each
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actor, each artist, and the director mugst be careful with
this question, and must know which of his actors is bearing
his "child" early and which later, and it depends very nmuch
on thig for the dlrector to xnow how to help,

Stanislavsky was very careful with the actors in
this resnect, although in other ways he could be very rude
sometimeg, but this is another questianfL_ln this particular
way he wag very helpful., He knew with hig tremendous intuition
the time when the child must be born, Cur dirgectors must de=-
velop this feelinz very consciously, and not force parts, set-
tings and texts. Tho whole performance is the question of the

director, who is in this casc the fathor.

In Balladira II, the setting is nuch clearer than

in Balladina I, By looking at this gpiral, by feeling this

gatting, by dolng this settiing, I zet some uncomfortable fgel-
ing in my limbs, Is the spiral, with the Tfizure in the middle,
pressing dovn or not? It wag not clear, but it must be clear.
ihe direotor will got his ansgwer from the characters, 3y
having a fine feoling for his actors he will make some changes
in tho getting. 0©0f course not at once, because neither of

the two acteors playing EBalladina have developed an absolutely
obvious character, but some things are already to be seen and
the time will come when the director will feel verhaps that
the form in Gretel's case mugst be different to raula’'s, which
is 1iks waves, for instanco,

ithat about the walls in the chapel? e nust gee thio
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in our imagination., Have they windows, or are they absolutely
closed. 3etween the open and closed stage is a whole zamut

of openirgs., This is a very important factor in stage space.
3y looking at the figure of John, as the Saint, azain the same
necessity arises In your director's feoling. what is his
sesture? ithat shall the director do with him? I[s ho stream-
ing up or is he streaminz down? These are. two different things,
and so important., This figure of the Saint, when the curtain
is up, must move me, dbut in which direction? To him and up,

or dovwn and from him? Must I be placed with him in the nmiddle
of the room, lonely, or must I be the figurs who dominates,

or am I lost in this small chapel?

These are absolutely different gestures which must
be answered by the designer and dirncfar. and through them by
the actors., And the Saint mugt know whutﬁgnstures he produces,
and from krowing and exprossing them he will speak in another
manner, and move his handa in another manner. whether he is
filling the room, or whether he is alone, is entirely different.
Through the three dimensions you will more easily find the
questions and answers, because all these questions - spiral,
saint, etc., = are absolutely in these three dimensions, and

they will give you the answer if you will meditate on then.

The lairy Tale:

The goesture of the throne comingz up is absolutely

clear, but 1 am not able to feel the thrornec so0inz down. You
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have two kings, one of which is descending and the other ascend-
fngz. How to build such a throne which will do twe things at
the sane +ime? It nust not be avsolutely obvious, but it must

be found in another way. —

Imagine a serles of staircases | _ imagine that

we want Lo use them for moving up only L“**l"_ this means

=

another zesture, another gesture. 7Then isagine that

Lﬂ_w____ [
you have another composition __\ . Cnly by experimenting
with these forms alone - without pl;;kﬁg':hem in a certain
space - only with these things can you recach sone gestures which
will be much more complicated than the usuwal thing. dith even
steps or uneven steps, for ingtance,

This ig a very primitive thing, but you cannot es-
cape this quality of the steps. If the point of view is that
it is more important for the king to come up, then you will
not ugse tho above suzgzestlon, but will concentrate only on the

“upy. You will use it in accordance with the ldea you have

to interpret,

The i'ishins Scene:

e, N —

Again the same problem. ihat is the gesture of the
setting which Gretel zave us? It seems to me that she gave
us a setting without gesture or idea - it 1s frozen, or dead.
It is not movable, 1 feel only one parf of the gesture, Ie-
hind this el1iff [ can feel a gesture, JSoing out, but it is

Wrons cecause the whole setting must nave a gesture,
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iho important part of 1hQ ¢ishins Scene is that you
aro actinz the power of thé sow, and the connegtion of peoplo
o this power, uretel's setiing has no corsiection with thls

power, it mugt sirean to tha sea, or sut of the sea. this

ig speaking primitivly, but if you will do this primitive
thine - either towards or away = it will alrcady ve a very
creat thinrg, If you rccall all the psychological gestures
«hich rave been done it will help you. It iz very had to
imazine the sea out in the audience., it must be more to the
right or loft, but never osut into the audience. 71his can be
done only in special cases, such as concdles sometimes. 1t
ig disturbing to tho audlence, tecause the audierce does not
want to bo cauzhi with the hands, Lt wanis o co dravin un=
corasciously.. ‘Tho audlence wail 1o discover the performanco
for itsels, but if the actor 1is acting %towards tne audlence,
+thao audience will draw ack., Thercfore, it is uecessary to
leave the audience ag iroee as poasivle, and thon it wlll gzo

witih you beiter.

Joan of Arc:

Imagine the sceno of ithe groen jraig, the cross and
+the hill whieh Torence desiigned. The gketch has a zesture
vihich 1ls unhappy, but tha boxesd, the.structuraﬂ. vwhich noave
ngen uscd for the setting are absolutely happy and stral;int.
Lt ic ;s an 1llusion that the Loxes zre dolng what ine

desisner has dravine. ‘the Zosiure of the setilng nust be really
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incorporated on the staze, Therefore you nust experiment with
the boxes and try to reach‘the same affect, the same gesture,
which you reached in your designs. ilerely copyinz the sketich
on the stage will #ive nothing.

If you will look at the sgetting which you have comne-
structed on the stage, you will see that it has nothing to
do with the setting you have dravm, The boxes, the structures,
have their own voices, and you nust listen to them, and if
you do you will find something on the stage whieh will in=-
cerporate what you have wanted to give in your sketch - this
means that the real setting and the sketch for it are twio
different things. |

Imazine why the crogs camnot be noved, or why only
part of the crogs can be seon., If you will experiment with
such moving you will see how entirely different it is, ‘iry
to listen to such experiments and you will find that not only
the Iimpregsion is different, but the intarpretation of the whole
play is changed. Imagine the significance of the getiing feor
the interpretation of the play, for the idea of the play.
Imagine that the cross will be 3seen more on the left-hand side
of tho starre, and that it is a little bit broken - then imagine
the whole sketeh. ilow much more tragic is the fate of Joan
becauze of this cross, which will speak continuously to the
audience, 3y lookin: at the setting, the audierce will be
touched in its subconsclous region. You nust never [orget

this law.
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"

L.et us recall the tree in talladira I as another

example, ‘Therafore, the director and desizner mist be responaible
for the movements of their settinzs, :iow put the eross in the
rlace where the desgiszner had 1t, and you will see that the
figure of Joan is an entirely different orne,

Thege are very fine things and ve nust meditate on
them, and then we wlll hear the voices of the various parts
of the settings. i.ow try to put the cross higher so that only
the lower part of it can be seen, and we will et ai: entirely
different effect, .ow try to flatten ths nill - another
quality is felt, [From this wo will s3ce how responsible the
director and degignoer must be for each part of the setting,

if we wish to create 2 new kxind o theatre,

.

reer Gynt:

The setting is a very expressive one, I don't know
why, and I don't want to know why, but it was very expressive.
Agk yourselves why it is good, meditate on this settinz. T1here
i1s one question: 1s the mother dovm, or is iIeer up? I the
mother is down, then you must find something to express it
more. XYou must be free to change somethinz at the last monent -
you have the right to do this because it is there,

The setting should be made to reach the game effect
from the whole auditorium. There are two thingzs which we must
try to reach; l. The completo composition on the staze, and

the completeness of the stage settings, will nake its impression



fe Cheknov arch 195, 1237

on the audianca., 2. In ecreating the settirgs, the designer
iz oblized to 2o through the theatre, and from sach place in
the theatre he must vet some suzgesticns from which he will
find the best zolution.

The designer must do the two things - by dolng s

complete work on the staze, and by trying to reach a conclusion

from different parts of the theatre. In princliple it is not

nacessary to have things on the stage which are not lecessary.
There is always the possibility of finding the rnearest thing

to what the desiygner and director want, Jor 1lnstancs, perhaps

it is rizht that the gesture for the whole nlay of 1ng Cave

of Salamaneca i1s like a champagne glass. If you have this as

a zesture at the same time, 1t can be turned to a Jgesiure,
and the seiting can be as chanmpagne. This ls another iastance
in which we cax Tind the gesture throuch Sone image or

association.

Don Zuixotea:

In this sceone you have tried to bring him from a
blue world into a darker one. Imaxgine where the table is
placed, and Don Quixote appears from above. ~“he idea ls that
the 3pirit cannot find the connection to the maierial, and the
whole iragzedy of Don Quixotae is that he 1s blind to the earth,
and hig eyes are too wide open for the spirit. .he earth and

all material things are opposing him. 1his can be the gesture

of all naiterial things - to ounrose Don luixote.
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emeaber ihe maychiologlical zesture oi Jon WulXote
rwailng up the steps and béih5 pugshed back, witnoutl kuowlny

1t? Iou have ot used this, but you musy return L0 such nappy
foundations. rroa this pesture, which was so happy, you will
{irnd the gosture for all thirgs on the stage. ior 1nstance,
when Don Quixote is coming down the stevs, 13 tne table straight
or is it placed across the space? Which is more opposing?

ihe audience will feel the difference avbsoclutely.

If you go from one room to another, you will fgel
the differecrnice in the various rooms. A8 audience you will
take it at once. It is somehow speakirng to you and you are
answering it. i1he audience will never understand the signifi-
cance of the table being straizght or across the gpace, and it
is nét nccessary - the more subconscicus it is the bvetter.
dut as actors we must «now that the impressiocn ol the table
in one way or arother will help us or 1.0%. i1heu ilmasgine another
change i the table, and you will see thatl it is sgala another
action. 71lien imagine changing the tavble so that one part is
thick and the other part is thin, and so on., :he designer
nust do this with everything on the stage, and ilhen he will
be able to create such things that {hey will Ge lixe mugic
for the audlesnce,

raturally the actor will ha'fed oy these thilnuzg, and
#will feel nis filzure in anotiker composlitlion towards the things

91 the starse, L1t is very necessary for tihe acior not Lo be
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In a surrounding which gjeaks nothlig %o
rortant nart of thin =nnnnr} teclrliue 3 the pre;aratiors ard
tte staze am well,

o4, l=azira <that <he 22p Tulxote astting 13 auch
wider, and you will zee that 1% will %a such %a<t<er %o lava
& biz stagce for thls play, CZut lr4;:lre a dig 3tage for lappe
~¥T.% &rd you wlll gee that lt_wtrll Yo dreadful, %Lese licas
of rroraration of stace azace =zust Ye zedltatel on wlih the
3270 care as colora, c3stuzes, ete. It 13 recezsary o feel
the njace, to be res;oraible for each ;olrt an the stace.
kron the dlrecter ard Jealgrer walk asourd to mach polnt of
the thezatre they will krow what 1s the Yest ilir: whleh can
Ue reached froa each polnt, All theatres and auileices are
sufferin: froax the fact trat tre untt%n;: Are 4250 30 cara=-
leooly. e 3uat be respensible for each ;olit whera the eye

af the audiance can ceretrate.

o adlrm '

Tou suat take all these suz;estlons In a very crag=
tleal way. For lratance, the sesture In cornectlon with thre
settings. [n thla scene 1t 3ust be cdecided whetler the entracce
is the way down, or the way up. There was 3 1i:ht, [t just
be declded whether it ls from 1l At ts darkress, or fros the
opposltes Thla aust be =ade clear by the dlrectsr in the fom
af 7ave=ant = the audlercoe zust Se able to zay, “09 you ra=-

Tebor wnoze atars leadln: down?, or, “<ez2eater thaoze teautlsul
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stepa loadline up?®  (hls 2ust Le obvious, ilon the eldon
caskat u3t also srsak, It 13 a very coazlisated thins = it
ia rart of virker ard it 2nkes Zalladlra Fajgy, or whapoy,
or frirhtened, 1t =uat spaak nnd alledira®s ecorrectlon to
1t aust ko in acuardanco wlth the thlns it3ell,

far pxa=nle, lot uz tako a =ovozent lika the natler's
asvouent, Ske lo olng Jdown, ard 1t =akes o cortalu lazresalon -
the audlerce ras 2350 thlo moveszent wlth the =5thar. oW
11a=ire the wholo scere 1o zoln: ar, The aother la poln: Cow. =
thig la the baslnning of the 2elody, and It aust Se roaolved,
1t 7ust =2 on until a cortaln thirg lag Seen reached. ©oitline
the =avezant in your l=a-:liatlon = geo tlo wlole =1ceie. .ow
wa are rearer ard roarer *o the ord, 13 tha cornelusion af the
zaverant whlch becan by zelr.; dowvu, . 0w wo age tlio molher caze
back tho caze way, cliadirs up. Sonothln: Is wrors., 1t 13
ot tro resolutlon for thla score. Trers L3 scasthlng wroig
in thla seoture, and thls 13 arother exasple of tow wo jugt
medltato on cach a1all thirg. Jow to flnlah 1t7 You will
fird trat Lt 13 rot mos3lble to let the 20thor 2 out aaln
in that way = rorhajys wother daor lealdln: doarer, &l than
a voles froa asmawhera, and thls volco a3uat be Llreluled Lo
tta whalo eatluro,

[t wauld ba wron; 10 we wera to tilnk that tho oa-
tures aale Ly tre aloo an seane st Yo contlivel anly by lae
an 2¢oie,  Tou 3uat atartl the asture =itk the =ilae .. 3cm.a,

and «ontirus the 3asa eaturoe «lih tho g aeci, with 1l kts,
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With eostuies, atcs All the 22a3 we Rave 3ual 5s used 1
contirue the zaze Jesture, * ikerefore, 1t i3 rot recossary 1o
thirk that a volce is a volce, arid a walk 13 a walk. Lho walk

is a centirvation of the volce, etc,

ke Palry Tala,

tet us roturn to the alue en scére which wan 2o
irharvonlous. ‘ihe dlroetsr will find all the nlse on sceus
when ho %rowa that ke is ;olrg to ;erform. in thls case the
diroctor ls rot gqulte sure what hia falry tale ls .oln~ to te -
ha i3 5tlll seekln; and asarchlrg for the ldea. althout ikla
lica 1t 1o r.ot ;ooalble to flrd the right alae an acere, stic.

ihle falry 1111‘11 a sood exanplo of the director
10t yot balrng ready, tut thls fora of rot belrg realy ls iot
an asateur ore = the director anticljates ag=ethlr; 1lin the
falry tale, but he ls rot yet ready to ghow lt, 1here ls zc10-
thin: which leads hla in a certaln directloen, Ltecause avery-
thirs John Zoca ls very asure, rot always krowlry, »Faf Le does,
3ut we have zeen a4 cartaln chocs In the scers, tecause the
ilrector doos rot yot %row what he i3 olrn; to perfora. Ghla
la rot tho caso with Jalladiea or jfeor ynt = the Jlrecte==
“row uhat thoy Intand to da, 1ry to coajare the [3ycrolo.y
af theze dlreetors = thay are difforoni cazes, but in all of
eheq thares 1a ao%e chacs on the ataje, for dlfferent reoago.a.

rocall the acere la which Ace 13 dylig, ard ieor

Lo lra to sove arourd the %ed. You will set the lapresolon
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trat tho =averents are rizht froa a raturalistie zoint of
vies = they aro jJustified, 'but they have rathlsng %o Ja with
the :asture of the mottirs- ard the 1lea af the play., .(ow
iza:1r.e the =o3ent when ho kioels %efore the bed. It i3 1.
correctlon with the ldea, ard thls zovelent down la rl Lt be=
cause 1t ls oxpresals;; tho w»hole ldea, !ow jecall the 1oxt
a0=2ent when [eor fels up ard turia qulickly, It ls a very
raturalistic movezent ard vory rizht paycholo:lcally, dut It
ka3 rothine ta do with the 1dea of the play, or the olan of
dyin> In thls setting,

Asaln try to conpare the distirct qualitles 1n the
twd ~asturea, ihe rext =o0sent .eer 13 Sendlngs aver the cat
on the chalr. Thlo le a sort of razetition of the Xroelln:
tefore the =mother, and 1t ls very Inhnrﬂanlnu:. he lwn
qovazents are froa different sources, and the zovezent «lth
tho cat has ro corcection with the pesture of the whola ;lay.
the next maaent, whan he ls sittl:; on the ted, lo a_aln ln-
haraanlous,

‘ow look at the chalr before :sear ca=e into the
raoq, and look at tho gaze chalr when .eer 1o sittir there
nlaylre horge with 1%, “wo different ekalral “he chalr in
the first =nonent was r.ot receasary = 1t was gsc=etlhin: which
way dlaturblng, Thia 13 ore of the jzoblovs which the directsr
haa ts polve. l!e has to hide tha chalr or to show it 30 that
it will Ye Lln coapaalition with the ted. 3uch a=all thir-3 3u3t

rot ba done or tho atace witlout amanli-,
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1his 1l wrather ezxaspla of low flue you can elaSerautls
averythlsys L you have a wature which will lead you. leat ua
1an-lre tka bYed of Asa = 1t wis standlrg there Al <o 0t the
1a-resslorn that it wos very heavy ard prossed 1oto “te . rowd,
Ihe bad had a dyraale, but the Soard at the Lack of 1t Jestroyed
it, The dlrecter =sust lcok =ary tlzes at tha beod and Jdeclde
wrotker Lt =2ust e heavy or low or wlde or sz=all. iry to
{=a;lne differant conpesitiora with the Sody lylr: on the ted
ard you will see that the gquality of the Y%ed ls very lajertant,

Then you must 1sartice Asa novirg on the bed, ad Aza
1yir: denl = what wlll te the coarosltlon In these iwo craea?
“hen you wlll feel what the coler or textura of the bdelclothes
3ust Ye. 7The raturalistlc polnt of view will dictate a poar
caverlrs, but itrat la ;ot all - thiq toxtura 1a on the bed of
Asa and the ted excresses the process of Jdylirg.

il you have kad the experlence in your 1life of laok-
ir.; at a rerason who dles, you will reasader how inportart la
sach fold which is around this dylrg -erson - we fesl at oice
whather they are hoavy or llzht. At the end, the Led arnd 1ta
coverinz lose all neanln<s for us, but while the ;erscn la
flehtings with death we are lrstinctively tryli; to 1ift the
covers or s100th thev. All theze sove<entis, whlch really do
not telp the porson who is dylnr, are 30 ratural for us, toe-
caugs wo aro Jdolrgz thls ayaterious Zeature Il 133lr; tho [er=-
gens Shis aust %e caorazldered, becausa the auilaice 13 Jdaln-

1ke 1219 cesture, an) therefore for tho audle;co L1t w~ill rot
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te thko case what texturo ls asound the Lody an the bted.

I ap3akx adout Asa’s dsath in auch detall bdecause tha
alay la so firo, 37 Intlaate, and ecach 33all thir: arowd ler

ard arourd jeor are 2poakin: tore than iha whtole zorlea of

costuree ln ¢prrlval, for lratance. “he <lale quallty of the
play de=ands [reat care with all Jdetalls. ke gjace around

1s at3slutely irol nificant, an! therafors the clalr was 33
1iaturdirz at the besliniiy. It was 33 very laportant to
urderlire tre Jetalls whieh were rearer %o Asza, asd the £zalle
cat -detall 13 Invisidle = the mo=ont whan 3she loaves hor Sody.
froa the dl=enalon of space we come to that of tl=e, ard we
are plunginz Into this Ynmp probley when we are with Asaad

are rot able to see the novezent, but only able to 3. ke
<atalls arousd cozs %o ke detall of the <eath. In this suall

skotch it la iecezoary.

VI, SeACL, ACTIVLITY ALD QUALINYs  €azriyals

-o0w 1=aglre the score. Tou wlll ot arother ir=
eplration for Jdetallo = the lezs Jetalls tle Letter. ilo
diaensiora of <lae, cpace, actlvity and quallty are entliely
arother thlrg., Can you lvac:ire thls dlffororce? Jiffarent
aprroaches to the jeaturen, nceerdlr.; to the MIfarant tyje
af play. =verythlnz la posalble, %ut [_ov,” that lo tha
westlan, ke Interrrotatlora are Qlflerait “wtaig® ard you
can latorjrot they 4o you llke, but you ace ublliced 1o ztou

thla throush your “how'. It qust Lo erawaslve.



1, <hrakhav ‘arch 1o, 1337

. jopr dyot, at the 23100t whaa .ear ellata up
tre 2te;s Sackwards, trare'ls sazethliy; in ss/rectlon #lth
1he =other, vory -ood and very aliful, Sui semethin: iz rot

yot roaly. -Le Jdirector aust asdlitate an thlz 0390t acdd show

asaething nore ceapleta,

CCLER ANQ) LLiNTs

‘aw that wo have 309n tlat aaeh gzettlns la doliys a
cesture, a~d each alss en ccere, cach 3pcech i3 a oature, wd
we Xrow thkat tre =ovesent g3 =139 en ccere can cantliue 1ta
resture in a wall, In a wlndow, 1n a door, Lln a tadle, it
ms0ans tkat the astor's paycholoslcal =ovazont and spoech are
conneated with the uindau: for lrstarce, and trat the wlndow
continues %o aot., And 1a thls flowlre froa one moars of axjres=-

glan to arather, colaor nlays such an lijortant ;art.



