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REHFARSAL O SHETCHES - ARDVICE TC DIRXRECTCRS
IVAGINATICNR ~

FORM OF THE PLAY

PSYCHOLCGICAL GESTURE

PLAYING Oh TWO LEVELS

CHARACTERIZATION = Thi 1FAGIRARY SCOY

FEELING OF FORU, EASE, BEAUTY, 7HE WHOLZ, THZ POINT
‘INCORPORPATION OF IKAGES

The Habima Theatre

falladiras Second aceneo:

The director has the rizht to say what feelings
he expocts from a certain exercise, but he must not requiro
that the actors fael it. For instance, the eXercise of
Balladina coming in to the room where the Zz2int 13, and
baing_drﬂwn:tu hin and trying to get away from him at the

samo timo.

IFAGINATICN

It 1o vory good to take each point of the rethod
frooly, ond in thig ceeno we have dono sos. 7Tho whole approach
wag froo which is vory gocde. But there are sonme nmistakes,
*{rot of nll, the dircector savo some material for the imag-
ination - ¢o0 gpeak without imagination has no sense, therefore
it wag for imazination, but the boginning of the rehearsal
cannot be full. %The bogzinning of the imagination rmust be very
clearly pointed out, othorwise weo will Pbegin in a vacuunm,
Wa must not slur our cveryday lire &nd the rahearsal, other-
wiso it drings about a halrf-and-hal{ gtate, neither rchearsal

nor everyday life. The monent of beginning the rehearsal is
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very important., If it i3 vory concrate it brinss much nore
results than if we Just slide into it
fhe gsecond thirz: Lt seemed that the director

has given his material without knowing whether his caat is Jollow-
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two people - ona who zives and cone ‘whe takes, You nust Znow
vhether you are ziving the material too fast or too slovi,

You must be director and actor at the gsane time. You mugt
know what is going on in the souls of your cast. 7The process
of leading, of givirng, is so interesting that the director
sometines forsetas his actors, and he does not know what is
coingz on in his gzroup. $Somotimes the actors are not quite
haoppy because they are rnot ready, and asonotimes the dircector
loses contact with his zroup. You nust have a leading hand,
rot only a giving hand., If you interrupt your work by calling
up the attention and activity of your group, it will pay betticr

than not interrupting,
FORM OF THE PLAY:

what was new iIn thio rehearsal was thail ycu nave
wiven the form at the first rehcarsal - the three points and
the various levels., You have given the -form at once, but thi
aust be ziven much, auch later. 71he director :ust kiow this
form, and keep it in aind, but the ectors ars not yet avle
t0 bring this fornm into being. The fora at thig gtege will
ba nothing, or it will ma%s thom cold and kill irstecad of

civinzg them a fanling of Joy abtout the beauty of the form.

Thio cane teo carly althoush the way in which you zave it wes
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zood, bacause you did not require that they have to live
in thia form and produce in this Ifoxrn, iloviever, if you had
~ziven them come picture of the form, without any intention
to push the form into their souls or demand that they conform
to 1t, that would be lika a future vision for the actors
to work toward. That you have started with the S i3 very
Important, because you must knovw it yourself very clearly,
but you must not impose it on your actors yet.
PSYCHOLOGICAL G=STURE: .

About the gesture of approaching the Saint and
leaving him, which you have given after the imagination,
this wag rizht but instead of siving one zesture you gave
too nany gostures, with the regult that Salladina began to
act, ‘hen you ask an actor to act too early, the first thing
he shows 13 his very weaKest point., On the other hand, by
prevaxring the paychologzical zasture every part of the soul
and body will be nermecated by thg qualities of time and snace,
2tc., and then the actor will feel *that cverythingz he does
Lg part of this main gesturs,

The gosture itseli was risht, but how you ;ave it

rave too nuch., Jor instance, you

3

was not right because you
asked Zalladina to approach and you told her only one thingy -
that she was "drawn", 7Thig was zood. The director must Tind
the clear~-cut zesture., "“iow" she came back vwias not explained
to her, therefore cshe bLasgan to act because there was nothing

alse To do. ‘The gesture vias not defined. or instance,

to corie to the Saint was one sesture, then to {ind her re-
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lationghip to him was another zesture, and to turn away isg
arcilier gosture, gtes +“hat will be the rosult i you work with

the right geatures? You will zradually come to semo lonzg and
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sgychological gesture. «hen tho Saint movoes his hand it is
another gesture - he aust be given a paychological zesture
t00, ‘ihether he calls her, or pushes hor back, or trieg to
push hig hand Inte her soul and touches her heart - anything
you want o 1lmaging, but he aust have a gesture. Then sradually
you can really act the whole scene without acting, only Pro=
duecing the seriecs of zgestures you have chosen, . Then the

wholo scene would appoar bofore you as the ideal foram of the
scenee  1he poycholosical jzesture can be understood as the
platonic idea of the scence Then you will zive +to this come
plicated scene which you have rchearsed, 2n aura = many things
which are acting bohind this thing., Many thirgs will be added

to tho orisinal -oquurﬂ.
FSYCHOIOGICAL GESTUR

the clcarnr tho paychologlcal gestures which you
$ive, tho nore these zesturoes will come back %o you ag ine
zpiration, 3ecause tho direastor is in tho sane 508ition as
the actor who has to find hig zostures, Thoy will nevor be
raoedymnade.  You aust find the gésturu wnlch is tho idea of
The whole scene, but to get this you must zive the cleoarest
pessible gesturs, then you will xmow whother it ig rizht or
nots LI you give a vazue fegture, you will bva dealins more

with your own ideas than with +he actor. You nay Tind
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sonething in it which you want, but nerhaps the actor is not
really doing it. You must be able +o szeo clearly what is
zoing on in a practical way, and not in an ideal way. There-
fore, it is better to maKe absolutely clear what you have
siven to your actors, and then see whether what you have
Ziven has brought you gsome results, rather than to lose your-
gelf in your ovm ideas,

Each director has his owvm difficulties. Sor
instance, sometimes - because 1 wantod many things - I save
the actors too much, without thinking of the actors. I was
sgatisfied, dut the actors were not yet ready, and they did
not understand what I wanted., This often brought about 2
state of unhappiness between us because I was doing something
with the actors and using thom only 23 material., I 4id not
appreciate their individual souls. This was true sometines
with the Habima Theatre,l The d&nger is always +that *he
director will lose hinself in his owm ideas and the actors
will be lost.

fou must realize that your dircction is very right
and very deep, but you must take each gesture and elaborate
it. The gesture nust also bs produced in the soul, not only
“1ith the body and the face, This was persuasive., find sone

gesture which will preduce +*his psycnoloizical echaracter,
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This irvisible figure will impress the audience as a wonder.
Today youw have done so many things in a nall hour which

should be distributed over three or four rehearsals. The
actor must have enough time to digest the gesture. In another
instance you gave a paychological gesture, and then jyou tried
to chenge it by increasing the tempo. A8 a result of changling
the tempo many other things were changed. Lt means that you
magssaze the soul by changing the same gesture. This is good,
but you must always remember that if you change the gesture
then you will produce another gesture, which may not be rizht.

PLAYING ON TWO LEVELS:
The Two Clowns: (Peter and Paul)

vnder the zuise of the two clowns we may have a
very interesting and fascinating theme. Jo you remember seeing
arock the Clown? le was playing on the piano and his pariner
Wag playing on [Something glgse}. This transition is the most
beautiful because two levels are ‘'shown. The deepest level
is seen when we seg the old suffering man. OCne tragic moment
followed by humor. This is such a2 high quality of art, when
ve are able to find two levels in our playinz this division
inta two levels gzlves such perspective, such depth to each
piece of art that we have to discover this line, Ihlg was
an exercise in outward form, the grnund,bf which ig found in

the tvio levels.

‘eer_uynt:

If the dircctor tells his actors interssting things
- i
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in an intellectual way, they will understand you but that

is nothing because for the artist intellectual understanding
is only the illusion that you understard. In our profession
not only is it <ot undorstanding, but it prevents future
underatﬁnding, consequently the actor jumps too quickly to
the feelings and to acting, Sometimes the direetor must
remind his cast why we aro doing these psychological zestures,

#e are doing them in order o oxnlore the play, the scena,

your ovn possibilities, etc., but not as actinz. A slight
difference, but a sreat one at the sane tine,

Cne error is to fall into the physical reaction,
rather than the spiritual one. A really good actor will zet
the rogult from everything. Sometimes gzood actors can act
well even with the wrong method. 2ut we are speaking of the
Method in its pure form. Thers is nothing against using the
physical exercise only, but thern*is the possibility that
in using the physical you will forget that you have to explore
something more, You must use your physical ingtrument -
the psychological gesture uses the tody = but there must be
a certain limit, lror instance, the actor Yeshnevsky could
not understand Stanislavsky's method of many psychological
preparations. He tried through physical rain to oexcite his
temperament, and he got some, but the quality of it was not
quite the best.

rhysical movenentis are 3zood, but the aim of the

exerclze is not to plunge in thea and be drawn into -then,
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but rather through them to explore what is arigsing in your
imagination and feelings. If you, as the director, remind
Jyour actor to explore at the same time that he is doing
his physical gesture, the actor will get a finer result.
Unless this exploring is done the actor will begin to act.
for acting, what was done in the rehearsal today
wag too poor, too simple, too empty., If the a2ctor will exe-
plore the psychologlcal gesture you have ziven, he will have
the feeling that he has done something which is enriching
him, but it would not be acting., ihen the actor tries +to
repeat such acting he will feel.how poor and bad it is, and
he will be dfsappninted. 3ut this will never be the caso
if you do not allow the actor to act until he has explored
the psychological gestures Then he will remember it and
repeat it and it will be very good, because it will not be
acting. The acting will be arising;slowly ingide him, and when
you give him the moment to act he will really have an action
prepared, and not somo poor atteapts at actingz. Therefore,
the longer the director can prevent the actor from acting,
the better the result will be. As the director, you nmust
develop this instinct to know when 10 allow your actors +to
act, This quegtion cannot be calculated. The application
of the principle nuss ﬁe absolutely free and be applied througzh
intuition, After some time you will know what +to do, &8s wag
the case with the Habina, I

The director must be clear about the task he gives
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his actors, LIf possible start with big thinzs and then define
cach moment, Sometimes it is necessary to zive one moment
which has to be explored, Cnly if you give a clear task will
the actor be frea. ¢nly through your limitations will he
be freu; [t is being arbitrary and having freedom at the samo
times If you can give your zctor hig direction, point hy point,
he will beconme free. Ly siving zestures we try to transforn
everything the director has in his imagination. The director
nust find the psychological gestures in hisﬁlahuraturyf and
then watch from his window, But if ho sives a sesture which
is not clear, then you gzive only quasi freedon,

ceer Gynt must make himself so small, and he nmust
find himself in his mother's soul arain - as a child, He
touches his mother and finds her stiff, and from thisg gegture
he will know that she is dyinz. The dircctor can have the
actor do a gesture without using a nuscls - without doing
the physical part of it. iy oeinys very, very small, then
the gzesture to touch the mothor, then after this attenpt
to bo with the mother as a child, he will find it is too late -
she is already dead.

fhe director must decide whether he will zive tho
actor the possibility to really knock on the door, or just
"ag 1f," Ir he can have the actor viork only in his lmagzination,
out in giving this the director must be gure that the actor
will really move his body sligzhtly, bacause real iﬂaginatinn

does zaffect the body. 71he director from his "laboratory"
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qugt vive the kxind of psychological gesture. 'the result
of this work with the psychologzical sesture i3 the character.

sverything we are doing is to call up the action,
but not have the acting too gsoon. This is a question of
tact anﬁ axperience, and the quality of the play. 7The charac-
ters in the play ure always in the background - we can draw
thena near {or some oxerclises or have them Iurther away. 1he
direcctor must tell the actors the rhythm in which the nlay
le found. Le nust take the Method very sffu:gly and then be

bsolutely free within it.

he gesture the dirsctor has to sive must be the
mogt characterigitic, The later he allows his actors to act,
the better tho quality will be, After he sees that inspiration
has touched his actors, hoe must let them be free, AT the
beginning the director must improvise, then later the actors
will inprovise for him., ‘‘he director nust not sive too much
at cach rchearsal, but he mugt be insistent on setting the
m08t out of every gesture, cach of which nust be thoroushly
explored.

when the director forgsets to define the activity
thera is confusion. He aust give the actlion as vwell as the
imazination, as for example, lifting, penetrating - something
to do. 7The momenit the director wishes to use the approach
of the psycheological gzesture, he must zive his actors something
to de. The actor must xXnow what he does, othervise he can

only act, and this zcting will alwvays be too eaxrly.



CHARACTER [ZATICN - THW IMAGINARY BODY:

To create tha ilmage neans to chanze your body., It
neans also to change your soul, which is closaly connected
vwith your body. You have to change your body ald there are
two pussibil%tias for you to do thig. Une way is to change
your body from what it is = for instance, if I want to be
older I try to bend ny body and zet accustomed to it. Another
way i1s to imagine that I have another form for my bLody.

Thls seccond means is much stronser and nuch more impressive
and wvill bring more results., I have to imagine ny body is
smaller than it is, Therefore, by tryinz to-bo smalloer

I will be bent. In ny lmagination I see my body something
other than 1t ig, By inazininzg this other body, my own

tody tries to fit into my image. ihen you tryt fit zradually
into this other body you will find a real character in it,

By imagining that I am taller and, by trying to £it into ay
image I will give the appoarance of another body. Jy physical
body will be much more obedient, and will change more than ir
1 try to do it nechanically.,

This is the technique of finding the bodily charac-
terization, but there is also a psychological "irick! For
instance, if you have imagined your hands much longzer than they
are = imazine a figure with long, lonz hands, You will gee
not only the hands but the whole character which 15 exrressed
inthose lonz hands, Or you may imarzine 2 wserson with a vary

short neck, then you will feel the character of 2 person
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with a very short ncck. 3y imazining another body and by
trying to £i4 your body into the imaginary one, you are
changing your character at the same tine. 3But you have to
sea very clearly what you want, and to imagine your other body
vary cléarly. and then you will feel how your artistic charac-
ter has changed as well, |

The pasychological approach i3 to imasing that you
are taller, rathor than trying to _be taller., 3y your ciforts
to f£it into a tall character you will £ind with time some fine
process which will enable you to persuade your audlence
that you are taller or shorter. The provlem ig to find the
ricsht kind of body for your character, COnly in your free
imazination will you find a free expressive imasge, With tine

you will find that your body is expressing something,

JEBLING OF THE WHCLE:
Exorcise by forming a itriangle - ecach person noving
into his place with a feeling of what had gone before and

what will follow,

PESLING GIF ORY, TWASW, BEAUTY:

Exorcige by wzlking to the door, walking through
the doorway and returning, experiencing the feelinz of forn
all the time.,

When Alan rave the chair exercise yesterday he
zave it in three »arts. The thrce steprs werer 1, ﬁnvﬂmﬂnt.

2, Alm, 3. Ferformance, The teacher can take an exarcise
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without explaining the aim to begin with, but the next
atep of showing tho aim must Ye explained as belng the next
3tep. Yor instance, what is the direction of the activity?

In which form is the activity to be used?

THE: POINT:
The point bLrings order into the form. If you are

alurring two things which should not be slurred you aust meko
a points I%{ is an intangible thing and it ig without any othar
meaning, because if it hag meaning it bocomes a pauge and that
is another thing...it ig bYoth physical and psychological,

To axercise the feeling of {orm, beauty, case, and

the whole, stand in threec linos and pasg the chalra from one

line to the other.

¥
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| BEAUTY
SASE \WHOLZ

LLCORFORATICH COF IM&GES:J

If you change somothing about your imazo, it aust
be somaething very characterigtic. 1t nmust be coamplete. Don't
allowv yourgelf to zo half-way in characterization., 3etter
to have none at all, Your characterization nust be full and
speakling, A small characterization will penotrats the whole
body. It is not always necegsary to change the whole body -
a change of tho head, definitely imazined and nroduced, will

chanze the whole character,
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The director must always try to define the action

and the acting., The action is a preparation for acting.

"fushes or Pushing": wxercise for Psychological Gesture:

The higher and more pure our "pushing” is at the
beginning, the richer ﬁill be our "pushes" in the performance.
This will create a persuasive thing for the audience.

"PUSHING" I
l., Platonic world.
2. Psychological gesture.
3. Performance

The director must always try to give the purest
form of the psychological gesture, otherwise you will develop
many bad habits and ideas which will have to be uprooted later
on,

At the moment you have a psychological gesture you
can put on it every:ﬁurd, and the words will be living., Withe-
out the gesture you will only get the dry meaning of the
word.

Cne of the most important reasons why we are using
the psychological gesture was shovn when Balladina was given
a gesture, and then the gesture was taken away, but the inner

gesture was there. This is a very good description of a

psychological cesture,

Exercise for "Point":

Walk across the room with a feeling of poini

before beginning, .point 1in the center of the roon, and
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point when you reach the other wall, thon return the same

¥ay. Do this with a feelinz of the vhole,

INCCRPCRATION CF ILNMAGES,

Alwvoys show something definite in Your chara
z2ation -~ nothing half-way,

cteri-
Kemeaber that you have the

pussibilitylta create another body and then f£it into it,



