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SAXETCHES & S2RNWS - FATRY TAL® THFIFS

I'SYCHOLCGICAL GESTURE

ADVICE FCR REHEARGING SKETCHES
ing Lear

DO TuLXote

The Clown Sketch:

The two clovwms nust create everythins = the text,
the idea, the form, everything,

ttach group, with its director, nust find the possi-
bility to work alone. The sketches will be shown in the rehearsal
room from time to time, then the zroup must continue to work
alone again., But you must really work between the times when
we meet togzether, because if you come to the rehearsals with-
out having worked in between, then we have nothingz to do.

TATRY TALFE THRMES:
The Falry Tale Sketch:

In all fairy tales of a certain kind you will find
a figure which appears before us as a king. This king can
represent definite things, definlte powers. ‘lhere are often
old kinzs in fairy tales who speak about many things which we
Ww1ill not touch on now, 3But there is one thing we have to
take from the image of this old Xing - that the old king
revresents very often the changing oi the 1life, In him is
condensed sverything that was before. He is the last noint
of somethinz that has gone before, therefore, he almost always
has a young son who wishes to live after-the cruclal moment
which is gshown in the figzure of the old %ing. In our rfairy
tale this old kineg will represent the power which changes

everything,
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There is another imaze in the world of the fairy tale.
When the old king changes somethingz he zives frecedom to soxe-
body, and this freedom or power which issues from the old
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king wary aftan tnwne againat him ond Yills hin
one of the gtructures of the fairy tale - the old life cones
to a climax and makes certain powers free which the old king
has kept down before, and this new power kills the old king.

for instance, Xinz Iear has this same theme. ‘The old king

in our sketch walks about gnd tries to penetrate into the lives
of his people., lie finds a young person and causes him to fall
agsleep, to be transported te the palace, and to be dressed

in new clothes, +hen he wakes he finds himself in beautiful
surroundings, with the king as his servant. <t{his young

persgon must find himself in these new conditions as a kinsz.

lie posseses the power which the king sives him., There ig a
whole gcale of feelings which this person (who is always youny)
must go through and express before he will find himself in

th;s new condition of being a king, and having so much power.
Soing through all these stares, the youns man finds hinsel?
standing before two possibilities - to use this new vower which
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for zood, or for bad. In our sketch we tazke the way
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he bad gide. Juring the time when this person is graduvally
trying to find his way, he becomes a real king vwith more and
aor2 power., le becomes very ailghty, and he turns against the
0ld kXing and kills him or offends him,

dg vwlll start with the moment when he, the poor bvoy,
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is brouzht to the palace, changes his zarments, and awakens,
We must act all the boautiful puﬂsibilitias gxisting for the
young man who changes froa his poor state tz that of a king,
All the sketches must be done as short as possible -
as condensed as possible, but do not lose the necessary sters
which lead to different things. The author should find the
most necegsary vords, and if possible veory Tew of them, 7This
will be the way to appreciate words, because now in the theatre
it seems the more words the better the part, but just the
opposite is true, The less words the more significance

they have. Few words but well spoxen,

Feer Gynts

Asa's death scene. The director will read the
scene, but will take all the words which Ibsen hasg written
as an indication only, not as the real text, because that will
bring us back to the old way. Fu; ug [bsoen'’s text only in-
dicateg the wiay we have to work, Cur psycholozy i3 the same -
nothing is virong -~ nothing exists in a vacuua, e must start
from the very beginning. By reading the words of Lbsen we
must imagine the scene, and only whkat we have inazir-d will be
something. The written play is composed of vords which are
zood from a litorary point of view, but are nothingz for the
actors. The actors must re-create the words. You will nﬁver
understand how to speak from the text - "what" to supeak must
be born again {rom your lmazination, iIf you will take this

into your consciousnegs you will find what it means to act a
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play. Your artistic conscience will tell you what you have
the rigzht to act,

Tou must not try to produce your feelings throu;zh
your voice - you must do something. That is why we have psych-
ological gestures. If you try to speak your reelingzs it will
be artificial, small and personal. 3But if you are doing
gonething - radiating atmnosphere, for instance, you will speak
through the atmosphere and in producing the atmosphere you will
e speaking more objectively. You must never try to speak or
demonstrate your feelinzgs, I7 the feeling is there it will
change your voice, or your face, by itself. The momont you
try to force your feelings they will die, To be inspired
means 1o lose your individuality and become bizger than the
individual, 7The momont we try to demonstrate our feelings

We lose the connection with the univorsai,

8alladinas

This is a rolish legzend. 3Such real deep workg as
Jdon Ouixote, real folk tales and legends and great naster-

pleces like Xingz Lesar, live somewhere in the world of ildeas,

and wo can feel that all such great works have one source,
Thig fairy tale of the two sisters and Tthe old a0ther is very
near 1o this big source, The: symbol of the two sistors is

a very important one. It is always given 23 one beiny, one
soul, with two possibilities. These iwo sisters are the two
Po8gibilitics in aicrocosin and macrocosin, one sister 2008

one way and the other zoes another vay, bhut they both start
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from one point, and that voint is that somebody comes into
their lives. A Count comes suddenly into tho poor, small hut in
which the mother and the sisters live. Again the mother,
like the old king, zives birth to thé crucial moment fron
which snm;thing starts, This old mother is the cruclal noment.
She ig the vnast, and the two sisters are the Tuture, and the
future iz going either to the right or to the left, The Count
appears suddenly before the two sisters, then we have the
mother and tho two sisters and someone who can love, This
composition leads us to the source for right creative work.,
In thig small hut Balladina and Alina live, {rom the aoment
when love comes to the two sisters, the one getting this
love mes to the left and the other to the right. It is a
very stronz idea to have the love used for ﬁad and for good.,
hen both girls are walking in the foregt, this is
the moment when their psycholozy bqgins to develop. Love
awakens evil nowers and gond'pnwers in the hearts of the two
gisters., fore and more evil feelings grow in PFalladina, while
z00od feelinzgs possess Allna, \Vihile they are walking in the
forest Balladina'’s evil will grows so strong that shs xills
Alirna, At the monment when she kills her she fecls twinges orf
conscience, and her life begins to be a {fight with her con=-
scicnce, Tho twinges of congclence givo her the possibility
to change her nind and to go back to the right way, bdbut
instead she goes deapoer to the left. The lmportant fhing

in this scene ig that one sister goes more to the left and
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the other more to the right., The nympn uoplana condenns
talladina in this scene,

[n the second scene Zalladina has become the wife
oI the Count and she has everything she wants, but she is
Lighting nore and nore with her conscience. She is unkind
to her old mother. 3She comes into the room where the ikous
are, fighting with her conscience, she begins to sveak to
the Saint, and she asks him to cure her soul. 9he symbtol
of the spot on her forshead is & very important one, After
she has spoken to the Jaint in a very involved state of her
np3sychology, the Saint moves and speaks to her, {(here it must
ve presented so that there is a feeling of illusion and fact
at the sane time). At the end of the scene she Legins to
threaten him, and gives him money to be gilent,

Lostrin, the evil knight, has seen and understood
everything, 1iie realizes that he has everythins in hiﬁnpﬂwﬂf;
Together, he and Balladina %ill others and the power of evil
Zrows, ©Balladina regains her consciousness, but is rnot
able To understand who has spoken or what has happened, although
sho understanda that gshe is lost. She must take ostrin into
her life, because he xnows the secret of her sinful past.
Then Gralon enters; he is a very picturu;Que Tisure, and in
a strange vay he beging to tell Salladina that her husband
was hunting in the forest when his horse stopned By a dead
vody. Palladina and fostrin realize that they aust kill Gralon.

They kill him, and -this second step takes them azalin to love,



‘he Chelkhov January 18, 1937

and deeper into the abyss. At the moment vhen they have killed
Gralon they understand that they are now bound tozether with
powers that are more than human powers. To xill together

2 nan means that they are bound with a higher power.

llere we touch on the amystical quality of the play.

As a result of this black stop, the old mother bacomes a little
crazed, and she goes to 3alladina, ter they have covered the
body, and she asks for food. Balladina begins to torture her
mother and sends her out Into the storm. DBalladina and Kostrin
are not able to undcrstand who she ls, and they cast her

avay. Tho last moment is the hopeless, dark world which has
come to Balladina,

You nmust understand clearly and forever that the
word, with its intellectual content, ls nothing for an actor.
Whether it ig a text from Shakespeare or from an unknown
author, it ig the same. The dry intellectual content is reqlly
nothinz fur the actor. As literature you can understand it,
but it is nothing for the actor who must create many things
around it. The word nmust be in the middle like a charnm,
and around the word must be an aura, Therefore, take these

words around which you must build tho world of Xostrin and

Sal lE‘.dinE!. o

Carnival Sketch:

Thae gcene is a small street in a town somewhere in
the south - nobody knows which country. A small, poor, dirty

gtreaet - a2 gtreat on which we see a poor old heggar witn a
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child, The beggar is playing a mouth organ or violin, very
simply and Very nice, The director must I'ind the pOssibility
of Sugzesting to the audieﬁce that the two have been standin:
like that for days ang days, for months and months, for an
eternity, Sometimes perhaps they zet a little money, a snall
piece of aoney, and God knows why they are livinz still

Without any home or anything, It is something nopeless, but
wWhich is always £oing one. Something which is 28 1f half alive -
half here, half somewheore else,

The two images are standing with enormous patience,
for an eternity, Gradually we hear some Sounds, gay voiceg -
nolse quite oppositeo to that which we have heard from in the
two figures, A carnival is coning near, and thisz gay, happy,
8inging, dancing, flying world sTOWS more and aore near until
Aany people and many flowers and colors como onto the gtagze,
and the scene reaches its climax, : The bezzar and the child
are Iorgotten, and nobody seces them., From this climax the
carnival diminishes and gradually disappears, and again the
Same sernse of eternity, without hope, and the scene of simple
nusic and the hopeless old man with his child, sobody has
given then anything, and they aro gtanding there in etornity

as before.

Jork Sketch:

Cn The gtare there appear some figures of DOYS,
They bezin as if +o do soma laborious work with lmaginary

aachines and engines, 7Thig WOorx becomes more heavy, danzerous,
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tragic and depressing in its quality, and more unhappy Ior the
workers, At the end the illusion of having some machinery is
glven by the fact that the scene has become nmore and more
stone~like, so that there are some pieces of stone movingz, and
some whaﬁls, and the stage is full of these things which are
pushing dovn the human bodies. Another element comes in the
exclanations, in which are coxpressed tho tragedy of the mechani-
cal world, Cut of these exclamations words are born, which
are a condemnation of the work and the whole situation. The
.'climax is reached when thig matorial work makes the bodies of

the people almost immovable. Then the moment comes Vhen the
human beings are defeated by matter, and ﬂynrything_atops
stone=1like,

Gradually there appears anothor kind of people -

girls - and they gradually como into tho situation in which
the boys are working, under the welght of matter. They join
groups. The girls come into the tragedy of the gcene ard
then they begin to influence the hoys so that they grﬁ@ually
occome alive, As this 1life beging to triumph, the material
i3 moved more and more, and the gualities of case and happiness
grov., The imaginary engines get another quality - they are
now serving man not dominating him. All the imaginary machinery
disappears, It becomes almost a dance. The spirit, the lizht
and the happiness has defeated the machinery, and words of

blessing are said by the zZroup.
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The !lcetinz Sketchs:

This sketch must be something which expresses
whﬁt it means to act on the stage without any textes Ve
must act the full scene., It is a generalization, universal,
fundameﬁtal. basic or primary kind of a meetinz. A meeti 24
in general. ho is gpeaking? l‘obody knows. low are they
speaking? In what way? ' Everybody wants to influence the
small group of "somebodies" sitting in the middle. The room
is very small, and nobody knows what the mootine is for,

All the speakers begin to fight. i.obody knows the oripginal
idea of the meeting. ihen the climax comes the "somebodies”
get up and everything else disappears,

e must create words and exclamations but without
logical sentences-and coritent, It is very interesting to

see how they speak without saying anything - an exclamation,

—— e —— — - i o — — -

G EIdUY oA dS WEThu u Uty HUnSe T T WE HUST 041T tHE [6z1cal
sense in this exercise.
1T you want to gpeak well, you nust imagine well,
you nust move your body well. If you wish to imarine well.‘
the same is true, It is like a piano, we must kunow each note

to bring about a harmorny.

R

CSYCHCLCUICAL GUSTURE!R
The psychological gesture is the most beautirtul

thing in our profession. 3y doinz a resture L can really
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express what I am goinz to do as an actor - the ldea, the
interpretation, the action, the text, everything. These
ceatures lice under the text, the feelimyss, the atmosphere,

everything.
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ADVICE IFCR: REHEARSING SKETCHES:

1. Follow the director with your imagination only.

2. The feolingo can be awakened through action,

.. atmogphere and imasination.

3. You nead not uso the result of some of your work
at once, Ferhaps you will need it tomorrow or
tThe next day.

L. Ropeat sach oxercise, each moment many times until
a good result hag been reached, 3ileditate on it
cach time, and do it again,

5. It ig wvrong to agsk actors to act at onco, They
will only lie. Begin to discover what it means
to be listoninz, and why, and what you are
doing - without acting,

6. Tho actor®s approach ig with tho body, the syes,
the feelings - not with the intellect,

7. Ask your body to find thisc conncction to the
moment = each muacle aust tell you something,

It will bring a res ult,

8., Try to tako tho moot important points in the
sketchs 7ind the sp 1na of tho sketch,

9. Always jot things dnun or draw them, becausa
thoy will add to your naterlal, In later gtages
of your work you will be very happy to have
these becausoe they will be your first impression
and they will ingpiro you.

10, iihen you discovur that your body can speak to
you, you will be greatly enrlched as an ac*»or,
because it will speak to you and will ingpire
you., Your body will not be an enemy as it is
on the stage at the present: time, Yorr uody

can be very G}E'EI'ESB.‘.VG or it can be very silent
¥ % X X ¥ ¥ ¥ ’

Our aim ag actors is to hel»n nunanity, T the

pregent time we are weak. but sur aim i« TR maw 9a stsanme dhas
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¥¢ can help society,

In exercising the feelinz of beauty we must develop

a leeling oi aesthetic consciousness,



