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CAEATIVE AFFRCACH 70 1hid ThEALEER

STILE

FILLLNG THE FCRM =\ SYCHOLGGICALLY

&  HYSICALLY

CLIMEDIA DELL'ARIE STYLE

iogecow Art Lheatre
Ct BEATIVE ArithCACH WG Tilks 1hEAIRE:

" Why do we remain so long on the point of style, or
zesture, or objective, otc? 1V ig very dull and 1 could make
the lessors morc interesting, but It would %ill our final
result. ile have to get the freedom as far as our work will
allow ug, but to be free during the porformance means to got
a certain quite definite basis on which we have to develop
our =lay Work. ihat means that tpu time we have to scgend for
building this ground must ce auch longer and much more care=-
ful and dull than is usually dona in our theatres today.

ir our modern theatres there is no zround uander the
nlay, only the habits of actors, and nothing is done for the
nlay as such, Therefore, actors on the stage of the moder:n
theatre are nrever improvisinrg or acting freely, never creating
their performances. e know that this particular actor will
aéeak 1ike that in this new play = I can hear him before the
serformasice begins, I can see him walking, I can hear hinm
speaking, everything the same ag before except tne costume
nerhap3, "hat means that such actors are Iar, far away frem
the creati?e_gpprnach to the theatre. Jhey cculd be creative
if they had a gzrecund for each »lay - a sevarate zZround. 1nat

mears in the psychological genses in our sculs., ihat neans
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car+ain kind of abilities riot habits - certairn %ind of abilities
for this greeial, particular Yhlay we are awaltened 2nd as a
result we arc able 1o act this play ia the future,

it 1s absolutely essential to krow why we are work-
ing in ?his way. ihe vwrong way is to get accustomed to the
play, to accumulate & anrtain.number of hablts and uge them
each evening, being inwardly abgolutely indifferont to the
play. Thérefﬁra, you nust say to yourself, we will rchearse
the play in the usual sense {rom thq;heginnihg to the end nuch
lonser than-fhﬂ uﬁﬁﬂl'theafée does, but we will get the ability
to act the pnlay instead of Jjust the habit to come to the play

and make thig or that make-up, and speak with thigs or that

voice,

STYiE:

Simple style of both pleays as such - to develop
the abilitieg Tor these two plays. We will change and build
our inner composition on the contrast beilweeii these two plays

which will support each other in our exercising.

cup .i'-'hantnmﬁ_t @_hﬂ Pnﬂﬂezﬂa'a:]_

Remind yourself that you lave your body as a fora -
tha whole btody, from top to toe. 1lhen say, "dy body, my Lorm
ig a movable one.™ ‘iake somo mnvemnntﬂ} retting pleasurae
from the ability to move the Tform freely, completely.  Add

to this that I move my body as a form, filling it with nmy
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presencey [ am herey L f£ill my body as a form, filling it with
my creative spirit, my I an}' my presence; it moves my body
because I am there, gitting in my body filling it, ly body
mugst really be filled with my creative spirit, each finger-
tlp must be filled with it - not the fillirg in general,

ralk agd move your bodies, taking different positions, being
absolutely centered on the idea that you are present in your
body. You are filling your body with this presence, and

not with this or that emotion. &£ach siep must be & form, a

definite beautiful forn.,

PILLING TLE I'CRA - ISICHGLCGICALL¥ & YHYSICALLY:

In this play our perfnrﬁanca must te like the ifloscow
Art performance - whether the audlence looks at it or not,
it will be gsomething definite, ‘hen we are vague in our psy<
cholazy and movementis we are not responsible for the performance.
If we are vague in our f£illing of the form, we will be vaguo
in our psychology, in our character, in our interpretation
of the play. We will be floundering all the time.

Add the next point: vwe have filled our bodies so
much that they tnreaton to breakx. I am so much vresent in
my body that the form of my movement can ba broken at once,
but it does not break, iry to distinguish betwaen physical
tension and the spiritual or oreative feelins of the forn.
It iz quite a different thing., Work corsciously irside your=-

self to et thesa abilitles., ..ow add the words., ilharn: we
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try to £ill the form sometimes our natures resrond to it with
certain emotions which we adtually do not want. When we are
£illing the form we often get the emotion of anger, which io
ong of the very common mistakes in our profession. Try to
get the ability to fill the form with your presence to the
point ;ﬁera it can boe broken, but without becominzg angry.

Try to speak some terder words with the filled form. For

ingtance, say "My dear," with the filled form.

Svanish Evenipng: . . - | i

hGW'immediately ﬁhﬁnga paychﬁlﬁgicﬁliy to tho
Comnedia dell' Arte style, %he feeling of form must be ours
for ever and ever, alfhough in di%ferent kinds of form. '“the
form of this play is no less defirnite than in the other play,
and you must do everything qulte as consciously. ‘ihia ig poriod
theatre vhich we must give at this time. hemind yourself of
the feellig of form, of eage, of the baby psychology, of the
oif-the~ground psychaiogy. Bverything must be remembered
consciously; everything we have dorne must be consclously
cherished in our souls, |

By improvisationrs and small sketches in the gtyle
of the two plays - in this way the actors will tegt themselves
ag to whether they are able to create things in the stiyle of
the plays. ihen you do the exercises o style it is zood,
but when you do improvisations in the style it is ot good,

‘1hig ghows how important it is to concentrate on the style
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so that it really becomes the basis for creative work, <“herc-
fore we must work patiently®to un&arst&nd the power of theso

gtyles. fet us do a sketch in a station, first in one style

and then in ‘the other,

In the style of Jux :hantoms we hold the audience

*‘l. ;
and we anticipate the climax, IYour inner »resence in your

body must be there. It must be there so strongly that it

can burgst the form at any moment - this is what wo call threatone
ing the audlience, proparing them for the next moment when tho
form will burst like an explosion. '“his has nothinz to do with
tension in the brain, ¥We always make one biz mistake with this
gtyle; by having our bodies filleﬁ with our presence we get
stiffness in our physical body, dbut this ig easy to discard,

tiowever, there is another kind of stiffness, and that ig the

inability to live in tempo, We think wo must novo slowly -

not atv all, 1Ihig kind of stiffriess is the more difficult than
the other, but wo must overcome it, The ability to be in tho
style of the play means to be ablo to move and speak very

quickly. 7This will be the rext sten,



