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CRUAGTIZING KEHEARSAIS
AALG LINE Ch RHYTHMICAL GESTURE ¢fFf THE rLAX:

411 directors nust find the malin line for the mise

en sceéne for the whole play. You will se¢ that the more ex-
perienced you become the more you will recalize how really im-

- L] \' - - .
posgible it is to create mise en scene which 1s not part of

L] 5 - ‘." L]
ong bigz zesture. ‘here is orie part of the mlse eil scene 1n

.
-

Balladira ¥, which is not in connection with the line of up
ard dowvn, rood and evil in the play, and the actors are like

strange dead bodies. In B8a)ladina [, you must try to find

the same line., In "“he Fishins Secone the director has drawn

the main lirne, but I +think it is not only expressing the idea
of the play, because this main line must be the incorporation
of what we will call later on the rhythmical zesture of <The
whole play.

W@ are now speaking about the idea which we will see

irn the future as the living zesture, the saae psycholoplical

casture embracing everything, ferhaprs the idea of ihe Fishing

Scere is not the sane z23 what the directer has drawn, l'or

ingtarce, the idea of the spiral in Balladira is ingplring,

but it must be incorporated., I ;eer uynt the -esture is

nersuasive, but in The Fishine Scene we undergtand the eature,

i

but it is not yet versuasive, ‘e must combine thege wave-like
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movenments and speech, and something in the gesture., Il is not
yet the full harmony, The Hirectors must bear in mind that
we are irying to find one biz gesture, which we will call later

on the rhythmical sesture of the nlay.

JUSTIFLCATLICH - THE SUPER-CGHSCICUS AUnA;

Take the movement from ihe Fighing Scene whern the

rope is thrown. Justify it first quite caksciausly. and then
bezin to explore the super-congcious aura , Without this

aura the actor may be able to justify everything, but he
will be worse than a puppet - he will be only a big galvanized
puppet, The life on the stage is more life than 1life itgelf -
it is concentrated life. "“he aura nmust remain as a mystory
around everything,

IT you think about it you will find many exampnles
which will explain much more than we are able to explain in
our lesgons. You will see what a real wonder you will find
ir this justification, which is surrounded by the aura, It
is something intangible, somothing like life which is living

around the justification,

LiFPRCVISATIC K

The Pishinz Scone:

Try several things by means of imprevisation, but
When you ask for improvisatlion you must ot rely on imasinetion
too much, btecause you will really be ziving the improvisatio::

twice. You must let your actors imagine, and then you nqust
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rive them something as a zround on which to improvise. rfor
example, zive them objectives and then ask them to improvise,
or zlve them atmosphere or Ieelins ol iruth,

“he director can tell his actors that during the 5
improvisation perhaps ne will zive some other zrounds, ror
instance, the director may zive objectives, then add atmosphere,
then add feeling of truth, then add justificatio: of hands and
todles, etc, DJuring the improvisatio:n the direcior can lead
his actors by glvirg some rnew reasons and srounds, but he nust
nrot leave hls actors to improvigse only, having given them the
idea in the imaginatior.

Secondly: do rot zive them too bi; a pniece to im-
provige - they will only lose themselves. for ingtance, start
very carefully with the moment when Mother :illard apnears,

Ask the cast to improvise and the director can add something.,
It is very important for the actora to start the rehearsal

in the rizht way, and if the director will iead thea into the
spirit of the rshearsal very carefully, he will have them tLhe
whole day, ihe dircector can ask his cast to act the play in

general, or he can ask them to please act it by wvayirg sgecia
attention to the objectives, or to the fesliigz of truth fer

the hands arnd bodies, ste.

ACY IO AlD COULTER=ACTIONMT
We are not yet using one very important thing., What

is the misglion of Jdother 7illard really? It is the zetion ard



cou ter-actio:l of the play, ‘ihe action ¢if tne play 1is ‘Lo save
the lishermern, and lotrer lllard is the counter-aciion. At

the moment shio appearg the seople must Ve aver more anxious

=7

than before., Ask yowr zctors
atheitticn 1o the wave form Lo the speech and movement,

"hen agk them to niay, paying atientlo:n o the momeiit of
highest *e:sion, the moment of ureatest fijlctlon., :le director
must imasine that he 1s an actor and ask hinsolf whethe: what

1imself ag an actor,

{Jar:siylaj_ :

-

Quastion: ow does the diyector wish to contirue his . enearsals?

£ L]

Angwer: 3y using psycholosical [estures Ior the beginning,
a1iddle cart, and thae eud, 1o show the clear line of the play.
:hen bezin working on the seript on the basis eof objectiives
ard the nsychoclogical gestura. ‘ihei the style of movenmen:t for

the whole nplay, to zZive an lidea of the metamorphoses. heo

put these pleces together

I".'J
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are working on the details of ihe play you de this very well,

excevt whe: you are followlnz me toc closely, ard vepeatins

me. but one thiiy: you musi el = you ,ust gonelimes lve

iy *

your cast the imnressio: of ithe whole nlay. Sometines they
becaome *oo the:dl, having haen Zopl on 0.1@ 01t with too many

dotails whieh are well olzborated, but tielr sSouls Tarsel the
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whole. TYou must zive them the riew text, and the idea of the
' .

physical style of the movements, then add more and aore.

"STREFL LEVEL CF ACY LG

ihe Pairy ‘taleq

Ir the rohtearsal in the thezire today the atmosphore
wag too muclk lixe the level aof the Strﬂﬁt_; there wag no res=
pect for the peoplo, or the space in which they were workinz.
}herefura tho rehearsal was wron; becaugse of this begzinnirng,
ihy wiere the actors lying so much today? Your director should
have stopped you and glvern you gome oxercises for the feelit;
of truth, "“Straet" people have no idea about the fceling of
truth on the staze - it ls vory characteristic. +he sticet
life, and ithe feelins of truth on the staze are :reat enemies,
aid ag lons 23 you ure "strect” people in the rehearsgal, you
%311l lie. ‘lhis i3 a law and it was proved today.

You havg started as conmon agtiors, and ags & resul:
you were lying from the bezinndng to the end, I you had the
feelin;; that you were lyiniz, you should have been ashamod and
should have runi: from the stage. his is Lng dlow you have
7ot from this "street" beginndn:;, which will always push you
downi. ihera is no othsr way, 1o othor mcansg lo fight with
211 our onemics inan to always be careful to awakon in our
mind3s the question, "wWhat am I doir.g?" ﬁid "in which state of
mind 3hould I be?" Saveral rehearsals azo your nerformance

was very beautiful, but you sece it ca:i fall dowa so easily
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to this “"street” leval of actinz,
\ .

CRGANLZING nEHIBARSALS)

As your director John must be more exact in leadinyg
the play. ‘lhere is still some confusion there. [{or instancey
the director bezan the rehearsal with nothing, and then started
to work with the lizhts, ‘the actors were gcting, and you were
talking to the lighting poople. As & result the actors verse
speakins more and more dully, and you told them to be more
active, but from where? “his does not mean that you are lead-
ing them - it was absolutely accidental, really sometihing chaotic,
this chaotic approach will disturb you,

Wle must uge our school time to learn some thingzs,
which will be dono absolutely instinctively later on. But
now we naust pay more attention as to how we are dolng things,
cnly then will we got some higher qualitigs than tihe ﬂ#eraﬁe
staze, 2Zut 1f we have the anproach that we are already directors
ard actorsg, then we will loge our school time, vur school
time is iven to us to learn something very consciously and
very pedantically. Ye are studentis,

Whan rehearsing don't do somethins vazue, as if you
will do somethins good in the future. <« therwise you will fall
into a big chaotic nothing. iay attention to the orzanizing:
of youwrgelf and your cast whon they a;a'working. ¢t tc be
able to feel that your actors are lying is chaotiec., the director

nmusgt think of his theme from the standpolit of its serisug-
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ness. Lt is very simple but very speaking, out you aust net
take it surerficially as you do oW, JYou must iaxe it as a
synbol for somethiiz which is mueh deeper 1i: the numan being.
Your actcorss in thelr toles are showlng you some xlad of humai:
qualities, which are more importa:t than suge:ficially doiing
rnothing,

You must ~ive your acto:3 zThe idez that thls is some-

thi:z morc important for the human bel:y ithan what they are

doine. It can be dore with or without significarce, Ycu will
~et this si.nificance throush all posslible necanrs - fow instauce,

zive your actors the idea of the play whe' the curtain iz dowr,
Ask them to meditate orn: the idea of the nlay. . his will a-
waken 3eriousnegs. ‘tthen you nust ive them sueh objectlives,
whnich will awaken la them the real serious:r.ess of appreach,
ihun.thu composition of atmosphere is another way, and the
feelin; of tzuth anotheor,

In other words, by all mearns which we call cur
Mothod -~ they are the path to this serioust.ess, il you want

it. “her we will ot a beautiful compositlon unde: the :ulse
of these fuany things, which nmust te funny and not sirange

things, and you will say scamethlig very iaportant and lateresti-

ing to your audience., It has been very furny and very deep,

but you have lecst it because you doi't kiow what it is and now

to koep it. “hirk avout it, but don'ti be afraid of this lying,

It i3 a nistake in usi::;: the Maihod, that isg all.



