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Gegture = Sveech:

The Golden Steed:

iiithout the power of the atmosphere, we will not Dbe
able +o radiate when we gzet into the theatre. 1 our psych-
ological pestures are weak, our action will be weak, imagine
you are lookings at an actor who is acting very well, ihat
malces him act well? le is producing a gesture in his speech,
We begin with this most important point in our work. e are
in a better position than a2ctors who are compelled To Zrope
in the derkxness. Therefore, we must keep our psychologlcal
zesture with both hands. loday it was very weak, and 1t was
not clear what the psychological gestures were. A3 a result
the speech was only moving the mouth, and rnothinizz more.

To make the atmosphere and radiate it, to produce a
paycholozical gesture inwardly, to speak and fill the space -
if you will try to do 2ll of this,, you.will increase your
rower., ‘This activity 'aust have direction, =he second reheoarsal
isas much Letter, which shows that we can do better. LI you
cannot, thon the mistake would be with the dircctor, but
vou can do better, therefore it is your responsibility,
PSYCHOLOGICAL GWSTURT:

Abvss execrcise: The world of the rcal life and

the world I imagzination are two cntirely different worlds.
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Bdalladina:s (Director's exercise.)

The scerne in the chapel with 3alladina when she
faces the Saint, The exeorcise was for Jalladina to be drawn
to the 3aint - to face him. le turns hls head and she re-
troats, still beoing dravm to him, and he extends his hand to
hold her back. Hostrin stands watching - his gesture is to.
take in, ‘“he Saint'g zesture ias to be passive, to bs frans-
narent, Calladina iz pulled towards the Saint until she coaes
face to face with him, He turns his head away and shows hils
hands in front of his face, as i1f they were a alrror of
Salladina's soul.

Criticism:
ihe kind of psychologlical gesture was good, the

moving forward was good, but the migtake was thav you did not
make it clear why you were doing this. Therefore half the
result of the work was loast because the actors did not know
what their alm was., If the director tells his actors what

he ig aiminz at it will help the actors very much, and thié
will zive quicker results. 5Sut if the director does not krow
himgelf and wisheg to continue to explore, then he nust try
t0 explore tozether with the actors,. ihy should you hide
your aim fram.yuur actors? ‘The action of beins pulled by

the heart was cood when it was given as action. You can
elaborate on thig as nuch as you like when the actor has his
action. JInstead of this tne director gave tie action of soving
with the left side without explaining the ain of the action.

in the other harnd the nistake or the zetors was
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that they did not explora their gestures with a hundred
nercent povier. You will gef‘nothihg fron half-way movenents.
fou nust do the gosture with all your power, then your body
will zive you the answer. You are not vet able to act, lut
you arc ablo Tto exorcise the gesture with your full power,
ﬂraduaily this gesture will be transformed into feeling, but
you will never reach this transformation of. the gimple gesture
if you are doing the gesture half-way. IThe direcctor's mistako
wag that she did not point out this weakness on the part of
her cast. The gesture to take in is not enough. The director
nust tell the actor clearly what he must take in., The actor
would then do it ingide, and in this way really take it in.

To be one hundred percent active in doinz zestures
meang o xnow exactly what you are dcing. Thereforo, even a
slight vagueness on the part of the director will Torce hisg
ca3at to work only with half power., The idea of a pacsive
or iransparcnt gesture was good., ihen this was accomplished
then the director could have let the actor lessen the trang-
parcricy and begin to radiato. The director did not zive the
actor any progression, and it wag not clear why he should be
transparent, ‘Where wags the bridge? And the idea of the nirror
was only a symbol, rather than a psychologzicel sgesture. ile
mugst have gound and good pictures or imaéeﬂ in our imagination,
out no¥ symbols., The idea of drazsging the feet was not socd -
1t would have bLeen better if the whole laz had been drasgsed,

because there would have been somathini to axnlora.
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You nust reaind yeour cast that they musti not act
the nsycholoszical gesture, but nust pnly explore it. ‘ihe
director must never ask the actors vwhether they wish to repeat

)

the ~xercises or rot. It is tad because actors are very lazy,
and the director will weaXken his cast in this way. ‘the ldea
of the mask was all rizht, but you did not iive the reason
for it., liask as mask as illustration is nothinzg.

It 1s so important to explore our whole naturc
with these »sycholozical gestures, Ior lnstance, the gesture
from the heart. iverhaps the director will go further and cx-
plore the left gide as feelings, and the rizsht side as will,
Theso aimple exercises for the psycholozical pesture will
srow with experience., If you will build the whole ccene
by means of your psychologlcal gesture, you will at the came
time rehearse the play, but on a level which is much richer.
The richnesa of the performance in the real vorld depends
upon how high you can reach the "platonic world;. or ‘the world

of our paycholozical :estureg.

eer uyYnis

You can take the whole first part of the play
and bringz it into one gesture. ‘The psychological gzestwre is
like bread znd wine for the actor. .eer «ynt nmust push his
obstacles away, not as heavy naterial things, but as a noetl

Wit
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oelini: of beauty., ILet him do 2% as 1 11 vwere a

=
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soliloquy. 7The actor must really experience what he is doing,
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The lass free the actor will be in doing his wsycholezical
~esture, the more [ree he wiil be later on., LTt depends upon
the director what form of the zegture he zives., e are now
workingz with the paychological gesture pecause we want to
wnderstand i+, Iater we will perhaps pay less attention ©o
it, and will pay more atiention to imasination and other
+hinzs. 1he director can find the whole play in the platonic
world. ‘'he nore harmoninus your composition ol psycholozical
cestures ig, the nearer you are to the platonic world. ihen
the director has found a sesture witk his actors he can change

it and explore further.

Don Quixotea:

Always think of the spiral. 1t is ¢ood to do
ngychological gestures and then inaszine and always 50 back
to each *thing, and do other ithings in belween. A4s a director
you nust vary your approach. 7he purpose of ziving imagination
ags a rrourxl is to awaken the imagination of your cast. the
director must show his cast some forms hidden in the play
in erder to awaken their imaginations, lie nmust also show
nis cas+t the connection between varieus moments in the play.
Tho director must rot lead his cast through the play each
tima = the actors must do this alone = dut concerninyg various
~oints the direcctor will speak to the cast at every re-
hearsal, Jlookins at the play agein and agzain is work which

the cast aust do always. Only the siznificant peints, their
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connection, and the consitruction must be shown by the director,

-"'I

ihe Golden Stead:

we will speak our lines on the winzs of our psycho=-
logical gesture. The small circle around the structure is the
Space you must fill with the fullness of your speech. iure
psychological gesture - in the platonic world where things
are in their purest form. At first these pSycholozical
vestures with speech may seem artificizl, »ut this may be
only until the gesture becomes easy and like second nature
to you. ‘When the director has given you a gesture, after
you have mastered it the directer itan tell you evorything
around the play at this moment and it will be the aura around
the zesture you are able to do. oW imagine that you have not
been slilven a gesture, and the director has only scoken to

you - 1t can be a very empty thing,

raer tynt:

It is not right to give a passive sesture such

as "walting". You must tell your actor what he must do. t'or

LIS talCTe UNC .OTNEer MuSt (;rope Ior thousards and thousands

of miles. “hen it becomes an active thing, By "rmesture” vie
mean beirg active. To "recall” is also wrons - instead of
recalling you should rapeat very clearly what you want done.
To recall :ives you nothinz - to reveat would be active, 7
you will recall your ovm action or your ovn rehearsal, you

Wwill take from the rermembrarce the vworat things, and you
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will not be able to recall the good things which always cone
from your inspiration. You tust each tinme act new things,
What you can recall is your aura. If you try to recall the
rehearsal you will only zive dry, shallow thinzs, You nust act
cach time ag if for the first time. Lf you recall you wlll
only take vart of what you have done, and your whole power
will go in trying to recall it, Instead of this you must throw
it away and get new things. The text you will remeaber as
sounds and melody ~ that is another thing. It will become,
as it were, second nature and will re-create many things for
you, I(f an actor really remembers his words when learning
them, this is more than meaning, it is the re-creation of
his ovn bheing.

The gesture to die contracted, or the gesture <o
die giving up, these are beautiful compositions, The director
must underline these two things., In.order to reach the compo-
sition of the two, you must explore each moment spiritually,

and tho actor must rezard them as jewels., Son't let it be

vazue,

se el 4 N % W W

ATMOSPH%RY @
The Fishing Scane:

sxercise for imagination and for creating atmosphere,
Imagine the moment svhen your rfear begins to gstir - that fear
which is never far ifrom your hearts, It grows and jrows with

each rathering cloud, with 2ach just of wind., At last borne
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in on you is the full knowledge that +he storm iz a terribple
ona. Imazine how every nart'of your teing radually becenes
riveted on the storm - nothing but the thouzht of the storm
exigts for the whole village, finally comes the moment when
this conquers everythinz,; and sends you ouv from tha safoty
of your homes into the nizht, down the rocky path, vattling

for your lives at each sitep, until you reach the beach.

¢ Ye T % B % W

Sonetimes the directors are working 1oo glovily.

There is not so much time in our 1life, and vwe must WworX much

TTOLTC 4 SEveI- o0 d=—mtoh—tino foxr inaz ion. but
when giving definite actlons they should be ziven quickly
anq actively, because the actor's nature is to be lazy.

it is better to do an exercise in sectlons, and ihen
brinz them a2ll together, rather than to iive your actors Too
much to do at first.

3y doing a gesture, the actlors will discover some
nsychologzical subtleties, and by understanding them the actors
will chanze the gesture, \‘hen the actor can add nuances, it
neans that he has discovered somethinz, and then he will be
able to add and add new qﬁalities and digcoveries to hls gesture,
Then +the ball will jump Iron psychology to gesture wwd Lron
zasture to psychology. ‘he actor will understand you in this
new languaze, and will be able 1o Tollow your direection with-

out the nced of speaking intellectually. ins resture Wwill
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become a languase betveen the director ard the actor.

You do not clarify’the idea of how you are uging
nugic in Peor Gynt, Lverything aust be given in much clearer
form. Must the nother always be lyinz dovm? TIerhaps you will
reach more results by havinzg her standing or sitting - this
leads to aecting.

The director must give simpler gegtures so that
they Ean be cxplored more deeply. In order to sxplore all
you have given today, you would need weeks and weeks., for
ingtance, Feter has done today but he has not explored. If
you had given him thig in a simpler form it would have been

botter, 'The danger is that the actor does the movements in

an empty, mechanical way.

St, Joans
Exercise with the group. To recall tho result of

your creative procesg is wronz - you nmust create it each time,
but in the cagso of the nise én zéﬁna or the text these you

must recall. TYou can tell your actors to stop and be conscious,
and in that sense recall what they have just done. %The actor
must bae conscious of what he has done, but he must not use it

ag a substitute for creating freshly each tine,

fxercise:
The group rotates from left teo rizht, exploring
belng lost ~ a small circle of them., 'They become aware of

Joan and are led to her. 3She lecads thea on. Zhe takeg thenm
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in and they are led by some quality of her gegture,

Sometimes we have the illusion that we are doing
psychological ;estures, but we are not. Today this turning
zegture was only an illusion. 7This is the director's mistake,
You must have an eye for reality - you aust not be druzized
by the illusion that your cast is working. You must know
when they are going wrong, or when they are.doing nothing.
This i3 a most important point. %The direcctor must be much
stronzer with his cast,

Joan's gzesture vias really done, and the result
will cone, 3Beatrice's faeelings are so flexible - she begin
to feel very easily, ‘1his is an actor. Beatrice has this
ability., HIaving dnnﬁ a gesture, at once somethinz comes Iroa
her, The director must find why this does not happen when it
does not, low to overcoma this? If the director sces that
the zesture was not understood, he nust stoop and give very
clearly an explanation of what is ameant by this gesture. tor
instance, is the shoulder falling down or i3 it pulled down =
they are entirely different things. 1what is with the center
or the legs or the hand? If the director sees that the gesture
is not realized, then he must give cach part geparately.

The director does not need to analyze the zesture if 1t is
riot understood, or to change the gesture} sut do not leave
your cast in she state of half-understanding of what they
are doing. This nust be absolutely clzar for cverybody who

direcis,.



Sometinmes, ior varlous rzasons, y¥ou lost your ener:y.
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Lry not to stor your work aven ror seven sccends, Yhis stopping

to regst for a
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will never sSiyve you reste 1
few secends, but if you overcomo this tTemptatiocr: your power

will orow during the rehearsal. If you !aks sote erfforts in

the hesinning you will lose this desire to regt, and the
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hearsal) will be an entirely different one., Ilater you will
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much nleasure f{rom this,
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