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USYCHOTLOGICAL HSTURE

| ATTER .THS' CURTAIN IS NO¥N
STRUCTUR* OF TH- PLAY:

I.et us speak about yesterday's rehearsal. Uetting
costunes ig always disturbing and destructive, and the cast
will lose i+s direction in the nlay - this is a normal state
of things. Lt Iz well known that youn; actors and students

laga varv easilv the atructure they have aifﬂﬂdy had, (1t 1is
a very normal and usual thing, and there 1s no one to blanme.
But we can draw one conclusion from this rehearsal, and that
is that our nlays muat gat more and more composition in thedr
inward and outward form. tie must et the scaffolding in our
consciousness and follow it.

tiow we are stepping into the period when we will

start to try to find a ztructure for IThe Golden Steed, and

this structure you mugt keep under all circumstances. e have
already tried to find some forms when we explored the threc
parts of red, blue and yellow. 7The results of this you

must kXeep in your souls and your bodies. henever you are
acting in this play you aust refer to these three colors,

Thig work of finding anrd establishing the form 1is
sonotimes very dull for actors, and this 1s the period when
vou must consider youraelves as workers.wlth hanmers and tools,
You nust work without waiting Ior some pleasure or amusement
from this work. From today on it will be hard, podantic

work, but this neriod must he done. 1his is not 30 much
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oreative work for the cast, but they nust be ready for 1t
and mugt recard themselves éa workers. ‘The cest must be patient
and very attentive even if it is dull, because it is the pre-
paration for a future creation.

The director will lead the play and will reach a
comnlete form, and will lead the cas? throuzh thig form to
the acting. The director will be Terence,-iwho v/1111 also be
able to act Hs part. shon the director comes To tho stage
where he must esteblish the form of the play, ho mugt stari

with the most important moments, and lecad his cast through

thaem,

MISE 38 SCEHE

Each miga en gcone must have an idea, 7The director
must distribute the figures of his cast in the space so
that thoy know clearly what they have to do. The director
augt justify each moment, and must find the most gxXprassive
compogition for the individual. Each person nust xnow Why
he is stopping forward, going down, etec., averybody nust £nov
why, nust xnow the justificatlion for 2ll the movemenis, con-

poaitions, etc,

Balladinas Criticism:

why has the director repeated. the scene which was
done yesterday, and gonae over it in the sane way? LI the

director appeals %o the imagiration of the actlors it means



that the director will not have to repsat himself., The actors
aust do this work each day, 'and the director rust gzive new
color, now imagination. If this was done only to reaind the
cast, 1t is lost time. The cast must know the nlay so well

that they will understand the slizhtest hint from the director.
IT the director g#ives a gesture, then the actors must come to
the next rehearsal having worked on the gesture. ‘ihe work

mu3t be prepared. Zach director and actor must %now this,

and the director must require this of his cast, 1f the director
will ¥eep the gpiral in mind, the actors will find the rixht

apnroach.

(Director®s exeorcise:)

Alina's gesture maugt be one of real freedom and
trust, while Balladina's is tizht and compressed, Alina's
fesiure 13 to bring her hands from behind her back and SaY,
"Look," while 2alladina produces her hznds towards her and
says, "rfull,” ‘the next zesture i3 one <f recoil on Alina's
rart, and she says, 'Siator," as Zalladina stens towards her
and says, "Jed"’ ilina's next gesture is one of sympathy
towards har sistor asg she gays, “itell me," and R2alladina
Tanlios By ~weinting siralizht 2t her sister and sa Inz Yo"
Thase three estures are rezally ore.

doth Zoplara and Balladina in thelr d1fforent ways
are roally working in the sane way - they are in the sane

trean of life., T0plana is on a platform above 2alladina.,
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they both do the same zesturs - risinz out of the earth with
a gesture of poggessivenosg,' which zathers more gtrength each
time. They are affected by each other.

PSYCHOLOGICAL GW@WSTURF:
Criticism:

#hat wag 30od and new today was that the director

had taken part of the text and explored it as a gesature, using
Some words as a substitu for the vwhole tax%. lhis ig a very
ood step and is the fight approach, The aistake on the part
of the actors was, that in exploring the sestures, they did
not ugse their whole bodies. I the zesture is only a physical
one it ig not a paychological gesture, and it will riot awaken
any other powors.,

The idea of the paycholozglical gesture is to awaken
everything you have as actors. In order to accomplish this
you must make a hundred percent effort to awaken all the streang
you pogsess. [llever be satisfied with just a physical resulti.
There are times of cnurﬁa when you =nay perhaps have a special
aim in doing a physical zesture, but that is not the psycholo;-
lcal geature. 7The best way to find the psychological gesturas
is to imagine what streamz flow around the body, then you will
feel whether it is the right gesture. or instance, if you
are "taking in" by looking, it nmeans not.only looking »hysiecally,
but the whole body is "takinz in” dhen you have "{aken in"
something, you must compose it inside znd transferm theso

feelings in anothor forn.



i, Chakhov Feoruary J, 1937
AFTWR THFY CURTAIN IS MOWN:

ihe Zolden Steed:

%

“hore are threoe moments which “e will later call
clinaxes. These throe points are the moments which will lead
us through the whole play. Cur play begins with a certain
silence and ends with =a silence, and between these *wo silences
lies the whole play. iow we must iry to find some technical
mise on scene for the beginning and the end,; as a frane, The
silences oceur before the curtain zoes up, and after +the cure
taln zoes down,

It ls wrong for a play to end when the curtain z0es
down as it does in the.theatrﬂ today, because if we have
acted for the whole evening the result of the performance is
alvays after the curtain is down. The better the performance,
the more the audlence will feel that it does rot want to move.
The actors must remain for a few moments in the atmosphere at
the end of the play, %e must estabdblish a new hablt to act
alter the fall of the curtain, sradually the audience will

understand that this ig the most nrecious nemant,



