ADVICE G DIRECTORS

SPACE |

TIA8, SPACE, ACTIVITY, QUALITY - PSYCHOLOGICAL GESTUKE
UIAGINE THE FPLAY AFTER THE CURTALNL

LAAGINE WITH "CORDITICHS"

THE SPINE CR HMAIK LINE - THR WHOLR

Jajues-lJalcroze
gon Quixotoe
Tolstoy
King Lear
The director must have 2 special attitude of mind,

Ctherwige he will become dry as dust, The rizght attitude of
mind is to start with a vacuum and to create everything from
the very beginning. Zach moment must be a creative one,
Before the director begins to work, he must see that his cast
is ‘active and ready to work, and responsive to hin.,

SPACE:

Une way to approach a scene is to discover the space
and the other qualities relating to the scene, which will add
color., <Cne approach is through the imagination, and anothor
i3 through exploring the acenic world: height, depth, space,
etc,s Try to find a gestura which' will be part of the spine
of the scene., .

Jo not discusas the play and the characters., Instead,
discuss the Method, or rchearge, The Mathod's aim is never to
speak, but always to do. It is bettor to prepere more and to
avold intellcctual conversation. The director nust siork on
cach oxercise until he feels that he has.éxplnred all its possi-
bilities. He must find a better and more complete foram all
the time, It is very helpful to try and look a2t “he end of an
imaginary poerformance; from time to time you aust see the vlay

comapletely - 3e0 it as a Tfinished product. In your imazination
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you must oring the curtain down, and try io realize whet wag
the nogt iaporiant moment in the play. You will ;;ot real in-
gpiration {rom this, and it will lead you in the right way,

Lﬁ this way you will sce the real idea of the play, which ba-
comes clear only at the ond of it. You will set a gspeclial aye

Ior your play,

Griticism of second rsheargal:

1. ‘hat is the purpose or the oxercise? In whet way
docs it relate to the play? 7ihis must be told 4o the cast
before they bezin to work on it.

2. Jon't use the word "feeol," Uso "explors, discuovaer,
sensag, ¥ 21tc,

Js If possiblo lot your cast git aud rest when you
are not working with the btody. 1his will economize the activity
and you will zet the most from their full power. LI you really
explore the psychological sestura, you will find that povier
coming from Lohind you differs from the power in front of you,
In order <o do the pnsychological gesture, you must not only
uge your imagination, but your whole body. ‘he deepest monent
in the play can be understood {ron dolng these sinmple nsycho-
lggicﬁl sesitures, Throuzh them you will reach tho tracedy
underlyin: a play, without speaking ahout it,

A creaative state is the comnositior. of 2varythin: -
Jour feelinzs, imagination, body, atrtosthere - everything,

e must Find the way to nake this creative spirit flase up,

=iy, ™ E
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and so w2 start with one thing: jyour imaination, your tody,
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etc. The director nust alwayg pay zreat attention to the

questiong asked by his casty as they will be of zreat help to

him in clarifying his ideas., ile must know wthy his cast is |

doing certain things. lie can change his opinion about the

play as he digs deeper into it. e must grow with the

cast and develop as he begins to know the play better.

TIME, SPACE, ENERGY, QUALITY - PSYCHOLOGICAL GESTURE
Jagues-Dalcroze gives us a definition of rhythm

ag TIME, SPACE, AKD ERERCGY., The composition of theso things

can give different rhythmical patterns. In our rSychological

goestures we can express many differences in time. e must have

a feeling of time so that in one psychological zesture we can

feel the passing of many years, or the pagsing of a few moments,

whichever our purpose requires, The feolinz of time is ziven

throush our gesture so that we can feel it as we want, This

is one of tha beautiful qualities of the gesture which the

hunan body can produce, '

And so with space. ile can have the feelins that our
gesture encompasses miles and miles. The human body Zives ug
the possiblility to imagine and feel infinite space. Thisg is
also true ﬁf enlery or activity:s we are able to use different
kinds of activity by these zestures. e can use the same
geswure but the condition of the activity cgn differ. rfor
example, it is possible to produce the illiusion of volecanic
power,

| A whole world is contained in these throe beautirul
words - TEHE. SPACE, and ERERGY = to which we aust add

another word, QUALITY, #For examrle, i3 it soft, is it nard,
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13 1t rude, is it hapoy, i3 it sad? ‘ihese and aany other thingzs
are experiernced in gquality Under this thing, quality
“e must understand many thinzs. ‘iherefore, tﬂe psycholozicel
gestiure is not the zesture we use on the staze or in our life.
It is a special xind of zesture which is rich and without
boundaries, It 1s the greatest aid to us.

Yor cxample, if we are speaking ﬁbuut a play, let

us say Uon AQuixots, and we find that the idea of %this play is

to ghow idecalism under the guise of stupldity, we can speakx

about this, dut whether we feel the gpace, time, or quality

of Don Quixote's life, we may or may not. 2Zut if we try

to imagine Don Juixote in a psychological zesture, it means

much more than if we gpealk for hours and hours about this
character., Cur psychological gesture subgtitutes for intellectual
conversation about the play and the intellectual approach to

the feelings and ideas., Hobedy can really find the idea of

the play without psychelogical gestures.

Jany clever and witty things can be vwritten about
the idea of a play, but I find that in spite of the clever
things that are said, they never touch on what the author
dees. There’s a great difference between findins the idea of
tho play, or describinz the play in wurdﬁ, for example,

you can describe the whole story of Xins Jear, dut it will

remain a deseription and nothing more. ©Out if you find the

Zesture of Xing Lear himgelf, then you will fird the idea of
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this image., +This idea includes TIME, SIACE, ACTIVITY, QUALITY
and other things as well, ﬂé have the righ? to find the

idea in our individual ways because we are different poople,
but the intellectual approach to a play adds nothing to what
has already been 3ziven. iobody can tell what Shakespoare had
in his gspirit when he vwrote. In comparison, the gesture will
help you to find the idea or the play.

The game i3 true of the characters, 'Ye can only
undergtand the characters through the gestures. Irom tho
highest idea of the play to the simplest incorporation of
one noacnt, woe must uge the sane means - the psychologlical
zesture. This is like bread and water to the actor, becauce

he needs this feeling of TINE, SPACE, ACTIVITY, and QUALILY.

The ilathod of Apnproachina Cur SXetchens

At the moment we are concentrating almost entirely
on the psychological gesture, and thig is zood becauze vie
mugt et aceustomed to this part of our viork and undergtand
somae of the difficulties, Iliowever, there are many other
posSsibilities for starting a skotch, But which one will be
used depends very much on the character of the sketch., ‘ine
director canwe all thege approaches alternatively, and be
absolutely free. Do not take pedantically any surgestionsg
that I nay give you. You are entirely free to gquestion and
in this way clear up difficulties. Jifficulties are good
becausae they mean we are golng deeper and deeper into the

undarstandingz,
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THE SPINE OR MAIN LINE: THE WHOL®.

It ig absolutely necessary in preparing a sketch or
play to find, in time, the spine or main line of the play.
This 1s gometines called the idea of the play., In tryling to
find this idea, diraectors and actors of today bezin to uge
their intellects and find something which they call the ldea.
we must escape this intellectual approach when finding the spine
or main line or ldea. The whola Mathod I am trying to give
you is directed towards cscaping this bad way of intellectualiz-
ing about the play, which kills the possibllity to be in the

aura of the play, The intellect is not able to enter into the

aura of the play. t kills it,
IMAGIN® THE PLAY AFTRR THFE CURTAIN IS DOWN:
We must find the approach to the spine of the play.

There is one very helpful principle. Imagine we are looking
at a very good performance. Imagine that we have seen one
act, another, and the third act. The curtain is down. e
continue to sit in tho theatre and are open to the impression
wa have recoived., Try to understand what is going on in your
soul a2t such a moment., You are living throuzh the nost iaportant
thing in the performance: the idea, the spine, the main line,
the whole, This i3 only possible when the play is over be-
caugse there ig this beautiful nmoment when you can catch with
your whole beinz the result of the whole .play. And what is
thia result? + iz the aim, the spine, the idea, the main
line. ~sernapg you ara able to nane this moment with your
intellsct ~ ot yet, 7This i not necessary,. |

b | A L
L2,

Inagine that you ars pgoing to prepare a s
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You must inazine that you are lookins at this sketch which is
not yet prepared. Xou nust innk at sorie pictures which you
have already created, and then pull dovr the curtair ILn your
inmagiration., ioWw you wait until you feel that something ls
zrowinz in your imagination as a result nf your atteapts *o
look at the sketch as if it were performed and the curtain had
come do'm. 1his is a well from which you will zet many inspi-
rationg for finding the main idea. Each dircctor and each
actor nust try to do thig, irom time to tims 1t is necessary
to repent this act of going through the performance and bringing
the curtain down, in order to see how the sketch has grown.
Talstoy sugzests that if you are very angry with
gomeone, try to porform the whole act of your anger up to the
moment when you gee {hor reaction of the other person. At
the nmomont you gee thia reaction you will no longer wish to
do or say the angsry thingse. ‘hen, you have seen the result -
the curtain is down and your oneay is lying befere you helpless -
what more is there to do? 'There is nothinz to do but holp hin
up and get rid of yourself, Therceiore, the result of all the
avil things you wish to do is cxactly the opnositael
The director must always iind the difference Bbetween
actlon and actinzg, ‘‘he action is the preparation TIor acting,.
igt us suvgose your psycholozical iesture iz "pushing!
The surer your pushing iz at the beginniny - that is in the
Flatonic world - the richer will be youwr pushing in the

world of the performance, And this will crsate a persuasive
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thing for the audienca,
ihe director mugst always try to zivo the nurest
form of the psychological gesture. Ctherwise bad habits and

ideas will develop, which have to be uvrooted later.

Criticism of the Third Reheargal: 'the Fishinz Scene

1, You must remind your cast as often ag poassible,

until ceverybody will understand, that each psychological gzesture
ig given in order to explore some depths, Without thig re-
ninder to the cast the gesture ig often done without achieving
the best results, because the actors forget that the gosture
i being done only to cxplore and not for acting,

2« Zou did not tell your cast clearly enough what
the purpose of your psychological gesture was{f;?or example,
to penetrate,

Je You referred to the physicgl part of the exercise,
V@ have no purely physical exerciséa; eﬁch aexercige has'lis
physical and psychological side, |

L. You zave the action too vaguoly. You nust give
a clear physical and psychological gesture: for exemple,
to penetrate - force the knees, cheat, head, and forehead
forward - that would clearly doscriba the zesture,

5% The director must have a very clear idea of what
he ig doing, and of the series of psychological zegtures which
711l lead his cast the rizght way. Ihrough suech 2 series of

gestures you can awaken feelings, interpretation, otc. You
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You could expvlore the penetrating gesture with the gesture of
boing pushed from behind, and coapare the %wo,

6., Don't use the word "objective.,” In our 3enga this
neansg the task which the director gives the actor to do.
It would be tatter to use the word "result, aim,"” etc,

?. The Abyss: Il.ever tell your acltors that they are

gtanding before an abyss. You nust tell them to imacine a
figure standing before an abyss.

8. In order %to experience a sensation of "relief,"
you must tell the actors why and how they cre relieved. You
should zive them a psychological gesture for thie, the opposite
zesture to thoe one which you gave to penetrate. Yor instance,
stand and.iﬁagina that you are going down, down, dovm. This
will help you to underatand vhat it means to zo dovn into
an abyss; But 1f you stand and say thut the floor in front
of you is an abyss, you must ba crazy. You could approach
the problem in another way: through tho psychological gesture,
in which case you would tell your actors to cend their centers
doWne,

9, You cannot explora and feel at the sane time.

To explore you nust have an unlinmited amount of power., In
doinz 2 very clear psychological gesture,  you must have a lot
of power. If you ask your actors to ataﬁd before an abyss
and feel at the gsame time, you will over-sirain thelir powers,
CONDITIONS: ' -

The world of real life and the world of imagination

are two 2ntiroly different viorlds. In the world of lmagina-
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tion you can do anything you wish, Imagirie that you see a
throne with its heavy golden frame. Than open your aeyes and
S¢@ an ordinary chair. Through your imagination it will be
posgible for you 1o use the chair as the throne. Ye have the
ability to imagine and the ability to understand conditions,
Tho actor understands the "condition" and fuses it with the
aura which he hag created in his imaginatiuﬁ; At the moment
Ttho actor loses the feoling of the "condition" as such, he will
be mad, 3y "condition" we mean accepting somethinz ags a synbol
of something else: ILor ingtance, the chair is the symbol of
the tThrone. Ve ugse tho word "symbol®™ here in its gimploat form,
The ‘abyss” exercise would have been zll right if the
director had first given hig cast the possibility to imazire
the aura. Ve must either start from the imaginetion or from
doipx ~ for instance, the psychological zesture. In this
cagse the director did not give his actors an imaginary thing

because it wags too real, and it was not a doinz thing because

there was nothing to do. If the actors had really been able
to realize tho abysa, they would have been aad. The rizht

“#ay would have been to give the exercise either as a psycho-
logical zesture to be explored, or as an inaginary exercise.

It foll between the two poles = imaginatiﬁh and action,
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A 13-ycar old boy whose stepfather is on the Jane,

The mother of the boy. First husband drovmed on the Jlary.
Second husbhand on the Jana., 3Sick child at hone,

Aiddle-azed spinster
Girl of 15 - only brother out at sea,

Cld woman whose husband and sons iwereo drowned nany years

210

Young vioman with baby - husband on the .Jana - only
nan saved,

0ld woman ~ sometimes thouzht to be a witch,
Youngz bride from the city. Husband on the Jane,
Young girl in love with man who hag married the city zirl.

Cne fishaerman who returns on the Jana.
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Gatherine A 13=ycaxr old boy ‘those steplfather
iz en the Janes son of Zratel

urotel Jdother or the boye first huastand
drowned. JSccond husband on the
Janes. Sick chlld at hoao,

faula diddle=azed voman with two sons out
at sea,

drg, Zlmhirat %lddle~-azed spinstery two nephews
out at sea.

Anna tnly brothor out at sea; an orphan

Lleanay 5ca hag taken all hor nen,

Jocaelyn ‘Her -husband 13 on the Jano,

Lsma 14 vioman

deatrice | In love with Felicity's younz hushand,

who is on the Jape.

Felicity Young bride from the 2ity. rhHustand
on the Jonag.

Joihn . Cnly fisherman saved an the Jane,



