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REHEARSAL O SKETCHES

THE UBJECTIVE \

CONCENTRATICH — THT ROL® OF THT® DIRRCTOR
FLAYARIGHT = DIRECTOR RELATICISHLE

iamlot

deyerhold
THR OBJWCTIVw: Nr. Rudolf Steiner
galladinag

Therae was & naw approach today made through at-
mosphere and objective, BRalladina was givén the task of ecx-
ploring and discoveringz whether the fisure of the Saint wasg
living or not. It was a very clear odbjective, and ag 2 result
of this objective an atmosphere should have been created, but
gome mistakes have displaced the first idea.

By ziving the objective the director was attentive
to the psychology of the actor. 3Zalledina had really to do
somaething as an objective, sho had to discover whether the
Saint was 1living or rot., S$he must explore this. 2ut whon
Balladina was asked to explore the fact that he ig living,
there was nothiﬁg more to explore, I the director had asked
ner to explore whether he moved willingzly or unwillingly,
this would have been somethingz to explore. <The objective means
that you have to fulfill your task - by discovering whether
the Saint is living or not the actor must fulfill some task,
ior instance, if I plunge my hand into water to discover and
explore and ascertailn the temperature, that is one thing, but
to explore what i1t means to have my hand in cold water means
to do it without any objective,

‘there was the first moment of tryinz to under-
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gtand whether the Saint wag living or not, and this was
right, But the second moment of exploring that he was living
wag not right because he ig living. This is azain somewhat
lixe the "abyss..

The director could have made it more clear which
atmogphere the actors should have, Instead of leaving your
actorg vagug, 1t is bettor to say that by having such and such
an objective you will zot such and such an aimosphere. You
2ust give your actors the direction in which you want them to

0, and tho more exact you are the shorter will bae the vay.

CCLECENTRATICN:

In our oxercises for concentration we are always
trying to be attentive not only with our eyes, ears and senses,
but we are also tryinz to touech with our invisible hands,

We are trying to awaken in our souls the kind of activity which
is highor than the; physical senses. Let us guppose that &ur
group 18 gso well trﬁinéd that thoy knuﬁ exactly what it

means to be concentrated. If so 1t would be enough to say that

throuzh your concentration yournust iry to do the objective,

as o reault o? which you will zet the atmosphere, and in
zottinz tho atnosphere you aust try To radiate 1t at once.

This would be the -izht way., 3y leadire youvr actors through
the senses of seeing, hearing and touching you are helping then
1o explore in a more exact way. The mistaxe is when you tiry

+0 use the sengesg of smell and taste, ihese 1wwo senses ve
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have eliminated in our work from the bezinning, because they
lecad us too-deeply into material things. &yes, ears, and the
sense of touch are absolutely enoush 1li you wish to use then,
but only if you understand them in a higher scngse, as wa do
in the exerclge for concentration,

shen the dircotor asks his actors to do the zesturo
w#ith a hundred percent activity, this does not mean physical
activity, although to bogin with physlcal activity ls easier.

TH% ROLE OF TH® DIRWCTOR:
in Rugsia I once asked three directors to prenare

the same play - Naalat - and by doing so they were To create a

fourth approachg; 3y that I mean thoy were to find something
which wag highor than all tho three of them. Tho director -and
the cagt ﬁust be opon to cach other so that the time will come
when they f£all in love with something mutual. in other vords,
they nust infoct each other. 7The director must infeot his
cast, but ho must take all thoir ideas too. Thero is no
acchanical way. A director can be a despot like iieyerhold,
but this ig anothar way. doyorhold 1ls go rich in his lmagiration
ihat he would rot be able to do anything but incorporate all
the imogzes which are around him and in him. ‘He is a seniusg,
He soes gomothing and does it, and what will be the result

he doeg aot Xnotwr. Ho is full of images and all his actors -
in comparigon with him - are go woak and sgnall That it would

be ridiculous for him to ask his cast for ideas. iHo nust be
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a desvot, but +this i3 a rare case in the theatre,

PLAYWRIGHT-DIRRWCTOR RWLATTONSHIP:
the I‘aixy Tales

In our thea%tro there are no voundaries, ‘The director
has to direct the play, but the author can give hiam suszestions,
just as the director can tell tho author what 1s not good, so
the author must also give the director some ideas. The director
has pover over overything, If the director tells the author
that the play is not rizht, the author must accept this, othor-
wise he becomeg an ordinary writer and the direcctor could buy
nis play in an ordinary way. The author in our theatre will
receive blows from the director nany timeg, but he will also
be able %o suzzest many things to the director,

tn zeneral principle the director and the author nust
collaborate. ror example, perhaps a director will want to with-
hold the words of the pley until he has produced some zestures,
ete., while another director will perhaps ask his cast to
liston to tha %text and then rive some exercises, :zestures,
ate, “here must be absolute frqedﬂm. '‘he »lay pugt be in-
ventod vhen the rehearsals are Jsoirng on. i1t nust rniot De
wvritten Lefore, It must de vritten during the rehearsing.

Cnly in this way will we zet some new resulis. Ii we take the
same habits from the theatre which exists novw, we have nothliy
to add, “he desiyner can also make suzgestions which may affect
the whole play. 3ecause we are a studlo, and L xa your teacher,

-

I zivao you ny suggestions. In tinme perhaps you will zilve no



sugrestions. ©F course the director has the posgibility to

use +he author's words right from the beginning of his wiork

if heo wishes to.

5alladinar  (Dircector's exerclsa).

3alladina and the Saint walk back to back, sensing
one another - moving ag one., This 1s a contacty exerclso,
Tthen the Saint gradually leaves nalladina and she beging to
realize that he is a gpearate being, Standing back to back
the Saint and 35aliziina speak tho followinz words: “Cleanse,”

"Hool, "

Criticicm:

The exercise is so beautiful - it has the whole
psychology of 3alladina in ijt, 1t does rnot relate to one
noment only, but to the whole psycholoZy of Ralladina. “{he
quality of the exerciges are very deep, and the director must
raalize this. Diroctors must choose the best psychological
zagtures because well=thouzht=out psychulngiqal zZegtfuras
ccononiza “he time wery much, and @ve the p1§;?§Lr hands in
a rioat tangible form. .

In thig exercige we find the interpretation of the
play, the character of Jalladina, the ?elatiunship between
3alladira and Goplana - 21l these things. The deeper the gesture

+he more functions it can serve., Lt is so imporiant fo have

the feeling, what is the value ol the gesture? 1t was rnot
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ro0od to have the Saint and 2alladina touch hands when they
were walking back to back. '"Ihe gfeat mysteries are centered
in the middle of the back, as in Siezrried, ror instance.
This is a very important center, a most telling and significant.
place, It can be the center of our intuitlon or subconsgclous.
The future is coning from behind, according to Dr. rudolf

Steiner. It shows us another perspactiva.



