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ISTA

International School
of Theatre Anthropology

Every researcher is familiar
with partial homonyms and
does not confuse them with
homologies. For example, in
addition to cultural anthro-
pology, there also exi
criminal anthropology, phil-
osophical anthropology, phys-
ical anthropology and pal-
acoanthropic anthropology.
In ISTA the distinction is
repeatedly emphasised that
the term ‘anthropology’ is
not being used in the sense
of cultural anthropology but
that ISTA’s work is a new
field of study applied to the
human being in an or-
ganised performance situ-
ation.

The only affinity between ISTA’s work and cultural
anthropology is the questioning of the obvious (one'’s own
tradition). This implies a displacement, a journey, a detour
strategy which makes it possible for one to understand
one’s own culture in a more precise way. By means of a
confrontation with g

S

what appears to be foreign, one

educates one’s way of seeing and renders it both
participatory and detached.

Let us therefore avoid equivocation: Theatre

Anthropology is not concerned with those levels of
organisation which make possible the application of the
paradigrus of cultural anthropology to theatre and dance. It
is not the study of the performative phenomena in those
cultures which are traditionally studied by anthropologists.
Nor should Theatre Anthropology be confused with the
anthropology of performance.

Again: Theatre Anthropology is the study of the
behaviour of the human being when it uses its physical and
mental presence in an organised performance situation and
according to principles which are different from those used
in daily life. This extra-daily use of the body is what is
called technique.

A transcultural analysis of performance reveals that the
performer’s work is the result of the fusion of three aspects
which reflect three different levels of organisation: 1) The
performers’ personalities, their sensibilities, their artistic
intelligence, their social personae: those characteristics
which  make them wunique and once-only. 2) The
particularities  of the ¢tradidons and socio-historical
contexts through which the once-only personality of a
performer is manifest. 3) The use of physiology according
to extra-daily body techniques. The recurrent and
transcultural principles on which these techniques are
based are defined by Theatre Anthropology as the tield of
pre-expressivity.

The first aspect is individual. The second is common to
all those who belong to the same performance genre. Only

the third concerns all
performers from every era
and culture: it can be called
the performance’s ‘biolo-
gical’ level. The first two
determine  the
transition from pre-expre-
ssivity to expression. The
third is the idem which does
not vary; it underlines the
various individual, artistic
and cultural variants.

The recurrent principles
at the performance’s bio-
logical level make the
various performer techni-
ques possible: they are the
particular utilisation of the
performer’s scenic presence
and dynamism.

Applied to certain physiological factors (weight,
balance, the position of the spinal column, the direction of
the eyes in space), these principles produce pre-expressive
organic tensions. These new tensions generate a different
energy quality, render the body theatrically ‘decided’,
‘alive’, and manifest the performer’s ‘presence’, or scenic
bios, attracting the spectator’s attention before any form of
personal expression takes place. This is, obviously, a
matter of a logical and not a chronological before. The
various levels of organisation are, for the spectator and in
the performance, inseparable. They can only be separated
by means of abstraction, in a situation of analytical
research and during the technical work of composition
done by the actor or dancer.

ISTA’s field of work is the study of the principles of this
extra-daily use of the body and their application to the
actor’s and dancer's creative work. From this derives a
broadening of knowledge which has immediate conse-
quences on the practical, professional level. In general, the
transmission of experience begins with the assimilation of
technical knowledge: the performer learns and person-
alises. Knowledge of the principles which govern the
scenic bios can make it possible for one to leam to leam
rather than to learn a technique. This is of tremendous
importance for those who choose to or who are obliged to
go beyond the limits of specialised technique.

Occidental performance study has for the most part
concentrated on theories and utopias, neglecting an
empirical approach to the pertormer’s problems. I1STA
directs its attention to this ‘empirical territory” with the
objective of going beyond the specialisations of particular
disciplines, techniques or aesthetics. This is a question of
understanding not technique but the secrets of technigue,
which one must can go beyond
technique.

aspects

possess  betore  one

Eugenio Barba
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INTRODUCTION

THEATRE ANTHROPOLOGY

EUGENIO BARBA

Where can performers find out how to construct the material
bases of their art? This is the question which theatre
anthropology attempts to answer. Consequently it neither
responds to the need to analyse scientditically what the
pertormer’s language consists of, nor does it answer the
question, tundamental to those who practise theatre or dance,
of how one becomes a good actor or dancer.

Theatre anthropology seeks useful directions rather than
untversal principles. 1t does not have the humility of a
science, but an ambition to uncover knowledge which can be
usetul to a performer’s work. It does not seek to discover laws,
but studies rules of behaviour.

Originally, anthropology was understood as the study of

. A
€ tlar principles, ditferent performances: (1) Aztee dancer, (2) European
sester i the Muddle A (3) Balinese dancer, (4) Japanese Kabuki actor,
) Indian Ohdisst dancer: (6) cla Uhallet dancer
[he prinaiples which reg te behaviour of performers in vanous cultures
are smilar, but the pert ire ditferent

human heings” behaviour, not only on the socio-cultural level,
but also on the physiological level. Theatre anthropology is
thus  the study of human beings' socio-cultural and
physiological behaviour in a performance situation.

Similar principles, different performances

Different pertormers, at different places and times and in spite
of the stylistic forms specific to their traditions; have shared
common principles. The first task of theatre anthropology is
to trace these recurrent principles. They are not proof of the
existence of a ‘science of the theatre’ nor of a few universal
faws. They are nothing more than particularly good ‘bits of
advice’s information useful for scenic practice. To speak of a
‘hit ot good advice' seems to indicate something of little value
when compared with the expression ‘theatre anthropology’.
But entire fields of study = rhetoric and morals, for example,
or the study of behaviour — are likewise collections of ‘good
advice'.

The ‘bits of good advice” are particular in this respect: they
can be followed or ignored. They are not inviolate laws; rather
—and this is perhaps the best way to use them — one respects
them so as to be able to ignore them and go turther.

Contemporary  Occidental performers do not have an
organic  repertory  of ‘advice’ to provide support and
orientation. They lack rules of action which, while not
limiting artistic freedom, aid them in their different tasks. The
traditional Oriental performer, on the other hand, has o base
of organic and well-tested ‘absolute advice', that is, rules of art
which codity a closed performing style to which all the
performers of a particular genre must conform.

Needless to say, performers who work within a network of
codified rules have a greater freedom than those who — like
Occidental performers — are prisoners of arbitrariness and an
absence of rules. But Oriental performers pay tor their greater
liberty with a specialisation which limits their possibilities of
going beyond what they know. A set of precise, useful and
practical rules for the performer seems to be able to exist only
by heing absolute; closed to the intluence of other traditions
and experience. Almost all masters in Oriental theatre enjoin
their with  other
performance genres. Sometimes they even ask them to not
watch other forms ot theatre or dance. They maintain that
this is the way to preserve the purity of the performers’ style
and that their complete dedication to their own art is thereby
demonstrated. This defence mechanism has at least the merit
of avoiding the pathological condition which results trom an
awareness of the relativity of rules: a lack of any rufes ac all
and a talling into arbitrariness.

In the same way that a Kabuki actor might ignore the best
secrets” of Noh, it s therefore symptomatic that Etienne
Decroux,  perhaps the only  European master to have
elaborated a system of rules comparable to that of an Oriental
tradition, transmit to his students a nigorous
closedness to torms ditferent from his own. For
Decrouy, as tor Oriental masters, this is not a question of
narrow-mindedness or intolerance. Tt is an awareness that the
bases of a pertormer’s wark, the points of departure, must be
detended as precious possessions, even at the risk ot isolation.
Otherwise they will be irremediably polluted and descroyed by
syncretism.

The risk of isolation is that purity might have to he paid for
with sterility. Those masters who isolate their students in a

students not 1o concern  themselves

seeks to

scenic



fortress of rules which, in order to be strong, are not allowed
to be refative and are therefore excluded from the usefulness
of comparison, certainly preserve the quality of their own art,
but they jeopardise its future.

A theatre can, however, be open to the experiences of
other theatres, not in order to mix different ways of making
performances, but in order to find basic common principles
and to transmit these principles through its own experiences.
In this case, opening to diversity does not necessarily mean
falling into syncretism and a confusion of languages. On one
hand, it avoids the risk of sterile isolation and, on the other
hand, it avoids an opening-at-any-cost which disintegrates
into promiscuity. Considering the possibility of a common
pedagogical base, even if in an abstract and theoretical way,
does not mean, in fact, considering a common way of making
theatre. ‘The arts’, Decroux has written, ‘resemble each other
because of their principles, not because of their works”. I could
add: and so it is with theatres. They resemble each other
because of their principles, not because of their performances.

Theatre anthropology seeks to study these principles. It is
interested in their possible uses, not in the profound and
hypothetical reasons which might explain why they resemble
cach other. Studying these principles in this way, it will render
a service to both the Occidental and the Oriental performer,
to those who have a codified tradition as well as to those who
suffer from the lack of one.

Lokadharmi and Natyadharmi

‘We have two words', the Indian dancer Sanjukta Panigrahi
said to me, ‘to describe man’s behaviour: lokadharmi stands for
behaviour (dharmi) in daily life (loka); natyadharmi stands for
behaviour in dance (natva).’

In the course of the past several years 1 have visited
numerous masters from different performance forms. With
some | have collaborated at length. The purpose of my
research has not been to study the characteristics of the
various traditions, nor what rendered their arts unique, but to
study what they had in common. What began as my own
almost isolated research has slowly become the rescarch of a
group consisting of scientists, scholars of western and Asiatic
theatre and artists from various traditions. To these latter
goes my particular gratitude: their collaboration is a torm ot
generosity which has broken through the barriers of reticence
in order to reveal the ‘secrets’ and, one could almost say, the
intimacy of their professions. It is a generosity which at times
has become a form of calculated temerity as they put
themselves into work situations which oblige them to search
for something new and which reveal an unexpected curiosity
for experimentation.

Certain Oriental and Occidental pertormers possess a
quality of presence which immediately strikes the spectator
and engages his attention. This occurs even when these
performers are giving a cold, technical demonstration. For a
long time I thought that this was because of a particular
technique, a particular power which the performer possessed,
acquired through years and years of experience and work. But
what we call technique is in fact a particular use of the body.

The way we use our bodies in daily life is substantially
different from the way we use them in pertormance. We are
not conscious of vur daily techniques: we move, we sit, we
carry things, we kiss, we agree and disagree with gestures
which we believe to be natural but which are in fact culeurally
determined. Different cultures determine  ditferent  body
techniques according to whether people walk with or without
shoes, whether they carry things on their heads or with their
hands, whether they kiss with the lips or with the nose. The

THEATRE ANTHROPOLOGY ———
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7. Etenne Decroux (1898

b
), tounder of mederr
first step in discovering what the principles governing a
performer's scenic bios, or life, might be, lies in understanding
that the body’s daily techniques can be replaced by extra-daily
techniques, that is, techniques which do not respect the
habitual conditionings of the body. Performers use these
extra-daily techniques.

In the Occident, the distance which separates daily body
techniques from extra-daily techniques is often neither
evident nor consciously considered. In India, on the other
hand, the difference between these two techniques is obvious,
even sanctioned by nomenclature: lokadharmi and  nat-
yadharmi. Daily techniques generally follow the principle ot
less effort: thar is, obtaining a maximum result with a
minimum expenditure of energy. When I was in Japan with
Odin Teatret, | wondered about the meaning of the
expression which the spectators used to thank the actors at
the end of the performance: otsukaresama. The exact meaning
of this expression — used particularly for performers - is: ‘you
are tired'. Performers who have interested and touched their
spectators are tired because they have not saved their energy.
And for this they are thanked.

But an excess, a waste of energy, does not sutticiently
explain the power that is perceived in the pertormer’s life, in
their scenic bios. The ditterence between the performer’s hte
and the vitality of an acrobat is obvious. Equally obvious is the
difference between the pertormer’s life and certain moments
of great virtuosity in the Peking Opera and other torms of
theatre or dance. In these latter cases, the acrobats do show
us ‘another body', a body which uses techniques very ditterent
from daily techniques, so ditferent in fact that they seem to
have lost all contace with them. But here it is not a question



of extra-daily techniques but simply of
‘other techniques’. There is no longer
the tension of distance, the dialectic
relationship, created by extra-daily
techniques.  There only the in-
accessability of a virtuoso’s body.

The purpose of the body’s daily
techniques  is  communication.  The
techniques  of  virtuosity for
amazement and the transformation of
the body. The purpose of extra-daily
techniques, on the other hand, is
information: they literally put the body
in-foom.  Herein  lies  the essential
difterence  which separates extra-daily
techniques from those which merely
transform the body.

is

aim

Balance in action

The observation of a particular quality
of scenic presence has led us to
differentiate between daily techniques,
virtuostic techniques, and  extra-daily
techniques. It is these latter which
concern  the performer. They are
characteristic of the performer's life
even before anything is represented or
expressed. This is not easy for an
Occidental to accept. How is it possible
that there exists a level of the
performer’s art in which he or she is
alive and  present without cither
representing anything or having any
meaning? For a performer, this state of
being powerfully present while not yet
representing anything is an oxymoron, a
contradiction  in terms.  Moriaki
Watanabe defines the oxymoron of the
performer’s pure presence in this way:
‘the situation of performers representing
their own absence’. This might seem to
be nothing more than a mental game
but in fact it is a fundamental aspect of
Japanese theatre.

Watanabe points out that in Noh,
Kyogen and  Kabuki, there an
intermediary character between the two
other possibilities (representing either a
real identity or a fictional identity): the
waki, the secondary actor in Noh, who
often expresses his own non-being. He
engages a complex extra-daily body
technique which he does not use to
express himself, but which draws
attention to his ability not to express.
This negation is also found in the final
moments in Noh, when the main
character — the shite — disappears: this
actor, now stripped of his character, is
nevertheless not reduced to his daily
identity;  he  withdraws  from  the
spectator  without trying to express
anything but with the same energy he
had in the expressive moments. The
kokken, the men dressed in black who
assist the main actor in Noh and

is
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8-10. Lokadharmu: (top) daily behaviour of an
Indian woman at her toilet (pamtng from the lith
century A.D.); (centre) Natyadham: the extra-
daily behaviour ot Odissi dancer Sanjukta
Pamigrahi and (hottom) of an onnagata (an actor
who plays female roles in Japanese Kabuki), hoth in

‘murror scenes’.
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Kabuki, are also asked to ‘perform
absence’.  Their  presence,  which
expresses or represents nothing, draws
so directly from the sources of the
actor’s  energy  and  life  that
connoisseurs say that it is more difficult
to be a kokken than an actor.

These examples show that there
exists a level at which extra- daily body
techniques  engage  the performer's
energy in a pure state, that is, on the
pre-expressive  level.  In  classical
Japanese  theatre, this level
sometimes openly displayed, sometimes
concealed. It is, however, always
present in every performer and is the
very basis of their scenic life or bios.

To speak of a performer’s ‘energy’
means using a term which lends itself
to a thousand misunderstandings. We
give the word ‘energy’ many concrete
meanings.  Etymologically,  energy
means ‘to be in work, at work'. How
does it happen, then, that the
performer’s body is at work on a
pre-expressive level? What other words
could replace the word ‘energy’?

Translating the principles of the
Oriental performer into one's own
language involves words like energy,
life, power, and spirit, these translate
terms like the Japanese words ki-ai,
kikoro, io-in, koshi, the Balinese words
taksu, virasa, bayu, chikara, the Chinese
words shun toeng, kung-fu, and the
Sanskrit words prana and shakt. The
practical meanings of the principles of
the performer’s life are obscured by
complex terms, imprecisely translated.

I tried to get ahead by going
backwards. I asked certain Oriental
theatre masters if, in the language they
used in their work, there existed words
which could translate our term energy.
‘We say that an actor has, or does not
have, koshi to indicate that he has or
doesn’t have the right energy while
working',  Kabuki actor  Sawamura
Sojuro replied. In Japanese, koshi is not
an abstract concept, but a very precise
part of the body, the hips. To say he
has koshi, he does not have koshi,
means he has hips, he doesn't have
hips. But what does not having hips
mean?

When we walk using daily body
techniques, the hips follow the legs. In
the Kabuki and Noh actors’ extra-daily
techniques, the hips, on the contrary,
remain fixed. To block the hips while
walking, it is necessary to bend the

is

knees  slightly and, engaging the
vertebral column, to use the trunk as a
single  unit, which  then  presses

downwards. In this way, two different
tensions are created in the upper and
lower parts of the body. These tensions
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11. Virtuostic techniques: acrobatic actors from the Peking Opera.

oblige the body to find a new point of balance. It is not a
stylistic choice, it is a way to engender the actor’s life. It then
only secondarily becomes a particular stylistic characteristic.

In fact, the performer’s life is based on an alteration of

balance. When we are standing erect, we are never immobile
even when we appear to be so; we are in fact using many
minute movements to displace our weight. A continuous
series of adjustments moves our weight, first in the toes, then
in the heels, now on the left side, now on the right side of the
feet. Even in the most absolute immobility, these
micro-movements are present, sometimes condensed,
sometimes enlarged, at times more or less controlled,
according to our physiological condition, our age, our
profession. Experiments have been done with professional
actors. If they are asked to imagine themselves carrying a
weight while running, falling or climbing, for example, it is
found that this imagining in itself immediately produces a
modification in their balance. No balance modification occurs
in the body of a non-actor asked to perform the same task,
since for a non-actor, imagination remains an almost
exclusively mental exercise.

All this gives us considerable information about halance
and the relationship between mental processes and muscular
tensions but it does not tell us anything new about the
performer. In fact, to say that performers are accustomed to
controlling their own presence and translating their mental
images into physical and vocal actions simply means that
performers are performers. But the series of micro-movements
tevealed in the balance experiments puts us on another track.
These micro-movements are a kind of kernel which, hidden
in the depths of the body's daily techniques, can be modelled
and amplified in order to increase the power of the
performer's presence, thus becoming the basis of extra-daily
techniques.

Anyone who has seen a Marcel Marceau performance will
certainly have stopped for a moment to consider the strange
fate of the mime who appears alone on the st for a few
seconds, in between Martceau’s numbers, holding up a card on
which is written the title of the next picce. [ agree, one might
say mime is a mute form and even the tides, in order not t
break the silence, must be mute. But why use a mime, an

actor, as a noticeboard? Doesn't it mean that he is trapped in
a desperate situation in which he can, literally, do nothing?
Pierre Verry, a mime who presented Marceau’s title cards for
years, one day related how he sought to achieve the highest
possible degree of scenic existence during the brief instant in
which he appeared on the stage without having — and without
being able — to do anything. He said that the only possible
way to achieve this was to make the position in which he held
the card as strong as possible, as alive as possible. In order to
reach this result in his few he had
concentrate for a long time to find his ‘precarious balance’
His immobility hecame not a static immobility but a dynamic
one. Not having anything else to work with, Verry had «
reduce himself to the essential and he discovered the essential
in the alteration of balance.

The basic body positions of the various Oriental theatre
forms are likewise examples of a conscious and controlled
distortion of balance. The performers of the various Oriental
traditions deform the positions of the legs and the knees, and
the way of placing the feet on the ground, or they reduce the
distance between one foot and the other, thereby reducing
the body's base and making balance precarious. ‘All the
technique of the dance', says Sanjukta Panigrahi, ‘is based on
dividing the body vertically into two equal halves, and on the
unequal placing of the weight, now more on one half of the
body, now more on the other half.’ That is, the dance
amplifies, as if under a microscope, those continuous and
minute shifts of weight which we use to remain immobile and

seconds on stage,
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13. Alteration of balance: Itahan Commedia dell'Arte actor, Indian Odissi dancer, classical ballet dancer; dancer in ancient Greece n a procession i honour of Dionysus

which laboratories specialising in balance measurement reveal
by means of complicated diagrams. It is this dance of balance
which is revealed in the fundamental principles of all
performance forms.

The dance of oppositions

The reader should not be surprised if [ use the words actor
and dancer indiscriminately, just as I move with a certain
indifference from the Orient to the Occident and vice versa.
The life principles which we are searching for are not limited
by the distinction between what we define as theatre, dance
or mime. Gordon Craig, scorning the contorted images used
by critics to describe the English actor Henry Irving's
particular way of walking, simply said, ‘Irving did not walk on
the stage, he danced on it’. The same shift from theatre to
dance came to be used, but this time in a negative sense, to
deprecate Meverhold's research. After seeing his production
of Don Juan, some critics wrote that what he had done was
not real theatre but ballet.

The tendency to make a distinction hetween dance and
theatre, characteristic of our culture, reveals a profound
wound, a void with no tradition, which continuously risks
drawing the actor towards a denial of the body and the dancer
towards virtuosity. To an Oriental performer, this distinction
seems absurd, as it would have seemed absurd to European
performers in other historical periods, to a jester or a
comedian in the sixteenth century, for example. We can ask a
Noh or Kabuki actor how he would translate the word
‘energy’ into the [anguage of his work, but he would shake his
head with amazement if we asked him to explain the
difference hetween dance and theatre.

‘Energy’, said Kabuki actor Sawamura Sojuro, ‘could be
translated as koshi'. And according to Noh actor Hideo
Kanze, ‘My father never said “Use more koshi” but he raught
me what it was all about by making me try to walk while he
grasped me by the hips and held me back’. To overcome the
resistance of his father’s grasp, he was forced to incline his
torso slightly forwards, bend his knees, press his feet on the
floor and glide them forward rather than taking a normal step.
The result was the basic Noh walk. Energy, like koshi, is not
the result of a simple and mechanical alteration of balance,
but is the consequence of the tension between opposing

torces.

The Kyogen actor Mannojo Nomura remembered that Noh
actors of the Kita School said: ‘The actor must imagine that
above him is suspended a ring of iron which is pulling him
upwards. He must resist this pull in order to keep his feet on
the ground’. The Japanese term which describes this opposing
tension is hippari hai which means ‘to pull something or
someone towards oneself while the other person or thing is
trying to do the same’. Hippari hai is found between the upper
and lower parts of the actor’s body, as well as between the
front and back. There is also hippari hai between the actors
and the musicians, who in fact do not play in unison bur try to
move away from cach other, alternately surprising each other,
interrupting each other'’s tempo, yet not going so far apart as
to lose the contact, the particular bond which puts them in
opposition.

Expanding this concept, we could say that in this sense the
extra-daily body techniques have a hippari hai relationship
with daily techniques. We have seen in fact that although
extra-daily techniques are different from daily techniques,
they maintain a tension with them without becoming isolated
and separated. The performer's body reveals its life to the
spectator by means of a tension between opposing forces: this
is the principle of opposition. Based on this principle, which
obviously is also part of the Occidental performer’s
experience, the codified traditions of the Orient have built
vartous composition systems.

In Peking Opera, the actor’s entire dynamic pattern is built
on the principle that every movement must begin in the
direction opposite to that in which it will ultimately be carried
out. All the forms of Balinese dance are constructed by
composing a series of oppositions between keras and manis.
Keras means strong, hard, vigorous. Manis means delicate,
soft, tender. Keras and mams can be applied to various
movements and positions of different parts of the body in a
dance, and to successive movements in the same
performance. This relationship is clearly visible in the basic
Balinese dance position, which to the Occidental eye may
appear extremely stylised. In any case, it is the result of a
consistent alternation of parts of the body in the keras position
with parts of the body in the manis position.

The dance of opposition characterises the performer’s life
on many levels. Performers use a kind of compass to orientate
themselves as they search for this dance: unease. ‘Mime is at
ease In unease’, says Decroux, and masters from all traditions




have similar maxims. Japanese Buyo dancer Katsuko Azuma’s
master told her that she could verify that a position had been
correctly assumed if the position hurt. And she added,
smiling, ‘But if it hurts, it doesn’t necessarily mean thar it's
right’. Indian dancer Sanjukta Panigrahi, the masters of
Peking Opera, classical ballet or Balinese dance, all reiterate
the same idea. Un-ease, then, becomes a means of control, a
kind of internal radar which permits performers to observe
themselves while in action. Not with their eyes, but by means
of a series of physical perceptions which confirm that
extra-daily, non-habitual tensions are at work in the body.

When [ asked Balinese master I Made Pasek Tempo what,
according to him, the principal talent of an actor or dancer
might be, he replied that it was tahan, ‘the capacity for
resistance, endurance’. The same concept is found in Chinese
theatre. To imply that actors have mastery of their art, it is
said that they have kung-fu, which literally means ‘the
capacity to hold fast, to resist’. In the West, we might use the
word ‘energy’ to say the same thing: ‘the capacity to persist in
work, to endure’. But once again, this word can become a
trap.

When Occidental performers want to be energetic, when
they want to use all their energy, they often begin to move in
space with tremendous vitality. They use huge movements,
with great speed and muscular strength. And this effort is
associated with fatigue, hard work. Oriental actors (or great
Occidental actors) can become even more tired almost
without moving. Their tiredness is not caused by an excess of
vitality, by the use of huge movements, but by the play of
oppositions. The body becomes charged with energy because
within it is established a series of differences of potential
which render the body alive, strongly present, even with slow
movements or in apparent immobility. The dance of
oppositions is danced in the body before being danced with the
body. It is essential to understand this principle of the
performer’s life: energy does not necessarily correspond to
movement in space.

In the lokadharmi, the different daily body techniques, the
forces which give life to the actions of extending or
withdrawing an arm or leg, or the finger of one hand, act one
at a time. In the naryadharmi, the extra-daily techniques, the
two opposing forces (of extending and withdrawing) act
simultaneously; or better, the arms, the legs, the fingers, the
spine, the neck, all these parts of the body are extended as if
in resistance to a force which then obliges them to bend and
vice versa. Katsuko Azuma explains, for example, which forces
are at work in the movement — typical of both Buyo dance

THEATRE ANTHROPOLOGY

and Noh - in which the torso inclines slightly and the arms
extend forwards in a gentle curve. She speaks about the forces
which are acting in the opposite direction to that which one
observes; the arms, she says, do not extend to make the curve,
but rather it is as if they are pulling a large square box rowards
the chest. In this way, the arms, which appear to move away
from the body, in fact push towards the body, just as the torso,
pushed inwards, opposes resistance and bends forwards.

ion

The virtue of omis

The principle which is revealed by the dance of oppositions in
the body is — in spite of all appearances — a principle which
operates through elimination. Actions are isolated from their
contexts, and are thereby revealed. The movements woven
together into dances seem to be much more complex than
daily movements. In fact, they are the result of simplification:
they are composed of moments in which the oppositions
governing the body’s life are manifest at the simplest level.
This occurs because a well-defined number of forces, that is,
oppositions, are isolated, amplified and assembled, together or
in succession. Once again, it is an uneconomical use of the
body, because daily techniques tend to superimpose various
processes, with a subsequent saving of time and energy. When
Decroux writes that mime is a ‘portrait of work composed
with the body’, what he is saying can also be assumed from
other traditions. This bodily ‘portrait of work’ is one of the
principles which preside over the life of those who then
conceal this very state, such as, for example, classical baller
dancers who hide their weight and effort behind an image of
lightness and ease. The principle of oppositions, because
opposition is the essence of energy, is connected to the
principle of simplification. Simplification in this case means
the omission of certain elements in order to put other
clements into relief. These other elements then appear to be
essential.

The same principles which sustain the life of the dancer -
whose movements are obviously far removed from daily
movements — can also sustain the life of the actor, whose
movements seem closer to those used daily. Not only, in fact,
can actors omit the complexity of the daily use of the body in
order to allow the essence of their work, their bios, to manifest
itself through fundamental oppositions, they can also even
omit extending the action in space. Dario Fo explains that the
power of an actor’s movement is the result of synthesis, that
is, either the concentration of an action which uses a large
amount of energy into a small space, or the reproduction of

A

13-14. Euenne Decroux: "Mime is a portrait of work”
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only those elements necessary to the action, eliminating those
elements which are considered supertluous. Decroux — like an
Indian actor — considers the body to be limited essentially to
the trunk. He considers the movements of the arms and legs
to be accessory (or ‘anecdotal’) movements, only belonging to
the body if they originate in the trunk.

One can speak of this process — during which the space
taken up by an action is restricted — as a process of energy
absorption. It is developed from the amplitication of
oppositions and reveals a new and different route to the
discovery of the ‘recurrent principles” which can be useful to
performing practice. The opposition between one force
pushing towards action and another force holding back is
converted into a series of rules — such as are used by Noh and
Kabuki actors — which create an opposition between energy
employed in space and energy employed in time. According to
one of these rules, seven-tenths of the actor's energy should
be used in time and only three-tenths in space. The actors
also say that it is as if an action doesn’t actually finish where
the gesture has stopped in space, but continues in time.

Both Noh and Kabuki use the expression tameru, which
can be represented by a Chinese ideogram meaning ‘to
accumulate’ or by a Japanese ideogram meaning ‘to bend’
something which is both flexible and resistant, like a cane of
bamboo. Tameru defines the action of holding back, of
retaining. From tameru comes tame, the ability to keep energy
in, to absorb into an action limited in space the energy
necessary to carry out a much larger action. This ability
becomes a way of describing an actor’s skill in general. In
order to say that an actor has or doesn’t have sufficient scenic
presence, the necessary power, the master tells him that he
has, or doesn’t have, tame.

All this may seem like an overly complicated and excessive
codification of the performer’s art. It derives in fact from an
experience which is common to performers from many
different traditions: the compression, into restricted move-
ments, of the same energy which would be used to accomplish
a much larger and heavier action. For example: engaging the
whole body in the action of lighting a cigarette, as if one was
lifting a heavy box and not a little match, or nodding with the
chin and leaving the mouth slightly ajar with the same force
that would be used to bite. Working in this way reveals a
quality of energy which makes the performer’s entire body
come live, even in immobility.
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Foot: Mamns

18-19. Keras and manis (strong and soft) principles in a Balinese dance position, illustrated by Jas, young daughter of dancer and master I Made Pasck Tempo.

It is probably for this reason that many famous actors have
been able to turn so-called ‘stage business’ into their greatest
scenes. When these actors have to stop acting and stay on the
sidelines while other actors develop the principal action, they
are able to absorb, into almost imperceptible movements, the
force of actions which they are not permitted to carry out. [t is
precisely in these cases that their bios stands out with a
particular force and leaves its mark on the spectator’s
memory. ‘Stage business’ does not belong only to the
Occidental tradition. In the seventeenth century, the Kabuki
actor Kameko Kichiwaemon wrote a treatise on the actor's art
entitled, Dust in the Ears. He says that at given moments in
certain performances, when only one actor is dancing, the
other actors turns their backs to the audience and relax. ‘I do
not relax’, he writes, ‘but perform the entire dance in my
mind. If I do not do so, the sight of my back is not interesting
to the spectator.’

The theatrical virtue of omission does not consist in ‘letting
oneself go’ into undefined non-action. On the stage and for
the performer, omission means ‘retaining’ that which
distinguishes real scenic life and not dispersing it around in an
excess of expressivity and vitality . The beauty of omission, in
fact, is the beauty of indirect action, of the life which is
revealed with a maximum of intensity in a minimum of
activity. Once again, it is a play of oppositions which goes
beyond even the pre- expressive level of the performer’s art.

Intermezzo

At this point one might well ask if the principles of the
performer’s art which I have described do not take us too far

from theatre and dance as it is known and practised in the
Occident. Are these principles actually ‘good advice’, useful
for performing practice! Does drawing attention to the pre-
expressive level of the performer’s art blind us to the
Occidental performer’s real problems? Is the pre-expressive
level perhaps only verifiable in theatrical cultures which are
highly codified? Is the Occidental tradition not perhaps
mainly characterised by the lack of codification and by the
search for individual expression? These are undoubtedly
binding questions, but rather than demanding immediate
answers, they invite us to stop and rest for a moment.

So let's talk about flowers.

If we put some flowers in a vase, we do so in order to show
how beautiful they are, in order to enjoy them. We can also
make them take on ulterior meanings: filial or religious picty,
love, recognition, respect. But beautiful as they might be,
flowers have a shortcoming: taken out of their own context,
they continue to represent only themselves. They are like the
actor of whom Decroux has spoken: a man condemned to
resemble just a man, a body imitating a body. This may well
be pleasing, but to be considered art it is not sufficient that
something be merely pleasing. In order to be considered art,
adds Decroux, the idea of the thing needs to be represented
by another thing. Flowers in a vase are irremediably flowers in
a vase, sometimes subjects of works of art, but never works of
art themselves.

But let’s imagine using cut flowers to represent something
else: the struggle of the plant to grow, to move away from the
earth into which its roots sink ever deeper as it reaches up to
the sky. Let's imagine wanting to represent the passage of
time, as the plant blossoms, grows, develops and dies. It we




20. Synthesis sequence by Iralian actor Daro Fo: moments of immobility in the
extreme tension of oppositions.

succeed, the flowers will represent something other than
flowers and will be a work of art, that is, we will have made an
ikebana.

The ideogram for ikebana means ‘to make flowers live’. The
life of the flowers, because of having been interrupted,
blocked, can be represented. The procedure is evident:
something has been wrenched from its normal conditions of
lite (this is the state flowers are in when we simply arrange
them in a vase), and the rules which govern these normal
conditions have been replaced and analogically rebuilt using
other rules. Flowers, for example, cannot act in time, cannot
represent their blossoming and withering in temporal terms,
but the passage of time can be suggested with an analogy in
space. One can bring together — compare — one flower in bud
with another already fully blossomed. With two branches, one
thrusting upwards and the other pointing downwards, one can
draw attention to the direction in which the plant is
developing: one force binds it to the earth, another force
pushes it away from the earth. A third branch, extending
along an oblique line, can show the combined force which
results from the two opposing tensions. A composition which
seems to derive from refined aesthetic taste is in fact the

22. Japanese Kabuki actor and the thebana created by the basic lines of bus posttion.
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result of the analysis and dissection of a phenomenon and the
transposition of energy acting in time into lines extending in
space.

This transposition opens the composition to new meanings,
meanings different from the original ones: the branch which is
reaching upwards becomes associated with Heaven, the
branch extending downwards, with the Earth, and the branch
in the centre with the mediator between these two opposing
entities: Man. The result of a schematic analysis of reality and
the transposition of this reality following principles which
represent it without reproducing it becomes an object for
philosophical contemplation.

‘The mind has difficulty in maintaining the thought of the
bud because the thing thus designated is prey to an impetuous
development and shows — in spite of our thought — a strong
impulse not to be a flower bud but a flower.” These are words
which Bertolt Brecht attributes to Hu-jeh, who adds: “Thus,
for the thinker, the concept of the flower bud is the concept
of something which already aspires to be other than what it
is". This ‘difficulty’ in our thinking is exactly what ikebana
proposes: an indication of the past and a suggestion of the
future, a representation through immobility of the continuous
motion which turns the positive into the negative and vice
versa.

21. Waves: tkebana trom the Soghetsu school.

The ikebana example shows us how abstract meanings arise
out of the precise work of analysing and transposing a physical
phenomenon. If one began with these abstract meanings, one
would never reach the concreteness and precision of ikebana,
whereas by starting from precision and concreteness, one does
attain these abstract meanings.

As for performers they often try to proceed from the
abstract to the concrete. They believe that the point of
departure can be derived from what one wants to express,
which then implies the use of a suitable technigue. A
symptom of this absurd belief is the diffidence shown towards
coditied performance forms and towards the principles for the
performer’s life which they contain. These principles, in fact,
are not aesthetic suggestions made in order to render the
performer’s body more beautiful. They are a means of
stripping the body of daily habits, in order to prevent it from
being no more than a human body condemned to resemble
itself, to present and represent only itself. When certain
principles reappear with frequency, in different latitudes and
traditions, one can assume that they work in our case as well.

The ikebana example shows how certain forces which
develop in time can have an analogy in spatial terms. This use
of analogous forces substituted for the forces which
characterise the daily use of the body is the basis of Decroux’s



mime system. Decroux often gives the idea of a real action by
acting in a way exactly opposite to the real action. He shows,
for example, the action of pushing something not by
projecting the chest forward and pressing with the back foot —
as is done in the real action — but by arching the spine
concavely, as if instead of pushing he was being pushed, and
bringing the arms towards the chest and pressing downwards
with the front leg and foot. This radical inversion of the forces
with respect to how they could occur in the real action
restores the work — or the effort — which comes into play in
the real action. [t is as if the performer’s body was taken apart
and then recomposed according to rules which are not the
rules of daily life. At the end of the work of recomposition,
the body no longer resembles itself. Like the flowers in our
vase or like Japanese ikebana, the actor and dancer are cut
from the ‘natural’ context in which they usually act: they are
freed from the domination of daily techniques. Like the
flowers and branches of the ikebana, performers, in order to be
scenically alive, cannot present or represent what they are. In
other words, they must give up their own automatic
responses.

The various codifications of the performer’s art are, above
all, methods to break the automatic responses of daily life.

Naturally, this rupture of the automatic is not expression.
But without this rupture there is no expression. ‘Kill the
breathing. Kill the rhythm.!, Katsuko Azuma’s master
repeated to her as she worked. To ‘kill’ breathing and to ‘kill’
rthythm means to be aware of the tendency to habitually link
gestures to the rhythm of breathing and music, and then to
break this link. The breaking of the habitual actions of daily
life has perhaps been most consciously and radically done in
Japanese theatrical culture.

The precepts which demand the killing of rthythm and
breathing, as expressed by Katsuko Azuma's master, show
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how the desired opposition can he brought about by
rupture the habitual responses of the hody’
techniques. To kill the rhythm in fact implies creating a series

of tensions to prevent the movements of the dance from

tne

of daily

coinciding with the cadences of the music. To kill the
breathing means to hold the breath even while one is
breathing out — which is a moment of relaxation — and

oppose the exhalation with a contrary force. Katsuko Azuma
has said that it is actually painful for her to see a dancer
following the tempo of the music, as happens in all cultures
other than the Japanese. lt is easy to understand why,
according to the particular solutions found by her culture, a
dance which follows the rhythm of the music might make her
uncasy, because it shows an action which has been decided
from the outside, by the music, or by daily behaviour. The
solution which the Japanese have found for this problem
belongs to their culture alone, but the problem itself concerns
performers everywhere.

A decided body

Many European languages have an expression which might be
chosen to epitomise what is essential for the performer’s life.
It is a grammatically paradoxical expression, in which a
passive form assumes an active meaning, and in which an
indication of availability for action is expressed as a form of
passivity.  The expression is not ambiguous, it s
hermaphroditic, combining within it both action and
passivity, and in spite of its strangeness, it is an expression
found in common speech. One says, in fact, ‘essere deciso’, ‘étre
décidé’, ‘to be decided’. And it does not mean that someone or
something decides us or that we undergo decision, nor that
we are the object of decision.

‘To be decided’ does not mean that we are deciding, nor
that we are carrying out the action of deciding. Between these
two opposite conditions flows a current of life which language
does not seem able to represent and around which it dances
with images. Only direct experience shows what it means ‘to
be decided’. In order to explain to someone what it means ‘to
be decided’, we must refer to innumerable assocations of
ideas, to innumerable examples, to the construction of
artificial situations. Yet everyone can imagine what the
expression means. All the complex images and abstruse rules
which are applied to actors and dancers, the elaboration of
artistic precepts which seem to be — and are — the result of
sophisticated aesthetics, are the vaultings and acrobatics of an
attempt to transmit an experience which cannot really be
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24. Schematic analysis of an arabesque, one of the basic posiions in classical

ballet.
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25. Katsuko Azuma, Japanese Buyo dancer, teaching :
to jo-ha-kyu thythm.

student to move according

transmitted, cannot be passed on, but only lived. To explain
the actor's or dancer’s experience one must use a complicated
strategy to artificially create the conditions in which that
experience can be reproduced.

Let us imagine once again that we can enter the intimate
world of the work which takes place between Katsuko Azuma
and her master. The master’s name is also Azuma. When she
judges that she has succeeded in passing her experience on to
her student, she will also pass on her name. Azuma, then, says
to the future Azuma: ‘Find your ma’. Ma means something
similar to ‘dimension’ in the spatial sense, but also ‘duration’
in the temporal sense. ‘To find your ma you must kill rhythm.
Find your jo-ha-kyu." The expression jo-ha-kyu describes the
three phases into which all a performer's actions are
subdivided. The first phase is determined by the opposition
between a force which tends to increase and another force
which holds back (jo means ‘to retain’); the second phase (ha,
‘to break’) occurs at the moment when one is freed from the
retaining force, until one arrives at the third phase (kyu,
‘speed’), where the action culminates, using up all of its force
in order to stop suddenly, as if faced with an obstacle, a new
resistance.

To teach Azuma to move according to jo-ha-kyu, her
master would hold her by the waist and then suddenly release
her. Azuma would work very hard to take the first two steps
(while being held), bending her knees, pressing the soles of
her feet to the ground, inclining her trunk slightly. Then,
released by her teacher, she would advance quickly to the
specified limit of the movement, at which point she would
suddenly stop, as if a deep ravine had opened up a few
centimeters in front of her. What she did, in other words, was
to execute the movement which anyone who has seen
Japanese theatre would recognise as typical. When performers
have learned, as second nature, this artificial way of moving,
they appear to have heen cut off from the everyday space-time
relationship and seem to be ‘alive’: they are ‘decided’.
Etymologically, ‘to be decided’ means ‘to cut away'. The
expression ‘to be decided” has then yet another facet: it is as if
it indicated that one’s availability to create also includes
cutting oneself off from daily practices.

The three phases of jo-ha-kyu impregnate the atoms, the
cells, the entire organism of Japanese performance. They

THEATRE ANTHROPOLOGY

apply to every one of a performer’s actions, to each of his
gestures, to breathing, to the music, to cach scene, to each
play in a Noh day. It is a kind of code which runs through all
the theatre’s levels of organisation.

René Sieffert maintains that the jo-ha-kyu rule is a
‘constant in humanity’s aesthetic sense’. This is true in a way,
even if it is also true that a rule dissolves into something
insignficant if it is universally applied. From our point of view,
another of Sieffert’s statements seems more important: that
jo-ha-kyu permits the performer — as Zeami explains — to break
the rule, apparently, in order to establish contact with the
spectator. This is a constant in the performer’s life: the
building up of artificial rules goes hand in hand with their
infraction. An actor who has nothing but rules is an actor
who no longer has theatre but only liturgy. An actor without
rules is also without theatre: she has only lokadharmi, daily
behaviour with its predictabilility and its need for direct
provocation in order to keep the spectator’s attention awake.

All the teachings which Azuma the master passed on to
Azuma the student are aimed at the discovery of the centre of
the student’s energy. The methods of the search are
meticulously codified, the fruits of generations and
generations of experience. The result is impossible to define
with precision and differs from person to person.

Today, Azuma says that the principle of her life, of her
energy as an actress and dancer can be defined as a centre of
gravity found at the midpoint of a line between the navel and
the coccyx. Every time she performs, she tries to find her
balance around this centre. Even today, in spite of her
experience, in spite of the fact that she is a student of one of
the greatest masters and that she herself is now a master, she
isn't always able to find this centre. She imagines (using the
images with which her master tried to transmit the experience
to her) that the centre of her energy is a ball of steel found at
a certain point on the line between the navel and the coccyx,
or in the centre of a triangle formed by lines between the hips
and the coccyx, and that this steel ball is covered with many
layers of cotton. I Made Pasek Tempo, the Balinese master,
says: ‘Everything that Azuma does is keras covered by manis,
vigour covered by softness'.

26. The fictive body: Chnistian Holder as The Chinese Conjurer i Parade
(choreography: Léonide Massine; music: Erik Satic; curtain, scenery and costumes:
Pablo Picasso).
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27-29. The decided body: (above left) Peking Opera actress Per Yan-Ling; (above
nght) Japanese Buyo dancer Katsuko Azuma; (below left) classical ballet dancer
Martine Van Hamel.

A fictive body

In the Occidental tradition, the performer’s work has been
oriented towards a network of fictions, of ‘magic ifs’ which
deal with the psychology, the behaviour and the history of his
or her person and that of the character he or she is playing.
The pre-expressive principles of the performer’s life are not
cold concepts concerned only with body's physiology and
mechanics. They also are based on a network of fictions, but
fictions, ‘magic-ifs’, which deal with the physical forces which
move the body. What the performer is looking for, in this
case, is a fictive body, not a fictive personality. In order to
break the automatic responses of daily behaviour in the
Oriental traditions, in ballet, and in Decroux’s mime system,
each of the body's actions is dramatised by imagining that one
is pushing, lifting, touching objects of determined weight and
consistency. This is a psycho-technique which does not
attempt to influence the performer’s psychic state, but rather
their physical state. It has, therefore, to do with the language
performers use when speaking to themselves, and even more
so with what the master says to the student, but does not
pretend to mean anything to the spectator.

To find the body's extra-daily techniques, the performer
does not study physiology. She creates a network of external
stimuli to which she reacts with physical actions.

Among the ten qualities of the dancer in Indian tradition,
there is one quality which has to do with knowing how to see,
how to direct the eyes in space. It is a sign that the dancer is
reacting to something precise. At times, a performer’s training
exercises appear to be extraordinarily well-executed, but the
actions have no power because the way of using the eyes is
not precisely directed. On the other hand, the body may be
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relaxed, but if the eyes are active — that is, if they see in order
to observe — then the performer’s body is brought to life. In
this sense, the eyes are like the performer’s second spinal
column. All the Oriental traditions codify eye movements and
the directions the eyes must follow. This has to do not only
with what the spectator sees, but also the performer herself,
the way she populates the empty space with lines of force,
with stimuli to which she must react.

At the end of his diary, the Kabuki actor Sadoshima
Dampachi, who died in 1712, writes that ‘one dances with the
eyes’, implying that the dance one is performing can be
equated with the hody and the eyes with the soul. He adds
that a dance in which the eyes do not take part is a dead
dance, while a living dance is one in which eye and body
movements work together. In Occidental traditions as well,
the eyes are the ‘mirrors of the soul” and an actor’s eyes are
thought of as the half-way point between her physical
behaviour’s  extra-daily techniques and her extra-daily
psycho-techniques. The eyes show that she is decided. The
eyes make her be decided.

The great Danish physicist Niels Bohr was an avid Western
film fan and he wondered why, in all the final shoot-outs, the
hero shot fastest even though his adversary was usually the
first to reach for his gun. Bohr asked himself if some physical
truth might not explain this phenomenon. He came to the
conclusion that such a truth did indeed exist: the first to draw
is the slowest to shoot because he decides to shoot, and dies.
The second lives because he is faster, and he is faster because  he doesn’t have to decide, he is decided.

‘True expression’, says Grotowski, ‘is that of a tree’. And he
explained: ‘If an actor has the will 1o express, then he is
divided. One part of him is doing the willing and another part
the expressing, one part is commanding and another is
carrying out the commands.’

30, Kathakali student practicing an eye exercise.

A million candles

Having followed the trail of the performer's energy, we have
reached the point where we are able to perceive its nucleus:

I. in the amplification and activation of the forces which

are at work in halance;

. in the oppositions which determine the dynamics of
movements;

3. in an operation of reduction and substitution which
reveals what is essential in the actions and which moves
the body away from daily techniques, creating a tension,

a difference in potential, through which energy passes.

The body's extra-daily techniques consist of physical
procedures which appear to be hased on the reality with
which everyone is familiar, but which follow a logic not
immediately recognisable.

In Noh, the term energy can be translated as ki-hai, which
means the profound agreement (hai) of the spirit (ki) with the
body. Spirit here is used in the sense of spirit as prenma,
breath. In both India and Bali, the word prana is equivalent to
ki-hai. These are inspiring images, but they are not advice
which can guide us. In fact, they allude to something which is
beyond the master’s influence; what is called the expression,
the *subtle charm’ of the performer’s art.

When Zeami was writing about yugen, ‘the subtle charm’,
he used the dance called Shirabioshi as an  example.
Shirabioshi was a dancer in the thirteenth century; she
danced dressed as a man, a sword in her hand. The reason
why so often, especially in the Orient, but also in the
Occident, the high point of the actor'’s art seemed to be
reached by men playing female characters or women playing
male characters is hecause, in those cases, the actor or actress

(353

31. Iben Nagel Rasmussen as Kattrin, the mute daughter of Mother Courage, in : _ :
Odin Teatret’s Brecht's Ashes (1982). was doing exactly the opposite of what a modern performer



32. Kabuki actor (18th century print): performing the action of seeing requires the

engagement not only of the eyes but of the whole body, which is directed towards
the object in view.
usually does when dressed as a person
of the opposite sex. The traditional
cross-dressed  performer is  not
disguised but divested of the mask of
his or her sex in order to allow a soft
or vigorous temperament to shine
through. This performance temper-
ament is independent of the
behaviour pattern to which a man or
woman must conform because of the
specific culture to which they belong.
In the performances of various
cultures, masculine and feminine
characters are represented by those
temperaments which are culturally
identified as  being  ‘naturally’
appropriate to the characters’ sex.
Representation of the distinguishing
temperaments  of the sexes s
therefore, in theatrical works, the
most subject to convention. This
representation is  so  profoundly
conditioned  that it is  almost
impossible to differentiate  between
sex and temperament. When a
performer plays a person of the
opposite sex, identification with the
specific temperament of one sex or
the other is fractured. This is perhaps
the moment in which the opposition
between lokardharmi and natyadharmi,
between  daily  behaviour  and
extra-daily behaviour, leaves the
physical plane and reaches another
not immediately recognisable plane.
A new physical presence and a new
spiritual  presence  are  revealed
through the fracture — which in
performance is paradoxically accepted
— of masculine and feminine roles.
The most apt but least usable
translation of the term energy
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emerged from one of my conversations with Indian dancer
Sanjukta Panigrahi. It was the least
translates the experience of a point of departure as well as a
great result, but does not translate the experience ot
process of achieving the result. Sanjukta Panigrahi said that
energy is called Shakt, creative
masculine nor feminine but which is represented by the image
of a woman. For this reason, in India, only women are given
the title Shaku amsha, ‘part of Shakt’. But a performer of
either sex, said Sanjukta, is always Shakti, energy which
creates.

usable because it
the
neither

energy which 1s

After discussing the dance of oppositions on which the
performer’s life is based, and after cousidering the contrasts
which the performer consciously amplifies, after examining
the balance which he or she chooses to make precarious and
then exploits, the image of Shakt can perhaps become a
symbol of that of which we have not spoken here, the

fundamental question: how does one become a good
performer!

In one of her dances, Sanjukta Panigrahi shows
Ardhanarishwara, Shiva half-male, half-female. This s
followed by the Danish actress Iben Nagel Rasmussen
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presenting Moon and Darkness. We are in Bonn, at the end of
the International School of Theatre Anthropology, where
teachers and students from different continents have been
working together for a month on the cold, technical,
pre-expressive bases of the performer’s art. The song which
accompanies Sanjukta’s dance says:

1 bow before you

You who are both male and female

Two gods in one

You whose male half has the vivid color of a champak flower
And whose female half has the pallid color

Of the camphor flower

The female half jingles with golden arm bracelets
The male half is adorned with bracelets of serpents
The female half has love-eyes

The male half meditation-eyes

The female half has a garland of almond flowers
The male half has a garland of skulls

Dressed in dazzling clothes

Is the female half

Nude, the male half

34. Japanese Buyo dancer as Shirabioshi, mythical female dancer of male réles.

The female half is capable of all creation

The male half is capable of all destruction

[ turn to you

Linked to the God Shiva
Your wife

I turn o you

Linked to the Goddess Shiva
Your husband

Iben Nagel Rasmussen sings a shaman's lament for a
destroyed people. She then reappears as an adolescent
stammering joyously on the threshold of a world at war. The
Oriental actress and the Occidental actress seem to be
moving far apart, each one deep in her own culture.
Nevertheless, they meet. They seem to transcend not only
their own personalities and sex, but even their own artistic
skills, and show something which is beyond all this.

A performer’s master knows how many years of work lie
behind these moments. Burt still it seems that something
flowers spontaneously, neither sought for nor desired. There is
nothing to be said. One can only watch, as Virginia Woolf
watched Orlando: ‘A million candles burned in Orlando,
without him having thought of lighting even a single one’.
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35. Shiva Ardhananshwara: androgynous figure (7th century A.D. bas-relief,
Archeological Museum, Jhalawar, India)
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ARTAUD
The theatre is the stte, the place, the poine, where one can apprehend the human anatomy;
with the human enatomy, i ne ean heal and direcr life."

ZEAMI

‘In the perfimmance of Noh there are three basic elementss Skin, Flesh, and Bone.
The three are almost never found together in the same actor.

When it crmt to explaining the clements of Skin, Flesh and Bone in terms of the Noh, then
what can he deseribed ns Bane represents that exceptional arsistic strength that o gifted actor
shiws naturally in his performance and which comes t him of itself through his inhormn ability.
Flesh can douktless be defined as thar element visible in a perfirmance that arises from the
pewer of the skills «f the actor that he has oFtained by his mastering of the Two Basic Arts of
chantand dance. Skin, on the cther hand, may he explained s a manner of ease and besuty in
performance that can be obtained when the two other elements are thorouighly perfeeted.
T put it ancother way: when e nsidering the art that comes from Siche, the art thiat comes from
Seund, and the art that comes frim the Heart, it can be said that Sicht should be equared wich
Skin, Svund with Flesh, and the Heart with the Bone.!




ANATOMY

Anatomy is the description of life by means of its absence. Anatomy celebrates the splendour and the superior geometries of the life of
cadavers; therefore life can only become the object of knowledge and observation when it ceases to be life. Life is either lived or described.
In mathematics, one finds reasoning by means of the absurd; in anatomy, one finds its parallel: reasoning by means of absence.

Giorgio Celli, La Scienza del Comico/The Science of the Comic

CAN THE SEA RISE ABOVE
THE MOUNTAIN TOPS?

NICOLA SAVARESE

In Japan at the beginning of the nineteenth century, artists
such as Hokusai and Hiroshige learned and soon appropriated
Italian perspective. Moreover, they mastered it to such a
degree that they were able to use it to create marvellous
cffects, such as the elaboration of vertiginous contrasts
between foreground and background. This was a totally new
possibility and one which would be found in the Occident
only much later, when photography became free of the
influence of painting and cinema free of the influence of the
theatre. In fact, as can be seen in Hokusai's extraordinary
painting of a wave, which goes beyond geometric perspective
and becomes a visual paradox, the Japanese artists’ way of
seeing was three generations ahead of its time.

Hokusai's Wave not only shows how the sea can rise up
above the mountain tops, it also suggests to us a way of seeing
the impossible, of taking an appropriate if risky point of view,
between the waves. This dictionary proposes both a point of
view and a risk: the performer’s anatomy, the result of
rescarch into bios, is a dissection. It is contrary to, the
opposite of, spontaneity and creativity, one might even say of
life in art. The carefully separated parts cannot be put back
together. And yet, as the great physicist Niels Bohr affirmed,
opposites are complementary. This is why Eisenstein prefers to
dedicate his writings to Salieri rather than to Mozart: Salieri’s
meticulous and obscure work — the dissection of music — was
in opposition to the Mozartian genius while at the same time
being complementary to it.

In any case, a divided organism never regains its former life.
Neither is it the task of the anatomist to recreate life. Can the
life of a performer on the stage emerge from the pages of a
book? Can Mount Fuji be under the sea?

The anatomy which this dictionary seeks to reconstruct is
the result of a school of seeing. The tangle of doubts, the
erroneous experiments, the long journeys of approximation,
all the comings and goings of investigation which precede and
follow results are absent from these pages. And also missing
are those contradictory aspects which make ISTA a
laboratory in continuous fermentation: the permanence of the
School above and beyond the periods when it functions as a
practical activity; the relationship between recognised masters
and auto-didactic students; the contribution of multiple
cultures by way of the history of individual collaborators.

The conductive circuits of daily experience — the
overcoming of the false differentiations between actor, dancer
and mime; the confrontation/meeting between art and
science; learning to see, and especially learning to learn —
necessarily appear here, in the absence of motion and life, as
words and images.

Can the sea rise up above the mountain tops?

Hokusai's Wave shows men, boats and Mount Fuji. The
men and their efforts are but details in the great flux of
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nature. According to Zen, there are four points of view with

respect to the wave:

1. Children think that the wave is a thing, a separate body
of water which moves on the surface of the sea, distinct
from other waves and distinct from the sea itself. When,
however, one teaches them to look more attentively, they
discover that they cannot make out the wave as a
separate thing: the wave is a phenomenon which moves
in the sea. It still makes sense to speak of the wave, but as
an entity which is only theoretically separate.

The wave is about to crash into both the boats and

Mount Fuji.

. The wave does not crash into Mount Fuji because Mount
Fuji is very far away, even though it seems to be
underneath the wave.

. Neither the boats nor the sea nor the mountain nor the
sky are made of paper. One looks for paper but it can’t be
found and yet all these things are nothing but paper. In
fact, there is no movement, and distance, wetness or
dryness, life or death, do not exist.
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1. Anatomy of the actor’s creative process according to Stanislavski. 1. Physical
action 2. The sentence of Pushkin 3. The subconscious through the conscious
technique 4. The living expenence 3. Personification 6. Intellect 7. Will 8. Feeling
9. Role - perspective of the role, hne of actions 10, 11, 12. Spiritual work and
physical work 3. Internal and external scenic sensibility 14. General scenic
sensihility 15, Principal problems
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ANATOMY

2. ‘The Wave at Kanagawa': twentieth plate in the series Thirty-six views of Mount Fuji, by Hokusai (1760-1849).

In a performance — which is not made of paper —
movement, distance, wetness and dryness, life and death, do
exist, but as a reflection of a fiction. And yet it has been said
that not only listening to music, but also the perception of
forms and reflected images can make us dance within
ourselves.

In 1815, after having published his famous album, Excerpts
from the Plays, fifty-six scenes taken from the most famous
Kabuki plays of the 17th and 18th centuries, in which all the
great Kabuki heroines reigned in delicate colours, Hokusai
published another work, a smaller collection of drawings
entitled Dance Lessons for Oneself.

This booklet is a series of black and white plates, each one
of which shows four or five dancers: to the right and left of
their arms and feet straight or curved lines indicate the
complete paths of the movements begun by each limb. By

studying thediagrams and the brief accompanying notes, the
most popular Japanese dances could be learned: the
ferryman’s dance, the dance of the evil ghost, the clown’s
dance, the water-seller’s dance ...

On the last page, Hokusai wrote, with his customary irony:

‘If I have made any errors in the description of the
movements and steps, please forgive me. I drew as |
dreamed, and a spectator’s dream cannot contain quite
everything. If you want to learn to dance well, learn from a
master.

Although my dream cannot turn you into a true dancer, it
can become an album. What [ finally recommend to you, if
you wish to dance, is to put your snuff-boxes and tea-cups
somewhere safe because if you don’t, no matter how caretul
you try to be, you'll always end up with broken picces of
china on the floor.”
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3. 'The Dance of the Water Seller’, illustration from Odori hitori keiko {Dance Lessons For Oneself), alt
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OCCIDENTAL EXAMPLES

FABRIZIO CRUCIANI

Founding fathers and pedagogical theatre at the
beginning of the century

The history of theatre in our century is not only the story of
the performances. One only needs compare the contents of
any history book with what the reviews of the period say in
order to see how a large part of the theatre iceberg has been
submerged by historians.

Appia, Craig, Fuchs, Stanislavski, Reinhardt, Meyerhold,
Copeau: the men who are the history of twentieth century
theatre established practices and poetics which cannot be
confined to one or more performances. The lines of tension
have been the utopias, the continually restructured
foundations of the theatre of the future, the cultural nucleii
which have been consolidated around and through the
theatre. It is a culture which settles like a halo around the
making of theatre, lasting and penetrating, surrounding those
fragile and temporal entities (the performances) in which the
passion and work of theatre practioners was manifest.

Schools, ateliers, laboratories, centres: these are the places
where theatrical creativity has heen expressed with the
greatest degree of determination.

The practices and poetics of the great masters led to a
different kind of theatre. The essential element: pedagogy, the
search for the formation of a new human being in a different
and renewed theatre and society, the search for a way of work
which may keep an original quality and whose values are not
measured by the success of performances but rather by the
cultural tensions which the theatre provokes and defines. In
such a situation, it was no longer possible to teach theatre;
one had to begin to educate, as Vakhtangov emphasised. His
frenetic didactic activity was certainly a way of responding to
the numerous and pressing questions being posed by young
actors — as is described in his biography by Zakhava and

1. Konstanun Sergeyevich Stansslavski (1863-1938), a few months before his death, surrounded hy
students, actors and directors during a rehearsal at his Studio.
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as well as being an expression of his own

Gorchakov
creative fervour.

Educating in creativity, transmitting expetiences, setting up
schools, establishing a teaching process: there were many
tertile initiatives which were of necessity ambiguous. They
had to do with both the search for rules which could
concretise an operative form of training, and with expressive
experimentation in order to give form and substance to an
idea and a culrural project. Schools are born and continue to
exist not for immediate and personal reasons but in order to
last and to achieve objective goals.

Academic theatre schools have teachers and courses (and
thus a plan, an ideology and rules); and they were also part of
Meyerhold’s schools and the Proletkudt schools, Copeau’s
Vieux Colombier and the Copiaus schools, Dullin's Atclier as
well as the many different schools which sprung up in the
effervescent and heretical German culture. If, on one hand, a
school (like the theatre) is a compromise with what already
exists, on the other hand it is a place where utopias become
realities, where the tensions which sustain the theatrical act
take form and are put to the test. In an age in which the
theatre of the present lives as an imminence of the possible
theatre of the future, change and mutation have become
institutionalised in theatre’s micro-societies. Schools are started
in order to renew the theatre, to lay the foundations of the
theatre of the future, and to enlarge the perspectives of the
future of the theatre.

Creative process, theatre school and theatre
culture

‘Out of the necessity for a new organism’ — says Copeau in an
interview in 1926 — ‘arises the necessity for a school,
something which is no longer simply a group of students
directed by a single master, but a real community capable of
being self-sufficient and of responding to all its own needs.’
The interviewer, Aunton Giulio Bragaglia, goes on to explain
with evident and polemical partiality, ‘not schools: The
Theatre School’, agreeing with Copeau that ‘school and
theatre are the same thing’.

The problem of ‘what to teach’ is thus
replaced by the more dynamic, artistic and
hazardous problem of who teaches, and
h()\V-

In the last chapter of My Life in Art “The
results and the future’, Stanislavski puts his
artistic life on the balance: he first speaks of
his work as actor and director and points
out that he developed himself ‘principally in
the field of the spiritual creation of the
actor’ more than in the field of direction.
He experimented with every form of poetics
(indeed, ‘all the ways and means of creative
work’), from realism to symbolism to
futurism, with all the means of investigation
of mise-en-scene of his time; but centre
stage, he sees only the talented actor in
spite of the fact that, as he writes, ‘1 did not
succeed in finding a scenic source which
helped rather than hindered artistic work’
because he was searching for a simplicity
which comes ‘from a rich not a poor
imagination’.




The central problem for Stanislavski was
that ‘the actor’s rules of creation have not
been studied and many people consider such
study superfluous and even dangerous’. The
art of the theatre is based on talent but
gains substance with technique, Stanislavski
says, and it is obvious that this demands the
‘necessity of acquiring experience and
mastery’, training and virtuosity. There are
no available examples or methods for the
transmission of the actor’s art. All the great
actors, the men and women of the theatre,
and scholars as well, have written about the
performer's art but it has always been a case,
Stanislavski continues, of philosophy or
criticism based on results. ‘There is no
practical  guide’ beyond certain  oral
traditions, and yet, in order to escape from
fortuitousness and dilettantism, ‘elementary
psycho-physical and psychological laws’, as
yet not studied, are necessary.

Stanislavski writes this in 1924; young
people (on the left) reject him and he
desires neither to disguise himself as one of
them nor to become a useless and intolerant
old man; he decides that his task is to
transmit his knowledge and experience, so
as to avoid both the prejudices and the
discoveries of what is already known. By
1924 he had already set up the Studios in a
passionate, exasperated and unsatisfied
search for truth in a pedagogical situation.
Then, in his book, in half a page, he reveals
the treasure which he has discovered and
passed on: his method of the actor’s work.

Theatrical pedagogy as an expression of
creativity is, in the uncertain and
exhausting experience of Stanislavski’s
Studios, a theatrical culture. The System
which will later be used to found theatre
schools is imparted to us through
Stanislavski's books, conceived of as a kind
of didactic work which uses the technique,
if not the form, of the novel in order to
safeguard the vitality of the experience to be communicated.

Stanislavski and Copeau belonged to different worlds and
used different means, but both found it necessary to give the
theatre meaning and dignity, and they shared a common
point of departure: the struggle against the theatrical
institutions of the time, their lazy conservatism, and the fight
against the nonchalance of the theatrical profession. The
theatre and the profession seemed to them, and not only to
them, to have been reduced to false, rotting remnants,
inadequate for their necessities and their expressive
aspirations and those of their time. Both were aware that, in
Copeau's words, ‘art and profession are not two separate
things’, but that the profession, like the tradition, could no
longer remain what one already knew it to be and that it must
logically become the search for a profession which from time
to time, and always as a singular event, declares its own
ontological necessity.

Meyerhold also considers his schools as the place where
different techniques are learned, techniques which are not
aimed at a privileged performance system; and Reinhardt’s
eclecticism is fundamentally an invitation to use the most
diverse techniques in a professional way, without prejudice.
The freedom and commitment of the theatre practitioner are
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2-3. Training in the Stanislavski studios in Moscow. Following the line of physical actions. Exercises with
sticks and representations of the figure of Nike (victory).

fragile, conditioned as they are by media culture and and the
making of performances in a specific societal context. But at
the beginning of the 1900's, this freedom seemed to have
been rediscovered in a new development of the creative
process, by means of the expansion of methodological and
technical horizons. Now, it is the practitioners of theatre
themselves who, with their actions and with their words,
change the mental horizon of the spectator’s expectations.

The objective of the pedagogical situation is not the demier
cri (the ‘latest thing’) but rather the ‘first thing’ (these are
Copeau'’s words): the willingness to build up (often
genetically) the process of the training of creativity, the
willingness to learn how to acquire the knowledge which will
help one choose what to learn.

Also for this reason (as well as being an expression of the
theatre culture of the century’s first decades), the school is
the special place where the today of the future is lived, a
separate community (separate from the city, from the theatre,
from the ‘normal’ or bourgeois world): in the experiments
conducted by Stanislavski and Sulerzhiski, with the moral
pre-eminence which the latter gave to physical work: in
Copeau’s country retreat at the time of the first Vieux
Colombier and later in Copiaus’ Burgundy: in Dalcroze's



4. Anton Chekov (1860-1904), reading from The Seagull at the Moscow Art Theatre in 1899: Stanislavski is
seated on his right, Meyerhold is on the far left, and Nemurovich-Danchenko is standing on the far right.

Hellerau school with the religions of the body in nature
(which took so many forms , especially in Germany); and in
the final version of Von Laban's ‘School of Art’, in Truth
Mountain in Ascona, with its particular ceremonies; but also
in the auto-pedagogical and multi-directed diversity of the
first agit-prop groups and of the Bauhaus students.

Behind each of these experiences lie different schools and
different poetics, but all share in common a reflection on the
creative process, a reflection which is an expression of a
culture and of a dynamic poetics. It must be understood that
these schools and pedagogical aspirations are neither apart
nor moments of crisis nor a lack of artistic creativity, as if the
inability to create performances led to teaching instead.
When speaking of the first decades of the twentieth century it
is perhaps more useful and correct to speak of director-
teachers rather than of theatrical pedagogy. The school
experience is a complex phenomenon: an organic expression
of their maturity and artistic creativity and a lucid demand
made by their poetics.

Author’s pedagogy

Copeau said that there are no rules in the
theatre but that, in order to work, one must
believe in them anyway. The director-teachers’
search for rules is more a necessary part of
doing than a theoretical necessity to know.
Pedagogy as a creative act is a realisation of the
need to create a theatrical culture, a dimension
of the theatre which performances only
partially satisfy and which the imagination
translates in terms of vital tension. This is why
theatre in the first decades of the century
existed primarily through pedagogy (before it
became extolled and organised and didactic)
and why pedagogy can be seen as a through
line in the continuity of the most significant
theatrical experiences of the time.

Moreover, it makes it possible for us to see
certain  connections  with the rich and
cffervescent culture of the time: not only
performances in relation to the theatre bur also
the theatre in relation to the cultural
experience of a society which is living through
the desperation of its own too rapid and brutal
transformation.

APPRENTICESHIP

‘We must give more room and deeper
roots to the company spirit, we must find
life styles which are favourable to the
profession, an atmosphere of intellectual,
moral and technical training, a discipline,
traditions. The rebirth of the theatre
which has been dreamed of for so long,
and which is still being evoked today,
seemed to me to be first and foremost a
rebirth of man in the theatre.’

Copeau wrote these words in [93l, in
Memories of the Vieux Colombier. They
express the opinion held by Copeau (and
many others) that the new theatre was not
born of the theatre and in the theatre but by
the salvaging of the theatre’s cultural, social
and human complexity as a form of
expressive communication and as a means
for the realisation of man.

Institutionalised theatre schools had been
founded and continued to be founded in
response to other needs and belonged to another culture. But
the studios, laboratories and masters’ schools of the early
1900’s were founded in order to provide the conditions for
creative experience, as the theatre’s work place, as culture, as
a long term possibility. The director-teachers used these
opportunities not only to train students for the theatre, or for
their own theatres, but also to forge the implements of their
own creativity.

In the first Conversations for the Bolshoi School (transcribed
by Antarova), we can read how Stanislavski, when he set up a
studio, began by working on the basic problems of ethics and
artistic efficacy with his students .

In the final pages of Attinger’s book, we can read about the
spirit of the Commedia dell'Arte and in Silvio D’Amico’s
interview with Copeau, we read about how Copeau organised
the work in Burgundy as a continuity of private, daily, and
artistic concerns.

We can read about the teaching methods Meyerhold used
in his classes at the Borodinskaja Street studio (described in
his magazine, The Love of Three Oranges), about his ‘liberating
processes’ and about his catalogue of theatrical techniques.

5. Jacques Copeau (1879-1949). reading the script of A Woman Killed by Tendemess by Thomas
Heyewood in the courtyard of the Vieux Colombier Theatre. Also seen are actor Charles Dullin
(1885-1949), first on the left; Louis Jouvet (1887-1951), standing, third from the right; and Suzanne
Bing, first on the right.
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6. Physical exercises for Vieux Colombier actors, led by Karl Béhm in the theatre’s courtyard (Paris, 1913).
Actor Charles Dullin is third from the left. Of all of Copeau’s students, it was Dullin who was most
responsible for the development of the physical training techniques at the school of his Artelier Theatre

g

When we read Sklovskij, we ger a glimmer
of Meyerhold’s teaching methods in the
directing class at GVYRM (Advanced State
Laboratories for Divection). Sklovskij also
describes Eisenstein's visit to Meyerhold’s
class and emphasises how necessary it is to
learn to create new conventions above and
beyond those no longer [‘\‘I\Ll‘-ui is such
(‘we must not forget how conventional the
realistic theatre is"). He goes on to lament
the fact that Stanislavski's and Meyerhold’s
rehearsals had not been filmed so that new
directors ‘could become accustomed to
learning and to being astonished’.

We have evoked them here to help us
remember that in the twentieth century
and in opposition to academic didactics,
there exists a long-term theatrical exper-
ience, above and beyond performances, and
that the theatre pedagogy of the Founding
Fathers is artistic creation through the
teaching and learning of theatre.

7-8. (left) Tadeusz Kantor (1915-90) working with students in Milan; (nght) Examples of ‘biomechanical exercises invented by Meyerhold for his actors training

9-10. (left) Vsevolod Emilevic Meyethold (1874-1939) (centre) with his actors during a rehearsal of Mayakovski’s The Bug (1929): (nght) Bertolt Breche (1895- 1956

with Ekkehard Schall during a rehearsal of The Life of Galileo in the Berliner Ensemble’s rehearsal hall
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Paul Klee rh\ anter could not help becoming a teacher in the original meaning of the tevm. The word ‘to teach’ denwes from the Gothic
‘tatku-sign’ (our word wken). It is the mission of the teacher to observe what goes unnoticed by the multinde. He is an interpreter of

SIgNS

Sybil Moholy-Nagy in Paul Klee, Pedagogical Sketchbook, Faber and Faber, London — Boston, 1981.)

Pedagogy and the relationship between master and suudent: the secret of the transmission of art hes in the personalisation of this
relationship. With few exceptions, the master-student velationship has to a large extent deteviorated in traditional Occidental theatre
schools. But i other cultures, this living transmission of art is sull practiced and is the essential yeason why some artistic and spiritual
traditions have existed for generations, and have been passed on unchanged, without losing their power.

tradition. Here we have the main elements of the oral

ORIENTAL EXAMPLES tradition: the teacher or gur, the student or sisva, and the

unbroken line of knowledge or parampara, in which the

ROSEMARY JEANES ANTZE master and disciple are individual participants in a tradition
which stretches beyond hoth.

The syllable gu means shadows (darkness) Continuity in the arts relies on human beings. Written

the sylluble ru, he who disperses them. texts may record certain principles, but the belief in the

Because of his power to disperse darkness efficacy of the living teacher goes back to the time of the

the guru is this named. ancient sage/teacher, Nardda: *What is learnt from reliance

(Advayataraka Upanishad, verse 5) on books and is not learnt from a teacher does not shine in an

assembly’. Moreover, since dance and music communicate
Knowledge in ancient India was oral in nature. The early  through non-verbal means and their nuances of expression lie
religious texts, the Vedas and Upanishads, were passed on for  beyond words, these arts are especially indebted to the
many generations by word of mouth, only later to be living-oral tradition. Students rely on their chosen g as the
committed to the written word. An oral tradition demanded a  key to the rich world of creative endeavour.
living representative — the guru — who both embodied and The religious guru is perhaps the most visible embodiment
transmitted the traditional knowledge. In Vedic times it was  of the traditional teacher and assumes many forms, ranging
customary for a father to pass on his learning to his son, thus  from the long-haired ascetic in retreat high in the Himalayas
perpetuating  the knowlege through parampara, meaning  to the jet-setting yogi with a large Western following. In India
lincage, progeny, uninterrupted row or series, succession or it is not unusual to seek out and follow a gure in spiritual
matters. Often a teacher’s guidance is considered essential to
achieving the ultimate goal of Hindu life — moksha or release.
Although gurus are generally male, there is a female example
from Madras, Jnanananda, who is dubbed ‘mother guru.” In an
interview with C. White, an historian of religions, she states
the rule of thumb for finding an appropriate gure: ‘“When the
chela (disciple) is ready for the guru, the guru comes’. Her
advice for subsequent behaviour towards the teacher is
equally typical: ‘When one finds a true guri, one should
surrender completely.”

Guru as parent, honoured preceptor

Originally the gt was the one who performed the
purificatory  ceremonies over a Brahmin boy and who
instructed him in the Vedas. In this role the gure became a
second and superior father because the ability to impart
spiritual knowledge ranked higher than the capacity to give
physical birth. The way that the guru becomes a second
T e .
parent at the boy's initiation is found in the Artharva Veda
IX: 5-8:
‘When the teacher accepts the Bralmachari (student from
the high brahmin caste) as a disciple, he treats him as an
embryo within his own body. He carries him for three nights
in his belly; when he is born, the gods assemble to see him.’
\:{_ _v v < L. Even [f»d:ly the view of guru as second parent is ;fcccprcd by a
\ . < surprisingly large number of young people. This attitude is
£ b A . 4
R documented in a recent study that dealt with the modern
g J educational system. A questionnaire presented the following
- alternatives:
I. A teacher should really be like a second parent to his
) students and should ensure their all-round development.
L1 (above) Balnese dancer I Made Pasck Tempo and (page 31) Japanese dancer 2. A teacher should primarily be concerned with teaching
Katsuko Azuma teaching arm posttions to their tespective students. In Asian ‘I e I i i g
thearnical eraditions, the student usually stands in front of the master and learns by his subject in the class-room and should not worry about
direct imiration of the master’s actions. Sometimes, however, especially at the student behaviour outside the class-room.
beginning of the apprenticeship, the master stands behind the student and guide , R N N
i LR oD, e masier prands eBind the student and guides g 90%  of high school and college students in eight

the acrions directly, in order o transmit both movements and thythms by means of h .
physical contact (ct. 1ll.5 p.247). different states chose the first statement acknowledging the
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teacher as second parent, confirming that the ideal of guru,
whose traditional r6le extends well beyond the classroom, is
indelibly lodged in the minds of most students.

Dance gurus too are often viewed as surrogate parents since

they give birth to the dancer in each of their students. One of

the expert Odissi dancers, Kum Kum Das, herself a mature
woman and mother, speaks with warmth of the
father-daughter relationship she maintains with her g,
while exponents of the temple dance tradition were actually
adopted so that mother and teacher became one.

Higher than a parent, a guru can also be placed almost on a
level with a god and revered accordingly. His blessing is
essential for success in any endeavour. The following verses
from the Advayataraka Upanishad elevate the gune to
superhuman proportions:

Only the guru is transcendent brahman

Only the gun is the supreme path

Only the gun is highest knowledge

Only the gun is the last refuge

Only the gun is the wltimate limit

Only the guru is the greatest riches.

Because he teaches that,

The guru is the highest of all.

(verses 17 and 18)

Such extravagant praise is not without its counterpart in
action. In Kathak dance teacher Durga Lal’s practice studio in
Delhi, a photograph of his late guru, decorated with flower
blossoms and wafted with incense, hangs in a corner. Upon
entering the room, each student goes first to the picture and
respectfully touches her hands to the base of the portrait then
immediately to her closed eyes. Next she proceeds to the
present gury, touches his feet and bows again — in a manner
similar to the obeisance performed before a deity in a temple.

The one-to-one relationship between guru and shishya is
the cornerstone of the learning system, and implies a close
and lasting contact between the two, based on love and
devotion. Ravi Shankar names the teacher as the first of three
concepts at the heart of the music tradition: gune, vinaya and
sadhana. For a serious artist, choosing a guru is more
important than choosing a husband or wife. Then vinaya
follows, which is ‘humility tempered with love and worship’.

Not only reverence but also fear can be part of a student’s
attitude towards his guru — and contribute to his learning.
Modelled on a father-son relationship, the ideal rapport in
music is intimate yet hierarchical, rather than a meeting of
friends or equals. The third concept, sadhana, which means
practice and discipline, involves complete faithfulness to the
guru's tradition and absolute obedience to his instructions in
art and life.

Guru-kula, study in the guru’s home

It is necessary for a guri to be in constant contact with his
student in order to be truly able to nurture the artistic skills
and attitudes in his shishya. The ancient system arranged this
through guri-kula, in which the student was incorporated into
the guri’s houschold, almost as a family member. Kula is the
Sanskrit word for family, lineage or house; hence, guru-kula
means learning ‘at the house of the gun’. This custom of
going to live with the teacher, central to the system of ancient
education, was the prevalent manner of learning music up to
the generation now dominating the concert stage in North
and South India. For most present day students of dance,
auni-kula belongs to an idealised past. Restrictions of time in
the modern rhythm of life permit perhaps a few months of
residing and learning in the gun’s home, but seldom the years
of a full training as in the past.

APPRENTICESHIP
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A serious and celebrated dance school, Kalakshetra,
founded in Madras in 1936 by Rukmini Devi, was established
on principles that tried to retain the qualities and atmosphere
of guru-kula. It is a boarding school where teachers and
students live and work together for most of the year, with
students staying for a minimum four-year course. The late
master, Chandu Pannikar, who was the pillar of the
Kalakshetra Kathakali department, commanded utmost
respect, demanded full attention and exacted strict discipline.
Those who studied under him, including his son, say that
students of today would not be up to the hardships and

discipline.
‘Whenever you would visit him, he would make you do
some practice — eyes, talam (thythm), mudras. It was

twenty-four hours work ... Afterwards | realised why he

scolded us, why he would get angry, even if someone who

was sitting and watching praised us.” (Kuniraman)

The guru would tell even tougher stories of his own teacher,
who once took him by the knot of his long hair and threw him
against the wall, simply because he stopped doing the rhythm.
But student life was not all trial. The close proximity with the
guru also allowed the creativity of the master to flow
whenever the mood took him. The susceptibility to mood —
most critical in expressive art — was preserved and allowed
within a disciplined structure of learning. Two dancers
confirmed that even if inspiration came to the master in the
middle of the night, he would not hesitate to call his students
to him to impart his knowledge.

But the call of the guru did not always mean that dance
instruction would be given. Another very important aspect of
the gurnie-shishya relationship, especially possible in a gune-kuda
setting, is the ‘service’ the student performs for the master.
Washing clothes, preparing and carrying hot water for a bath,
giving massage and oil baths to the teacher are acts that many
dancers mentioned. My Odissi guru spoke of services he gave
to his gune: cleaning dishes, doing shopping and conducting
puja, or worship, in the gund’s house when he was away. I also
saw students mending clothes and making travel
arrangements for their gurus. Service and obedience in
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13-15. Sanjukra Panigrahi, age 6, beginning her apprenticeship in Odisst dance. 'l began to learn when 1 was five years old and I am still learning today. 1 had two masters.
The first, Rukmim Devi (cf. ill.4 p.206 ), was perfect for technique. She was famous because in none of her students could one detect the least weak pont, the least fault.

My second master, Kelucharan Mahapatra, who is still my master today, says that the great artist is he who masters technique in order to forget it, he who not only charms
the spectator but succeeds in changing him."

mundane tasks seem to demonstrate the dedication and
humility in the student and worthiness to receive the
knowledge and skill embodied in the teacher. As in the past,
it remains an important element in the guru-shishya
relationship today.

Guru-dakshina, gifts and fees

There was no prior arrangement for fees in the ancient system
of education and certain texts actually condemn teachers who
stipulated payment as a condition for accepting students.
However, the idea of guru-dakshina, gift for the guru, is a long
accepted and traditional practice. Early sources suggest the
ideal — that the gift was simply to please the teacher, not an
equivalent or compensation for the knowledge received. This
ideal was based on the belief that knowledge was so sacred
that even when a guru taught a single letter of the alphabet,
he could never be adequately recompensed with worldly
wealth. Nevertheless, dakshina was appropriate at the
completion of studies. An ancient law, Manu [1:245-246,
states that when the student is about to return home,
‘he may offer his guru some wealth; the gift of a field, gold, a
cow, or a horse, or even shoes or an umbrella, or a seat,
corn, vegetables and clothes (either singly or together) may
engender pleasure in the teacher.’
Naturally this tradition of guru-dakshina has been perpetuated
in contemporary situations. A guru who has given of his art
and his love expects gratitude and respect in the form of gifts.
The major gift giving still takes place at the time when
basic training is completed, which in dance coincides with the
occasion of a first performance, called arangetram in Bharata
Natyam. The standard practice was to give according to the
student's abilities and the teacher’s needs. The system is still
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fluid in concept although new expectations influence the
choice and value of dakshina to a considerable degree. Dance
gurus now generally receive a specified fee for their teaching
services, so guri-dakshina becomes a source of luxury items. A
new list of gifts suitable for guru-dakshina at the end of study
could include a television set, tape recorder, moped, or the
more traditional gift of clothing — perhaps a kashmiri shawl or
a gold necklace.

Ekalavya, disciple extraordinaire

An intriguing story of a guru-student relationship from the
Mahabharata, which contains a striking example of
guru-dakshina, seemed to be foremost in several people's
minds when [ tried to elicit guru stories. For the sake of
brevity and to retain the spirit of the oral tradition, here is the
version told to me by Odissi guru, Ramani Ranjan Jena:
‘Drona was the greatest of all gurus, and was the master of
dhanur beda, the art of archery. He taught the sons of kings,
both Pandavas and Kauravas (the two principal families of
the epic who engaged in war with each other). One day
Ekalavya caught sight of Drona and was filled with awe and
love for the spirit of his guru. That power touched Ekalavya
so deeply, but he was of humble and poor family so he had
no rights to learn archery. Yet he was so inspired that he
made an image of Drona the guru, practised archery before
it, prayed to the rupa (image), and presented it with
offerings. Then one fine day Drona and his students were
out in the forest, and Drona caught sight of a dog, which
had previously been barking and which now had an arrow
piercing its snout — its nose through to its chin — that
silenced the beast. Drona was astonished because only he
knew the art of thus shooting an arrow, and wanted to



know who was responsible. Ekalavya came forward and
admitted the deed, confessing how he had taken Drona for
his guru without the master’s knowledge and how he had
learnt the art. Guru Drona therefore asked for his due,
guru-dakshina, the present offered to the teacher when
training was complete. Because he feared that Ekalavya
would become greater than himself, Drona asked for the
thumb of the student’s right hand. Ekalavya gave happily
what the master requested ... Ekalavya's mother was in
tears, but the art of archery needed to be kept in the hands
of the ruling class. The eager student had overstepped his
bounds and gone beyond what destiny had ordained as
possible in this life.”
This story well illustrates many features of the guru-shishya
relationship — though it is in itself an unorthodox situation —
the dedication, intense practice, obedience and complete
surrender of the student’s will to the guru’s demands. An
important detail omitted from the above version is the fact
that Drona had promised his favourite student, Arjuna, that
no one should be a greater archer than he. One explanation
for the harsh request could be the gurt'’s wish to keep his word
given to his chosen and legitimate student. The fact that
Ekalavya seems to be perfectly willing to accept his gund’s
demand demonstrates that the blessings of the gunt are more
valued than the learning of a skill. A dedicated and senior
dancer-teacher told me that the respect, obedience and
service rendered to a guru are meant to break down the ego
until gradually the ego subsides and the true self emerges fully.
In this light it is possible to interpret the initially shocking
story of Ekalavya as one of high personal achievement in
spiritual terms. Through his archery he mastered not only the
bow, but also himself.

Guru-shishya-parampara

Up to this we have mostly considered the

point,

teacher-student relationship as a hierarchical one in the sense
that a younger student owes respect to the elder master who is
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the source of knowledge. And yet the guneshishya relation-
ship is distinctly symbioric in nature. An established Bharata
Natyam gure, Nana Kasar, whose classes 1 watched in Delhi,
was quick to mention (in the presence of his students) that a
gnu\] student draws out a teacher and a rteacher can be
inspired by and realised in his student.

The symbiotic relationship extends beyond the mutual
dependence of guru and shishya. My Odisst gune spoke one day
of his belief that the guru, or perhaps the concept of gun,
exists within oneself, that one holds the image and power of
the guru in one’s mind/heart. In the initial stages of the
relationship, the teacher is responsible for giving birth to the
artistic being of the student and for nurturing the pupil's skills
by taking the réle of second parent. Subsequently, the gurne
and his tradition are assimilated by and become contained
within the disciple.

When set against the backdrop of tradition, parampara, the
relationship between guru and student, becomes more than
just a meeting and exchange between two individuals. It
serves as the vital link in the continuity of the dance. The
words of three noted artists who all learned from a
distinguished Bharata Natyam master, Muthukumara Pillai
(1874-1960), capture a sense of the impact of a revered gune
on the next generarion:

‘... In his simple life, he embodied the shastraic concepr of

the real teacher, whose inspiration always remains an

illumination in the minds of his students.”

(Mrinalini Sarabhai)

‘... He was the repository of a tremendous repertoire ... For

some of us the memory will remain fresh and serve as an

inspiration to pass on to others what we have learnt.”

(Rukmini Devi)

‘1 know that what he imparted to me and to his other

students is deathless.” (Ram Gopal)

Here we sce the guru as the inspiration that stays with the
disciple and motivates further transmission. The dance
continues to live and the guru is immortalised through his
SUCCESSOrS.
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BALANCE

Extra-daily balance

‘The characteristic most common to
actors and dancers from different cultures
and times is the abandonment of daily
balance in favour of a ‘precarious’ or
extra-daily ‘balance’. Extra-daily balance
demands a greater physical effort — it is
this extra effort which dilates the body's
tensions in such a way that the performer
seems to be alive even before he begins to
express.

The performers of the various Oriental
traditions have codified the acquisition of
a new balance and have fixed the basic
positions which the student must learn
and master through exercise and training.
In India, for example, (ill.2) the body is
bent according to a curved line which
passes through the head, the trunk and
the hups. This fundamental position is
called the tribhangi, ‘the three arches’. 1t is
found in the statuary of all Buddhist
temples and thus has spread throughout
all cultures from Nepal to Japan (cf.
Opposition).

Precarious balance is also found in
Occidental theatre, as can be seen in this
Commedia dell'Arte actor from the
seventeenth century (ill.1), whose position
strongly resembles the tribhangi. If we look
at the silhouettes of these two figures, we
notice that in both cases there is a
deformation of the daily position of the
legs and a reduction of the base of support
in the foot.

Both bodies appear to have been broken
and then reformed following a similar line.

In the most recent Occidental theatre
tradition, in which the functions of actor
and dancer have been separated, one finds
this alteration of balance only in such
strongly codified techniques as mime
(ill.3) or classical dance.

Luxury balance

Why do all codified performance forms in
both the Orient and the Occident contain
this constant: the deformation of the daily
techniques of walking, moving through
space and keeping the body immobile?
This deformation of daily body technique,
this extra-daily technique, is essentially
based on an alteration of balance. Its
purpose is to create a condition of
permanently  unstable  balance. By
tejecting ‘natural' balance, the Oriental
performer intervenes in the space by
means of a ‘luxury’ balance, uselessly
complex, seemingly superfluous and
costing excess energy.

It can be said that this ‘luxury’ balance
leads to  stylisation and  aesthetic
suggestivity. This affirmation is generally
accepted  without question, with no
attempt  being made to find out why
physical positions which destroy the
natural being and the daily way of using
the body have been chosen.

What exactly is happening?

Nev il

1 - 2. The commedia character Frittellno in an engraving by Bernard Picart (1696), and Odissi dancer
Sanjukta Panigrahi: cultural differences notwithstanding, the Commedia dell’Arte mask and the Indian dancer
1

are transversed by analogous lines of force; likewise, the same

3. Euenne Decroux in a typical mime déséqualibre
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alance principle is at work in both.
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Balance - the human ability 1o |
1y

y erect and tc

pac 1
position is the result of series of
muscular relationships and tensi }
in our organism. The more our
ments become complex — when we take
longer steps than usual or hold the head
more forward or more backward than
usual the more our balance is

threatened. A whole series of tensions is
set up just to keep the body from falling
One tradition in European mime make
conscious use of this déséquilibre: not as a
means of expression, but as a means of
intensification of certain organic processes
and aspects of the body's life. A change of
balance results in a series of specific
organic tensions which er : and
emphasise the performer’s material
presence, but at a stage which precedes
intentional, individualised expression.’
(Eugenio Barba, Theatre Anthropology: First
Hypothesis).

4. Dance of opposition in a Jester — a German bronze 5. Eugeni Vakhtangov (1883-1922) in a precarious
from the 15th century (Victoria and Albert Museum, balance position as the Fool in Shakespeare’s Twelfth
London). Night (Moscow Art Theatre Studio, 1919).
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Extra-daily technique: the search for a

new posture
‘In Japanese Noh theatre, the actor walks
without ever lifting his heels from the
ground: he moves forward by sliding his
heels. If one tries this, one immediarely
discovers that one's centre of gravity
changes position, and that therefore one’s
halance also changes. If one wants to walk
like a Noh actor, the knees have to be
slightly hent. This results in a slight
downwards pressure from the vertebral
column, and therefore trom the whole
body. It is exactly the position assumed
when one prepares to jump.

In Kabuki theatre, also from Japan,
there are two different styles, aragoto and
wagoto. In aragoto, the exaggerated style,
the so-called law of diagonals is used: the
actor’s head must always be at one end of
an acute diagonal line; the other end of
the line 1s one of the feet (ill.7).

The wagnto style is the ‘realistic’ style in
Kabuki. Here the actor moves in a way
which is similar to the tribhangi of classical
Indian dance.

In Indian Odissi dance, the dancer’s
body is held as if the letter 'S" was passing
through the hips, shoulders and head. The
sinuosity of tribhangi is clearly visible in all
classical Indian statues. In  Kabuki's
wagoto form, the actor moves his body in a
lateral, wave-like manner which requires a
continuous action from the vertebral
column. The actor’s balance, and
therefore also the relationship between his
body weight and his base, the feet, is
consequently changed.

In Balinese theatre, the actor-dancer
pushes down with the soles of his feet at
the same time as he lifts his toes, thus
reducing his contact with the ground by
almost one half. To avoid falling, he must
spread his legs and bend his knees. The
Indian Karhakali actor pushes down with
the sides of the feet, but the consequences
are the same. This new base results in a
fundamental change of balance: the actor
stands with his legs spread and his knees
bent (l1.8).

The rules for the only form of codified
theatre in Europe, classical ballet, seem
deliberately to force the dancer to move
with precarious balance. This is true of
both the hasic positions and the entire
range of movements such as arabesques
and attitudes, where the weight of the
whole body is supported by one leg, and
even on the tips of the toes of one foot.
One of the most important movements,

the pli¢, consists in dancing with the knees
bent, the best starting position for a
pirouette or a jump GILT1,12).

(Eugenio Batba, ibid).

8. Kathakali students from the Kalamandalam school in Kerala, India, in the basic position, the tirst thing
learned at the begmming of apprenticeship.
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teft) Precarious balance position in the classical European ballet demi-pli¢




Generalisations regarding balance

“The balance of the human body is one of
the functions of a complex system of
levers made up of the bones, the joints
and the muscles; the body's centre of
gravity changes position as a consequence
of the different attitudes and movements
of this complex system of levers. (...)

Muscular sense is our perception of the
state of contraction or relaxation of the
muscles and of the effort which the
muscles make in order to hold a given
weight. It is also the tactile sensation of
the soles of the feet, which perceive the
variations in the pressure exerted upon
them by the rest of the body. This
muscular sense conditions our balance in
various  body attitudes  hecause it
automatically indicates to us the limits
within which we can move a part of the
body without falling. (...)

Statics. Mechanics teaches us that a
body’s centre of gravity is the point of
balance of all the parts of that body and
that the line of gravity is a line
perpendicular to the ground from this
point.

We also know that a body’s centre of
gravity is correctly situated when the line
of gravity reaches the ground inside the
perimeter of the base of support. This is the
case for the human body when in a
standing position. But since the skeleton is
made up of so many mobile elements, the
human body would not he able to stay in
balance if all these elements were not held
in place by the ligaments and by the work
of the muscles.

One can deduce from the foregoing
that in order to keep the body standing in
a comfortable and symmetrical position,
we need only a very slight participation
from the muscles, because the essential
work is done by the ligaments.

But if the subject under study moves
from a normal standing position to a
position at attention, the extensor muscles
of the vertebral column, the gluteus
maximus and the quadriceps contract
immediately. In fact, in this position, the
axes of the movements of extension and
flexion of the joints (the joint between the
atlas and the head, the joints of the
vertebral column, the joints of the hip, the
knee and the ankle) are seen to be in the
same vertical plane as the line of gravity.

Because of the new orientation of these
joints, the body is in an unstable halance
position, and the various mobile segments
must be held in place by the action of the
muscles. (...)

In all the positions taken by the body in
which it rests on both feet, the centre of
gravity will move at the same time as the
body’s axis, and the amount of muscular
effort  required to keep the body in
balance will be in direct proportion to the
degree of displacement of the body from
the perpendicular of gravity.'

(Angelo Morelli, Giovanni Morelli:
Anatomia per gli artisti, Anatomy for Artists).

BALANCE

14. Plates showing aspects of balance, from Anatomua per artisti (Anatomy for Artists), by Angelo and Giovanni
Morelli. A: shift of the body relative to the line of gravity; B: the ine of gravity in walking and running; C: the
mechanism used to make the transition from an erect symmetrical position to an erect asymmetrical position
{the line of the Indian trbhang is also discernible in position (d) in this fast drawing: cf. Oppositions).
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The study of balance makes it possible for by the spectator as a conflict between  performer who kn

us to understand how a balance in action  elementary forces. But in order to be able t the balan m
generates a kind of elementary drama: the move from a balance which is the result of  Muscles in action must reg t
opposition  of different tensions in the  minimum effort to a visualisation of contrary in the mamtenance of the |

performer’s body is sensed kinaesthetically  forces —and this is the image of the body of a
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15. Dynamic balance is clearly visible in the stationary poses of these Thai dancers: tension (and therefore dynamics) 1s underhined by the contrast resulting tr the
direction of the arms and legs (a and b) and the extreme spreading of the legs (¢ and d)



Balance in action

The performer’s dynamic balance, based on
the body’s tensions, is a balance in action: it
generates the sensation of movement in the
spec tator \\'l\k'l\ ]11\'[1: 18 l‘[\l\'
immobility.

Artists consider this quality to be of prime
importance: a pamnted figure which lacks this
quality is, according to Leonardo da Vinci,
doubly dead. It is first dead because it is a
fiction and then dead again because it shows
no movement of the mind or body. Modern

even

BALANCE

artists  have also  demonstrated  their
preoccupation  with  this quality. In an
interview with Charbonnier in 1951, Matisse
said: ‘Immobility is not an obstacle to the
teeling of movement. It is a movement set at
a level which does not carry the spectator’s
bodies along, but simply their minds’.

Actors and dancers must also be aware of
the kinaesthetic consequences of their work,
that is, the sensations which are experienced
by the spectator witnessing the dynamic
patterns of their scenic behaviour.

16. Mayan dancer: mural at Bonampak (southern Mexico, 9th century A.D.): in the outline of the body
position without costume, the alteration of balance can cleatly be seen in the flexing of the head and trunk (cf.

123 p223).

17. The basic Balinese dance position also contains
an alteration of balance created by crossing the feet
(cf.ill.1-2 p.120).

18. Etruscan dancer: fresco from the Trichnium tomb at Tarquinta, ltaly (480-470 B.C.).
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\4 |

s
f an I \

pex i

ol ¢ the corne

the pelvis at the

of the navel. T F
forme 1

n - centring

ance n

point. It

(but thus is

d even  today |
sometimes don’t find
i), then all  his
movements  will  be

powertul.  But
power is not synon
ymous with tension or
violence. My master
said that the ball of

steel was covered w
layers of cotton, and
thus resembled some-
thing soft which, deep
in its centre, hides

something hard. The
performer’s movement
can be slow and soft
and conceal its power,
like the pulp of a fruit
conceals the kernel.’

(Katsuko Azuma)

19-20. Korean dancer in a painting by Kim Hong-do 21. Katsuko Azuma in a Buyo dance position: the spreading of the kimono and
(18th century). In the enlarged detail, the dancer's the simultaneous opening of the two tans visibly amphfy (like a balanced letter
precarious balance and the line of the Indian tribhangi 'V') the difficulty of the precarious position, which is nevertheless fully controlled
(cf. Oppositions) are easily discermble. by the dancer.

22-23. Indian Kathakali actor i a precarious balance position; Kathakali students traming the same posiion. The young students (as opposed to the
the posttion by holding on to their big toes.
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24-25. (left) In Kabuki, high clogs are used to increase height and modify the balance. Here the samurai Sukeroku displays his elegant costume in a characteristic
déséquilibre posttion; (right) Jesters dancing in high shoes (11th century miniature, Limoges, France).

26. Peking Opera actor in a precarious balance position accentuated by the use of the rypical black cloth boots with high white soles which are used for characters of high
rank, such as emperors, generals and judges. The types of shoes worn hy Peking Opera actors are based on the traditional footwear used in the Qg Dynasty (1644-1911).
Included among these are the ts'ai chi'ao, the special shoes used by women to deform their feet into the so-called *lily feet” (cf. ill.6 p.76)
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27 - 31. Dance consists of the continuous
modula of balance. Hene aradox

f dances excente
following examples: Baline

16th century, photographed at the er

century n the Roval Palace at Jogjakarea (1.31)
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Why does the performer aim for a luxury
balance? What does the performer’s
alteration of balance mean for the
spectator?

‘In dancing and acting, the artist, his
[ﬂ(‘l. .‘lnd h‘\ \\'4\[1{ are lrll“\'\l mnto one
physical thing: the human hody. One
curious conseqguence is that the
performance is essentially created in one
medium while it appears to the audience
in another. The spectator receives a
strictly visual work of art. The dancer uses
a mirror occasionally; he also has at times
a more or less vague visual image of his
own performance; and of course as a
member of a group or as a choreographer,
he sees the work of other dancers. But as
far as his own body is concerned, he
creates mainly in the medium of the
kinaesthetic sensations in his muscles,
tendons, and joints. This fact is worth
noting, if only because some aestheticians
have maintained that only the higher
senses of vision and hearing yield artistic
media.

Al kinaesthetic  shape is  dynamic.
Michotte has observed that ‘movement
seems to be essential to the phenomenal
existence of the hody, and posture is
probably experienced only as the terminal
phase of motion." Merleau-Ponty points
out that ‘my body appears to me as
posture’; and that, in contrast to visually
observed objects, it does not have a
spatiality of position but one of situation.
‘When 1 stand in front of my desk and
lean on it with both hands, the accent is
all on my hands, while my entire body
trails behind them like the tail of a comet.
Not that I am unaware of the locations of
my shoulders or hips, but they are only
implied in that of my hands, and my
entire posture is, as it were, readable
through the hands’ leaning on the desk.

The dancer builds his work from the
feelings of tension and relaxation, the
sense of balance, which distinguishes the
proud stability of the vertical from the
risky adventures of thrusting and falling.
The dynamic nature of kinaesthetic
experience is the key to the surprising
cotrespondence between what the dancer
creates by his muscular sensations and the
image of his body seen by the audience.
The dynamic quality is the common
element uniting the two different media.
When the dancer lifts his arm, he
primarily  experiences  the tension  of
raising. A similar  tension is  visually
conveyed to the spectator through the
image of the dancer's arm. 32-33. (top) Louis Jouvet (1887-1951), on the left, m Moliére's L'Ecole dex Femmes (Paris 1936). The

Finally, it is essential for the  déscquilibre m this scene is the result of Jouver's atiempt to kick the servant, and by the latter's escape. It should
performance of the dancer and the actor he cemembered that the stage m the Talian-style proscenum-arch theatre was steeply raked. This take, which
e visual  dynamics he  cleaty facilitated |wvr~m-r(m- in scene design, obliged the actors to ~pn-;|d_ﬂmr legs in order to keep thei balance. The

X . X use of the raked stage in European theatre was not abandoned until towards the end of the 19th century;
distinguished  from mere locomotion. T (helow) Vertical section of Milan’s Teatro della Scala, which was designed by Italtan architect Giuseppi
noted earlier that movement looks dead  Piermarini (1734-1808) and completed m 1778, Note the stage’s steep rake.
when it gives the impression of mere
displacement. Of course, physically all
motion 15 caused by some kind of force.

But what counts for artistic performance
1s the dynamics conveyed to the audience
visually; for dynamics alone is responsible
for expression and meaning.’

(Rudolf Arnheim, Art and Visual Perception)
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ctress [hen Na smussen traning at Odin Teatret (1971). The exercises have an obvious etfect on the
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Balance and imagination
‘In order to research the physiological
bases of behaviour, experiments have
been conducted which study ‘the relation-
ships between tonic postural activity (the
regulating system of basic balance which
makes it possible for man to maintain a
standing position and keep his balance)
and the motor activity which results in
gesture and pantomime’. These experi-
ments  have been with various
subjects; the following text refers to those
done with actors and athletes.

From the physiological point of view,
the balance system is made up of several
sensory-motor terminals, including exter-

done

noreceptive elements (visual, auditory,
tactile) and auto-receptive elements
(muscular, tendonous, articular and

vestibular}). The proper functioning of
these systems makes it possible for man to
keep the projection of his centre of gravity
inside the support polygon.

We know that man, whether standing
or reclining, is never immobile: he
oscillates following particular and complex
rhythms. These rhythms are established by
the various sensory-motor reflex systems
which assure the regularisation of tonic
postural activity. The amplitude and
frequency of the oscillations of the body’s
axis can be measured with the
stato-kinesimeter (ill.39).

During a specified period of time, the
apparatus  supplies certain  information
about the body's position:

— it localizes the point of projection of
the body’s center of gravity in relationship
to the center of the support polygon;

— it evaluates the amplitude and
frequency of the displacement;

— it measures the phenomenon in time
and in space.

While the subject is standing on the
platform, the information which we obtain
on the apparatus’ oscilloscope, after
electronic trearment, is read in two forms:

— vectorial, where the
posterior and lateral displacements are
registered. This is the stato-kinesogram
(ill.40)

— linear, where the anterior and
posterior displacements are differentiated
from the lateral displacements and are
registered in time. This is the stabilo-gram
(ill.38).

In the first case, the surface area
covered by the ‘spot’ is measured (in
mm?) ; in the second case, the length of
the line made by the ‘spot’ is measured (in
c¢m.). The four concentric circles on the
oscilloscope  screen correspond to the
different thresholds of pressure exerted on
the platform: 5, 10 or 15 kg. for dis-
placements of 1, 2 or 3 cm. in amplitude
and for angular displacements on the
subject’s sagirtal plane of 1, 2, or 3
degrees. All the oscillations of the spot
which go beyond the determined thresh-
old in the four cardinals are recorded.

In the first series of experiments, we
examined the postural behaviour of two
groups of subjects in good physical
condition:

anterior,

BALANCE

38. Mllustration of the results of an experiment on balance and imagination: (a) athletes show a change of

ce only when a weight is actually being carned; (b

actors, accustomed to imagining gestures and actions,

show a change of balance during the mimed execution of the action as well.
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39. The kinetometer: instrument which measures the
amplitude and frequency of body axis oscillations.

40. Kinetogram: vector graph of changes in balance
measured by the kinetometer.
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41.Charles Dullin (1885-1949) as Arpagon in The
Miser by Moliere in a position of extra-daily balance.
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42-43. French mime Etienne Decroux, and an Italian Commedia dell’Arte mask in a 17th century engra
the same precarious balance position.

ving:

44-45. Indian Odissi dancer Sanjukta Panigrahi, and a dancing pygmy shaman (drawing by French
anthropologist LeRay, 1897): the two performers have assumed a similar precarious balance position.

a group of athletes whose physical
condition is due to gesture expression
adapted to reality

a group of actors, whose physical
condition is due to mimed, ‘imagined’
gesture expression

[lll' l’\l‘l‘llllnl‘lll L"ll“‘lL"v{ mn c ‘H.'! iring
the results before and during the carrying
of weights (1, 2 or 3 kg) and during the
mimed execution of the same gestures
The results (ill.38) show that:

a) in the group of athletes, the
variations in displacement of the t
centre of gravity are produced in
proportion to the weight when the real
weight s carried, while the mimed
execution of the same gesture causes no
change in displacement.

b) in the group of actors, accustomed to
translating an imaginary idea with the
body and with gesture, there were
different reactions to the two situations:
carrying the weight did not practically
modify the zones of displacement, while
the mimed action amplified the
displacements  in  proportion to the
imagined weight.

In order to develop a motor activity,
the subjects whose physical condition is
derermined by gesture expression adapted
to reality (athletes) essentially used
information based on a real and tangible
stimulus. The actors, whose physical
condition is determined by their more
elaborated, memorized gesture expression,
which they can repeat without actual
physical support, can prepare the body’s
action essentially on the basis of the
imaginary.’

(Ranka Bjelac-Babic, Utilizzazione di un
metodo scientifico nello studio dell” espres-
sione sportiva e teatrale — The Use of a
Scientific Method in the Study of Athletic and
Theatrical Expression).
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46-51. ltalian acrobatic dancer Sacchi (page 48) at London's Covent Garden in 1816. However the pertormer’s sc wrch for a luxury 1 nente
of actobatics and virtuosity but in the direction of the extra-daily, as is demonstr m 1 by all of the following positions from van . ] I
left) (1925-1985), tn Living Theater's Six Public Acts at the Venice Biennale, 1975; Peking Ope Per Yan- Ling (¢ Balinese da Ni Made W

(bottom lett); Isadora Duncan (bottom centre); and Japanese Butoh dancer Natsu Nakajima {t
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Brecht’s unknown dance

The influence which Brecht has had on the
theatre as a director, above and beyond the
influence of his theories, is due to his ability
to bring out the ‘lite” in his actors. This was
witnessed by those who saw his productions
and was documented in his Modelbucher
(Model Books), which were devoted to the
]"I“A]ll\“t nms [I\‘ ll‘lkl &l”(\.[k'\l.

I'he diary kept by Hans Joachim Bunge,
Brecht's The Caucasian Chalk
Circle, is a unique record of Brecht's use of
disorientation  and  precision of detail,
practices by which he let himself be guided
while working on the level of organisation of
presence, of pre-expressivity. During many of

issistant on

the rehearsals, he appeared to be completely
unconcerned with the result, and avoided
anything already known or
decided upon. This intuitive process —
‘thoughts relate through leaps,’, he said,
‘thoughts  leaping nto  relationship” -
confused many of his actors but helped to
destroy recitative and ideological premises

referring to

and caused unexpected associations and
meanings to emerge from the characters and
situations.

Exemplary of this process is Helene
Weigel's  construction  of the scenic
behaviour of the governor’s wife, which she
began ten days before production opened.
Bunge’s comments on Weigel’s character are
particularly interesting: he remarks that the
character took on a socio-aesthetic value
which was not present when Weigel started
to work but which emerged from the process
she used to build the character.

We present a few erpts from Bunge's
diary, published in Brecht Regista (Brecht the
Director), by C. Meldolesi and L. Olivi, an
indispensable book for an understanding of
Brecht's relationship with his actors, both in
private life and professionally (an area which
until now has been little studied):

27.11.1953. 7th day of rehearsal

When he directs, Brecht
forget that it is he who has wntten the
play. One often has the impression that he
is seeing it for the first rime. Sometimes he
seems surprised by it and has somebody
L'lﬁ(.' l.'.\']‘l'llll ‘hl,' most (|]"\'i\)llh [}]i[\uh to
him. He asks the actor playing Azdak:
“But what is he really like!”. And Busch
answers, laughing: “I'm sure 1 don't know,
I'm not the author”. Brecht: “The author,
ah, well, one shouldn't always follow the
author”.

seems to

Sth (IAL:\ of rehearsal

The two lawyers present their defence
arguments. Brecht gets an idea: “It must
seem like a dance, a ballet. That's why
they get paid five hundred piastres”. Then
he jumps up on to the stage and dances
the whole scene for them, reciting some of
the text. Back in his chair, he continues
showing rhe actors how they should move,
continues dancing.

16th day of rehearsal

T'he governor is being taken away. Two
lancers, played by extras, accompany the
procession. Brecht has an expertenced actor

BALANCE

52-54. Stantslavski, who defined the actor as ‘a master
of physical actions” would have appreciated the true
line of actions and counter-actions in the following
three actors directed by Brecht: Hans Gaugler (top) as
Creon in Anugone at the Stadttheatre Chur (1948);
Leonard Steckel (centre) as Punuila in Punala and His
Servant Matti at the Berliner Ensemble (1949); and
Ekkehard Schall (hottom) as Eilif in Mother Courage at
the Berliner Ensemble (1952).
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play one of the lancers, in order to show
the extras how it should be done. But they
still don’t manage to act like lancers, their
performance is colourless. Brecht suddenly
says, surprised: “That’s the difference
between an actor and an extra: the actor
refines the smallest actions, he realises
how important they are; the extra doesn't
even manage to begin”.

22nd day of rehearsal

Brecht usually gives his actors a great
deal of freedom and is open to their
suggestions. What has been worked on up
to this point is the skeleton of the
rehearsals, but nothing has been fixed yet.
The constituent  elements  of  the
rehearsals are, on one hand, the
characters, poetically created in action,
and, on the other hand, movements
rendered  automatic by  constant

repetition. In this phase, things are fixed
when they have been elaborated, but
many small changes are still made. Thus,
when working with Brecht, one always has
the impression that nothing is final.

BALANCE

41st day of rehearsal

Brecht says: “I'm afraid we'll be ready
too soon”. By this he means that certan
scenes and  details are now considered
“final” too soon: the actors are getting
tight.

Brecht uses every imagmable means to
keep this from happening. One scene is
rehearsed until its general lines scem
clear. Then the work on that scene is
interrupted  and  another  scene s
rehearsed. The actors ask  tor more
continuity in the rehearsals, so that they
can set their actions and characters
Brecht does not readily give in to this
request. He rehearses the scenes in
sequence only when he needs to convince
himself to sacrifice those moments and
gestures in specific scenes which are only
there because of their simple beauty.

94th day of rehearsal

Brecht rehearses the bridge scene
continuously for nearly two hours. He
starts from the beginning, over and over
again. The actors’ lines are switched

wround, cut, re-introduced,  short i
nd finally put back where they wer
originally

The gestures are anged, new
gestures tried W changed
ain. | ing can b ne it n
ways. Brecht creates cha w usual. 1
lways discussing new possibilities. By the
end, nobody knows what has happened

Not even Brecht hamself. Now  he
interrupts the rehearsal: “Let’s take a
break, since we don’t know what 1o de
next”. He often does this, at those
moments when he doesn’t manage to find
a way to get what's happening
go any further. From this confusion,
however, more often than not, something

Stage te

new cmerges

112th day of rehearsal

The actress playing the governor’s wafe
has suddenly taken ill.

It is not certain that she will recover m
time for the opeming to take on the part
and get it ready i the ten days that are
left. Helene Weigel agrees to take over
the part, she starts rehearsing it, but very
circumspectly. Brecht does not ask her to
do it as Kathe Reichel was doing i, he lets
her try to find her own interpretation
Then a surprising thing happens: Weigel
Jlﬁ((‘\'k‘r\ a (U"l"l('[\'l\ new way to l‘lJ\
the part, while the servants keep the same
characterisations  they had had wath
Reichel. Reichel had seen the governor's
wife as a woman who was always on the
move and worked with tremendous
energy: she spoke her lines in many
different ways, loudly and picrcingly, softly
and painfully, and had dominated the
stage with many rapid movements. Weigel
gave one the impression of being a born
leader and achieved this etfect by working
in almost the opposite way. )

Instead of Reichel’s typical hysterical
vocal leaps, Weigel chose a calm and even
tone. She spoke with a low voice, butin a
firm and incisive way. And instead of
tlying around the stage, she assumed a
very still position. In nearly all the scenes,
she remained seated in one place and
from there dominated the entire stage.
She didn’t move a finger, she just gave
orders.

Brecht accepted one of Weigel's ideas
after he saw how well it worked on the
stage: the servant must always stand right
beside his mistress, and when she signals,
he must kneel and offer her his back, as i
it was a chair. Reichel's governor's wife, in
her hysteria, appeared to  be  only
superticially  dangerous  and  exhibited
more than anything else the obtuse
snobbism of highly-born women. She s
not to be taken too senously. Wergel's
governor's wife shows the seductive and
brutal face of stupidity. She is clearly
dangerous

Thanks to her typical upper-class
education, the governor's wite has become
a rigd, puppet-like figure. When she is

55, Helene Weigel as the wite of the governor in Brecht's production of hus play, Cawcasian Chalk Cirete
(Berliner Ensemble, 1954). The apparent immobility conceals a nuclens of tensions, the result not only of the
way in which the body's directions are divided (legs, torso, face and eyes), but also of the precarious balance
caused by the (uncomfortable) sitting position, held with a curved spine

dealing with servants, she does not seem
human, a characteristic which 1s pertectly
underscored by her cold, formal kindness
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56-59. Four pictures of Ryszard Cieslak (1937-90) in The Constant Prince (1965), adapted from Calderon by Julusz Slowack: and directed by Jerzy Grotowski. An example
of ‘theatre which dances: a contemporary actor synthesises the dance of balance in all possible positions: seated, kneeling, standing.
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THE DILATED BODY

EUGENIO BARBA

A body-in-life is more than a body merely alive. A body-in-life
dilates the performer’s presence and the spectator’s
perception.

There are certain performers who attract the spectator with
an elementary energy which ‘seduces’ without mediation. This
occurs before the spectator has either deciphered individual
actions or understood their meanings.

For an Occidental spectator watching an  Oriental
actor/dancer about whose culture, traditions, and scenic
conventions he often knows little, this experience is to be
expected. Seeing a performance whose meaning he cannot
fully understand and whose manner of execution he cannot
competently appreciate, he suddenly finds himself in the dark.
But he must nevertheless admit that this void has a power
which holds his attention, that it ‘seduces’ in a way which
precedes intellectual understanding.

But neither seduction nor comprehension can last for very
long without one another: the seduction would be brief, the
comprehension would lack interest.

\
NN
W\

-

AW

-:r'Q
e

1-2. Everything, from posture to costume, from facial expression to body
dynamism, contributes to the dilation of the performer's presence: a dancing
dervish, and (night) Helene Weigel in the ntle role n Mother Cowrage, directed by
Bertolt Brecht and Enich Engel (1952)

DILATION

The Okccidental spectator watching an  Oriental
actor/dancer is only an extreme example. The same situation
occurs every time theatre is well done. But when the observer
is faced with his ‘own’ theatre, all that he already knows, the
questions he recognises and which tell him where or how to
look for answers, create a veil which conceals the existence of
the ‘seduction’s’ elementary power.

We often call this performer’s power ‘presence’. But it is
not something which is, which is there in front of us. It is
continuous mutation, growth taking place before our very
eyes. It is a body-in-life. The flow of energies which
characterise our daily behaviour has been re-routed. The
tensions which secretly govern our normal way of being
physically present come to the surface in the performer,
become visible, unexpectedly.

The dilated body is a hot body, but not in the emotional or
sentimental sense. Feeling and emotion are only a
consequence, for both the performer and the spectator. The
dilated body is above all a glowing body, in the scientific sense
of the term: the particles which make up daily behaviour have
been excited and produce more energy, they have undergone
an increment of motion, they move further apart, attract and
oppose each other with more force, in a restricted or
expanded space.
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3-4. The dilated body: Pole Figure, by Danish painter and art theonst Asger Jomn (1914-1973). A drawing, pnnted positive and negative, made by shining a flashlight on a

photographic plate.

The bridge

If one questions masters of Oriental and Occidental
performance and compares their answers, one discovers that
although the techniques described differ, the principles upon
which they are based are similar. These principles can be
combined into three lines of action:

1. alteration of daily balance in the search for precarious or

‘luxury’ balance;

2. dynamic opposition;

3. use of incoherent coherence.

These three lines of action imply continuous work on the
reduction or amplification of the actions typical of daily
behaviour. While daily behaviour is based on functionality, on
economy of power, on the relationship between the energy
used and the result obtained, in the performer’s extra-daily
behaviour each action, no matter how small, is based on
waste, on excess.

Now this is fascinating and at times deceiving: one tends to
think that it has only to do with ‘body theatre’, which
supposedly uses only physical and not mental actions. But a
way of moving in space is a manifestation of a way of thinking:
it is the motion of thought stripped naked. Analogously, a
thought is also motion, an action ~ that is, something which
mutates, starting at one place in order to arrive at another,
following routes which abruptly change direction. The
performer can start from the physical or from the mental, it
doesn’t matter which, provided that in the transition from
one to the other, a unity is reconstructed.

Just as there is a lazy, predictable, grey way of moving, there
is also a grey, predictable, lazy way of thinking. A performer’s
actions can become heavy and blocked by stereotypes, just as
the flow of thought can be blocked by stereotypes,
judgements, and ready-made questions. A performer who
draws only upon what she already knows involuntarily
immerses herself in a stagnant pool, using her energy in a
repetitive way without disorienting it, without re-routing it

with leaps in cataracts and falls or in that profound calm
which precedes the sudden escape of water seized by a new
descent. Following the analogy, thought — with the words and
images which express it — can move along placid and
fundamentally uninteresting channels.

One does not work on the body or the voice, one works on
energy. So just as there is no vocal action which is not also a
physical action, there is no physical action which is not also
mental. If there is physical training, there must also be mental
training.

It is necessary to work on the bridge which joins the
physical and mental banks of the river of creative process.
The relationship between these two banks does not only have
to do with a polarity which is part of every individual at che
moment when she acts, composes, creates. It also links two
wider, specifically theatrical polarities: the polarity between
the actor and director, and the subsequent polarity between
performer and spectator.

The ‘dilated body’ evokes its opposite and complementary
image: ‘the dilated mind". But this expresston should not
make one think only of something paranormal, of altered
states of consciousness. It also relates to the level of craft in
the artistic trade.

In the course of my experience
observed a process taking place in both myself and some of my
companions: the long daily work on physical training,
transformed over the years, has stowly become distilled into
internal patterns of energy which can be applied
conceiving or composing a dramatic action, a way of speaking
in public, a way of writing. Thought has a physica
way of moving, changing direction, leaping - its
in fact. This aspect has also a pre-expressive leve
be considered analogous to the perform
work, that work which has to do with presence (energy)
which precedes lly — real
actual artistic composition
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5. WA).I)(’( The kul)uuhmun engraving by French artist Gustave Doré
(1832-1883).

Peripeteias

Leaps of thought can be defined as peripeteias or vicissitudes.
A peripeteia is an interweaving of events which causes an
action to develop in unexpected ways or to conclude in a way
which is opposite to how it began. A peripeteia acts through
negation: this has been known since the time of Aristotle at
least.

The behaviour of thought is visible in the peripeteias of

stories, in the unexpected changes which occur as stories are
passed along from person to person, from one mind to
another. Just as happens in the creative theatrical process,
unexpected changes do not take place only in the mind of a
solitary artist, but are the work of various individuals who
share the same point of departure.

The Flying Dutchman was Captain Van der Decken. In his
attempt to round the Cape of Good Hope, he blasphemed
against God: he would not yield to the forces of storms and
destiny, bur insisted on continuing to try to get around the
Cape until the end of his days. Thus it was that he heard a
voice from heaven repeating his own words, but now they had
become a curse: ‘until the last day ... until the last day’.

And so the seed of a story is sown: a captain remains at sea
and never dies. A ship sails on and on. Now, this seed
abandons its original context — and ‘leaps’ into other contexts.
Popular imagination superimposes the image of the captain
and his eternal peregrination onto the image of Ahasuerus,
the Wandering Jew, the man who never found peace.

Thus the story of Van der Decken changes. It is said that
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he was condemned because he had led an immoral, atheistic
life: he gave the order to weigh anchor on the holy day of
Good Friday, the day on which the Saviour was killed.

Or: the image of the caprain fades away and in its place in
the imagination a ship comes into view. The Ghost Ship
appears, suddenly: sailors see it, it is black, its sails are the
colour of blood, or yellow, or they are iridescent, bewitching,
changing colour ten times in an hour.

It was probably Heine who first wove the following new
motif into the saga of the Flying Dutchman and his Ghost
Ship: from time to time, Van der Decken docks at a city
where he looks for love. He will be rescued from his fate when
he finds a woman who will be faithful to him unto death.

In the summer of 1839, Richard Wagner was en route from
Riga to London. His wife Minna was with him. He was
familiar with the story of the Flying Dutchman, but he
understood it only when the boat on which he was travelling
was overtaken by a storm on the Norwegian reefs. The sailors
then told the story of the Ghost Ship which always appeared
before a shipwreck. After being caught in the storm for many
hours, they finally managed to herth hetween the high cliffs of
a fjord at Sandvik, a few miles from Arendal.

When the voyage was over and Wagner had arrived safely
in London and then made his way to Paris, he talked about
the storm along the Norwegian coast, saying that the wind
was sinister and demonic as it howled in the stays. He told of
having seen a sail emerge from the darkness and of believing
that he could make out the Dutchman’s ship.

It probably happened — according to those who are fond of
anecdotes — that while in Sandvik, Wagner, a guest in the
house of a Norwegian captain, became interested in the young
girl who was serving at table. He heard her called ‘jenta’ (girl,
servant) and thought that this was her real name. Later, he
changed her name 1o Senta, a name not used in Norway, or
only in the Norway imagined by Wagner for Der Fliegende
Hollinder.

Wagner takes the theme of the love which redeemed the
Dutchman, but turns it around. He accepts Heine’s version
and at the same time negates its meaning.

Senta does in fact love the Dutchman and swears to be
faithful to him unto death. But the Dutchman has overheard
a conversation between Senta and Erik (Senta had also once
sworn to be faithful to Erik unto death). Now, taken by her
destiny, irrevocably bound to the Dutchman, Senta must
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6. Thoughr-m-lite, non-lnear, non-univacal: manuscript depicting the heginning
of the Aztec nugration. From left to right: 1) the sovereign on an island: the
hicroglyphs around the pyranud represent his name and that of s tribe; 2) the
crossing: the hueroglyph in the recrangle represents the date; 3) footprints indicate
the march towards the aity of Colhuacan, represented by the large hieroglyph; 4)
erght more trhes await the sovereign: each tribe 1s represented by a hieroglyph and
by the figure of a ralking man. Drawing from Le geste et la parole (Gesture and
Word) by anthropologist André Leroi-Gourhan.
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Escher (1898-1972).

renege on her promise to Erik. The Dutchman decides to
return to sea: salvation seems impossible, it is impossible that
he will find a woman who will be faithful to him unto death. It
will in fact be he who will save Senta, and not the other way
around: he fears that Senta will betray him just as she has
betrayed Erik. And women who betray him are condemned
for eternity. The theme of a curse which can be reversed by a
woman turns into a theme of a new destiny of condemnation
which now falls also upon women in love.

The Dutchman, then, flees in order to save the woman
who should have saved him. He flees what he believes to be a
false love, but Senta is in fact faithful to him unto death:
when the ship sails, Senta throws herself into the sea and,
dying, remains faithful to her promise. The ship then slowly
sinks, and as the sun rises Senta and the Dutchman ascend to
Heaven.

And so now a new metamorphosis: the story, as
transformed by Heine and developed by Wagner through a
series of oppositions, is now taken up by Strindberg. He
releases all the potential energy contained in the final
variations introduced by Wagner. And as this potential
energy is released, it inverts the meaning of the story: now the
central theme is one of infidelity, of the pain which a woman
inflicts on the man who loves her. It is a theme to which
Strindberg returns continuously and which he confronts here
using the plot inherited from Wagner.

He also uses it by negating it, by turning it inside out: every
seven years, the Dutchman must meet and love a woman.
This is the condition for his salvation, not because the woman
will redeem him, but because of her infidelity.

The theme of love, which had been introduced as an
opposite pole to the theme of condemnation, the Dutchman's
never-ending voyage, now leaps to a new opposite and
superimposes itself on to the theme of the sea voyage,
becoming its spiritual equivalent. The Dutchman’s true
punishment is the continual failure of love. Love no longer
releases him from punishment, as in Heine and Wagner, but is
itself the punishment. It redeems and transforms even the
Ghost Ship, changing it from a damned prison to a cross.

Let us recall the original story: Strindberg seems closer to it
than his predecessors. Yet he is very far from it. The essential
element of the story, although it still has its original value, has
gone deeper. The torment of physical wandering is dilated by
its spiritual double and the sailor, who had become similar to
the Wandering Jew, to Faust, to Don Juan, returns to being a
lonely sailor abandoned by a woman in every port.

w

DILATION

When one thinks about varianions on a theme, one thinks
of virtuosity, of sophisticated artistry. But the variations in the
story of the Dutchman are not mere variations: with each of
the transitions, a change of state has taken place

It is easy to observe the leaping behaviour of thought when
it manifests itself in the peripeteias of a famous story. It s
more difficult to be flexible not tw impede the
manifestations and disorientations of this behaviour in the
placid tlow of one’s own thinking.

SO as

The Negation Principle

There is a rule which performers know well: begin an action
in the direction opposite to that to which the action will
finally be directed.

This rule recreates a condition essential to all those actions
which in daily life demand a certain amount ot energy: hefore
striking a blow, one draws one's arm back; before jumping,
one bends one's knees; before springing forward, one leans
backwards: recider porr mierx sunter.

In the performer’s extra-daily activity such behaviour is
applied even to the smallest actions. It is one of the means
which the performer uses to dilate his physical presence.

We could call it the ‘negation principle’: before carrying
out an action, the actor negates it by executing
complementary opposite.

The ‘negation principle’ becomes a formalistic void if its
soul — that is, its organic quality — is lost. Often in the
theatrical and non-theatrical use of trivial declamation, the
‘negation principle’ becomes a way of inflating gesture. A
parady, in fact, of dilated action.

1ts
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8. To think the thought: drawing by Rumantan
Serger Enenstemn (1898-1948) in his book La
indifterent Nature) (1947)
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9. Extasis: drawing made by Eisenstein during his stay in Mexico in 1931, Ex-stasis:
to go out of oneself. 1t is not the actor who must enter ecstacy, but the spectator
who must ‘go out of himself’, who must, that is, transcend the hmuts of the direct
and literal perception of what the actor 1s doing in order 'to see’ behind the screen
of the obvious and the known.
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What is the internal logic which determines the power of
the ‘negation principle’? On one hand, the nervous and
physical dynamics by means of which every energetic action
begins with its opposite; on the other hand, a mental attitude.

One of the clearest descriptions of this recurrent mental
attitude is contained in Arthur Koestler's The Sleepwalkers
(Penguin, Dec. 1989). The book is dedicated to ‘the history of
the changes of man’s vision of the universe’. Koestler shows
how every creative act — in science, in art, or in religion — is
accomplished through a preliminary regression to a more
primitive level, through a reculer pour mieux sauter, a process
of negation and disintegration which prepares the leap
towards the result. Koestler calls this moment a creative
‘pre-condition’.

It is a moment which seems to negate all that is typical of a
search for a result: it does not determine a new orientation
but is rather a voluntary disorientation which demands that
all of the researcher’s energy be put in motion, that his senses
be sharpened, like when one walks in the dark. The dilation
of the actual potentialities costs dearly: one risks losing
control of the meaning of one’s own action. It is a negation
which has not yet discovered the new entity which it affirms.

The performer, the director, the researcher, the artist ... all
often ask themselves: ‘What does what 1 do mean?’ But in the
moment of the ‘negation of action’, or of the creative ‘pre-
condition’, this is not a fruitful question. At this point it is not
the meaning of what one is doing that is essential, but rather
the precision of the action which prepares the void in which a
sense — an unexpected meaning — can be captured.

Theatre artists, obliged to create in a way which nearly
always involves the collaboration of many individuals, are
often impeded by a fetishistic need for meanings, by the
apparently ‘natural’ need to agree at the outset on the results
to be achieved.

An actor, for example, executes a certain action which is
the result of an improvisation or a personal interpretation of a
character. It is natural that she gives the action a very precise
value, that she associates it with specific images or a specific
thought. If, however, the meaning which the action has for
the actor is made inappropriate or incomprehensible because
of the context in which the action is placed, then the actor
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thinks that this action fragment should be dropped and
forgotten. She believes, in short, that the marriage between
the action and its associated meanings is indissoluble.

If one says to an actor that her action can remain intact
while its context (and therefore its meaning) is completely
changed, she usually feels that she is being treated as inert
matter, that she is being ‘exploited’ by the director. As if the
soul of the action was its meaning and not the quality of its
energy.

Many directors have the same pre-conceived idea: they
tend to believe that a specific image or sequence of images
can obey only one simple dramatic logic, can only transmit
such and such a meaning.

But the principle of ‘negating the action’ points in the very
opposite direction, freeing one from the pre-established order,
from dependence on the result that one wants to obtain. It is
as if the point of departure is transformed, by means of its
opposite, into a bead of energy which can develop real
expressive potentialities by leaping from one context to
another.

In practical theatre work, this has to do with the peripeteias
to which an action or an idea is subjected from the moment it
takes form to the moment it is placed in the completed
production. Like the Flying Dutchman, condemned to travel
from country to country, from epoch to epoch, the original
meanings of the actions’ nuclei die even while continuing to
live: they leap from meaning to meaning without getting lost.
Creative thought is actually distinguished by the fact that it
proceeds by leaps, by means of an unexpected disorientation
which obliges it to reorganise itself in new ways, abandoning
its well-ordered shell. It is the thought-in-life, not rectilinear,
not univocal.

The growth of unexpected meanings is made possible by a
particular disposition of all our energies, both physical and
mental, perching on the edge of a cliff just before taking flight.
This disposition can be achieved, distilled, through training.

Physical training exercises make it possible for the
performer to develop a new behaviour, a new way of moving,
of acting and reacting: she thus acquires a specific skill. But
this skill stagnates and becomes unidimensional if it does not
strike deep, if it does not reach down into the performer’s
being, made up of her mental processes, her psychic sphere,
her nervous system. The bridge between the physical and the
mental causes a slight change of consciousness which makes it
possible to overcome inertia, the monotony of repetition.

The dilation of the physical body is in fact of no use if it is
not accompanied by a dilation of the mental body. Thought
must tangibly pass through the obuvious, inertia, the first thing
to present itself when we imagine, reflect, act.

To think the thought

A physicist is walking along a beach and sees a child throwing
stones on to the sea, trying to make them skip. Each stone
makes no more than one or two little skips. The child is
perhaps five years old, and the adult, the physicist, remembers
that he too, in his childhood, bounced stones across the
water. Indeed, he was very good at it. So the adult shows the
child how it is done. He throws the stones, one after another,
showing the child how to hold them, at what angle to cast
them, at what height over the surface of the water. All the
stones which the adult throws skip many times, seven, eight,
even ten times.

‘Yes', the child then says, ‘they skip lots of times. But that
isn’t what I was trying to do. Your stones are making round
circles in the water. I want mine to make square circles.’

We know this story because the physicist told it to Einstein.



Einstein reacted in an unexpected way when his young friend
told him about meering the child: ‘Give him my compliments
and tell him not to worry if his stones don’t make square holes
in the water. The important thing is to think the thought'.

The questions which have given rise to many of the most
important scientific discoveries were not, when examined
closely, much less useless or gratuitous than that of the child
busy throwing his stones in the water.

‘Why does incandescent iron become red”’, the fifty-ycar
old Max Planck asked himself. “What would a man see if he
could ride a light ray?’, Einstein asked himself. The fact these
questions led to great scientific discoveries should not blind us
to the fact that they were leaps into the dark, rapid ideas
which slipped out of grasp.

To think the thought implies waste, sudden transitions,
abrupt turns, unexpected connections between previously
unrelated levels and contexts, routes which intersect and
vanish. It is as if different voices, different thoughts, each with
its own logic, were simultaneously present and hegan to
collaborate in an unplanned way, combining precision and
fortuitousness, enjoyment of the game for its own sake and
tension towards a result.

This image of research is similar to that of a pack of hounds
pursuing a prey which may or may not be ahead of them. The
hounds run together, break up and disperse, get in each
other’s way, tush into thickets and ravines which severely test
their abilities and energies, and when they emerge they run in
circles, discouraged at having lost the trail, are forced to turn
back. But sometimes the dispersed hounds join up again and
the reassembled pack tracks the prey down, discovers the
idea.

It is not certain that the idea to be discovered will be there
waiting for us, willing to be pursued and captured. It is a pure
potentiality. We do not know what it's about nor what it
might be used for. Sometimes, it all comes to nothing. Other
times, something new presents itself, like a surprise which
obliges us to become involved in an unexpected area. Some
scientists change their field of research; some writers give up
the story they have been working on and follow the new
peripeteias  of characters who have practically imposed
themselves; in the midst of work on a production, one
becomes aware that in reality another production is leading us
by the hand, without yet knowing where it is leading us.

Sometimes one has the impression that it is not we who are
‘thinking the thought', and that all we can do is silence the
prejudices which prevent the thought from thinking.

At first, this is a painful experience. Before becoming a
feeling of freedom, of an opening to new dimensions, it is a
fight between what one has decided a priori, what one aspires
to, and — on the other hand - the mind-in-life.

The danger of falling into chaos is obvious. When one
succeeds in establishing this creative ‘pre-condition’, one can
even have the feeling that one is possessed or that one is
being taken out of oneself. But it is a feeling which remains
anchored to the terra firma of craftsmanship, of one’s trade.

When Eisenstein sat down at his moviola, he succeeded in
creating a condition for his work in which it was the material
itself, and not results which had been previously decided
upon, which dictated its own unexpected logic. He — who had
worked out his film frame by frame, who had composed it in
his designs before ever doing so on the set — succeeded in
sitting down in total ignorance in front of the material that he
himself had created. The programming which had guided him
up to that moment was now of no more use and he spoke of
the ‘ecstasy of montage’.

“To think the thought’, the ‘mind-in-life’, the ‘ccstasy of
montage' ... these expressons all refer in a tigurative way to
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10-11. Twin logics: children's drawings. (top) Govannt (lour vears old) — two
brothers out for a car nde; (bottom) Jens (three and a halt years old) - a children’s
plavground.

the same kind of experience: various fragments, vanous
images, various thoughts are not connected due to a precise
direction or according to the logic of a clear plan, but belong
together because of ‘consanguinity’.

What does consanguinity mean in this context? That the
various fragments, images, ideas, alive in the context in which
we have brought them to life, reveal their own autonomy,
establish new relationships, and connect together on the basis
of a logic which does not obey the logic used when we
imagined and sought after them. lt is as if hidden blood-ties
activate possibilities other than those which we think are
useful and justified.

In the creatve process, the materials with which we work
have both a utilitarian life and a second lite. The first, left to
itself, teads to clarity without protundity. The second risks
leading us into chaos because of its uncontrolled power.

But it is the dialectic between these two lives, between
mechanical order and disorder, which Ieads us towards what
the Chinese call Li, the asymmetrical and unforeseeable order
which characterises organic lite.




Twin logics

A dialectic relationship does not exist in and of itself. It is
born of the willingness to control forces which left to
themselves would only contlict with each other.

Dialectics is a learned way of thinking and acting. In
creative work, the asymmetrical order of Li is something
which we can attain only by paradoxical means. The work of
art, in fact, is above all an artificial work. The search for
oppositions, for differences, must paradoxically be the other
face of the search for unity and wholeness.
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12-13. (top) Susanna (seven years old) - the king dnves by on his birthday.
(helow) Anna (five years old) = two children are happy that their mother is
expecting another baby.

DILATION

60

How can one intensify the difference between the
performer’s way of secing and the specrator’s way of seeing?
How can one reinforce the polarity between director and
actor] And thus, how does one search for a stronger
relationship between the various forces in question? The
possibility of dilating the body of the theatre depends on the
answers to these questions.

At times, in the course of work on a production, an actor's
actions begin to come alive, even if the director doesn't
understand why the actor is acting in that particular way. It
can happen that the director, who is the first spectator, does
not know how to explain rationally, within the framework of
the production, the meaning of what the actor is doing.

Directors can admit the difficulty they have in accepting
this spark of unknown life, can ask for explanations, can
request that the actor become coherent. But they thereby
jeopardise the collaborative relationship: they are trying to
climinate the distance which separates them from the actor,
they demand too much, and at the same time, too little,
demand a consensus, an agreement about intentions, about
what is on the surface.

When one speaks of actors’ work, their technique or their
art, their ‘interpretation’, one often forgets that theatre is a
relationship. All actors’ extra-daily techniques correspond,
from the spectator’s point of view, to a primary need: the
waiting for that moment in which the veil of daily life is torn
and the unexpected breaks through. Something known is
suddenly revealed as new.

Even spectators’ deepest reactions, the matrices of their
appreciation or their clearly formulated judgement, are secret,
unforeseecable.

The power of theatre depends on one's ability to safeguard
the independent life of other logics beneath a recognisable
mantle. Logic — that is, a series of motivated and consequent
transitions — can exist even if it is secret, incommunicable,
even when its rules cannot extend beyond a single individual's
horizon.

There is a pre-conceived notion that only that which obeys
a shared logic is logical. Another aspect of this pre-conceived
notion would have us believe that the personal, secret,
intimate world is ruled by chance, by automatic associations,
by chaos: a magma in which there are no leaps but rather
inconsequent oscillation.

What we call irrationality might be this oscillation left to
the mechanical rtepetition of our fixations and obsessions
which  disappear and  reappear, agitatedly,  without
development. But it might also be a rationality which is ours
alone, a raison d'étre which does not help us to be understood
but to communicate with ourselves.

There are also collaborative relationships, fertile or hollow,
in each individual's mental theatre.

When adults try to copy the way children draw, they
usually do no more than draw badly, they try to renounce the
fogic of their own way of secing, impoverish it, leave their
hand to chance, avoid precision, imitate infantile ways of
drawing. And so it becomes infantile.

To the adult, in fact, children’s drawings appear to lack
something, are badly done or scribbled. But they actually
adhere to an iron-clad logic. A child does not draw what she
sees or how she sees it, but what she has experienced. If she
experiences an adult as a pair of long legs with a face which
suddenly bends over her, she will draw this adult as a circle on
top of two sticks. Or she may paint her own ‘portrait’ and
show herself with enormous feet because she is happy with her
new shoes. If her mother is more important to her than her
father, when she draws her parents she will show her mother
as bigger than her father.



For those who study children’s drawings, those scribblings
called first drawings which very small children make are also
the result of direct experience. They are not representations,
but rather actions of the hand in relationship to a mental
picture: here is a running dog.

It is the presence of only one logic which makes children’s
drawings infantile, not their approximate or primitive nature.

However, well-done drawings by older children or adults
also adhere to only one logic. The fact that they are now more
recognisable, that they demonstrate an adherence to shared
rules, does not make them less banal.

In the works of a true painter, mamerous logics act
simultaneously. They fit into a tradition, they use its rules or
consciously break them in surprising ways. In addition to
transmitting a way of seeing, they also represent a way of
experiencing the world and translate onto the canvas not only
the image but also the gestus, the quality of motion which has
guided the brush.

Thus one can say that the painter has ‘kept the child in
herself, not because she has kept her innocence and
ingenuousness, not because she has not been domesticated to
a culture, but because, in the dry concision of her trade, she
has woven together ‘parallel’ or ‘twin’ logics, without
substituting one for the other.

Being-in-life is the negation of the succession of different
stages of development; it is simultaneous growth by means of
ever more complex interweavings. Perhaps this is why
Meyerhold accepted an actor only when he could discern in
the man the child that once was.

Seven-gated Thebes

‘But why do people go to the theatre?” Béla Balazs once asked
himself and his readers this useless question. The value of
useless questions, of the words with which each of us has a
dialogue with oneself, is never valued highly enough.

But why do people make theatre?

I was fifteen years old when I went to the theatre for the
first time. My mother took me to see Cyrano de Bergerac. The
hero was played by Gino Cervi, a very popular Italian actor.
But it was neither he nor the other actors who impressed me,
nor the story they were telling, which I followed with interest
but without amazement. It was a horse. A real horse. She
appeared pulling a carriage, according to the most reasonable
rules of scenic realism. But her presence suddenly exploded all
the dimensions which until then had reigned on that stage.
Because of this sudden interference from another world, the
uniform veil of the stage seemed torn before my eyes.

In the theatres to which I went in the following years, |
searched in vain for the disorientation that had made me feel
alive, for that sudden dilation of my senses. No more horses
appeared. Until T arrived in Opole in Poland and
Cheruthuruthy in India. Today it is obvious to me that there
exists a parallel which was already discernible in Grotowski’s
work: the dilation of the actor's presence and the spectator’s
perception corresponds to a dilation of the fubula, the plot
and its interweavings, the drama, the story or the situation
represented. Just as there is an extra-daily behaviour for the
performer, there is also an extra-daily behaviour in thinking a
story.

During the first few years of my work in the theatre, |
interfered with the text, which was the point of departure tor
the production, by creating unexpected changes of direction,
breaking the text’s linear development and composing the
general action through the montage and interweaving of two
or more simultaneous actions. The text, in these cases, was
like a wind blowing in one direction. The production sails
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and a tatl; (boteom) Cat seen by a filtv-nine year old adule. Kie

(1938), drawing by Paul Klee (1879-1940)
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17-18. Twin logics: Drawings by a child and an adult. (above) Maria, tour years
old, changes a man into a two-room apartment; (rnight) The house becomes a
Chmaman: animated film from 1911 by French filmmaker Emile Cohl {(1857-1938),
who Walt Disney called “the father of animation” .

against the wind, in the opposite direction. But it is still the
power of the wind which is the motive force.

Later, another possibility was revealed, and accepted not
without fear and resistance: to follow the logic of the material
which surfaced in the course of improvisation, moving away
from the point of departure and discovering only at the end of
the process what the nature of the production might be, what
meaning it might have for me and for the spectator.

Before beginning The Gospel According to Oxyrhincus with
Odin Teatret, I realised that these experiences, which at first I
believed to be the fruit of personal temperament and of the
material circumstances which had conditioned my activity,
instead respond to an objective necessity: the thought which
passed through the actors’ pre-expressive presence also passed
ever more clearly through the way of conceiving a production.

In the devising of the story for a new production, what
could the mental equivalent of the actor’s pre-expressive level
be!? The mental pre-expressivity could be an image ready to
take flight.

I thought: a person, on a mountain, in a desert. Who is it?
A man? A woman! A child? What is he or she doing? Waiting
for someone? Or is it a hermit! Does he or she see a burning
bush? Is it the Old Man of the Mountain? And what is the
mountain called? Tabor? Ararat? Kilimanjaro? Which desert
is it? Scott’s ice-sheet or the desert of the Tartars?

An image like this cannot, however, be the equivalent of
the actor's pre-expressive level or what we call the
‘pre-expressive nucleus’. 1t is nothing more than a good
improvisation stimulus for myself and for the actors. A
pre-expressive nucleus must be something which dilates and

mutates, yet retains its identity, like the
metamorphoses of the story of the Flying
Dutchman and his Ghost Ship.

At the beginning of 1984, I asked each
of my actors to choose a character from a
different story and to write a scenario,
adapting the story’s peripeteias, its events
and vicissitudes. We thus had six stories
which, together with mine, would become
the seven different gates into one single
production.

The six characters were: Sabbatai Zevi,
the Jew who presented himself as the
Messiah and became a Muslim; Antig-
one; Joan of Arc; a young Brazilian
outlaw, a cangaceiro; the Grand Inquisitor
of Seville; and a Hassidic Jew. These
characters  built the production The
Gospel According to Oxyrhincus.

They were not casually chosen. They
responded both to the individual actors’
interests and to other logics which were
simultaneously and independently in
motion.

In fact in 1982 we had begun work on
a project whose point of departure was a
story by Borges, The Dead Man. A young
Argentinian outlaw, Beniamin Otalora,
joins  Aureliano Bandeira’s  Uruguayan
band, demonstrates his courage, saves
Bandeira’s life and ends up seducing his
woman and becoming her lover. The old
Bandeira tolerates all this  without
reacting. His position becomes weaker by
the day. Otalora usurps the command
ever more obviously.

One evening, after a new success, when all the bandits are
seated around the table, Otalora openly sits in his leader’s
place. Bandeira sits at the other end of the table, ignored by
all. Beside Otalora stands the woman who formerly was his
leader’s lover and who is now his.

Old Bandeira's lieutenant approaches Otalora and draws
his pistol. Suddenly Otalora understands that his ascent has
been tolerated and honoured by all because Bandeira had
condemned him to death the moment he first arrived. He
alone had been ignorant of the fact that he was already a dead
man. Bandeira’s lieutenant fires.

From this tale came the seventh story for The Gospel
According to Oxyrhincus, my story. Borges' text had set in
motion two different series of associations. The band of
outlaws reminded me of the Brazilian Jaguncos and
cangaceivos as they are described in books by Euclides da
Cunha, Eduardo Barbosa and Billy Jaynes Chandler, or in the
films of Rouy Guerra and Glauber Rocha.

But the outline of the story (the older leader who has a
young man killed, the last supper, the shadow of incest) had
made my imagination leap to other contexts: the Keeper of
the Law who kills those who revolt; Creon, who had his son
killed, and Antigone, the bride he had promised to his son;
Judas, who died along with his Messiah; the Prodigal Son;
God the Father, who caused his Son’s death.

Modelled on the story of Aureliano Bandeira and Beniamin
Oralora, the vicissitudes of God the Father and the Son
coincided with the gnostic interpretation of Christianity,
which saw in the God of the Law, in Jahve, an evil demiurge,
fighting against the forces of light.

The Brazilian sertao thus became populated with voices




coming from the Hellenic city of Oxyrhincus (modern-day
Behnesa in Egypt) where, in 1903, three gnostic manuscripts
were discovered.

The two trails — cangaceiros and gnostics — met and other
themes established channels between them. One of these
themes came from the story of Antonio Conselheiro,
reconstructed by Vargas Llosa in his novel, The War of the
End of the World: cangaceivos congregated in the ‘New
Jerusalem’ of Canudo, the Holy City built by a new Messiah in
the sertao desert. They were rebels who, in the name of their
God, defeated many of the military expeditions sent against
them but were finally massacred to the last man.

Could the exterminating angels of the end of time, found in
religious mythologies, be represented in the garb of cangaceivos
assembled at Canudo? Or did these bandits  believe
themselves to be angels who had come down to earth to bring
about the age of justice?

And who was this Hassidic Jew who appeared among the
characters chosen by the actors? A Jew who had crossed the
sert- ao in search of the Messiah, just as the anarchic Galileo
Gall, in search of the Revolution, had done in Vargas Llosa's
novel?

Meanwhile, the theme of Antigone and of the Revolt
buried alive was developing autonomously, following its own
logic. What would happen if, at the foot of the Cross, on
Calvary, these figures were to meet: the men and women of
the Revolt, saints and nihilists, Buddha and Antigone, Francis
of Assisi and Sabbatai Zevi, Mohammed and Jacob Frank,
Captain Ahab and Zarathustra?

But over each mental panorama there lay a wavering cloud
which formed and deformed into the paternal face of Sosso
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Djugashvili, known as Joseph Stalin. And he was laughing,
laughing and dribbling blood.

These tumultuously co-existing associations and 1mages
could take on a meaning and could artain a unity because
there was another logic contemporancously in motion which
had 10 do with the work of the whole group and which
imposed a certain order.

The point of origin was always Borges’ The Dead Man. Each
actor had made a scenario from the story which she presented
as a director, leading the company through it. There were,
then, several production sketches, very different from each
other, even though all had the same point of departure. Each
production  sketch, even though an embryo, contained
fragments with their own power. Taking these fragments out
of context, I began to weave them together, making a mont-
age, building an ulterior production, still with Borges’ theme.

This work process was not related to a production, it was
only an internal study. But its logic presented itself again
when, in 1984, we began to work on The Gospel According o
Oxyrhincus.

From the seven stories linked to the six characters chosen
by the actors and myself, both an autonomous text and a
unitary production emerged. They have nothing to do with
what my companions and | had forescen, but they are the
consequent result of our disorientations and reorientations.

There are seven gates, but there is only one Thebes. The
audience will enter Thebes through one of the gates: a
production about the manifestations of faith in our time and
about the Revolt which is buried alive. But the other six gates
into Thebes remain open.

Who can tell the dancer from the dance?

19. The dilated body: The Death of Laocoon and His Sons, marble group from the end of the 2nd century A.D. (Vatican Museum, Rome).
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THE DILATED MIND

FRANCO RUFFI

In order to speak about the dilated mind, it is necessary to
begin with the general notion of the pre-expressive level. The
pre-expressive level can be defined as the level at which the
performer constructs and directs her presence on the stage,
independent of and before her final goals and expressive
results.

‘Presence’ in this definition is free of any metaphorical
connotation. [t is literal.

The performer’s presence, her way of being on stage,
organically, is obviously a physical and mental presence.

Pre-expressivity, while being physical, is also manifested in
a mental dimension.

Using the terminology proposed by Eugenio Barba in The
Dilated Body, where dilated body and dilated mind are
respectively the physical and mental aspects of scenic
presence, one can say that scenic presence is related to a
dilated body and a dilated mind in  reciprocal
interdependence.

Scenic presence is both physical and mental,
therefore a dilated mind c\'Ns But what proof do
we have of its existence! And what do we know
about how it functions?

As with all questions concerning the theatre,
the answers to these questions are best looked
for not by vanishing into the world of one's
(own) ideas but by turning to the world of facts,
by confronting the theatre practitioners of
yesterday and today.

The theatre practitioner 1 will try to use here
in the search for the dilated mind is Stanislavski,
and particularly the Stanislavski of Rabota aktéra
nad soboj v tvorceskom protsesse perezhivanie.
Dnevnik wcenika (An Actor Prepares) and Rabota
aktéra nad soboj worceskom protsesse voplostcenia.
Dnevnik ucenika (Building a Character)'. For the
sake of brevity, these two works will here be
given the collective title Robota aktéra.

The

convictions amassed by historiography
concerning  Stanislavski's  system  are
well-rooted that it is necessary to begin with
certain rather pedantic observations.

First of all, the actor's work described in
Robota aktéra is explicitly and unequivocally
described by Stanislavski as not having to do
with the interpretation of roles, even if,
obviously, it is the basis of that interpretation.
The direct and declared objective of the actor’s
work according to Stanuslavski is the re-crearion
of organicity. By means of the system, the actor
learns to be organically present on the stage,
before and apart from the roles which he will
have to perform. The actor’s work described in

SO

Robota  aktera is, therefore, work at the
pre-expressive level.

Secondly,  perezhivanie  (which could be
translated as ‘return to life’, in an almost

biological sense, as when a frozen seed ‘returns
to life’) is neither the aim of the system nor its
only (and privileged) aspect. It is only the
psycho-mental part of a more comprehensive
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work, whose physical aspect is personification. Perezhivanie
activates internal sensibility and  personification
activates external scenic sensibility. But the actor must
achieve a eeneral scenic sensibility: the synthesis, not the
sum, of the two scenic sensibilities, internal and external.

For Stanislavski, the stage is actually a second nature
because, as in narre, there can be no physically coherent
scenic action which is not also psychically coherent (justified)
and vice versa. It is also a second nature because, as opposed
to what happens in nature, physical coherence and psychical
coherence must be constructed by means of the two aspects of
the actor’s work on himself.

Since the actor’s work himself work at the
pre-expressive level, and since this work is developed by
means of personification and perezhivanie, perezhivanie is its
mental aspect.

Stanislavski's perezhivanie is the concretisation of the actor’s
dilated mind.

scenic

on is

ek sk ok

How is this perezhivanie acquired and how does it work?
According to a widely accepted pre-conception, perezhivanie is

20-21. Stanislavski in (above) Goldoni's Loce m.h.u (1898) and (page 65) in Mohere's Le Malade
Im igmarre (The Imaginary Invalid) (1913)
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cquivalent to identification with the character, as if this
identification was an assortment of techniques aimed at
making the feelings of the character come alive.

To refute this pre-conception it is sufficient to turn to the
dictionary and to semantics.

In the dictionary, pevezhivat is defined as ‘to feel strongly’;
semantically, (which is very important to consider when
dealing with an analytical language like Russian), the prefix
pere placed before to live means an excess. Therefore, rather
than translating perezhivanie as ‘return to life’, one ought to
speak of a vitalisation of the mental horizon. In any case,
perezhivanic refers more to the idea of activity and tension
than to abandon, which is the meaning almost synonymously
evoked by identification.

But, linguistic considerations aside, let us take an example
of perezhivanie from Robota aktéva. Torzov, Stanislavski's
spokesman in the novel, is working with his favourite student,
Kostia. Kostia must play the part of an oak on a hillside.
Realising that his student is bewildered, Torzov begins to
bombard him with ifs.

‘If I was an oak on a hill ... One among many or alone!

Alone, because the surrounding trees have been cut down.

DILATION

But why have they been cut down? So that the oak can be

used as a lookout from which to watch for enemies .

And in this way, because of heing bombarded with the green
conditions proposed by both the master and the student,
Kostia’s mind begins to be vitalised. Many lives have been
sacrificed for the oak: his task is not only important, it is even
1 lookout
post, it is the lookout itself. And it sees enemies approaching
menacingly. It trembles with fear ... the battle begins. The
oak is anxious, consumed by the terror of being burned .

Kostia is ready to act. Has he identitied himself with Ins
character? If so, this identification has nothing to do with the
current idea of identification. If we wish to continue to speak
of identification, we must
terms.

Perezhivanie in Stanis
substitute psycho-mental apparatus which supplants both the
daily apparatus (using which it would be impossible to play the
role of an oak on a hill) and the apparatus of interpretative
cliches (using which the actor would begin to rustle, 1o wave
in the wind, as occurs in so many so-called improvisations).

it is a cold construction which, however, produces heat, an
increase of temperature, a surplus; it causes the
actor to vitalise his oun mind, rather than re-live
something in his own mind.

The Stanislavskian actor’s mind in perezhivanie
is really a dilated mind. This dilated mind
induces and justifies coherent physical action
executed by a dilated body, exactly as occurs in
nature: but due to conscious work.

The example of the oak on the hill is an
eloquent one, since the character with which
one must identify is not a human being and
therefore not a character whose psychology one
can adopt. Bur all the other examples of
perezhivanie in Robota akiéra (that of the burnt
money comes to mind), if examined without
prejudice, also reveal the same pattern.

Actors, bhaving a scenic task,
substitute psycho-mental apparatus: in the same
way that, in parallel and interdependendy, they
fashion a substitute physical apparatus, that is, a
dilated body.

The existence of a form of mental behaviour
connected to the pre-expressive level in Stani-
slavski’s system obliges us to continue the
investigation of the characteristics of the dilated
mind. One could say that it is an excess mind: just
as the dilated body is a body distinguished by an
excess of energy.

This can also be the starting point for the
search for other possible analogies with the
dilated body, that is, with the physical aspect of
the pre-expressive level.

sanctified by sacrifice. Now the oak 15 no longer

at least consider it in concrete

avski's system is the construction of a

tashion a
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Eugenio Barba has made significant suggestions
in this regard in The Dilated Body. The ‘creatve
pre-condition’ (the dilated mind) is, according to
Barba, characterised by three modalities:

— peripetela;

— disorientation;

- precision.

Our strategy should now be clear. We wish to
see if, once the connections between dilated
body and dilated mind have been ascertained,
these connections can be found in Stanislavski's



system. The verification of this ‘historical case’ is not
accidental, insofar as we can now consider it given that in the
system the so-called ‘return to lite' is nothing other than the
dilated mind, the mental aspect of the performer's pre-
expressivity.

There can no longer be any doubt that the characteristics
of the dilated mind which Barba has drawn attention to are
analogous to those which have been theorerically and
experimentally determined as pertaining also to the dilated
body.

The mental perpipeteia corresponds to the ‘leap’ of the
action-in-life, that is, the ‘negated action’ as Barba has
defined it in Silver Horse’. The energetic leap which is in
opposition to inertia and which renders an action unexpected
could even also be called a physical peripeteia, fully respecting
the Aristotelean meaning of the term.

The dilated mind’s precision corresponds to the elimination
of redundance in the dilated body's physical action.

Mental disorientation (to which 1 will return) is the
co-relative of that negation of the (well-)known which obliges
the performer’s body-in-life to surprise and be surprised with
unpremeditated actions, with actions born immediately.

These mental processes are applied to
something which is not the creative result but
rather the route which makes this result possible.

Hence the methodological importance of the
‘historical case’ represented by Stanislavksi. In
Robota aktéra, it is the process itself, leading to
the dilated mind (to perezhivanie, in Stanislavski’s
terminology), which is described and not its
results. As far as the results are concerned, there
is only Torzov's ‘T believe it" or ‘I don't believe it’.

I will not dwell on the description of this
process but rather will attempt to investigate
what is not described. Not something occluded
(or occult) but something so obvious that it is not
seen as the description of a process. This is a bit
like what happens when one doesn’t notice a
picture frame even though it is exhibited just as
much as the picture is, or like the stolen letter
which can't be found, in Edgar Allen Poe’s story.

If when referring to both Moja zhizn’ v iskusstvo
(My Life in Art)’ and Robota Aktéra one can
speak in general of narrative form, as far as Robota
Aktéra itself is concerned it is necessary to specify
that the novel form (the diary of an imaginary
student in Torzov-Stanislavski's school) is also
(and significantly) developed by means of
dialogues between the master and the students.
The tensions which animate these dialogues, as
well as the rhythm and modulation present, bring
Plato’s Dialogues immediately to mind.

It Moja zhizn” v iskusstvo has a generic narrative
torm, Robota aktéra is particularly characterised
by the narrative form of Platonic dialogue.

Once the Platonic dialogue form has been
recognised, one must ask oneself whether this
form only frames the content or whether it is an
integral part of the content.

I maintain that the Platonic dialogue form is
not the form within which the treatise arguments
are developed: it is an argument of the treatise,
and perhaps its principal argument, since it has
been so well protected that it is displayed as the
very picture frame of the argument.
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66

Socrates, in Plato’s Dialogues, behaves with his interlocutors
in exactly the same way that Torzov-Stanislavski behaves
with his students. He urges them, he probes them with
continual questions, until the sought-for idea emerges trom the
student, like something which was already there and which
only needed the maieutic power of the dialogue to come to
light.

Maieutics, which means ‘the art of the midwife’, is the art
of bringing thought to life and therefore of making thought
breathe. For Socrates, maieutics was not so much a teaching
method as the teaching itself, even though it was hidden
(protected) as a frame.

One must say the same of Torzov-Stanislavski. The master
does not teach the perezhivanic technique, that is, the
technique of the dilated mind. Ot hetter: along with the
tuclmiqucs (use of emotive memory, given conditions, etc.),
he teaches the technique of all techniques.

This technique of all techniques is the maieutics in the
Platonic dialogue form, that is, Socratic questioning. Torzov’
student learns that the dilated mind (perezhivanie) is only
acquired by means of implacable questioning and by believing
in the idea which will emerge from the answers. Moreover, he

S

22-23. Stanislavski in (ahove) Griboyedov's Wit Works Woe (1906) and (page 67) in Shakespeare’s
Orhello (1896).



learns that the memories, the images, and the stories drawn
out by means of perezhivanie will only transform the idea into
truth if he believes in the idea.

In Stanislavski’s second nature, one does not believe in
something because it is true: on the contrary, something is
true because one believes in it.

If maieutics is the dilated mind's technique par excellence,
what can we learn from maieutics about the dilated mind
itself? What can we learn about the processes which activate

DILATION

the dilated mind and which determine how it works, even if

only with respect to the historical case of Stanislavski?

A great deal, if one reveals immediately that:
— perepeteia;
— precision;
— disorientation,
are the specific and fundamental characteristics of Socratic
questioning. In maieutics, one intentionally changes the
direction of questioning suddenly, not in order to confuse but
in order to disorient the train of thought and free it from the
commonplace.

Mental peripeteia, leaps in the train of thought,
disorientation ... all presuppose precision. It is the precision
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of detail, the face to face confrontation, not the far-off batrle
in the name of a hidden truth which causes the coll ipse ot the

resistances  which prevent thought  from flowing  with
multiform but coherent and truthful life
If these are the modalities of Socratic guestioning, one

must remember that the actor who questions himself in the
search for perezhivanie 1s at one and the same the
questioner and the answerer.

Changing the gquestion changes the answers; disorienting,

time

one becomes disoriented oneself; insisting on precision, one
hecomes obliged oneself to respect the detail which makes
one’s idea believable, that is, true.

It Platonic dialogue is the primary technique for the
inducement of perezhivanie in the student of the system, we
can say that the Platonic monologue is the mental state of
actors who search for perezhivanie by themselves (which 1s
nearly always the case).

The mind in perezhivanie, the Stanislavskian actor’s dilated
mind, is therefore characterised by peripeteia, disorientation,
precision.

And so our strategy has come tull circle.

The dilated mind, with its own specific means,
is based on the same principles as those which
define the dilated body. It is really and concretely
the mental dimension of the pre-expressive level.

The dilated mind corresponds to the dilated
body insofar as both are aspects of an undivided
and indivisible presence: physical and mental
presence. The dilated body and the dilated mind
are the two faces of the same process, which has
to do with the actor's body/mind-in-life.

Notes

1. Robota aktéra nad soboj v tvorceskom protsesse
perezhivame and Robota aktéra nad soboj v tvorceskom
protsesse voplostcenia are the second and third volumes of
the Russian edition of Stanislavski's works. These tu
L indicated in parenthesis, are referved to respecuvely as An
Actor Prepares and Building a Character, bt they are not
exactly the same thing. In fact, the two Amer texts are
edited editions of the respective Russian texts and, moreover
are organised using a schema of arguments which s not
present in the orgmal edition. This organusation, m additon 1
amputating the contmuity of the Russian text, also obscures the
narrative dialogue form, which is however of fundamental
importance for a correct reading of Stanuslavski’s work. The
Ttalian edition Il lavoro dellactore (Ban. Laterza. 1975

2 vohames) is more trustworthy since n though it combmes
the second and third volumes of the R m o a
single text, it is complete, and there s no mampudation of the
internal organisat
2. Silver Horse ts the transenpuon of
choreographers held by E
published m a specual issue of Escenica 1986, the theatre
magazine of the Natonal Autonomons University of Mexic
edited by Patricia Cardona
found in Le Théatre qui danse, Boutfonenes, November
1989 and dedicated to the sesswon of ISTA which t
Salento, ltaly, m 1957

3. My Life in Act ts an edited edition
iskusstvo (the first volme
Stanuslavski's works). The French e
Jacques Copean, is taken from th
halian eds
is, however, complete

texts, as

n

geni n 1985, It

A French translanon ean he
k place m

f Moja chizn’ v

f the Russwan edition of

. La mia vita nell’arte (Tunn, Emawdi, 1963)




ACTIONS AT WORK

EUGENIO BARBA

The word text, before referring to a written or spoken, printed
or manuscripted text, meant ‘a weaving together’. In this
sense, there is no performance which does not have ‘text’.

That which concerns the text (the weave) of the
performance can be defined as ‘dramaturgy’, that is,
drama-ergon, the ‘work of the actions’ in the performance.
The way in which the actions work is the plot.

It is not always possible to differentiate between what, in the
dramaturgy of a performance, may be ‘direction’ and what
may be the author’s ‘writing’. This distinction is clear only in
theatre which seeks to interpret a written text.

Differentiating between autonomous dramaturgy and the
performance per se dates back to Aristotle’s attitude towards
the tradition of Greek tragedy, a tradition already well in the
past even for him. He drew attention to two different fields of
investigation: the written texts, and the way they are
performed. The idea that there exists a dramaturgy which is
identifiable only in an autonomous, written text and which is
the matrix of the performance is a consequence of those
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1-2. Text hecomes action. (above) A page from the notehook kept by Edward
Gordon Craig (1872-1966) for the mise-en-scene of Shakespeare's Hamlet at the
Moscow Art Theatre, 1909-1910. Act V, scene 2: the duel hetween Hamlet and
Laerttes. (nght) Model of the Moscow Art Theatre stage: using this scale model
and cardhoard cut-outs, Craig explaned his concept for the direction of Hamlet
and his ideas for the movements of the characters to Stanislavski and his actors.
In the picture, the duelling figures of Hamlet and Laertes (Act V, scene 2) can be
seen on the night side of the stage
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occasions in history when the memory of a theatre has heen
passed on by means of the words spoken by the characters in
its performances. Such a distinction would not even be
conceivable if it were the performances in their integrity
which were being examined.

In a performance, actions (that is, all that which has to do
with the dramaturgy) are not only what is said and done, but
also the sounds, the lights and the changes in space. At a
higher level of organisation, actions are the episodes of the
story or the different facets of a situation, the arches of time
between two accents of the performance, between two
changes in the space — or even the evolution of the musical
score, the light changes, and the variations of rhythm and
intensity which a performer develops following certain precise
physical themes (ways of walking, of handling props, of using
make-up or costume). The objects used in the performance
are also actions. They are transformed, they acquire different
meanings and different emotive colourations.

All the relationships, all the interactions between the
characters or between the characters and the lights, the
sounds, and the space, are actions. Everything that works
directly on the spectators’ attention, on their understanding,
their emotions, their kinaesthesia, is an action.

The list could become uselessly long. It is not so important
to define what an action is, or to determine how many actions
there may be in a performance. What is important is to



3. Mise-en-scéne diagrams drawn by Stanislavski for the appearance of the travellers
in the second act of Chekov's The Cherry Orchard (1904).

observe that the actions come into play only when they weave
together, when they become texture: ‘text’.

The plot can be of two types. The first type is accomplished
through the development of actions in time by means of a
concatenation of causes and effects or through an alternation
of actions which represent two parallel developments. The
second type occurs only by means of simultaneity: the
simultaneous presence of several actions.

Concatenation and simultaneity are the two dimensions of
the plot. They are not two aesthetic alternatives or two
different choices of method. They are the two poles whose
tension and dialectic determine the performance and its life:
actions at work — dramaturgy.

ekk ok ok

Let us return to the important distinction — investigated
especially by Richard Schechner — between theatre based on
the mise-en-scéne of a previously written text, and theatre
based on a performance text. This distinction can be used to
define two different approaches to the theatrical phenomenon
and therefore two different performance results.

For example: while the written text is recognisable and
transmissible before and independently of the performance,
the performance text exists only at the end of the work
process and cannot be passed on. It would in fact he
tautological to say that the performance text (which is the
performance) can be extracted from the performance. Even if
one used a transcription technique similar to that used for
music, in which various horizontal sequences can be arranged
vertically, it would be impossible to pass on the information:
the more faithful one tried to make it, the more illegible it
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would become. Even aural and visual mechanical recording of
the performance captures only a part of the performance text,
excluding (at least in the case of performances which do not
use a proscenium stage) the complex montages of actor-
spectator distance-proximity relationships, and favouring, in
all those cases in which the actions are simultaneous, a single
montage from among many. It reflects in fact only one
observer’s way of seeing.

The distinction between theatre based on a written text, or
in any case on a text composed a priont and used as the matrix
of the mise-en-scéne, and theatre whose only meaningful text
is the performance text, represents rather well the difference
between ‘traditional’ and ‘new’ theatre. This distinction
becomes even more useful if we wish to move from a
classification  of modern theatrical  phenomena o
microscopic analysis or an anatomical investigation of scenic
bios, of dramatic life: dramaturgy.

From this point of view, the relationship between a
performance text and a text composed a priori no longer
seems like a contradiction but like a complementary situation,
a kind of dialectic opposition. The problem is not, therefore,
the choice of one pole or another, the definition of one or
another type of theatre. The problem is that of the balance
between the concatenation pole and the simultaneity pole.

The only prejudicial thing which can occur is the loss of
balance between these two pol

a

Hokokok Kok

When a performance is based on a text composed of words,
there is a danger that the balance in the performance will be
lost because of the prevalence of linear relationships (the plot
as concatenation). This will damage the plot understood as
the weaving together of simultaneously present actions.

If the fundamental meaning of the performance is carried
by the interpretation of a written text, therc will be a
tendency to favour this dimension of the performance, which
parallels the linear dimension of language. There will be a
tendency to consider as ornamental elements all the
interweavings which arise out of the conjunction of several
actions at the same time, or simply to treat them as actions
which are not woven together, as background actions.

The tendency to underestimate the importance of the
simultaneity pole for the life of the play is reinforced, in the
modern way of thinking, by the kind of performance which
Eisenstein in his time was already calling the ‘real level of
theatre’, that is, the cinema. In the cinema, the linear
dimension is almost absolute and the dialectic life of the
interwoven actions (the plot) depends basically on two poles:
the concatention of actions and the concatenation of an
abstract observer’s attention, the eye-filter which selects
close-ups, long shots, etc.

The cinema's grip on our imagination increases the risk
that the balance between the concatenation and simultaneity
poles will be lost when we make performances. The spectator
tends not to attribute a meaning value to the interweaving of
simultancous actions and behaves — as opposed to what
happens in daily life — as if there was a favoured element in
the performance particularly suited to establishing  the
meaning of the play (the words, the protagonist’s adventures,
etc.). This explains why a ‘normal’ spectator, in the Occident,
often believes that he doesn't fully understand performances
based on the simultaneous weaving together of actions, and
why he finds himself in difficulty when faced with the logic of
many Oriental theatres, which seem to him to be complicated
or suggestive because of their ‘exotic-ness'.

If one impoverishes the simultaneity pole, one limits the
possibility of making complex meanings arise out of the
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pertormance. These meanings do not derive from a complex
concatenation of actions but from the interweaving of many
dramatic actions, each one endowed with its own simple
meaning, and from the assembling of these actions by means
of a single unity of time. Thus the meaning of a fragment of a
performance is not only determined by what precedes and
follows it, but also by a muldplicity of facets whose
three-dimensional presence, so to speak, makes it live in the
present tense of a life of its own.

In many cases, this means that for a spectator, the more
difficult it becomes for him to interpret or to judge
immediately the meaning of what is happening in front of his
eyes and in his head, the stronger is his sensation of living
through an experience. Or, said in a way which is more
obscure but perhaps closer to the reality: the stronger is the
experience of an experience.

The simultaneous interweaving of several actions in the
performance causes something similar to what Eisenstein
describes in reference to El Greco's View of Toledo: that the
painter does not reconstruct a real view but rather constructs
a synthesis of several views, making a montage of the different
sides of a building, including even those sides which are not

visible, showing various eclements — drawn from reality
independently of each other — in a new and artificial
relationship.

These dramaturgical possibilities apply to all the different
levels and all the different elements of the performance taken
one by one, as well as to the overall plot. The performer, for
example, obtains simultaneous effects as soon as he breaks the
abstract schema of movements, just as the spectator is about to
anticipate them. He composes his actions (‘composes’ used
here in its original meaning, deriving from cum-ponere, ‘to put
together’) into a synthesis which is far removed from a daily
way of behaving. In this montage, he segments the actions,
choosing and dilating certain fragments, composing the
rhythms, achieving an equivalent to the real action by means
of what Richard Schechner «calls the ‘restoration of
behaviour’.

The use of the written text itself, when it is not interpreted
only as a concatention of actions, can guide elements and

details, which are not themselves dramatic, intwo a
simultaneous interweaving.
We can draw from Hamlet, for example, certain

information: traces of the age-old strife between Norway and
Denmark are to be found in the conflict between Hamlet's
father and Fortinbras’ father; England needing to pay taxes to
Denmark echoes the days of the Vikings; the life of the Court
recalls the Renaissance; the allusions to Wittenberg reflect
Reformation issues. All these various historical facets (which
we can really use as different historical facets) can be various
choices by means of which the play can be interpreted: in this
case, one chosen facet will eliminate the others.

They can also, however, be woven together into a synthesis
with many simultaneously present historical elements, whose
‘meaning’ as it relates to the interpretation of Hamlet — that is,
what the play will show to the spectators — is not foreseeable.
The more the director has woven the different threads
together, according to his own logic, the more the meaning of
the performance will appear surprising, motivated and
unexpected, even to the director himself.

Something similar can also be said for the play'’s
protagonist, for Hamlet. The concatenation of Shakespeare’s
assembled actions (his montage) usually results in an image of
Hamlet as a man in doubt, indecisive, consumed by
melancholia, a philosopher ill-suited to action. But this image
does not  correspond  to all the single elements of
Shakespeare's total montage. Hamlet acts resolutely when he
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kills Polonius; he falsifies the message from Claudius to the
King of England with cold decisiveness; he defeats the pirates;
he challenges Lacertes; he quickly notices and sees through the
stratagems of his enemies; he kills the King. For an actor (and
a director), all of these details, taken one by one, can be used
as evidence with which to construct a coherent interpretation
of Hamlet. But they can also be used as evidence of different
and contradictory aspects of behaviour to he assembled into a
synthesis which is not the result of a previous decision about
what kind of character Hamlet is going to be.

As can be seen, this simple hypothesis brings us much
closer to the creative process (that is, composition process) of
many of the great actors in the Occidental tradition. In their
daily work, they did not and do not begin with the
interpretation of a character, but develop their work following
a route not based on what? but on how?, assembling aspects
which would at first seem incoherent from the point of view
of habitual realism, and ending up with a formally coherent
synthesis.

Actions at work (dramaturgy) come alive by means of the
balance hetween the concatenation pole and the simultaneity
pole. There is a risk of this life being lost with the loss of
tension between the two poles.

While the alteration of balance for the sake of weaving
through concatenation draws a performance into the
somnolence of comfortable recognisability, the alteration of
balance for the sake of weaving in the simultaneity dimension
can result in arbitrariness, chaos. Or incoherent incoherence.
It is easy to see that these risks are even greater for those who
work without the guide of previously composed text.

Written text, performance text, the concatenation or linear
dimension, the simultaneity or three-dimensional dimension:
these are elements without any value, positive or negative.
Positive or negative value depends on the quality of the
relationship between these elements.

The more the performance gives the spectator the
experience of an experience, the more it must also guide his
attention in the complexity of the actions which are taking
place, so that he does not lose his sense of direction, his sense
of the past and future — that is, the story, not as anecdote, but
as the ‘historical time’ of the performance.

All the principles which make it possible to direct the
spectator’s attention can be drawn from the life of the
performance (from the actions which are at work): the
interweaving by means of concatenation and the interweaving
by means of simultaneity.

To create the life of a performance does not mean only to
interweave its actions and tensions, but also to direct the
spectator’s attention, his rhythms, to induce tensions in him
without trying to impose an interpretation.

On one hand, the spectator's attention is attracted by the
action’s complexity, its presence; on the other hand, the
spectator is continuously required to evaluate this presence
and this action in the light of his knowledge of what has just
occurred and in expectation of (or questioning about) what
will happen next.

As with the performer's action, the spectator’s attention
must he able to live in a three-dimensional space, governed by
a dialectic which is his own and which is the equivalent of the
dialectic which governs life.

In the final analysis, one could relate the dialectic between
the interweaving by means of concatenation and the
interweaving by means of simultaneity to the complementary
(and not the opposing) natures of the left and right
hemispheres of the brain.
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Each Odin Teatret production uses the scenic space in a  centimetres from them — whils I . .

different way. The actors do not adapt to given spatial picture from a much wider angle

dimensions (as happens on the proscenium stage) but model These same principles are used in ourdoor performance

the architecture of the space according to the specific  (see next page), which rake plice in squares and streets

dramaturgical demands of each new production. balconies and on the 1ges. b ¢
But it is not only the respective spaces occupied by the the environment is give hange, hut

actors and spectators which change from production 1o the actor can use his presence Iramatic character

production. During a given single production, the actors spring out of the architecture, whict Ire norr n
sometimes work on the sides of the performing area, at other  longer able to see because of daily habirs and usages and
times in the middle; thus certain spectators experience certain - which we no longer experience with a fresh ey

actions in close-up, as it were — when the actors are but a few

the concatenation-simultaneity pole of the performance text. Examples of
(1965); (centre) Kaspariana, 1967; (right) Ferai, 1969.

10-11. Odin Teatret outdoor theatre work in relation to space: performances in Salento, ltaly
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18-21. Odin Teatret outdoor theatre work in relation to space. Performances in Peru and Chile.
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26. The Book of Dances, Peru 1978,
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ictionary, Pengran Books,

sdand, 1984)

iy identifiable
peaality: it s the performer's nervous  and

muscular power. The meve fact that this power
sts i not particularly mteresung, since n
exists, by defiition, m any hving body. What is
mtevestng is the way this power is moulded i
very special context: the theatre. At each
moment of our lives, cons ll'u\l:\ oy "llh,ul\\‘
we model owr energy. In addition o this daily
wse of energy, however, theve is also a surplus

use of energy which we do not use 1o move, 1
act, to be present and o intervene in the
surrounding world, but which we wse o uct, to
move, to be present, i an efficient theatrical
way. Studymg the performer’s energy therefore
means  examining  the  principles  which
performers can use to model their muscular and
nervous  power  accordmg  to non-daily

me '\leh“\ S

The vanious constellations of these principles
are the bases of the techniques of various
traditions: from Decroux to Kabuki, from Noh
to clusstcal ballet, from Delsarte to Kathakali
But they are also the bases of various individual
technigues: from Buster Keaton to Dario Fo,
from Toto to Marcel Marceaw, from Ryszard
Cieslak to Iben Nagel Rusmussen .
(F. Taviani, L'energra dell'attore come pre-
messa — The Actor's Energy as Premise).

Kung-fu

Every theatrical tradition has its own way of
saying whether or not the performer
tunctions as such for the spectator. This
‘tunctioning’ has many names: n  the
Occident, the most common is energy, life, or
more simply, the performer’s presence. In
Oriental theatrical traditions, other concepts
are used, as we will see, and one finds
expressions like prana or shaku in India;
koshi, ki-hat and yugen in Japan; chikara, taxu
ind bayu in Bali; kung-fu in China.

To acquire this power, this life, which is
an intangible, indescribable and unmeas-
urable quality, the various coditied theatrical
forms use very particular procedures. These
procedures are designed to destroy the inert
posttions of the performer’s body, in order to
alter normal balance and to eliminate daily
movement dynamics

It1s paradoxical that this elusive quality is
irrived at by means of concrete and tangible
exercses. This paradox is typified by the
word kung-fie, which is both the name of a
specific exercise and the phrase used to
describe the mmpalpable dimension which we
call the performer’s presence.

In  Chinese, kung-fu, known in the
Occident as a combat technique, literally

means ‘the ability to resist’. It has, however,
v number of other meanings: it is the name
of the national martial art, but also refers to
ny discipline, capacity or ability which is
mastered only by continuous effort. Tt can

1-2. Mei Lanfang
(1894-1961)
specialised tn Chinese
opera female rales.
His son Mei Baoju 1s a
pertormer in the same
geare. Met Baoju is
seen here in
performance and
daly-lfe situations:
(left) demonstrating a
tan (female) role at
the Holstehro ISTA
(1986) and (helow)
walking in the
countryside around
Holstehro,
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mean  work  which s carned out  and
completed, and power, but 1t can also stand
for a scholar’s work (the name of the
Chinese  philosopher  Confucius  is an
Occidental adaptation of kung-fic-tsw). Thus,
the term does not have one single meaning
its meaning depends on the context in which
it is used. Kun;; Ju 1s otien a genernic
expression used th reference ta exercise: as
well, every master of an art or science can be
said o have kung-fie.

The term is in fact applied 1o a senes of
complementary concepts, from exercise or
training to the results of these acuvities. For
performers, to have kung-fie means 1o be
form, to have practised and 1o contnue 1o
practise a particular training, but it also
means to possess that special quality which
makes them wvibrate and renders them
present, and which indicates that they have
mastered all the technical aspects of their
\\'()Ik.

3-4. Mar Lantang
(1894-1961), the
tamoos Chinese
female impersonatar.
(top) Late in hus lite
and in evervday
clothes demon
straung a Peking
opera movement and
(lett) as he appeared
at the beginning of
hus career plaving
women warnor
characrers
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Energy and continuity

An extremely rare photograph from 1935
(il.6) shows a Peking Opera student
learning to master the use of the ts'ar chi'ao
nd to acquire kung-fu with his master's
assistance. Ts'ai chi'ao are special shoes
which deform the foot in such a way that all
the body’s weight is supported by the toes.
These traditionally worn by
women whose feet were stunted by heing
wrapped in right bandages from birth, and
were later adapted to the normal feet of tan
actors, who play female roles.

In his autobiography, Mei Lanfang (1894
—1961), who was without doubt the greatest
Peking Opera actor ever, famous in both
China and the Occident, describes the way
he trained and acquired kung-fu during his
apprenticeship:

‘There are certain basic movements for
the chingyi (the respectable woman) réle
which must be practised over a long
period of time before accuracy can be
achieved. These include the walk,
opening and closing the door, the hand
movement, pointing the fingers, swinging
the sleeves, touching the hair at the
temples, pulling on a shoe, throwing up a
hand to call to heaven, swinging the arm
to bewail something, pacing round the
stage, and fainting into a chair.

1 remember using a long bhench for
exercises when 1 was quite young. A brick
was placed on the bench and standing on
it with little stilts attached to my feet I
tried to remain on the brick for the time it
takes to burn a stick of incense. When I
first started, my legs trembled and it was
torture. I could not stay up for more than
a minute before it became unbearable and
I had to jump down. But after some time,
my back and legs developed the proper
muscles and 1 gradually learned to stand
on the brick quite steadily.

In the winter I practised fighting and
pacing around on ice while wearing short
stilts. At first 1 slipped easily, but once 1

ustomed to walking on stilts
over the ice, it was effortless to go through
the same motions on stage withour the
stilts. Whatever you do, if you go through

a difficule stage before reaching the easy

ones you'll find that the sweetness is well

worth the bitter trouble.

1 used to get blisters on my feet when [
was practising on stilts and suffered much
pain. | thought my teacher should not
have made a boy in his teens go through
such severe trials and felt bitter about it.
Bur today when in my sixties | can still do
feminine warrior poses in such operas as
The Drunken Beauty and The Mountain
Fortress, 1 know that 1 am able to do so
only because my teachers were severe with
me in my basic training.’

(Mei Lanfang, Autobiography)

shoes  were

became ac

ENERGY

5. The Wrestler, Olmeca sculpture (National Museum of Anthropology, Mexico City). In spite of the tmmobihity
of the pose, the figure has a seemingly crushing tension and possesses a power which leaps from the stone. Or, as
put by Octavio Paz, a contemporary Mextcan: ‘The immobility 1s the embrace of two lovers'.

6. Peking Opera School (1925): traming with the ts'ai chi‘ao, the shoes for deformed feet used in fenunine roles
The master gudes and assists the student: the stick which the master holds under his arm speaks for itself.
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Koshi, ki-hai, bayu
In Japan, even thoug ! t  the

lifferent theatrie traditior N

ps. Wher
¢ B
We want
reduce the movement iy t Uiy
to create a fixed axis w the body - we

have to bend the knees and move the
trunk as a sngle unut (ll. 7-8)

By blocking the hips and prevennng
them from followir
the legs, two differen
created in the bodv: in the lowe

legs which must mave), and in t
part (the trunk and the vertehr
which is engaged by pushing

The setting up of these

il
5 nsiof s within the body necessitates
7-8. Katsuko Azuma, Buyo dancer, demonstrating the typical way of walking used n classical Japanese theatre, tension level I he | = !
and in a position of energy in ime (Volterra ISTA, 1981). The ways of holding the arms in a fixed position, of the adoption of a special balance postion
bhending of the legs, and of sliding the feet using the tabi, the bifurcated white slippers, are even more clearly involving the head and the muscles of the
visible in the second photo, without kimono. neck. trunk, pelvis and legs. The actor's
f entire muscular tonus is altered. He uses

much more energy and must make a

greater  effort  than  when  walking

according t his daily techmygue.”
(Eugenio Barba, Theatre Anthropology: Frst
Hxypothesis)

In Noh theatre in particular, we find 4 more
general term for the performer's energy
ki-hai, which mecans ‘the profound accord
(hai) of the spirit (ke in the sense of
ind spiritus, breath) with the body’

cquivalent to the Sansknit term

pneuwma
Ki-hat 1s

meaning pnewma and spinitus and 18 used by
performers both in India and in Bali
In Bali, there are three words used

define the perfor

1Ce: Custd
bavu. Cesta kara 1s the power
pertformer acquires with regular
ind rigorous traming. Taksu, on the other
hand, is a kind o Weper wing
inspiration whicl 1 the
performer and  which is not under he
control. A performer mi say, ‘There was
taksu tonight' or ‘There was no
tonight’, but the presence or absence of
kara depends entirely on h
Bayu, ‘wind’, and ‘breat spiritie s
however sed t scnit
rmer’s  presence:  the 1
v r S (% T
t his enery K
Balin | it
f t \
(4 (g <N 4 [




[10-11. In every man there is a woman and in
every woman a man. This commonplace — ot
universal truth — does not help the performer to
become aware of the double and sharp-edged
nature of individual energy, the existence, that
is, of anima and animus energy. It would be
mistake to speak of masculine or feminine
energy or to equate these with anmus and anima
energy, respectively, It would be equally
misleading to think that a performer is driven by
only one of these energies: they are always both
present, and an experienced performer knows
how to equilibrate their use, accentuating now
one and then the other.

The use of this alternation of the flow of
energy is very clear when one thinks of such
universally known performers as Charlie Chaplin
(1889-1980), seen here in Shoulder Arms or
Anna Magnani (1908-1973), seen here in a shot
from Luchino Visconti's Bellissima (1951).
Chaplin’s energy quality is soft, typically anima,
yet no-one would dream of saying that he is
feminine. An actress such as Anna Magnani
shows a prevalently animus energy quality, and
likewise, no-one would claim that she is
masculine.

The alternation between animus and anima
energy is clearly discernible in Indian, Balinese
or Japanese actors and dancers, particularly
when they are telling or dancing stories which
involve many characters; this alternation is
similarly clearly discernible in Occidental actors,
dancers and mimes who have also undergone a
training which does not ditferentiate between
the sexes. Their ability to model the
complementarity of their energy has made it
passible for many actors to fascinate and surprise
by contradicting stereotypical male-female social
behaviour. In film, for example, one needs only
consider the animus aspect of such actresses as
Greta Garbo, Katherine Hepburn and Bette
Davis, or the anima emanations of such actors as
Marlon Brando, James Dean, Montgomery Clift
or Robert de Niro.
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14. Kabuki actor Kan-ichi Hanayag as a young geisha and as a samurat (see ill. 15

oppostte). When Kabuki first began, towards the muddle of the 16th century, it was

performed uniquely by actresses, but when their performances hecame too

licentious, the Shogun's government, in the mterests of public morality, prohibited

them and declared chat all female roles should henceforth be performed by men
nly. These actors were called onnagata. As a result of, and thanks to, this

stipulation, the onnagata were able to develop a series of refined and elaborate

techniques for the interpretation of females réles, achieving such a degree of
pertection that even today, the fascmanion exerted hy Kabuki is to a large extent
due to their skills. The by now ancient and well-established Japanese tradition of
female roles being played by male actors - also typical of other traditional Astan
theatres, such as the Peking Opera and Kathakali (see ill. 16 oppostte)
demonstrates how the mterpretarion of a rdle depends not on the performer’s sex,
but rather on the way he models energy.
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15-16. (left) Kan-ichi Hanayagi now in the role of a samurai doing a demonstration at the Holstebro ISTA (1986). (right) Actor K. N. Vijayakumar performung a female

role from Kathakali theatre at the Holstebro ISTA (1986).

extra-daily form of behaviour. They dilate
their presence and consequently also
dilate the spectator’s perception. They are
body-in- life in the fiction of the theatre
or dance. Or they aspire to be so. To this
end, they have repeated the same actions
over and over, they have trained
rigorously. To this end, they use mental
processes, magic ‘ifs’, personal subtexts.
To this end, they imagine that their body
is the centre of a network of physical
tensions and resistances, unreal but
effective. They use an extra-daily body
and mind technique.

On the visible level, it scems that they
are expressing themselves, working on
their body and voice. In fact, they are
waorking on something invisible: energy.

The concept of energy (energeia =
‘strength’, ‘efficacy’, from ¢én-érgon, ‘at
work’) is a concept both obvious and
difficult. We associate it with external
impetus, with an excess of muscular and
nervous activity. But it also refers t
something intimate, something which
pulses in immobility and silence, a
retained power which flows in time
without dispersing in space.

Energy is  commonly reduced rto
imperious and violent behaviour models.
But it is actually a personal temperature-
intensity  which  the  performer  can
determine, awaken, mould. But which
above all needs to be explored.

The performer’s extra-daily technique,
that is, presence, derives from an

alteration of balance and basic posture,
from the play of opposing tensions which
dilate the body's dynamics. The body is
re-built for the scenic fiction. This ‘art
body' ~ and therefore, ‘unnatural body' -
is neither male nor female. At the
pre-expressive level, sex is of little import.
Typical male energy and typical female
energy do not exist. There exists only an
energy specific to a given individual.

The performer’s task is to discover the
individual propensities of his or her energy
and to protect ats  potentialities, its
uniqueness.

It is an apparently inoffensive point of
departure to learn to perform according to
one of two clear perspectives, both of
which are related to the disunction
between the sexes. It does, however, have
a consequence: the introduction, without
justification, of rules and habits trom daily
reality into the extra-daily territory of the
theatre.

On the final level, the performance, the
level of results, the performer’s presence
takes form in a scenic figure, a character,
in which masculine or feminine character-
isation is inevitable and necessary. It s
however both unnecessary and damaging
when  this  masculine  or  feminine
characterisation is also dominant on a
level in which it does not belong: the
pre-expressive level.

During  apprenticeship,  individual
differentiation  passes  through  the
negation of the ditterentiation of the
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sexes. The field of complementanty
dilates. This is seen in the Occident (in
modern dance and mime) when 1n
training — work on the pre- expressive
level - no account is taken of what is
masculine or what is feminine, and in the
Ornient when a performer takes on both
masculine  and  feminine  roles.  The
Jdouble-edged nature of energy becomes
tangibly evident. The balance between
the two energy poles, aumus and anima, is
preserved.

In this context, the Balinese speak of a
continuous  interweaving of mans  and
kevas. The Indians speak of lasya and
tandava. These terms do not refer
women and men or to mascuhne or
feminine qu.lh[iu.«, but to softness and
vigour as aspects of energy. The warnor
god Rama, for example, is often
represented in the ‘sott’ manner: lasya.

Anma and anonus reter to the two sides
of a pair of scales, a concordia discors, an
interaction  between  opposttes  which
brings to nund the poles of a magnetc
field or the tension berween body and
shadow. It would be arbitranv o
particulanse them sexually.”

(Eugenio Barba, Animus-Amma)



————— ENERGY

17-20. Peking Opera actress Pet Yan Ling as herself (hotrom right) and in three roles: the Monkey King (top left), a heavenly spirit (top right), a warrior (bottom left ).
Three different but clear examples of anmus enetgy, three male characters made extraordinarly alive by Pet Yan Ling, the most famous performer of male roles in
contemporary China (demonstration at the Holstebro ISTA, 1986).
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21-22. Keras and manis (strong and sott) principles in a Balinese dance position, illustrated by Jas, y

Jaughter of dancer and master 1 Made Pasek Tempo.

23. Actor Sardono teaching the keras and manis posttions during a demonstration ar the Balinese Senunar

Odin Teatret (Holstebro, 1974).

Keras and manis
‘In Bali, energy 15 detined usiny

basu (‘wind’), mn Japan, ki-ha

('sp

‘breath’), 1n theatre anthropolagy one uses

the terms ammus and amma (trom the

Lstin, meaning ', ‘hreath’). 1t s a wind

which anmimates the pertormer’s actions

But how does ane make this wind blow

By mastening precise body g whael

ire hased on a well-arnicular

between soft and strong ter

shserve these posiions in Balinese dance.
all the forl
constructed on a senes of opp

s of Bahinese dance are in fact

stiion
between keras and manis

Keras means
Marus means Jdelicate, soft, tender
and mams can be

strong, hard,  vigorous
Keras
ipphied 0 vanous
movements, to positions of dulterent parts
of the body n a dance, t
movements in the same  performance.
This refationship s clearly visible in the
basic Balinese dance positic

SUCCUSSIVE

which to

the Ocardental eye may appear extremely
stybsed. In any case, 1t 1s the result of a
consistent alternation of parts of the body
in the kevas position with parts of the body
mn Ih\' s l‘t‘\"llln.‘
(Eugemo Barba, Theatre Ar

pology).

It we exanune the typical step position taken
by Jas, the voungest daughter of Balinese
dance master | Made Pasek Tempo, we can
see the alternations of keras and mans. The

a keras position

extended diaphragm s also
and is evpically found throughout Asia, often
emphasised by costume. In both China and
India, strips of cloth or aght belts are used
underneath  che keep  the
diaphragm  compressed.  In - Japan,  the
traditional obi, which tes th
hetween the chest and the hy

costume 10

kimono
s, 15 bound

much more tightly when s part of a
theatrical costume than when 1t s used n
Jaily life
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26. Guru Kelucharan Mahapatra, actor, dancer and choreographer, considered the
most important architect of contemporary Odissi dance. Guru Kelucharan
Mahapatra began his apprenticeship when very young, learning female réles in the
goupua tradition (cf. followmg illustrations). Today he is known not only as a great
performer of female roles in Odissi dance, but also as the master who, with his
student Sanjukta Pamgrahi, has restored Odissi style, with the result that 1t 1s now
atorm of classical Indian dance appreciated world-wide

Lasya and tandava

In the Indian tradition as well, one works on energy within the
energy polarity and not in relation to the correspondence between
the character and the performer’s sex. Indian dance styles are in fact
divided into two major categories, lasya (soft) and tandava
(vigorous), based on the way these styles are executed in movements,
irrespective of whether the performer is male or female.

The distinction hetween these two aspects of dance is ancient and
derives from a myth associated with the god Shiva, Lord of the
Dance, in his manifestation as Ardhanarishvara, literally, the ‘Lord
who is half woman’. The image of Ardhanarishvara is typically a
figure which is halt man, Shiva himself, and half woman, Shiva’s wife

Parvati (il.30 p.22). This image is considered to be an expression of

the reciprocal action of the male and female clements in the cosmos.
The first dance created by Shiva Ardhanarishvara was crude and
wild (tandava) while the dance created by his Parvati half, who
imitated his movements, was delicate and gentle (lasya).

Indian dance has made use of these two aspects of Shiva's unity:
not only the style but also every element of it (movement, rhythm,
costume, music) is defined as tandava if it is strong, vigorous,
tumultuous or as lasya if it is light, delicate and gentle. For this
reason, the interpretation of characters is not based on the the
performers’ sexual identities but on the modelling of energy in a
strong or delicate direction.

For example, there is a tradition which survived until very recently
in village temples in the province of Orissa. Pre-adolescent male
children, dressed and made up as women, were trained to interpret a
completely female dance. The gotipuas, as they were called, were
professionals, and performed not only in the temple, but also for a
much wider public: during religious festivals, local nobles often asked
them to perform outside the temples. On these occasions, they
would present episodes from Krishna-lila or other mythological
stories, as an integral part of the religious celebrations.

84

27-32. Gautam, an year-old gotpua student, made-up and costumed as a
woman, heing led in various training exercises by guri Kelucharan Mahapatra
(demonstration ar the Holstebro ISTA, 1986).
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Santai, the actor’s three bodies
Noh has always been performed exclusively
by men, who also play women. Sometimes
the woman may be young and presented
with grace and gentleness; other times, she is
old and even though her actions are more
contained, they are nevertheless fluid and
sott. On other occasions, the woman [eaves
the stage and then returns as a ghost and
behaves as if possessed, like a fury or a
demon, using an energy which seems more
firting to a warrior. How can the same
performer give lite to prodigious
changes?

The answer to this question is given by
Zeami, the founder of Noh, in his treatise
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3—40. Noh theatre rale types drawn by Zeami Motokiyo (1363-1444), the founder
The drawings, which according to certain scholars were not made by
Zeamt humself but rather by his brother-in-law Komparu Zenchiku, are taken from
treatise on the art of performing

ot Noh theatre.

The Two Basic Arts and the Three Role Types, a bri
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entitled  Shikadosho:  ‘An who is
beginning his training must not overlook the
Two Arts (nukyoku), and the Three Types
(santai, lirerally, Three Bodies). By the Two
Arts [ mean dance and chant. The Three
Types refer to the human that
constitute the basis of role impersonation: an
old person (rotw), a woman (nyotai), a
warrior (guntai).’

The three basic types of which Zeami
speaks are not, however, rile types — as they
are generally rranslated - bur tai, that is,
bodies which are guided by a particular
energy quality which has nothing to do with
sex. The three types are in fact different
ways of using the same body, giving it

actor
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written by Zeami. This work 1s a summary of concepts more
Zeami's best-known hook, The Triee Path Towards the Flower. The figures of the
Old Man, the Woman and the Warnor, drawn without costume (ill.33,34,35) in
order better to show the body positions, represent the three basic Noh theatre role

different lives by means of different types of
energy. One of the other meanings of the
expression tai is ‘appearance’.

To understand how this is possible, one
mast not look at ‘extreme’ bodies — the
woman and the warrior — but at the body of
the old person, such as it is described in the
treatise Nikvoku Santai Ezu (Two Arnts and
Three Types with [ustrations). Here Zeami

gives concrete instructions as to how to

embody the three tai and illustrates the
instrucrions with drawings:
‘1. Old Person type: serenity of spirit,
distant gaze.
2. Woman type: its substance is spirit,
strength is excluded.

illy developed m




3. Warrior type: its substance is strength,
the spirit is found in details “delicacy
within strength”.

Zeami then draws the three tai, without
costume, and this makes it possible for us to
discover the substance, that is, the position of
the spinal column. It is interesting to note
that in the drawing of the old person, who is
leaning on a cane, Zeami takes the care to
indicate  the upward  direction  of the
character's gaze. This is in contrast to the
bent posture of an individual who 1s so weak
that he must lean on a cane. A tension is
thus created in the neck and the upper part
of the spinal column.

;
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This drawing reveals the secret of the
three bodies: by means of an old person’s
body, the performer consciously manipulates
the two faces of energy — ammius/anma
which are hoth alive in him. He thus causes
[hL‘ rL‘ilI ’h”hl [(3] }‘I\)Ul". }‘J”J 15 |IIL' }[(‘\\L‘r
which, according to Zeami, charactenises the
great pertormer:

‘Playing the role of an old man
represents the very pinnacle of our art.
These roles are  crucial, since the
spectators  who  watch  can gauge
immediately the real skills of the actor
(...} In terms of stage deportment, most

actors, thinking to appear old, bend their

ool A

types. Note that in the drawing of the Old Man (l1.33), the line drawn upwards
from the eyes creates an opposition to the tendency of the body of 4 old man to

hend and slouch.

Other drawings by Zeanu show the other Noh theatre
heavenly being G1.36): a Child (above lett); a Warnior (al

loins and hips, shrink their bodies, lase
Flower, and pive a d.
Thus there s

with

their
uninterestng performance
hietle that 1s attracave i what such actors
lo. It 1 parncularly important that the
w a himyg

weak manner, but bear limsel) with grace
Most crucial of all s the

actor relran from perforn

m
ind  dignaty

dancing posture chosen tor the ole of an

old man. One must study assiduously the
precept. portray an old man while sull
possessing the Flower. The results should

resemble thar of an old tree that puts
torth flowers.’
(Zeanmu, Frohikaden)

h o<

tvpes. the dance of a
1+ Woman
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ove nght),

(below lett); and a Devil (below right)



Tame
In addinon to the concept of koshi; both
Noh and Kabuki have another concept
which defines, in a complementary way,
the creation of a new quality of energy. In
physics, energy must be neither degraded
nor lost; similarly in the theatre and
dance. Performers must retain the energy
they continuously produce and
renew. They do this by building an
obstacle, ‘a dam’. This is tame.

which

Both  Noh and Kabuki wuse the
expression  tamerw,  which  can  be
represented by a Chinese  ideogram

meaning ‘to accumulate’ or by a Japanese
ideogram meaning ‘to bend' something
which is both flexible and resistant, like a
cane of bamboo. Tameru defines the
action of holding back, of retaining. From
tameru comes tame, the ability 10 keep
energy in, to absorb into an action limited
in space the energy necessary to carry out
a much larger action. This ability becomes
a way of describing an actor’s talent in
general. In order to say that an actor has
or doesn't have sufficient scenic presence,
the necessary power, the master tells her
that she has, or doesn't have, tame.’
(Eugenio Barba, Theatre Anthropology)

Katsuko Azuma (ill. 41), even though her
body is hidden by her kimono, shows the
opposition which is created by the power
which is pushing her forward and the power
which is holding her back. This opposition is
vistble in the neck and hands, but the
energy’s hidden structure is found in the
curve of the spinal column, in the arms and
in the legs, which are contracted like a tight
spring. In the position of a fall forward which
‘never takes place’, the performer suspends
the visual action but continues to show the
energy which is travelling through her. Koshi
and tame are in fact this ability of the
performer to transform immobility into
action and to achieve a dilated body (cf.
Pre-expressivity), not by means of the
amplification of movements but by means of
tensions inside the body.

Energy in space and energy in time
‘My entire body is engaged, I am ready,
prcl\.lrml 1o act in a very 1‘1‘\‘\‘1\» way: to
grasp the bottle on the table in front of
me. My postural muscles are activated and
there is a slight displacement of my body
which, although almost imperceptible,
mobilises the same energies which would
be necessary for the real action. 1 am
executing an action, not in space, but in
time — that is, I am engaging my postural

those  displacement

muscles which would move my arms, nor
the manipulation muscles which would
help my fingers grasp the hottle.

There is a rule in Noh theatre which
says that three-tenths of any action should
happen in space and seven-tenths in time.
Usually, if T want to grasp this bottle, 1
engage just that energy which is necessary
to carry out the action. But in Noh, seven
times more energy is engaged, not to carry
out the action in space, but to hold it
within the actor and retain it {energy in

muscles, but not

ENERGY

41. Katsuko Azuma, Buyo dancer, shows a tame (posttion of retained energy) during a demonstration at the

Bonn 1ISTA (1980).

time). This means that for any action, the
Noh actor uses more than twice as much
energy than is necessary for the action in
space alone. On one hand, the actor
projects a quantity of energy in space; on
the other hand, he retains more than
twice as much within himself, creating a
resistance to the action in space.”

Eugeno Barba, Theatre Anthropology: First

Hypothests)

Energy in time is thus manifest by means of
an immobility which is traversed and
charged by a maximum tension. It is a
special quality of energy which is not
necessarily the result of an excess of vitality
or displacements of the body. In Oriental
traditions, a master is someone who is ‘alive’
in this immobility. In martial arts n
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particular, immobility is the sign that oue is
ready for action. In t'ai chi, it is said that ‘to
meditate actively is a hundred, a thousand, a
million times better than to meditate at rest’.
In Occidental theatre this situation is very
rare: only great performers succeed in using
this type of energy.

Peking Opera performers suddenly stop in
certain positions, interrupting an action at
the height of tension and retaining this
tension in an immohility which is neither
static nor inert but dynamic. As a Chinese
actor expressed it in his basic English:
‘movement stop, inside no stop. The dance
of opposition in  these poses, called
shan-toeng or lian-shan (literally, ‘to stop the
action’), is danced in the body and not with
the body.



— ENERGY

44-45. Dancer Katsuko Azuma performmg a male réle (left) and a female réle (right) in Buyo dance. |
categories.



Braking the action
The relative use of energy in time and in
space can also be applied to the bios and
thythm  of  the whole  performance:
Meverhold defined this operation as ‘braking
the rhythms’. ‘Braking the rhythms™ 1s
overtly seen m two  of  Meyerhold's
pertormances: Bubus, the Teacher, in 1925,
and The Government Inspector, in 1926.

The playing area for Bubus, the Teacher is
v large plateau, on which the actors move
igainst a background of continuous music
made up of forty-six pieces by Chopin and
Liszt. The actors” way of speaking is based on
combinations of long and short rhythms. In
1926, in October in the Theatre, Gausner and
Gabrilovitch described the results as tollows:

‘The braking of the rhythms in Bubus
makes it possible for us to discover that
comhinations of segments of time can
acquire meaning. We were thus offered a
new theatrical procedure  of  extreme
importance. (...)

We see the tempo actor Okhlopkov,
who is so far almost unique in this genre.
With his segments, his longs and shorts, he
performs in time. This is how he has built
the dle of General Berkovetz in Bubus,
which 15 completely made up of these
alternations.  Assembled, they give the
impression of feelings: alarm, joy, despair,
lust. Mime is only added as auxiliary
material.

In the scene where the general is called
to the telephone by Van Kamperdaf, the
capitalist, the mimed elements are: the
work of the face and the hands and the
succession of body sketches which would
express nothing if they were not sustained
by the tempo. 1t is the tempo which gives
these mimed elements all their meaning.

So the general is called to the
telephone. With a brusque movement, he
lifts his head and looks at the servant:
eight seconds. His face is expressionless.
The length of the pause reveals his alarm.
He suddenly rises up from his chair and
stands mmobile: ten seconds. The tension
ot [llL’ .|[er"\ mounts: f\’llrlL‘Cl\ -\\"K"‘“\ls~ HL'
slowly nods: fifreen seconds. He slides his
hand inside his dolman and then rapidly
withdraws it again: four seconds. The
contrast  between  the  tempo  of the
preceding gradation and the rapid final
discharge (the removal of the hand from
the dolman) announces that the telephone
L“ll \\'l“ h{.' \Ii.\.lurcﬁd“]c.

The body mime (very reduced) and the
gestures (sketched) play only a secondary
role. They are signals which underline the
succession of the time segments. (...)
There 1s no doubt chat this performing
genre — using tempo — has a more powerful
effect than mime.”

In 1926, when Meyerhold presented his
mise-en-scene of The Government Inspector, he
explained the use of the musical background
as a restriction of time. The music not only
regulated the intonations and timbre of the
speeches, but also were an accompaniment
to the actors’ dialogues. Sometimes the
music was a melodic variation of the
dialogues, at other times ir was a contrast to

ENERGY

48. The first page of the director’s score for Bubus, the Teacher, reconstructed by Tsetnerovitch (1926). The
different columns from the lett describe: the time in seconds for each action; the tempo of each action; a sketch
of the actor’s movement 1 space, segmented and numbered in different phases; the author’s text i which s

mserted the length of pauses and the speed of speeches; the relation hetween music and text; and finally an
exact indication of the way in which cerrain words should be pronounced or certain movements performed.
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49.'A beautiful recurrence”: the fourteenth scene in Meyerhold's production of Gogol's The Inspector Genera improvisation, but ne w ¥ »
(1926): a close-up of the set’s central platform. perfectly  orchestrated  on  planes  of

continuous unities, to such an extent that

he perf

= many people saw wnee as
= dramatic ballet

In The Goverument Inspector, it wil
necessary to gather all the actors into an
irea of no more than three square metres
To concentrate them in a very confined
area and to light this arca with full hght,
even when the scene is set at mght. The
mimed pertorming will thus be seen better
The characters will be seated on a divan
But the important thing is that the floor
will be very raked. It will be ditficult t

walk on. Even the furmiure will t

inclined towards the public. There wil
1 wooden table in front of the divar
that the people seated on the divan wall
mly be seen from the waist up. One will

50. Sketch of the raked maobile platform which 51. Set design sketch by P. Kisetév for G

Meyerhold used in the mise-en-scéne of The Inspector Inspector General, based on a series of doors

General. position for the mobile plattorm 1s indicated it
centre of the sketch.

be able to ghmpse the actor's legs
underneath the table; above the table
their faces and hands will be visible. The

surface of the table will be dark: there we
can place the actors' |
(8 Iil\ l‘\li‘ll\ D0 W 1! navy 1 parade t
hands and Taces. The actors will smoke

I« and show then

pipes of various sizes, big S
group of people smok wa
dozing and even sleeping

(Mexerhold at rehearsal, Octob 125
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52. Jesus among the doctors (1506) by Albrecht Diirer (1471-1528). This patntng, which Meyerl
Rome in the Palazzo Barberim, was the model for the condensed ¢«
General.
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The performer’s presence

Kung-fu, understood as exercise, and as the
presence of energy in action both in time
and in space, is clearly discernible in this
sequence of photographs of an actress from a
different tradition and in a different work
context. Odin Teatrer actress lben Nagel
Rasmussen is seen using various ways of
walking, of stopping, and of using a prop
which belong to her daily training, based on
exercises which she herself has elaborated.
But we find here the application of all the
principles of extra-daily technique.

In the immobile position (ill.60), energy in
time: the actress stops, but on tip-toe, in a
position of precarious balance accentuated
by the keras position of the neck, similar to
that of a hanged man. [t is this keras position
of the neck which lifts the arms upwards.

Energy in space (ill.6I): the way of
walking, the spreading of the legs, which
increases the distance berween the teet, with
a twisting of the trunk which recalls the
Indian tribhangi.

And  finally  (ilL62), the running
movement and dynamic action with a
precarious halance which rests on one foot
only, with the knees slightly bent (in a
posture which Odin technical terminology
calls sats, that is, ‘preparation for action, for
impulse, to be about to ..."). The position of
the head which alters balance and breaks
the body line.

The Odin Teatret term sats, that is, the
impulse to action which is energy in time
corresponds to what Stanislavski defined as
‘standing in the correct rhythm':

‘Stanislavski persisted: “You are not
standing in the correct thythm!”

To stand in rhythm. How — to stand in
rhythm! To walk, to dance, to sing in
rhythm — this I could understand, but 10
stand!

“Pardon me, Konstantin Sergeyevich,
but I have no idea whatsoever what
thythm is”. “That is not important.
Around that corner is a mouse. Take a
stick and lie in wait for it: kill it as soon as
it jumps out ... No, that way you will let it
escape. Watch more attentively — more
attentively. As soon as I clap my hands,
beat it with the stick ... Ah, see how late
you are! Once more. Concentrate more.
Try to make the stroke of the stick almost
simultaneous with the clap. Well then, do
you see that now you are standing in a
completely different rhythm than before?
Do you feel the ditference? To stand and
watch for a mouse - that is one rhythm:
to watch a tiger that is creeping up on you
is quite another one”.’

(V.O. Toporkov, Stanislavski n Rehearsal)

60-62. Odin Teatret actress Iben Nagel Rasmussen in
a street performance m Sardinia (1979).
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EQUIVALENCE

To translate the invisible wind by means of the water which ut scudpts as it passes by. (Robert Bressor
Equivalence: to have the same value and yet be different. (From a dictionary

For example, in The Barrier Gate (Sckinoto) (1784), when 'Ki ya bo ...." written with characters meanmg ‘living’, "wild’, and “evenm
is sung, the actor ignores these meanings and instead numes ‘tree’ (ki also means tree in Japanese)

Art is the equivalent of natwre. (Picasso)

and ‘pole” (bo also means pole). (James Brandon, Form n Kubuki Actng)

The equivalence principle

If we observe a hand in daily life, we
immediately notice that cach finger s
animated by a tension which is different
from the tensions which animate the other
fingers. By means of a codification which
specities the position of the elbow, the
hending of the wrist and the articulation of
the fingers, the Oriental performer has
constructed an equivalent to the variety of
tensions in daily life. Great artists have
always been inspired by the idea of art as an
equivalent to nature rather than as a
reconstruction  of nature.  The  various
tensions in the wrist and fingers of
Michelangelo’s David animate the marble
with  that perpetually  vibrant  energy
characteristic of life (ill. 2-3).

The belle courbe demonstrated by Ingemar
Lindh (ill.9-12, p.97) is a good example of
the play of extra-daily tensions in the body
of a Deeroux mime. Analysing the belle
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courbe will help us understand how one
succeeds in creating an equivalence by using
counter-weight, and will also clarify the
respective functions of the various parts of
the performer’s body.

The trunk and the legs never change
position — la belle courbe — but the position of
the arms is variable. The legs divide the body
weight, respecting the counter-weight
principle: the leg which is extended
backwards (ill.4) supports balance only
(counter-weight), while the forward leg,
bent, carries all the body's weight. This
forward leg is traversed by an imaginary
plumb line which begins at the shoulders
and ends in the middle of the metatarsal
arch. The extended back leg, which
functions as a counterweight, can move or
even be lifted without compromising either
the body's position or its balance (ill.5).

The belle courbe is not a position which
the mime has arbitrarily chosen in order to
give his body a precarious balance. Rather, it
is the result of both a technical demand
made by the performer and a precise
observation of the reality which he proposes
to represent. Let us see what happens.

When one pushes something in daily
reality (ill.6), the body’s weight is normally
supported by both the rear leg and the arms
which are pushing forward. This is a familiar
image, used to represent both a first degree
lever and the effort of human work. When
the ‘pushing’ is being done by a mime (ill.7)
the effort cannot be made in the same way
because the absence of the concrete
opposition causes one of the two support
bases to disappear. Nevertheless, as can be
seen, the same tension of effort can be found
in Ingemar Lindh’s position: he shows that
he is pushing. He has simply found an
equivalent position in his body.

Equivalence, which is the opposite of
imitation, reproduces reality by means of
another system. The tension of the gesture
remains, but it is displaced into another part
of the body. In this case, the force is moved
from the arms to the forward leg. It is the
pressure of this leg on the ground (ill.7) and
not that of the arms which makes the
concrete effort.

What does the spectator see?

The spectator sees a fiction, suggested to
him by the mime. Nevertheless, the force is
not simulated. By convention, the mime
works by eliminating all material reality,
every object with which an action can be
made. But, because of the same convention,
he cannot make an abstraction of the reality
which  constitutes  the  sphere  of
comprehension between the spectator and
himself, and without which his gestures
would be gratuitous and sterile. This
negation of one reality leads to his technique
of indirect imitation, the search for an
equivalent by means of the only reality at his
disposal, that is, the organic use of his own
body.

The principle remains the same when the
mime enters less the realistic area of abstract
mime, or when, using the same equivalence
procedure, creations and inventions are
found which are neither arbitrary nor
fortuitous.

EQUIVALENCE

Demonstration at the Volterra ISTA (1981) by Swedish mime Ingemar Lindh, student of Decroux.

_@_

6-7. Diagram of the direction of force when a weight is actually bemng pushed (left) and when the weight is
mimed (right): it can clearly be seen that mime uses an equivalent to the actual force.

8. In these drawings by painter Valentine Hugo, based on the ballet Le Sacté du Printemps (1913),
choreographed by Nijinski to music by Stravinski, the dancer keeps the same positions in the legs and the torso
but the introverted or extroverted arms suggest different stortes.
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Dhanu: archery in Indian Odissi dance
The bow and the arrow are absent (cf.
Omission), and yet, when we [ook at a
sequence of static images (ill.17-25), we are
able to perceive an equivalent to the
tensions  and necessary for the
shooting of the arrow. First of all, a general
consideration valid for the entire sequence:
in the search for equivalence, the performer
dilates her body to the maximum so that the
visual image which she offers at each
moment of the action can be as dynamic and
expansive as possible (cf. The shadow test in
Opposttion). Each of the posttions is intended
to underline and amplity the actions as if the
performer was working with a real bow and a
real arrow. It is a question of restoring the
following: the force used to draw the bow,
the direction of the shot, and the
concentration needed to Let us
examine the actions in detail.

[he performer does not show someone
who is shooting an arrow. Rather, she

forces

alm.

recreates a dialectic person-bow-arrow relat-
ionship: the static position of the archer

EQUIVALENCE

versus the release-speed of the arrow. This
relationship is illustrated by the series of
oppositions which are created: the twisting
of the vertebral column to take the bow
from the quiver (ill.17-18), displacement of
the body’s weight in the second phase of the
action, to notch the arrow (ill.19-21). The
effort needed to draw the bow is recreated by
means of the work of the left (forward) leg,
which supports the body’s weight, and the
work of the curved arm, which seems to
echo the large curve formed by the head, the
spinal column and the right leg (ill.21). And
finally, the culmination of the action, the
shot self, is represented by the sudden
propulsion of the body forwards (ill.25),
corresponding  to the arrow  which flies
towards a timid and defenceless doe (ill.15).
If we did not know the theme of these
actions, we would have difficulty in
understanding that they had 1o do with
archery, and it would be difficult to make
the value of the equivalences appear.
However, even without knowing the theme,
we understand, because of the forces which

become present and which is irradiated from
the performer’s body. This is demonstrable
in the smallest details, from the very
beginning of the actions: when, for example,
Sanjukta Panigrahi, after having placed her
bow in front of her, turns, and by the way
she uses her eyes, makes us see the arrow she
takes from the quiver (ill.18-19), or when,
drawing the bow, she shows us the extreme
tension of the fingers of her right hand
(ill.21-22). 1t should be mentioned in
conclusion that this entire sequence was
coldly repeated by the performer for the
photographer.

‘Indian theatre and dance present us
with a unique opportunity to see the
physical equivalent of words like god,
goddess, divine; the eyes can suddenly
become an image of the sun, the actor or
dancer can be both the archer and the
bow, the flying arrow and the wounded
doe.’

(Ferdinando Taviani, Incroci tra Oriente ¢
Occidente — Crossroads Between Orient and
Occident)

15-16. Sanjukta Parugrah: fawn posttion and mudra (cf. Hands); Ida Rubenstein
hastian i Le Martyre de Saint Sebastien (1911), wnitten by
T'wo equivalent positions: the body extended
towards the nghr, the head and eyes in the opposite direction, the werght on the
lett leg, the right leg supported by only a part of the foot. Cultural differences aside,

(1885-1960) as Saint S
D'Annunzio and scored by Debussy
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the pertormers’ scenic bodes seem 1o be equivalent, but while for Rubenstemn the
bow 1s purely ornamental, representing no more than what 1t is {an objecr which
the actress is using to support herself), Sanjukta Panigrahi’s trbanghe (cf.
Opposions) posttion contams a play of oppositions which results in a clearly
perceptible tension 1 the bow



EQUIVALENCE

17-25. Sanjukta Pamgrahi demonstrating the wse of @ bow and arrew i Odiss dance (Volerra IS TAL 1951
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How one shoots an arrow in Japanese
Kyogen theatre

It is interesting to note that although this
wtor is kneeling and his stature is reduced,
he must still displace his weight from one leg
to the other, as it he was standing. But he
cannot work on the displacement of halance
from one foot to the other m rthe same way
15 the Odissi performer. In spite of this
limitation, the actor respects the equiv-
alence  principle:  he exploits  the only
possibility he has and displaces his balance
on his knees, while the feet are used as a
third, precarious support. Their support is
precarious because it is the point of the foot
and not the heel which rests on the ground.

The shooting of the arrow is represented
by the ‘tlight” of the arms (ill.36-38) and the
hitting of the target is represented by the
rapid dropping of the arms and the noise
made by the palms when they strike the
thighs. This noise is the finishing touch to
the guttural sound which the voice has been
making during the action of drawing the
I‘A\\\<

While respecting the basic rules of

Japanese archery tradition, the actor breaks
the automatism of the daily gesture and
creates an equivalent by transforming the
visual stimuli into sounds which are just as
effective. As Eisenstein aptly put it, in
Japanese theatre one ‘hears’” movement and
‘sees” sound.

Since we have evoked the world of
cinema and montage, let us draw attention
to another detail. Observing the position
taken by Kosuke Nomura (ill.36), one might
think rhat in order to reproduce the
movement of the arrow’s release, the right
hand would have to he drawn backwards, as
happens in reality. Instead, the actor cuts
the action: he passes t the subsequent
positions (ill.37-38) which, linked together
by rapid movement, evoke the flying ascent
of the arrow and prevent the mechanical
reproduction of the retraction of the arm.

— EQUIVALENCE
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26 Use of how and arrow i two Kyogen farces: Gan Tsubute (A Goose and a Pebble) and Framt Yamadachi
(The Cowardly Bandits). Humorous skuts performed in between Noh dramas, Kyogen farces use the traditional
Noh stage but arc done i a more realistic style. Nevertheless, Kyogen actors use few prc ps; like Noh actors,
they make extensive use of fans to represent varnous objects. In these prints, however, hows and arrows have
been deliberately included for the purposes of clarity and legibility.

28-30. Positions from the demonstration on page 101, done with costume and rectangulanty of the large sleeves seem to restore, by means of yet another

prop. One notices how the actor's body is almost camoutlaged by the kimono: the equivalence, the tension of the actwon. The fan is not only ornamental but alludes
costume conceals the upwards tension effected by the pelvis and the way in which to the bow, just as in dozens of other situanons where , 1t is used, almost like a
the toes are hent downwards. Nevertheless, the tght folds of the akama (the magic wand, for aninfinite vartety of equivalent purposes.

elegant pani-skurt which Japanese men wear over the kimono) and the
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31-38. Kosuke Nomura demonstrating the use of a how and arrow in Kyogen style, (V ra ISTA, 1981)
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39. Shooting an arrow: sequence from one of Meyerhold’s biomechanical exercises (1922), according to a description made by hus student, Erast Gann. The last three

positions are an Otkaz (retusal).

Shooting a bow

This  exercise  from  Meyerhold’s
biomechanics not only manifests  the
equivalence  principle, but also  clearly
demonstrates how one of its objectives was a
continuous variation of the ‘archer’s” posture
resulting in a veritable ‘dance of balance’.

Erast Garin, one of Meyerhold'’s actors in
1922, describes the exercise ‘Shooting a bow’
as follows:

‘An imaginary bow is held in the left

hand. The student advances with the left

shoulder torward. When he spots the

target he stops, balanced equally on both
feet. The right hand describes an arc in
order to reach an arrow in an imaginary
belt behind his hack. The movement of
the hand affects the whole body, causing
the balance to shift to the back foot.

The hand draws the arrow and loads
the bow. The balance is transferred to the
front foot. He aims. The bow is drawn
with the balance shifting again to the back
foot. The arrow is fired and the exercise
completed with a leap and a cry.

Through this, one of the earliest

102

exercises, the pupil begins to comprehend
himself in spatial terms, acquires physical
elasticity  and
balance, realises that the merest gesture —
say with the hand - resounds throughout
the entire body, and gains practice in the
so-called ‘refusal’. Thus, in this exercise
the ‘pre-gesture’, the ‘refusal’, is the hand
reaching back for the arrow. The étude is
an example of the ‘acting sequence’ which
intention,  realisarion  and

self-control,  develops

comprises
reaction.”

(Meverhold on theatre, ed. by Edward Braun)
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40. In each tradition we find scenes or exercises m which
illustrace the release of the arrow, but to re-create in the b
choreography by Michel Fokine; (top right) Ted Shawn in Gr
Dream Figure (1927), part of her solo dance cycle The Visions




FACE AND EYES

Physiology and codification
The dlustration  (ill.1)  shows the pupil
movements of a subject who is looking for
the first tme at a drawing based on Paul
Klee's Picture of an Old Person. The black
ireas represent the subject’s visual fixations
and the numbers give the order of the
fixations on the drawmg during a period of
twenty seconds. The lines between the black
areas represent the saccades or rapid eye
movements between one fixation and
another.
‘The eyes are the most active of all human
sense organs. Other sensory receptors,
such as the ears, accept rather passively
whatever signals come their way, but the
eyes are continuously moving as they scan
and inspect the details of the visual world.
(...)

During normal viewing of stationary
objects  the eyes alternate  between
fixations, when they are aimed at a fixed
point in the visual field, and rapid
movements called saccades. Each saccade
leads to a new fixation on a different point
in the visual field. Typically there are two
or three saccades per second. The
movements are so fast they they occupy
only ten percent of the viewing time.

Visual learning and recognition involve
stoning and retrieving memories. By way of
the lens, the retina and the optic nerve,
nerve cells in the visual cortex of the
brain are activated and an image of the
object being viewed is formed there. (...)
The memory system of the brain must
contain an internal representation of

every object that is to be recognised.
Learning or becoming familiar with an
object is the process of constructing this
representation. Recognition of an object

when it is encountered again is the 1. Eye mc vements made by a subject viewmng for the first nme a drawing adapted from Paul Klee's Pictiere of an

) 5 1 . e Old Man appear in hlack. The numbers show the order of the subject’s visual fixations on the picture during
process of matching it with its internal part of a twenty second viewing. The lines between the numbers represent saccades, or rapid movements of eyes
representation in the memory system. (...} from one fixanon to the next.

The most informative parts of a line
drawing are the angles and sharp curves.
The angles are the principal features the
brain employs to store and recognise a ‘
drawing. When a subject views a picture,
his eyes usually scan it following —
intermittently but repeatedly — a fixed
path, the ‘scan path’. Scan paths appear in
the subject's eye movements during the
learning phase, and during the recognition
phase his first few eye movements on
viewing a picture (presumably during the
time he was recognising it) usually follow
the same scan path he had established for
that picture during the learning phase.’

(David Noton and Lawrence Statk, Eyes
Movements and Visual Perception)

2 - 5. Kathakali students doing eye exercises (night),

and the eyes in relation 1o hand movements or
mudras (page 105)
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The concrete gaze

If one observes the various methods which
Oriental performers have for the use of their
eves and gaze, one is immediately struck by
their particular way of rolling the eyes and of

directing  their e in very  precise
directions. But if one follows the direction of
the gaze, one realises that it is fixed on a
point which is ... empty. This in no way
detracts from the concrete nature of the gaze
and even serves to establish a precise spatial
quality for the spectator and to make
historical and cheatrical characters  and
animals come alive, even though they are
physically non-existent on the stage. More-
over, this concrete gaze is accompanied by a
constant dialectic hetween manis (soft) and
keras (vigorous) tensions (cf. Energy) which
make it possible for the spectator to follow
both the performer’s interior and exterior
life.

Both in Bali (ill.10-11) and in the Peking
Opera (ill.6-7), the eyes are directed, as we
have seen, higher than they normally are in
daily life. We can see the passage from keras
to manis in young Jas” eyes and in the way
which Lin Chun-Hui has of beginning with
the eyes focussed in one direction in order to
finish with the eyes focussed in the opposite
direction  (cf. Opposition). Indian  dancer
Sanjukta Panigrahi uses her fingers and arms
to underline the wide opening of her eyes
and her radiant expression: the eyes thus
become the apex of a triangle formed by the
arms and fingers, which extend the curve of
the superciliary arch (ill.8-9).

Katsuko Azuma'’s downcast gaze (ill.12)
becomes acute and penetrating thanks to
the fan, which ‘fans’ the gaze from a single
eye, catching and directing the spectator’s
attention at will (ill.13).

FACE AND EYES
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14-15. (left) Kabuki actor i an 18th century Japanese print: notice how the action of looking forwards is accompanted by a corresponding movement hackwards with the
spmal column; {nght) A Comédie Frangaise actor at the beginning of the century expressing terror: the expression 1s accentuated by the tension i the spinal column.

~. N
/
/
s "
Fig 1. L'attenzione. Fig. 2. L oservazione Fig 3. La nflessions.  TFig 4 la medilaziona. Pig. 5. 1.a contemplazione. Fig 6. L'ammirazione
; . \
H S
S o F
Fig. 7. Lo stupore. Fig. 8. Il sublime. Fig. 9. L'entusiasmo. Fig. 10. Il rapimento Fig. 11. 1'estasi. Fig. 12. La meravigle

Fig. 13. 1l prodigre Fig 14 T nuracolo Fig. 15. Il trasporto. Fig. 16 La visione Fig 17 II deliro.

16. Direction of the eyes and the emotions in dragrams by Italian dancer and dance theorist Carlo Blasis (1795-1878), taken from L'uomo fisico, mtelletuale ¢ movale
(Physical, Intellectual and Moral Man, Milan, 1857): 1. Attention; 2. Observation; 3. Reflection; 4. Meditation; 5. Contemplation; 6. Admiration; 7. Amazement;

8. Sublimty; 9. Enthusiasm; 10. Rapture; 11. Ecstacy; 12. Wonder; 13. Fascination; 14. Awe; 15. Transport; 16. Dreaming; 17. Delirium. Notice how each change in the
direction of the eyes corresponds to a change m the position of the spinal column.
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The action of seeing
‘When Siddharta left his father's palace
and went in search of the ultimate truth,
he speat six years studying philosophy and
living an ascetic life in a hermitage lost in
the mountains. But enlightenment did not
come. As time passed, Siddharta began to
despair and doubt. One day, he lifted his
eyes and saw the morning star. Irs rays
pierced him and he found enlightenment.
He left the hermitage and began to travel
the world to make his experience known
so that others could share the freedom
which he now enjoyed.
You have looked at the stars thousands
of times. But you suddenly see a star in a
new way that leads to that type of
understanding which is a total experience.
This is the action of seeing: reacting to
this action, you discover yourself and the
other is revealed to you."
(Eugenio Barba in conversation with actors
at ISTA, Bonn, 1980)
The eyes can see everything except
themselves: therefore the performer must see
with a second pair of eyes. This is what
Zeami is suggesting when he says: mokuzen
shmgo, ‘the eyes in front, the heart behind’.
What does he mean? Performers on stage
can see what is on their left, on their right,
in front of them; but, unlike the spectator,
they cannot sce behind themselves. There 1s
therefore only one possibility open to them:
to dilate their field of vision and to use their
heart (kokoro) to see behind them. They
must work on two opposing levels: ahead

disgust (right). The nine rasa (love, heroism, compassion, wonder, laughter, sorrow, anger, tear, trang.
mmon to all tradional forms and styles of Indian dance-theatre, and depend largely on facial expression
While it is true that the rest of the body, the arms, and the hands, underscore the represenrati
ned by the way feeling is expressed wath the face. There 1s a noticeable dalecnic

their use is not deted
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with the behind  with the heart
Mokuzen shingo.

Accepting Zeami's poetic definition of the
performer’s sixth sense, we also discover that

it is a metaphor tor a physical truth. |

eyes,

I‘(‘ltll[nlk'r*. seemng !‘\ [llllxl |}l\ “.'L]' €S 1y il(
being attentive  to l
happening behind their backs
on the lookout” creates a
spinal column, an impulse ready t
released. At the same time, an sttion 1
created in the performer’s body between
looking ahead and being attentive to what i
happening behind. Tension and opposition

something  whi

ension in

engage the spinal column, as if it was ready
to act, to turn. This is how performers sce
with a second pair ot eyes, that is, with their
spinal columns. They are ready to act: to
react.

This is very clear in the figure of the
Japanese actor (ill.14): he is looking ahead,
but the position ot his body, of his legs, and
especially of his extended and curved torso,
gives one the distinct impression that he is
ready to stand up. The back is pulled
backwards while the gaze is directed torward.
The hands, fanned open, seem to underline
the 360-degree circular nature of the tension
which traverses the spectator. There is no
doubt that this actor, at this moment, is
seeing with his heart.

The eye-spinal column equivalence is not
unknown in Occidental theatre. In Zean,
this equivalence is hidden behind the veil of
a poetic paradox which renders it practically
incomprehensible to the un-initiated; in the

) are

o teehing

relationship between the direction of the eyes and that of the trunk and the spinal column: the action of seving

is already a reaction of fecling.
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eyes; it is an action which engages the entire
body.
Alexander  Gladkoy itributes  the
following to Meyerhold:
‘I can always distinguish a fron

The good actor
knows the value of his gaze. With only a
shift of his }‘ll]‘lj\ trom the line of the
horizon to the lett or nght, up or down, he
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Showing that one is seeing
‘For me, the word convulsive, which 1
have used to define beauty, would lose all
s meaning if it was applied to the
movement and not to the precise moment
at which this movement stops. In my
opinion, there can be no beauty -
convulsive beauty — which does not atfirm
the reciprocal relatonship which links the
state of movement and the state of rest of
the object under consideration.”

(André Breton, L'Amour fou — Crazy Love)

‘In the past, when the only illumination in
Kabuki (and also Occidental) theatre was
candles and oil lamps, the actors
performed almost in the dark. A long way
from the mystical Wagnerian gulf. And so
a stage servant would follow the pro-
ragonist around the stage, carrying a long
pole with a candle in a little dish at one
end. Thus the actor's face, upper torso,
and arms were illuminated without the
assistant being visible to the spectators. In
spite of this contrivance, it was necessary
to give the spectators time to take in the
actor’s expression, at least in the most
crucial moments: it was even the more
difficult to catch this expression in the
twilight given that the spectators were
often occupied with other activities:
eating, drinking tea, gossiping.

One might suppose that this situation
gave birth to the Kabuki actors’ custom of
stopping, or better, of cutting as they
describe it, a mie (literally, to show). Why
cut? The actor’s pose could be desribed as
stopping the film in that particular frame
where the actor is showing a special
tension: hence the meaning of cutting the
action and of blocking a living immobility.
We  have already encountered  this
phenomenon, in the chapter on Energy,
when referring to the Peking Opera
position called lian-shan — ‘to stop the
action’.

Mie is still practiced in Kabuki theatre,
even though today the stage is fully lit.
Mie is in fact one of the Kabuki actor’s
most spectacular techniques, a virtuosity
understood and appreciated by the
spectators. But what exactly is a mie?

One could say that a Kabuki
performance is a transition from one mie
to another, that is, from one summit of
tension to another. The time between
these poses is fluid because in fact the
poses occur at the end of each scene.
Sometimes, it is even a case of a
super-pose, of a great tableau vivant in
which all the secondary actors and stage
servants participate by means of a series of
attentive and silent actions: they assist the
principal actors, arranging a kimono
sleeve, lifting a train, changing the
position of a prop (a long sabre, a
tflowering hranch), creating a series of
concentric rays around the actor who is
executing the mie. The term mie refers,
however, only to the principal actor’s
pose; the centre of this pose, the fulcrum
of the entre ensemble, is the eyes, which
inevitably  attract  the  spectators’
attention. Why?

— FACE AND EYES
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20-22. Examples of me (showing the eyes): in 18th century print by pamnter Sharaku (1794), and by
contemporary Kabuki actors
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For a Kabuki act o, [O cut a me means
to stop suddenly, in the middle of a vortex
of acrivity, after having made expansive
wrm movements and atter having opening
his eyes wide: the pupils cross, the eyes
rwist as if they were about to pop out of
the actor’s head. But what could seem no
more than a bizarre artifice for ‘showing’
how an actor can see is in fact a much
more subtle dramatic device. One or both
of the pupils cross, depending on where
th 1ctor wants to L[lr('\ t hl\. ."\\l
therefore the spectators’, attention. The
|1u[1|l~ function like a Ic]rpl)nlu lens,
zooming in on a camera shot.

For example, a servant is seated to the
right of a samurai and tells him about
some  careless  thing he has  done,
something irremediable and dangerous to
his master. To underline his disapproval
and to fix it in the nue, the actor playing
the samurai directs his left eye to the
servant seated on his right while his right
eye continues to stare straight ahead,
towards the spectators. If the situation
required both the samurai and the servant
to act at the same time, they would look
towards cach other. It sometimes happens
that several characrters freeze in the mie.
The result is a fantastic crossing of eyes in
an extravagant lrmn\;n[.nn n.

The focusing of attention and the
tension  produced in the actor are
communicated  to  the  spectators,
underlined not only by the suspension of
all other scenic action — all the actors not
involved in the particular action stop and
wait for its denouement — but also by the
clapper blows made by a stage hand: two
blows to indicate the beginning of the
movement which leads to the pose, then a
hail of blows during the mie immobility,
and finally two blows to announce that
the mie is finished. These blows intensity
the emotion and arouse the spectators
during the dramatic phase. Today, the
spectators  usually applaud  the actors
because they have caught both the actors
and themselves at the peak of the climax.
This peak is expressed by a tension which
is about rto explode and which is
nevertheless  retained.  Even  though
immobile, the actor’s body 15 never inert.

Bur the most important thing is the
scenic use  of the eyes. Using a
detormation of his optical apparatus, the
actor physically shows us the dramatic
vicissitudes in the relationships between
the characters.

If, as has been said, theatre is “showing
the relationships between people”, Kabuki
conftrms that 1t has to do with an act
which passes through, and uniquely
through, the actor’s body.”

(Nicola Savarese, Il teatro nella camera chiara
Theatre in the lightroom)

206-29. Examples of energy i time with the eyes: Etienne Decroux (rop left); Dano Fo (top night), Chinese actor
Me1 Lanfang (centre); Charles Dullin (bottom).
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30-33. (top left and below left) Kabuki actors in a mic
showing the eyes; (ahove right) 18th century Parsian
poster for a performance of grimaces and
physiognomic displays. Many “actors’ of the time
hecame very popular in highly successtul
performances which counsisted of nothing more than
the presentation of a series of grimaces: in a darkened
room, lit only by candlelight, which accentuated facial
features and concentrated the spectators’ attention on
facial expression, the actors mimed all the various
passions which could possibly be expressed by the
human face. (below right) A stage servant illuminates
the actor's face with a candle attached to the end of a
bamboo pole, a convention known as tsura akari, ‘tace
tight’ ( 19th century Occidental engraving).

FACE AND EYES
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FACE AND EYES

The natural face

As part of his study of certain faculties
innate in both man and animals, the
ethologist Eibl-Eibesfeldr draws attention to
the fact that the gesture of showing the
teeth is common to both man and
anthropomorphs. This is particularly true of
the canine teeth, even though ‘our superior
canines have diminished in size’. This means
that the ‘motor module has survived the
reduction of the organ which used to be
shown'. Eibl-Eibesfeldt’s illustrations (ill.34)
show a mandrill, a Kabuki actor miming
anger and an angry young girl. By using the
expression miming anger, the ethologist
unintentionally underlines the
transformation of a daily technique into an
extra-daily technique: these facial gestures
are in fact the equivalent of a Kabuki actor’s
mie.

The expression ‘to show one’s teeth’ is so
rich in meaning that it has passed from
physiology to proverb. Everyone knows that
the eyes, the facial muscles, the mouth and
even the ecars (when they redden) are
important indicators of the intentions and
feelings of living beings, but this should not
make us lose sight of another observation: as
is demonstrated by the Kabuki actor who is
miming anger, a spectator will automatically
recognise intentions and feelings in an actor
irrespective of what the actor himself is
feeling and experiencing, as long as he
makes his eyes and facial muscles assume a
precise position.

This is one of the numerous implications
of pre-expressivity familiar to both Oriental
and Occidental performer, as evidenced by
the plates in Aubert’s L'art du mime (The
Art of Mime, 1901) and the masks used in
Japanese theatre (ill.35-36). The mask
becomes a face and the face a mask. It is not
the psychology of feelings but the anatomy
of forms which is being dealt with here.

34. The innate ability of animals to ‘show their teeth’ (the canines) is also found in humans, in spite of the
reduced size of the dental apparatus: in order to demonstrate this, ethologist Eibl-Eibesfeldt compared a baboon,
a Kabuki actor and an angry child.

35-36: Facial mime: table from Aubert’s L'art du Mime (Paris, 1901), and profile drawings of popular Japanese
Noh and Kyogen masks. The similarity between the expressions drawn by Aubert and those of the Japanese
masks 1s remarkable. Moteover, 1t is worth noting that the first expositions of old Noh masks i Europe, at the
end of the 19th century, were carefully studied not only by arrists and art critics but also by doctors and
scientists, who found them to be exceptionally anatomically accurate.
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37. Although the facial muscles do not work independently of each other, facial
expression is determined by the prevalence of one or another of these muscles over
the others. In this table from his Anatomy for Artists, French anatomist Duval
shows what effects would be created if the facial muscles could function
independently. The resulting expressions clearly show that pure physiological
movement has in itself an effect on the spectator’s perception.

Expressions: 1. frontalis: attention, surprise; 2. orbiculans

meditation; 3. procerus: seventy, menace, aggression; 4

5. rygomaticus major: laughter; 6. levator labu superion:
affliction; 7. levator labii: extreme atfliction, crying; 8
ality; 9. orbicudans onis: pouting; 10. depressor angudi ons: scom; 11, depr
gust; 12, platysma: anger, sorrow, torture, extreme tor

sens
labii inferions: ¢

38. Painted face of an Indian Yakshagana actor.



The painted face

All theatrical cultures have sought to
dramatise the facial features by accent-
uating, deforming or enlarging them.
Kathakali acrors practice a special exercise
designed to strengthen the eyeball muscles
ind augment the mobility of the pupil
(ill.39). In addition, before a performance,
they insert a grain of red pepper under the
evelid: blood flows into the eye area because
of the irritation caused by the pepper grain
and makes the blue and green faces of the
heroes and demons look supernatural.

Peking Opera make-up transforms the
actor's face nto a verirable mask (ill.40-4T1)
and informs the spectator about the role and
its  dominant  characteristic:
cleverness, wisdom, stupidity, wickedness ...
The colour combinations which accentuate
the facial features produce striking effects.
Female roles are characterised by a vivid
pink colour which emphasises the wide open
eyes (it is customary to pull up the skin of
the forehead in order to widen the eyes).

The same striking colours are found on
the faces of Kabuki actors (ill.42), and the
effect is increased by the distorted gaze of
the mie. The hairstyles make the forehead
recede back to the middle of the skull so
that the eyebrows can be painted high up,
making the eyes seem larger.

Mimes use a special technique to pull the
facial muscles and to carry expressivity
beyond the limits of daily and conventional
behaviour.

Exercises of this kind, the use of makeup,
special hairstyles and artifical colours mak
it possible for the performer to modify
expression completely and to use it in a cold
and calculated extra-daily way. An actual
geometrical system is used in both Japan and
China to calculate the design of makeup
according to facial dimensions. The sweat on
the performers’ faces gives the matt colours
of the make-up a shiny and brilliant patina
which increases the illusion of life. This
effect does not appear at all unnatural to the
spectator, since the face keeps all its
mobility.

courage,

€
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39. Kathakali actor M.P. Sankaran Namboodiri’s facial make-up, in a demonstration at the Holstebro ISTA
(1986).

40-41. Line and colour proportions in two Peking Opera make-ups.
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t even the inside

43—44. (left) This engraving, found in a book on
I,tp.mrn- Kabuki theatre published in 1802, shows the
‘cartography’ of the face of an onnagata, the actor who
plays female réles. This ‘cartography’ must not only
transform a male but must also heighten the
sensuality of the eyes. The face is first covered with a
thick layer of white paste: the notes on the engravie
indicate the areas which must then be colour
reddish shadow, the first sign of sensual
on the ear lobes, which are usually hidden by
ind on the eyebrows, whe
the role (they are also often shaved). The pink col
turns to red under the eyebrows m order to avord
creating a violent contrast with the black line on the
white background. Then come the most ‘eroget
areas of the face: the fire-red mouth,
with a full lower lip, and the corne
eye is painted like a wide crotie tear: the red linc
extended in the outside corner, littin v

of the eye and rising gently outwards.
on the stdes of the nose, 1s the arca of natural charn
of mercy without malice, blending with the sensual
The teeth are painted black for married w
women, and women who run houses of pi
(right) an onnagata's face made-up.

se form varies according t

ilways small b

f the eyes. The
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The provisional face

On one hand, there is an attempt to
theatricalise, thar is, dramatise, the
performer’s face by dilating it; on the other
hand, in the case of precise codification,
there is the need to respect the rules of life:
we have already seen this when describing
how the eyes are lifted thirty degrees above
the normal horizon in order to modify the
tensions of the spinal column. But there is
yet another possibility, another way of giving
the face an extra-daily dimension: the mask.

When performers put on a mask, it is as if
their body has suddenly been decapitated.
They give up all movement and expression
of facial musculature. The face's extra-
ordinary richness disappears.There is such a
resistance created between the provisional
face (kamen in Japanese) and the performer
that this conversion of the face into
something apparently dead can actually
make one think of a decapitation. This is in
fact one of the performer’s greatest
challenges: to transform a static, immobhile,
fixed object into a living and suggestive
profile.

Theatres such as the Noh have taken the
use of mask to an extreme, discovering and
adapting laws for expression and developing
an extremely refined construction technique
which  makes Noh masks verirable
masterpieces of sculpture. When wisely
animated with the use of an appropriate
tension in the spinal column and with

delicate tremblings which exploit the play of

light and shadow, this object, seemingly
dead, acquires a miraculous life (ill.48).

Today, Occidental theatre often rejects
the mask as something artifical which
represses  the performer. Even when a
performer, like the Decroux mime, wants to
cancel the face (Decroux maintains that the
face and hands are ‘the instruments of lies
and the apostles of gossip’), he uses neutral
masks or transparent cloth and not a
provisional face, or even half-masks which
only cover part of the face (usually the upper
part, as in Commedia dell’Arte or Balinese
theatre, 1ll.46-47) and give the performer a
certain freedom.

But it would be a mistake to think that it a
performer wears a mask it means thar the
face is forgotten. According to Balinese
custom, the face under the mask must act.
Further, if one wants the mask to live, the
face must take on the same expression as the
mask (ill.45): the face must laugh or cry with
the mask. This is nor an excess of zeal.
Performing with a mask, using it to express
reacrions and feelings, and being able to
orient oneself in space in spite of a
restriction of the field of vision, require
acrions which force the rest of the body to
work in a particular way. Anyone who has

worked with a mask knows that the use of

the body is torally different when one is
wearing a mask, even if the actions one does
are the same.

47-48. (left) Dario Fo in a demonstration at the
Volterra [ISTA (1981), using a Balinese topeng mask
reminiscent to that used by Pantalone in Commedia
dell'Arte; (right) Noh mask of an old man

FACE AND EYES

45. 1 Made Bandem, Balinese dancer and theatre scholar, showing the correlation which the actor must find
between his ‘real’ and ‘false’ faces if he wishes to make a mask come alive.

46. Half-mask from topeng (Balinese mask theatre), used by I Made Pasek Tempo in a demonstration at the
Volterra ISTA (1981).




49-50. The tace alive like a mask: (top) Actors
Zbigniew \kuns and Ryszard Cieslak in scene from
Akrope text by Polish playwright
Stamislaw \\ \spmle {1869-1907), adapted and
directed by Grotowski (Theatre Laboratory of the
Thirteen Rows, Opole, 1962). The actors kept the
same mimed expressions throughout the entire
pecformance: tacial compositions which hecame
actual mas scause of the use of particular muscles.
(bottom) Meyerhold (seated) during a rehearsal of
the final scene of The Government Inspector by Gogol
The Russian director is showing tus actor how to
freeze the face in the final expression.

FACE AND EYES

119




Microcosm-macrocosm

All the principles of extra-daily technique, as
well as what we have defined as the actor’s
pre-expressivity (cf. Pre-Expressivity), can be
found in the Balinese performer’s basic foot
position (ill.1-2):

— the alteration of balance;

the opposition of directions;

— the destruction of the weight and force of
inertia by means of the play of keras and
manis tensions (cf. Energy) which recreate an
equivalent to the tensions of the big toe in
daily life.

The foot exemplifies a particular type of
life, as if in a microcosm. The life which is
continuously flowing through the bodies of
new-born babies is clearly seen mirrored in
the constant movements of their toes. The
foot position taken by the Balinese performer
seems to suggest that he is trying to discover
an equivalent to the life he had as a new-
born child, when the foot was not accultured
by a way of walking and by shoes.

It is, however, interesting to note how this
life has been reconstructed by means of a
new acculturation of the foot. It is said that
the modern dance revolution was born when
dancers began to dance barefoot. The foot's
freedom was proclaimed by the abandon-
ment of stiff satin shoes. And so it is: all
Indian dancers and actors (Kathakali,
Bharata Natyam, Odissi) perform barefoot,
as do dancers in South-East Asia from
Cambodia to Indonesia. With the exception
of a few specific roles, the feet of Japanese
and Chinese actors are covered only with
special stockings which allow them to slide
their feet.

But we should not be misled by the fact
that the bare foot at first seems ‘free’: in all
forms of codified theatre, the bare foot is
constrained to adapt to deforming positions
as if wearing very particular kinds of shoes.
These deformations of the foot result in
variations of balance, special ways of walking
and the maintenance of a different tension
in the entire body.

Whether deformed by special shoes or left
free, the feet determine the body’s tone and
its dynamic in space.

3 — 4. Basic foot position 1n Kathakali: notice how the toes are turned in and how the weight is supported on
the outside edges of the foot.
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5. One of the ways of walking used by the actors in Wyspianski's Akropolis, directed by Grotowski (1962). The scenic action t
various levels (their faces can be seen in the background). Thus the actors’ legs and feer (deforn
in the spectators’ line of vision. The rhythm and way of walking evoked the exhausting labour of prisc \CCREFAtion ¢
for his production of this early 20th century Polish classic.
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6-7. The way of walking in classical Occidental ballet with a new acculturation of the feet: Bakst g
lavishly costumed dancer who appeared in Jean Philippe Rameau'’s tragic opera-hallet Hippobvee et Ancu



On point

Petipa, the great French choreographer and
founder of a particular style of classical
dance, claimed that staying ‘on point’ gave
‘the final touch to the whole picture’. In
fact, this virtuosity, characteristic of ballet
dancers and almost a symbol of classical
ballet, 1s only the last of a series of proposals
for the use of the foot. It was first seen in
1880, when Carlo Blasis developed new
dance techniques with the aid of specially
constructed, reinforced shoes.

To dance ‘on point’, required by many of
the steps and moves in classical dance, is
evidence of major work by a tradition on a
specitic part of the body and of an attempt to
exploit and improve the body’s potential. In
Lettres sur la  danse (1760), Noverre
established the seven fundamental ballet
movements: to bend, to stretch, to rise up, to
jump, to slide, to leap, to turn. Since that time,
all ballet dancers and choreographers have
added rto, interpreted or corrected the
French tradition in their own ways.
Noverre's  encouragement of the free
movement of the body and, especially, his
fixing of rules for this movement, are of
prime importance, but even more
revolutionary is his having established a
fundamental principle which none of his
successors have been able to refute: one
cannot understand the seven movements in
isolation, one cannot establish rules for each
part of the body if these parts are considered
separately.

The anatomy of the human body is
structured in such a way that even a single
movement of one individual part results in a
kind of muscular echo in all the other parts.
Consequently, for example, the rules which
govern the feet in classical dance as well as
in all other forms of codified theatre, can
only be considered in relation to the rest of
the body. Such an essential and basically
simple consideration would seem obvious
and yet it is a distinguishing characteristic of
great  ballet masters and dancers. It
differentiates those who are only concerned
with technique and the rules which organise
the different parts of the body and its
movements from  those who master the
technique and are able to co-ordinate the
action of the body and to create a personal
synthesis, their own style.

9. Diagram of movement ‘on point’ taken from
Kirstemn's classical dance manual. Accompanied by
arm gestures, the dancer’s body moves n space
through a series of almost imperceptible change:
the posttion of the big toes. Normal or daly
movement, one leg following another, is supplanted:
the body seems to float across the stage.

8. The anatomy of the foot of a classical Occidental dancer ‘on point’: the diagrams show that that there are
various ways of being ‘on point’, depending on the articulation of the big toe.
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12-19. Way of walking i Balinese dance, illustrated
by the young dancer Jas at the Volterra ISTA (1981).
Each step is accompanied by a change of tension in
the arms and hands; every change in the lower part of
the body is accompanied by a corresponding change in
the upper part of the body. This way of walking
becomes an extra-daily technique thanks to the keras,
the force, used in placing the foot on the floor (ill.12).
Lifting the toes while walking (i11.17) results in a
tenston which lifts the knee higher than 1s the case in
daily walking. The keras tension in the ankle lifts not
only the foot but often also the rest of the leg, and to a
much greater height than normal (when the knee is
never raised above the waist and the feet point
downwards).
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Foot grammar

“The way in which the feet are used is the
basis of a stage performance. Even the
movements of the arms and hands can
only augment the feeling inherent in the
body positions established by the feet.
There are many which the
position of the feet determines even the
strength and nuance of the actor’s voice.
An actor can still perform without arms
and hands, but to perform without feet
would be inconceivable.

Noh has often been defined as the art
of walking. The movements of the actor’s
feet create the expressive environment.
The basic use made of the feet in Noh
consists of a shuffling motion. The actor
walks by dragging the feet, turns around
in a shuffle-like motion, and strikes a
rhythm with his feet in the same way. The
upper parts of his body are practically
immobile; even the movements of his
hands are extremely limited. Whether the
actor is standing still or in motion, his feet
are the centre of interest. These feet,
encased in tabi (white bifurcated socks)
provide one of the most profound
pleasures of Noh, as they move from a
position  of repose  forwards  and
backwards, left and nght, up and down
with their own independent rhythm. Such
patterns of foot motion can be created out
of the intimate relationship of the feet of
the actor with the surface of the Noh
stage. The very life of the art depends on
the fixing and deepening of the
relationships of the feet to the stage in
order to render the expressiveness of foot
movements all the more compelling. In
fact, this kind of ambulatory art is
involved in all theatrical performance.’

(Tadashi Suzuki, The Way of Acting)

cases

After having attended a Moscow Art
Theatre performance, a Japanese theatre
critic at the beginning of the century
claimed that the Japanese would never be
able to perform the works of Occidental
authors well: according to him, it was even
uscless to continue to attempt ‘translated’
theatre hecanse ‘we Japanese have shorter
arms and legs than Occidentals’. It may
seem curious that this first criticism of the
Japanese imitation of European theatre is
based on a physical observation, but a more
complex reality is concealed here.

The first Japanese actors who attempted
to introduce Occidental authors and plays to
Japan, part of the tremendous effort at
‘westernisation’ taking place in the whole
nation, strove to imitate European theatre's
realism and naturalism by copying surface,
daily actions: the ways of smoking, eating,
using handkerchiefs, greeting or walking. All
these actions were new for them and had no
point of reference in their daily lives. This
attempt at external imitation must have
seemed just as ridiculous as our efforts to use
chopsticks or to sit on our heels, with the
knees bent (as the Japanese do).

FEET
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28-29. Floor plan of a Noh theatre and front view of the stage: nonice the hashigakari, the bridge which the
actor must cross, in full view of the public, on his way from the ‘mirror room’, where he finishes dressing, to the
stage 1tself. The numbers indicate the essential reference pomnts on a Noh stage: 1. Waki (supporting actor)
pillar; 2. Stawrs; 3. Orientation pillar (for masked actors); 4. Door used by noble characters; 5. Flautist’s pillar;
6. Shite (lead actor) pillar; 7. Sliding door for entrance of chorus: 8. Side wall; 9. Rear wall, on which a pine
tree is always pamnted; 10. Stage assistanc pillar; 11. Kyogen (comic actor) pillar; 12. First pine tee; 13. Pillar
which defines the playing area; 14. Second pine tree; 15. Third pine tree; 16. Window through which che
action on stage can be watched; 17. Curtain; 18. Mirror, in the ‘murror room’; 19. Pillar of the curtain door; 20.
Outside bridge wall.
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30-32. (top) Print (1740} by painter Okamura Masanobu of the interior of a
Kabuki theatre. One can see the arrangement of the stage and of the so-called
hanamichi (‘flower path’) passageway which divides the audience in two and which
the actors use for entrances and exits, executed with very patticular flamboyant
techniques. The print shows not only the theatre's internal architecture but also
the performance and the social phenomenon of which it is a part; the spectators
cat, drink and converse during the show. The mon, the coats of arms of the
principal actors, are painted on lanterns hung at the back of the stage. The utles ¢
the performances and dances in the evening's programme are painted on signs
hung on pillars to the left and right of the main playing arca. The figures on the
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But as Tadashi Suzuki, one of the
contemporary Japanese theatre men most
interested in the confrontation of actor
techniques, writes:

“The art of stage performance cannot be
judged by how closely the actors can
imitate or recreate ordinary, everyday life
on the stage. An actor uses his words and
gestures to try to convince his audience of
something profoundly true. It is this
attempt that should be judged. In these
terms, most Japanese actors, whether their
arms and legs are short, fat, or whatever,
are capable of giving performances that
might suit translated plays in  quite
another way. An actor, however long his
arms and legs, will appear clumsy if he
cannot project a sense of profound truth
to his audience. The actor’s nationality is
irrelevant.

Since the coming of the modern theatre
to Japan, however, the artistic use of foot
movements has not continued to develop.
This is too bad, because realism in the
theatre should inspire a veritable treasure
house of walking styles. Since it is
commonly accepted that realism should
attempt to reproduce faithfully on the
stage the surface manner of life, the art of
walking has more or less been reduced to
the simplest forms of naturalistic
movement. Yet any movement on the
stage is, by definition, a fabrication. Since
there is more room within realism for a
variety of movements than in Noh or in
Kabuki, these various ambulatory possibil-
ities should be exhibited in an artistic =S
fashion. One reason the modern theatre is &4 » N, \ [
so tedious to watch, it seems to me, is  33. The inauguration of the Royal Theatre of Turin, December 26, 1740, m a painting by Pietro D. Oliviero.
because it has no feet. The deep perspective stage was designed by Bibiena,

{Tadashi Suzuki, ibid).

- \ a

On Japanese stages, the feet, protagonists of
the art of walking, have a long route at their
disposal: in both Noh and Kabuki (ill.28 and
30y, a bridge connects the forestage and
backstage arcas. Characters enter via this
bridge and it is here that the dilated body
appears, giving the spectator the possibility
of appreciating the actor’s  extra-daily
dimension. It is not by accident that the long
bridge in Kabuki is called hanamichi, the
flower path: it 1s on this path that the
"ltlTl'&.‘ll’ s Fl“u't"r, lllc hllprt’n\(' Ll('ur(fk' ('{ []lL'
actor's career and art of which Zeami spoke,
takes form.

While they did not have an expedient
similar to the bridge on the Japanese stage,
Occidental actors used an artifice by means
of which they were able to show the
extra-daily nature of space and their
movement in this space. They came on stage
from the wings but they did not come down
to the apron in a straight line (ill.38).
Instead, they followed an oblique, even
tortuous, route. -

The horizontality of the Japanese stage 3435 Actor from the Tadashi Suzuki Company in twa different gants from their training of walking.
(also characteristic of the first European
stages (ill.31) became depth in Occidental
theatre, accentuated by the set designs in
tompe-Loeil  perspective  (ill.33). In both
cases, however, the actor's art of walking is
rigorously respected.
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36-39. (above) Set design used by Meyerhold and Sololey for their lessons on
Commedia dell’Arte at the Borodinskaya Studio (1915 = 1917). Diagrams (a) and
(h) show the movements of the actors in two scenes trom Cervantes’ The
Salamanca Grotto: (a) entrances for the appomntment scene; (b) entrances for the
tinal curtam call - the three arches indicate the actors' hneup for their bows. (rop
tight) Drawing of a Ciaccona dance for Harlequin presented in London m 1730,
showing the circular, tortuous pattern which the character must tollow when he
enters the stage. (hottom right) In Japanese theatre, the way of walking on the
stage 1s an art unto wself and often requires years of tranung before bemny masteredd

Here s a schemate llustration of the steps used 1
A: the lange, outward tume n
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The hands are loguacious, the fingers are
tongues, their silence is clamorous.
(Aurelins Cassiodorns}

Evervichere the hand goes, the eves follow, and
where the eves look, thought follows, and where
thought goes, feeling follows, and where feeling
goes, one finds rasa.

(Nandikeshvara)

Physiology and codification of the hands
Codification (the fixing of gestures, poses
and movements into a code) can he con-
sidered as the transition from a daily
technique to an extra-daily technigue by
means of an equvalent (cf. Equivalence).
This becomes obvions when one studies the
codification of the hands in the varions tra-
ditional  Oriental — theatres:  the  hand,
whether it has a meaning, as in Indian
mudras, or whether it has no meaning (or
has lost its meaning), as in the case of
Balinese dancers or pure Indian dance
(nritta), tends to recreate the dynamism of
the ‘hand-in-life".

The hands, and above all the fingers, like
the eyes, are continuously changing tensions
and positions, both when we speak (ges-
ticulating) and when we are acting or
reacting in order to take, to push, to support
ourselves, to caress. In the case of an action
or reaction, the positions and tensions of the
fingers change accordingly as soon as the
eyes have transmitted the relevant informa-
tion, as occurs, for example, when one 1s
abont to pick up a shard of broken glass or a
bread crumb, or if one most hold a heavy
dictionary or an intlated balloon. The asym-
metry of the fingers’ organic movements is a
sign of credibility: this is manifest by means
of the tensions of the manipulatory muscles,
which are ready to act according to the
weight, the fragility, the temperature, the
volume, and the value of the object towards
which the hand is extended, but also by
means of the emotional state which the
ohject itself elicits.

The hand acts, and acting, speaks. This
speaking can be as literal as a word which
represents something, or it can simply he like
a sound, a pure vocal dynamic, which when
produced by the voice is the result of the
continnons change of tensions and articula-
tions of the vocal apparatus (lips, tongue,
\'HL.I[ Ll‘rd\‘. Tlll‘ 1]““\] 18 ilr'iL“I.“\'\l llLL da
sound which says nothing.

Hands which can have a meaning — both
inside and outside the theatre — are used by
North American Indians (ill.3), deaf-mutes
(ill.4), and criminals (ill.5). In the theatre,
the Indian codifications called hasta mudra
are the most elaborate.

Z (ontraria
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1 = 2. (left) Buddha presenting his doctrine: drawing
taken from a 7th century wall painting (Bezekht,
India). The detail of the right hand shows the mudra
or sign for wtarka, indicating reasomng, the
expounding of a doctrine or the telling of a story;
(right) The same gesture as i the preceding
illustration, but raken from Bulwer's Chirologia
{London, 1644), here meaning ‘to disunguish
between opposites’, that is, ‘to know how to reason’.
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3 5. (above left) Cheyenne Indian sign language: table taken from Gesture by Hacks (Paris, 1890). From the upper left: ‘fnend’, ‘dying person’, 'not true’, ‘the sun’, ‘nearly

dead', ‘killed; (above right) alphabet tor deat-mutes 1n a 19th century Danish manual by /
(Copenhagen, 1898). (helow) Secret signals used by members of the Parisian underworld

Intematonal Dictionary of Sign Language, London, 1969)

C. Nyegaard (De Dovstimmes haandaiphabet) (Sign Language for Deaf-Mutes)
he’s a traitor’, 'let’s meet outside’, ‘we're in trouble’ (from T. Brun, The
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6. (top) Statue of Buddha in the Todaiji Temple (Nara, Japan). Even though this is the largest bronze statue in
the world, more than 15 metres high, the artist has paid t attention to detail: the tensions in the fingers
have been conscientiously respected; the vitality and delicacy of the hands has been |

7-8. (above) Two joined hands opening outwards, the K

on other meanings in other contexts: in duily Occidental

‘sphere’; (nght) Detail of Rodin’s Cathedral (Rodin Mu

hands joined in prayer. Speaking about this work, Rodin sard that the ¢ W
gothic architecture and that he had found n these two joned hands, which
equivalent to that of a cathedral.




The hands: pure sound or silence

Due to the complexity of the hand's anatom-
IC |} structure »I“(I of its .’ll'[h\l[d[l“l]
possibilities, there are, in the movements of
the fingers alone, infinite possible mod-
tfications of form and behaviour. Due to its
communicative qualities, the hand has been
exploited not only theatrically: many people,
fasciated by the hand's potential, have, at
various rimes, .\Hcmptmi to ¢reate a unmi-
versal language, developing an  artificial
codificarion of daily gestures.

In 1644, ]. Bulwer, an Englishman, pub-
lished Chirologia — a very advanced work at
the time — which contained a collection of
mote than two hundred images of gestures
executed by the hands. He found these ges-
tures in Greek, Roman and Hebrew
traditions, with the intention of creating a
language which everyone could understand.
This is the first Occidental example in the
modern era which considers the hand as
more than an instrument for counting (ill.9).

In his Scoperta della Chironomia (Discovery
of Chironomia - 1797), Vicenzo Requeno, a
Spanish monk living in Italy, examined
Greek and Latin authors, and particularly
those texts devoted to the ancient art of
pantomime, and attempted to popularise a
‘lost art’ and to restore it to use (ill.1 1). But
his illustrations do not go beyond a certain
literary, neo-classical taste, and show noth-
ing more than hands indicating numbers, as
was done in the classical tradition of the fif-
teenth and sixteenth centuries (ill.12-13).

In 1806, Gilbert  Austin, another
Englishman, intended his Chironomia to be
used by actors, dancers and political orators,
in order to provide them with a codified
rhetoric of gestures drawn from the treatises
of Quintilian and Cicero. And a year later,
Heary Siddons, son of actress Sarah Siddons,
adapted Ideen zu einer Mimik (Ideas about
Mimicry) by Engel, a German, with the same
goal of making this work available for theat-
rical and oratorial use.

There are only a few examples of attempts
made in the West to codify the hand and its
gestures, examples m which theatrical inter-
est appears, however, most explicit on the
theoretical and literary levels, and rarely
influences contemporary practice. In fact, it
is possible 1o say that while in Orienral
theatre the behaviour of the hands has been
recreated, acquiring actual symbolic mean-
ing value, the only accurate codification in
the Occident has been the sign language
used since ancient times by the deaf, and
internationally systemised only in the last
century. Bur this codification belongs to the
daily sphere.

In the last ten years, however, theatre for
the deaf has begun to he performed. This
theatre is fascinating for those spectators
who do not understand the sign language
alphabet because of the pure dynamics of

9-10. (top) Table ot chirograms (hterally, written
with the hands), taken from Bulwer's ( hirologia
(London, 1644). (below) Habitwal, daily proletarian
ind bourgeots drinking and eating gestures, drawing
by Gerrard de Latresse in Groot Schidderbock. Gerrard
le Laresse (1641-1711) was a panter of picturesque
genre scenes and published this book on pamning in
Amsterdam in 1707. The hook became so popular
that it actually influenced 18th century gestire.
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12. Digital numeranion in De Ar

13. Digital numeration in a 16th century Abacus for merchants
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1 by Filippo Calandn (F L1491
hands speaking m silence, just as we
Occidentals are fascinated by the Indian
mudras without understanding what they
mean

By means of this hmited example, we can
understand what was defined above as the
hand’s ‘speaking” with a ‘pure sound’. Wi
can find a theatrical equivalent w  the
dynamics and language of the hanc
lite. This equivalent makes 1t possible for the

hands both to speak (transnut concepts) and
to exist as a ‘pure sound’. But when there is
no precise code, we are tempted o pay
wtention only to the hands’ expressiviey, for
getting that the hands” attnbutes are equally

the result of a series of tensions and articu

tions whacl

nevertheless

gtve form t



How to invent hands in movement

bl-“( [‘\‘( ll.ll)\l |(li(’n\ kll' not [l('L\'\‘nlrl]\
need to be faithtully copied from reality
In fact, pictorial logic, the demands ot the
drawing and the work’s overall concept
impose certain conditions. Anyone who
has seen the expressive and nterpretative
solutions found by Leonardo, Michel-
ingelo, Griinewald or Rodin will be able
to understand the artist's need to create
torms  which respond to his intuitive
impulse. A good pomt of departure for
drawing the hand in action in an original
ind personal way is to sketch or even o
copy any tmage of the hands’ numerous
gestures. It is not necessary that this
sketch show behaviour which is already
precise and neither is it necessary that
there be a strong resemblance to the
desired result. The sketch can merely be a
point of departure on the basis of which
one develops one's own personal vision.

In the top sketch (ill.14), one notes
how a simple up and down movement of
the index finger can express a sense of
excitement as well as various other mean-
ing nuances. Changes in the positions of
the little finger give further emotional
nuances to the movement. In the lower
drawing (ill.14), each change of the finger
modifies the meaning of the gesture. One
should study these drawings and experi-
ment with different emotional meanings
by moving the drawings into different
positions.”

(Burne Hogarth, Drawing Dynamic Hands)

These statements by the American artist
Burne Hogarth, famous for his Tarzan illus-
trations (ill.15), are taken from a drawing
course for students at the New York School
of Visual Arts, of which Hogarth himself is a
founder. The mteresting thing for us here is
that the study proposed by Hogarth, the ana-
tomical analysis of movement, does not
compromise expressivity. On the contrary,
certain anatomical details, such as the httle
finger's change of position, ‘coldly’ deter-
mine the drawing’s expressivity.

Let us consider another example of the
hand'’s pre-expressivity taken from a manual
for cartoonists’ animation, Learn How to
Draw Anmimated Cartoons, by Preston Blar.
The aim of this manual — o show how one
animates — is similar to the interest of the
performer who has no codification (ill.14).

The cartoonist’s drawings and notes con-
tan  at least three precise pieces  of
iformation. Above all, the omission of one
of the three middle fingers: the removal of
this finger climinates a supertluous element
and purts the essential elements into relief
(cf. Omussion), withour cansing the re-
formed hand to lose its ‘hand’ idenury.
Secondly, there is a slight emphasis placed
on one part of the hand - the base of the
thumb — drawing attention to its importance
for articulation and for the dialecric between
the thumb and the other fingers. Finally,
there is the repeated exclusion of uniformity:
in these drawings, as in the theatre, onstage,
it 15 the fact that this finger changes which
destroys monotony and breaks automatism.
It is the change of one finger from keras to

—HANDS

HANDS

TO DRAW THE HAND FIRST START AS IF IT WERE A MITTEN
AND (B) — THEN PUT THE TWO MIDDLE FINGERS IN FOLLOWIN
THIS SHAPE — THE LITTLE FINGER IS THEN PUT IN, VARVING IT
IN ANY FASHION TO PREVENT MONOTONY (D) —IT IS OFTEN A GOOD
IDEA TO EXAGGERATE THE BASE OF THE THUMB. v

Nerierve=re
@ ® © ®

CARTOON HANDS ARE TRICKY — SO BELOW I'VE DRAWN AN AVERAGE
HAND IN ALL KINDS OF POSITIONS TO GIVE YOU SOME IDEAS. ——
NOTICE THAT THE FINGERS SHOULD BE UNEVENLY PLACED TO PRE-
VENT A MONOTONOUS QUALITY.

NG © A ) L
mﬁ?ﬁ@%ﬂ
: @ﬁ‘@
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14. Hand animation for comics and cartoons: table raken from Preston Blair’s Anmation (Tustin, California), a
manual for ammators.

15. The movement of the hand m Burne Hogarth's drawings: analysis of the movement, and a drawing from a
Tarzan cartoon.
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16-17. Long arm movement in tragedy (left) and short arm movement n comedy (right): table by
Theoretische lessen over de gesuculatie en mumik (Theoreucal Lessons on Gesture in Mime
Jelgerhuis was an experienced German actor who gave lessons i theatrical pracuice: he later publ
lessons in two volumes. In one of these volumes, he presented more than 100 extremely clear drawings ©
explain the grammar of stage movement in vanous dramatic ¢
hands, he explains the function of the arms relative to the hands: hand gestures

— HANDS
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ire in fact we

and in comedy but the gestures used in comedy seem to be different hecause of the impression of distance from

the body created by a different way of opening the arms.

20-22

18-19. Hand study: drawings by Florentine painter Andrea del Sarto (1486-1
child (photo taken by Muybridge). Notice how the thumbs, extended upwa
concerning the connection between the opening of the thumbs and the m

The ‘dance of hands', a solo dance pertormance created by Loie Fuller



India: hands and meaning

In Sansknt, hasta (hand, torearm) and mudra
(seal) refer to hand gestures whose use dates
back to sacred performances during the time
of the Vedus (around 1500 B.C.), when the
gestures were used by the priests while they
repeated the mantras, the religious formulae.
There was also a traditionally fixed list of six
mudras which represented Buddha's gestures
and corresponded to moments in his life.

The mtroduction of the mudras to dance,
beginning in the classical period of Indian
art, 1s described and codified in innumerable
treatises {(many still in manuscript form) on
the basis of which the various genres of
Indian dance were founded, from Bharata
Natyam, to Kathakali and Odissi dance and
all the other less known but ditfuse forms
found in nearly all parts of India (cf.
Restoraton of Behaviour).

Although the mudras usually have the
same positions in all the dance forms, they
have different names and uses. For example,
in Bharata Natyam, there are 28 (or 32) root
mudras , while in Karhakali there are 24 and
Odissi dance uses about 20 in common with
other forms, which also have their own
mudras. Based on these root mudras,
Kathakali has developed the greatest
number of mudra combinations, divided into
three possibilities: sanyukta, the same mudra
in both hands; asanyukta, a mudra in one
hand only; misra, a different mudra in each
hand. Using these mudras in different ways
in the space, in relationship to body and
facial expression, the Kathakali performer
can create a vocabulary consisting of about
nine hundred words.

But the mudra characteristic which is per-
haps most interesting from the point of view
of pre-expressivity is that used in rela-
tionship to the two principle categories into
which all Indian dance-theatre and the very
roots of codification are subdivided. In inter-
pretative dance (nritya), the mudras have the
real language value of which we have
spoken, that is, they have literal word mean-
ings; in pure dance (nritta), which is always
included in every dance performance, the
mudras have a purely decorative value and
are used as ‘pure sound’. Moreover, based on
cadification into precise signs — hasta/mudra:
hand/seal — there is a classification called
hasta prana, the life of the hands, which
specifies the principle positions in which the
hands can be placed. Here is the list of the
hasta prana:

— kuncita: fingers bent inwards;

— preita: fingers bent backwards;

— yecita: rotating hands;

— apavestita: palm face downwards;

— wdvestita: palm face upwards;

— punkhita: wavering fingers;

— vyawrtta: fingers turning backwards;
bhujanga: serpentine movements;

— prasarana: relaxed or separated fingers

It is this precise pulsation, created by ten-
sions which vary continuously from one
meaning, one dynamic to another, which
establishes the life of an actor’s hands, above
and beyond all cultural codification.

HANDS
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23. The 24 Kathakal root mudras: 1. Pataka; 2. Mudrakya; 3. Kataka; 4 Mushu; 5. Kartarnmkha;

6. Sukhanmda; 7. Kaputhaka; 8. Hamsapaksha; 9. Sikhara; 10. Hamsasya, 1. Awalt; 12. Ardhachandra;

13, Mukwra; 14, Bhvamara; 15. Suchtkamukha or Suchimukha; 16, Pallava; 17. Tupataka; 18, Mngasirsha;

19. Sarpasirsha; 20. Vardhamanaka; 21. Avala; 22. Umanabha; 23. Midada; 24. Katakamidha.

Taking only the first midia, Pataka, as an example, here are the various possihle meanings it can have: (1) with
two hands: sun, king, elephant, lion, hull, crocadile, arch, creeper, flag, wave, road (or street), patala
(underworld), earth, loin, vessel (1e. ship), palace, evening, midday, cloud, anthill, thigh, scrvant, feet, dise
(Vishnu's weapon), seat, lightning, gateway, cold, cartwheel, peaceful, hunched or crooked, door, pillow, canal,
top of the foor, bolt; (2) with one hand. day, daytime, gong, tongue, forchead, body, as, ke, this, sound,
enger, heach, sandy place, tender leai.

mes
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24-26. (top and below left) Students at the Kalamandalam Kathakali 8 l,u mn
tternthy, Kerala, India, learning the mudras. (below right) Examples
two-handed mudras in Odisst dance.
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Hands and the Peking Opera
In Chinese theatre, there are more than fifty
nventional hand positions, based on the
need to be able to differentiate between the
vartous roles into which Peking Opera
characters are divided. Specifically, they are
1 way ol ;ll"llk;’”l‘lll“‘: lll‘l" l]lJr.lLl\’l‘ .I[l\l
female characters, which until recently were
pe 'l"“ll\\] L'\\.lll‘l\\[\ l"‘\ “LII\' actors. Ill
Wdition to having special make-up and
costumes, it was also  necessary to
reconstruct a  behaviour  of the hands
ippropriate to the character’s sex and social
status. Women, for example, gesture with a
tapered  hand, while young characters
gesture discreetly keeping the thumb hidden,
and old characters and warriors lift the
thurnb to emphasise the gesture’s power,

As the number of positions demounstrates,
Chinese actors’ hands are regulated by
conventions which tend to repeat and
amplify daily  gestures.  Morcover,  the
Chinese actor, in order to perform complex
emotions which cannot be expressed by a
simple gesture or by one of the numerous
body positions, turns his back to the
spectators or hides his face behind one of the
water sleeves which artificially elongate the
costume (cf. Set and Costume).

Finally, one should not forget that, mn
contrast to Indian or Balinese performers,
Chinese actors speak and sing at length: the
hands are thus used to define a particular
pose or to underline words, but they do not
take the place of the words.

—————HANDS - —

27-28. (top) Examples of hand use conventions in Peking Opera: 1. Embarassment towards the other arm, which is raised; 8. Gesture of defence, accompanted hy a

{male rol 2. Oneself (pownting the index finger towards the chest, male and rapid movement of the cape towards the right; 9. A hopeless situation (thurah

female roles); 3. Beginning of a gesture to express defense; 4. Unwillingness pointed downwards, male roles, both protagonists and antagonists). Centre: two

(stmilar to gesture 1, showing the palm with the thumb hidden); 5. Uncertainty Peking Opera characters, a clown and a youth: a hand gesture is i fact an actnon

(female roles); 6. One of the 20 ways of showing something (female roles); 7. To executed with the whole body. (helow) Mei Lanfang, great Peking Opera actor and
xclude someone from a conversation, the index finger of one hand 1s ponted master, shows a student correct finger tension
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Hands and Balinese dance

their inal
pure nud

It i interestn i
changes in the wensior !

ntinuous change in the

wrms; in their turn they intlu
f the body und the head

n  the ize. This seg
Balinese  dancer trate
attitudes of the actor pr
multitude of  directions
moves in one, the trunk

hands and arms in vet

29-30. Keras (strong) and man

dance position dlustrated
Salento ISTA (195871
the index inger which 1




Hands and Japanese theatre

From the bending of the hand in the basic
body position, kamae (ct. Pre-expressuity}, to
irs use in connection with props and other
scenic objects, and to its active participation
in dynamic poses and more realistic gestures,
whar the performers of every type of
Japanese theatre and dance tend to show 1s
the organity and essential nature of the
hand’s position. While reproducing each
variation, cach dynamic of the hand in life,
the positions of the hand are dictated by
economy, each superfluous detail having
been removed. The codification of Japanese
performers’ hands does not express words
but rather precise meaning (cf. Views). This
is the result of a process whose purpose is to
retain only what is essential and can be con-
sidered as an example par excellence of the
transtrion from daily technique to extra-daily
technique.

HANDS
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31-32. (top) Kabuki actor hand positions: the particnlar way of bending the wrist in the basic
kamae posttion (b) results in one of the typical tenstons which make the hands of Japanese actors
both alive and extra-daily. One notices in this illustration from an 18th century manual for
actors (a) how the stmple act of folding a piece of paper becomes a complex sleight-of-hand.
{below) Study of hands and feet by Japanese pamter Kyosat. [n Japanese painting, which is
essentially graphic in nature (there are, for example, no shadows such as are found in Occidental
painting), much importance is given to the study of detail and line which must, as in the case of
these hands, express the tensions found n life.
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Hands and classical dance
While in classical dance, as in Japanese and
Balinese theatre, there does exist a precise
codification of the posiaons of the hand, the
dancers’ hands express only pure dynamics
and have no immediate hteral meaning.
1Th|\ \[U\J\ ll,l\ “CL’“ "lel.' “’"ll !llL' ‘\‘IU
aim of showing how the mechanism of the
arm and hand 15 precise, exact. The move-
ment of the arm, an extension and
accompaniment of the rthythm of the body
and hand, expresses the nuances, mdi-
cates the meaning of the mevement. One
must work on these nuances and mean-
ings with reflection and  sensivity in
order to avord transtormung them into ges-
ticulation, which the great freedom ot the
articulatory movements lead 0.
(Georgette Bordier, Anatomic appliquec i la
danse — Anatomy applied to the dance)

33-34. (top) Hands and arms in classical ballet: table taken from Anatomee apphauee & a danse
(Anatomy applied to the dance) by G. Bordier (Paris, 1980). (below) The use of hands and arms
in §8th century classical ballet: engraving by Pierre Rameau in Le Muitre a danser (The Dancing
Master) (Paris, 1725).
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An example from contemporary theatre

While the process of the hands is codified in
the Oriental performer, expressive for the
spectator even when ‘coldly’ demonstrated,
the same effect of the ‘life’ of the hands
varied in such a way as to re-create the ten-
sions of the hand in life; is achieved in

certain Occidental performers by means of

an individual, often psycho-technical pro-
cess, through improvisations. But even
though based on personal improvisations,
the process must be ‘fixed” without losing its
vivacity. (ill.35-36; 40-41)

HAND!

35-36. (top) Canadhan actor Richard Fowler in Wait for the Dawn (1984). (below) Norwegian actress Else Marie Laukvik in Odin Teatret's Come! And the day will be ours
(1978).
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39, (top right) Stanislavski as Docror Stockmann in Ibsen's The Enemy of the people he met in hfe and then unconscrousty preked out
People, 1900: sculprure by S. N. Sud’binin. It is only b
as this that today we are able to see something of the ¢
typical gestures of this character (ill.37), which was one ¢
performances. His biographer David Magarschack writes
As a producer, Stanislavski ta

means of such rare ir I
il behaviour and hort-sightedne

Stanislavski's best his body thr

1t his actors the method of reaching to the
nature of their pares through the external idiosyner
in life who seemed to approach most closely their ment g
they had to represent. He even went so fat as to encourage them to make up a he two sets of f
the person they had in mind for the model of their g lavs

the composer Rimsky-Korsakov as his model tor the
In this part, Stanislavski found that his st
come to him by themselves. But it only scemed s
acnng, he discovered that while he assumed that
deportment had come to him intuitively, they had really emerged hand

eat number of 1t

e comportment and gestures scemed t Meyer t i

40-41. ltalian actress Franca Rame in one of her one-we inces (1984) crion of the lett 3 (4
The hands underhine the words and amphfy the vocal actic d nd words es T
opens like a mouth in a vigorous action which conrrasts with the gende the open upper hand ¢aus 4



HISTORIOGRAPHY

In the following texts, a comparison is made between the two arts of memory: on the one hand, ‘empirical memory’, which is handed down
orally by means of a particudar terminology, certain physical and vocal thythms, and the professional biography of the mdividual actor or
dancer at the moment of passing experience on to someone else; and on the other hand, ‘written memory', or historiography, based on the
description of events and relationships, on documents, notes, stories and recollections etc. all the various visible and verifiable relics, in an

attempt to reconstruct, penetrate and connect fragments of the past. Historiography, not as a success

ion of events, but as a way of

presenting this succession, s @ memory based on choice and becomes mterpretation through description. Histotiography thus preserves a
past reconstructed by means of the writer's way of seeing and degree of experience. This reconstruction is a continuous succession of
re-interpretations: historiography not as the memory of what is no longer wisible, but as a ‘way of seeing’.

ENERGETIC LANGUAGE

FERDINANDO TAVI

The expression ‘energetic language’ is metaphoric and has an
ironic flavour. It is metaphoric because it applies a term to the
performer’s pre-expressive level which derives from certain
esoteric traditions, traditions which believe in the existence of
a primordial and effective language (a language, that is, which
can transform and not only name). This primordial language
is called ‘energetic language’ or ‘the language of the birds'.
The expression is used ironically because although the
performer’s  effectiveness  often  seems to depend on
mysterious, inexplicable forces, we can, by adopting a
scientific attitude and using experimental method, study this
language. It is also used ironically because it is no more
imprecise than those attempts at

creative force which made the performer an artist, a creator,
and not merely an executant. The performer’s pre-expressive
practices were art’s ‘kitchen’. It is therefore natural that when
explaining their work, performers spoke about these practices
rarely or not at all. To find traces of this hidden knowledge,
we must be become archaeologists and dig among the papers
and documents which performers have left behind.

Theatre anthropology then becomes a method for the study
of the performer in the past rather than an area of
experimental investigation. From the excavations, there
emerge traces of certain practices which can in turn become
useful instruments for the performer’s work. The circle of
knowledge is thus established, from empirical work to
theoretical instruments. These instruments help to clarify
certain zones which up until now have not been given much
attention in the history of performers and which can, if one
wishes, become new points of departure for practical

definition  which apply ‘scientific’
concepts to the theatre and the
performer inexactly. The result is only
an illusion of exactness. A conscious
imprecision is already a form of
precision.  An illusory  precision,
however, is the height of confusion.

We use the expression ‘energetic
language’ here to draw attention to
what we know about the performers
that can be of use to render them
alive on construct  their
extra-daily presence in a performance
situation. From Stanislavski on, the
practices used by the performer to {
construct his presence have been the
object of explicit scientific consid-
eration, that is, they have been
investigated  according  to  their
general principles. This research has
currently led to theatre anthropology
and the concept of pre-expressivity on
which it s But work on
pre-expressivity  existed, on  the
practical if not on the theoretical
level, long before it became the object
of scientific consideration.

This practice was humble: not only
because it was yet to be theoretically
postulated and thus ennobled as a
technique justified by science, but
also because it had to do with the less

stage, to

based.

i

noble aspects of the performer’s art.
That is, it did not have to do with
cither the interpretation of character
or with that particular expressive and

16th century engravig

tor Lowss XIV. The R

1-2. The energetic language ot Pantalone and Hatlequin: details from prints in the Recued Fossard, an album of

all having to do with Commedia dell’Arte masks, collected by a certain Monsieur Fossard
el Fossard rematned forgotten unnl the heginning of this century when Agne Berjer
discovered it among the uncatalogued archives of the Stockholm Muscum. It was published for the first time m
1928, n Panis, by Pierre Louts Duchartre, one of the first historians of Commedia dell’ Arte compares.
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3. Harlequin's ‘energetic language’: details from anonymous prints in the Recued Fossard.

experimentation.

The following are examples of actors who, lacking a
well-codified  tradition, invented their own personal
pre-expressive technique: a kind of hidden dance (hidden
from the spectator) which made their scenic presence live.

Henry Irving under the microscope

Irving was born in 1838 and died in 1905. In 1930, Gordon
Craig published a book on Irving (Henry Irving, Longmans,
Green and Co., New York — Toronto). 1 will quote from pages
67-1717.

Craig considered lrving his master, the man who
introduced him to the exactness of theatrical art. According
to Craig, Irving was particularly important because he cleared
the ficld of the false naturalness/artificiality opposition:

“But was he natural?” is always being asked. Indeed he was

— natural like lightning — but not natural like the ape. (...)

Irving was natural, ver highly artificial. (...) He was
artificial, as certain plants seem artificial. [He] was as
artificial ... — as an orchid ~ as a cactus — exotic and stately,
forbidding, and so curiously composed as to be what we may
call architectural — attractive as are all shapely things.'

To understand Irving’s secret, one must penetrate the form of
his interpretations and discover the hidden structure of
presence which lies hidden beneath it. We have to put him
under the microscope and examine him. Craig reproached the
critics for their incompetence in this regard. They only looked
at the results, they ignored the processes. He particularly
reproached William Archer, who in 1883 had published
Henry hruing, Astist and Manager: A eritical study. Archer
wondered, for example, how one could define the extremely
particular way of walking which Irving typically used on stage.
He spoke of it in vague terms, almost as if it was an
eccentricity. Craig responds:

‘Had he asked me what he should say of Irving's walk, and

“how describe it?” 1 should have said: “My dear Archer,

describe it, if you must speak of it at all, as a whole

language!” 1 should have been obliged to add: “If you know
what I mean.” ... No; the good William Archer would not
have understood what it was [ meant by saying that Irving's
walk was a whole language. He understood nothing about
Irving, and passed along this misunderstanding to his friend,
Mr. Bernard Shaw. But Archer always tried to speak the
truth.’
But why did Irving walk so strangely?

‘I think that there is no one who saw him in a street or a
room, in private life, who denied that he walked pertectly.
(...) Irving walked pertectly naturally — but only in pnivate
life. As soon he stepped upon the boards of his theatre, at
rehearsal, something was added to the walk - a
consciousness. (...) At night, Archer, excluded from
rehearsals, was allowed to come into the theatre for a
couple of hours, provided he sat down in a seat on the other
side of the footlights. Archer is wringing his hands and
crying: “What can I say of his walk? It isn't walking!™.

My dear old Archer, you were right for once. e wasn't
walking. It was dancing!’

Irving's hidden dance was not handed down to him by a
tradition. Irving - as Stanislavski will do later - turns to the
text for information as to how to construct his presence. But
the difference between Irving and Stanislavski is that Irving
does not ask questions about the character:

‘Not having a home in which to train himselt, leving did
as many other great actors of England have done = he took
Shakespeare as his guide and master. (...)

And Shakespeare helped him, for in Shakespeare 1s a
great, a curious thythm, and it was this he captured. (...)
Irving had caught the most ditticult Shakespearcan thythm,
and was suiting the action to the word. (...) And thus it
came about that Irving positively designed (as M. Fokine
had designed) dances which fitted pertectly to the speeches
given him by Shakespeare.”’

Compared o Stanislavski's ‘subtext’, Irving's  (hidden)
Jdance is revealed as the result of a completely ditferent
technique which nevertheless follows substantially analogous

145



HISTORIOGRAPHY

-

8 COMP.DERHETOR

=

- -4-_:“'T

LIVRE ¢
DE_RHE
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author's bizarre personality: of the booklet's seventy pages, fitty nine are blank.

criteria. It answers the same professional question: how does
one reconstruct the organity of the actor’s scenic presence’
What Irving finds in Shakespeare is a parallel to the text's
‘meanings’. This parallel provides him with a pre-expressive
score which can also be developed in contexts that have
nothing to do with Shakespeare:

‘When he came to melodrama, to The Bells, The Lyons
Mail, or Louis X1, he realised that a good deal more dance
would be needed to hold up these pieces — and then it was
that, putting out all his skill, he wiped the floor with the
role and danced it like the devil. When it was Shakespeare
he was dealing with, he had merely to wipe the beautiful
glass window-panes. His movements were all measured. He
was forever counting — one, two, three — pause — one, two —
a step, another, a halt, a faintest turn, another step, a word.
(Call it a heat, a foot, a step, all is one — T like to use the
word ‘step’). That constituted one of his dances. Or seated
on a chair, at a table — raising a glass, drinking — and then
lowering his hand and glass — one, two, three, four —
suspense — a slight step with his eyes — five — then a patter
of steps — two slow syllables — another step — two more
syllables — and a second passage in his dance was done. And
so right through the picce — whatever it might be — there
was no chance movement; he left no loose ends. All was
sharp cut at beginning and end, and all joined by an
immensely subtle rhythm — the Shakespearean rhythm.’

By the time Craig writes his book on Irving, the research done
by Stanislavski and Meyerhold has already established a new
way of approaching the actor’s art. 1t is therefore probable
that Craig projected this new way of seeing on to the recent
past, using it to discover his old master’s secret logic.

The chapter on Irving's way of performing is a veritable
essay on theatre anthropology avant la lettre. For example, one
is struck by how much importance Craig attaches to the
opposition between daily body technique and  extra-daily
technique, and above all by the method he uses to analyse
Irving’s hidden dance. It is hidden not only because it is not
exhibited, but particularly because it leaps from one part of
the body or the voice to another. It is not gesture composition
but an energy pattern which can be dilated or restricted in
space, which can at one moment guide the way of walking
and at another moment direct an impulse of the hand or a
tiny movement of the eyes or the way of pronouncing a word
by breaking it up.

Living marble

The performer’s ‘energetic language’ is in reality the dance of
energy. Since energy can dance, the performer does not
concentrate directly on the energy, but on the channels which
convey it. Similarly, when a fountain architect wants to make
water dance, he or she is certainly not so foolish as to try to
change water's nature, but builds channels according to the
rules of hydraulics. These channels are not the dance, but, as
the water passes through them, it begins to dance.

The research conducted by Stranislavski and Meyerhold,
like the theory-less practices of the great European actors, is a
response to a fundamental requisite: to make it possible for
the actor to work following two parallel lines. The first line
has to do with interpretation, with the construction of
meaning; the second, deeper and less obvious to the
spectator, has to do with ‘energetic language’, with the
construction of presence. In order to function, this line must
be detailed, that is, composed by means of the montage of
micro-actions, each one of which has a very precise beginning
and an even more precise end. The end of one micro-action is
the beginning of the next. These actions can be the various
steps of a hidden dance (as with Irving) or the various
sequences of internal images which the actor projects as a
kind of mental film (as Stanislavski sometimes taught). There
are innumerable techniques, but the fundamental exigency to
which they respond is always substantially the same: to define
a line of action which is relatively independent of
interpretative work and which can be broken down into very
precise segments.

To this end, certain actors use actual figurative clichés. We
can find a good example of this technique in a book by an
Italian actor, Antonio Morrocchesi. He was the greatest tragic
actor in ltaly at the turn of the eighteenth century. He died in
[838 (the year Irving was born). At the end of his career, he
founded a theatre school, and published a treatise on the art
of performing (Lezioni di declamazione e d'arte teatrale, Firenze
1832 — Lessons in Declamation and Theatre Art).

To his spectators, Morrocchesi seemed to be an impetuous,
passionate actor. At times he seemed to he ‘possessed’ by the
character. In his book he reveals how the material of his art
was, on the contrary, classical, premeditated in all its details,
like the work of a sculptar. He chooses and explains certain
excerpts from the most famous works he interpreted. For each
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segment of a sentence, sometimes for cach individual word,
he designs a figure, a pose, in a statue-like attitude, similar to
the heroes painted by Jacques-Louis David. Seen as a whole,
these designs reproduced by Marrocchesi seem to illustrate his
way of performing. In reality, they are not at all the
representation of the actions which the actor carned out on
stage: rather, they are an X-ray of the actions. One need only
consider the speed. The time needed to say a word, a fragment
of verse, a segment of a sentence, is short. This means that
the two, three, or four poses which succeed cach other in a
single section of the text can only be isolated in the abstract.
They can be separated only when the actor's action is
submitted to an analytical view which breaks it down into its
parts and when the actor composes the action detail after
detail. But when the action is actually done, the individual
poses disappear and whart appears to the spectator is a single,
often vortical, action.

On reading the book and looking at the drawings, one is
led to think that the different positions are above all pauses in
the action. But this is not the case. One understands why
Marrocchesi seemed impetuous and spontancous to  the
spectators, while in his eyes, in his mental vision, he was
performing a composition (a dance) based on neo-classical
attitudes.

Clichés appear to the spectator as clichés, that is, as
conventional attitudes, only when they are recognisable,
when they can be distinguished one from the other.
Paradoxically, the actor seems artificial (in the negative sense
of the word) when he uses few clichés. If he uses many
clichés, he becomes ‘natural’. A great many clichés become a
channel through which energy, life, rushes.

In this case as well, (one example among many) the actor
deduces his own hidden dance from the text, using a personal

5-6. (top) Three illustrations taken from ltalian actor Antonto Morrocel
Pertornung and Theatrical Art = Florence, 1832). (helow) The Death of Socvates, ot

n the t performin



7-8. Harlequin and Pantalone: details from a engraving in the Recueil Fossard.
Switching the figures’ heads and removing Harlequin's patched costume helps to
draw attention to Pantalone’s vigorous physical form and to Harlequin’s tragic
beating. The basic postures of the actors who play Pantalone and Harlequin are
\l.ul(crmumd by a pre-expressive body definition which is in stark contrast to theiwr
roles.
technique. He establishes a line of action which does not take
the meaning of the interpretation into consideration, but only
the effectiveness of presence. It is of course true that the actor
uses words to find the various positions, the various clichés,
but it is also true that these clichés are not then used to
perform the words and are burnt up in the speed of the action.
Faced with actors who work with personal techniques of
this type, certain spectators — like the poets Musset and
Lamartine — testify to having experienced ‘living marble’, a
statue which is contradictorially transversed by heat and the
flow of life. The actor, using Craig's words, ‘was natural, yet
highly artificial’.

Underneath Harlequin’s costume

A fascinating story yet to be written is the story of the silent
earthquake which occurred in European theatre with the
separation of the art of acting from the art of dance (and
song). This separation took place not only on the theoretical
level, but also in practice. Up until the end of the seventeenth
century, codified dances guided the performer’s behaviour:
the actor hid these dances, the dancer displayed them. But
the same physical knowledge was hasic to the work of both.

The dance master will stay beside the actor in the following
centuries as well. He will often be one of the actor's teachers.
But from the beginning of the eighteenth century on, the
dance master’s teachings will be used only to give grace and
decorum to the actor’s movements. They will be used more on
the surface of the actions than in their intimate structure.

HISTORIOGRAPHY

If, however, we go further back in time, to that period
during which the first great professional Italian companies
were formed, those companies which today are called
Commedia dell’Arte, we discover a very different inter-
penetration between acting and dance.

Let us take a look at the drawings of Iralian actors which
are part of the Recueil Fossard, a collection of prints today
kept in Stockholm and published for the first time by Agne
Beijer in 1928 (the most recent edition was published in 1982
by Librairic Théatrale, Paris). These drawings show actors
performing at the French court from 1575 to 1589. The most
astonishing thing one notices in the pictures of these actors
drawn during scenic action is the scant emphasis placed on
their ridiculous appearance. To hecome aware of this, it is
sufficient to compare these drawings with the illustrations by
Callot in I balli di Sfessania. The actors in the Recueil Fossard
prints are characterised by gestures which dilate organic
tensions and demonstrate, in an energetic way, the forces
which regulate a body in movement. The dilation of the
gesture is used for more than the construction of a caricature:
it gives energy to the actor’s scenic presence.

This is particularly evident in the character of Pantalone:
he is an old man, but the actor composes the figure with wide
and vigorous gestures. He does not, for example, imitate a
bent old man’s gait, but reconstructs it by means of a contrast
which transmits the idea of the old man without reproducing
his weakness. The back is bent, but so bent that it becomes as
powerful as a compressed spring. Each step is bigger than a
normal step, so that the old man's precarious balance is
reconstructed by means of a déséquilibre which implies an
abundance rather than a lack of energy.

If we cover the face of one of these Pantalones from the
Recueil Fossard, we discover that when the mask and the long
beard are no longer part of the image, nothing is left of the
chenu veillard (the hoary old man) who the actor is playing.
The actor’s physical good looks and muscular vigour become
clearly visible.

We can make the same experiment with Harlequin: if we
use our imaginations to strip away the patched costume and
keep only his silhouette, we can no longer distinguish him
from a tragic character. We see poses which resemble the
poses of classical sculpture (dying heroes, men hegging for
mercy, warriors).

Even in immobility and in the least animated actions, the
basic postures of the actors playing Pantalone and Harlequin
keep the investment of energy which acrobats use for their
feats of strength and agility. The pre-expressive level
manifested by these actors seems to derive from carnival
dances, sword dances, fight dances, acrobatics. The same
quality of energy is present, but here it is withheld,
transformed into hidden dance.

The fascination which Commedia dell’Arte first had for
spectators all over Europe was probably due to the way which
the Italian actors had discovered of creating tension between
the expressive and pre-expressive levels of their acting: a
comic, farcical scenic expression designed so as to make the
spectators laugh. This technique, however, grew out of an
energetic, vigorous, ‘acrobatic’ substratum, ‘acrobatic’
understood in the original sense of the word, that is, ‘moving
on the extremities’, on tip-toe, but also pushing each tension
to its extreme, searching for unstable balance.

At the beginning of the history of the modern actor, in the
Commedia dell’Arte which so profoundly inspired the theatre
reformers of the nineteenth century, we find special proof of
an ahility to maintain two different levels of organisation and
to re-assemble this dichotomy into a living contrast.
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century) in the Recueil Fo 2. Stefanello Bottarga: old man character m the
Cambnidge; G.H.1. Pantalone: detail of an anonymaus engraving in the Recuel 1
Library, Paris; M. Puntalone’s lite, fall and disappointment: engeaving made m Rome berwee
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STANISLAVSKI'S ‘SYSTEM’

FRANCO RUFFINI

Stanislavski’s words

In The Actor's Work', Torzov (Stanislavski's spokesman in the
novel) says to his students at the end of two year’s work:

‘All that you have learned in these two years now lies
confused in your minds. [t will not be easy to assemble and
tix all the elements which we have analysed and extracted
with our sensibility, one by one. Yet what we have found is
nothing more than the simplest, most normal human
condition. (...) It is disconcerting to realise how something
so common, something which is usually spontaneously
created, vanishes without a trace as soon as the actor sets
toot on the stage, and that to re-establish it, so much work,
study and technique is necessary. (...) Because of the
individual elements of which it consists, general scenic
sensibility is the simplest and most natural human condition.
On stage, in the inert world of the set, in the wings, among
the colours, the cardboard, the prop man's furnishings,
general scenic sensibility is the voice of human life, of
reality.” (L.A. pp. 607-8)

There are many biases concerning Stanislavski’s tem’: it
has to do only with identification with character, it is useful
only for naturalistic or realistic actors, it is the consequence of
a particular poetics, and so on.

But Stanislavski is not of this opinion, as we have seen. He
says that the purpose of the ‘system’ is to construct ‘general
scenic sensibility’, that is, to re-create, on stage, ‘the simplest,
most normal human condition’.

10. Stanuslavski in the rdle of Astrov in Chekov's Uncle Vanya

‘The simplest human condition’:
the organic body-mind

An unbiased reflection on Stanislavski's ‘system’ inevitably
results i a change of perspective. The point of departure
cannot bhe the great Russian director’s poetics or taste, as is
usually the case. It must be the definition of what Stanislavski
calls ‘the simplest, most normal human condition’. This is, in
fact, the objective of the system and such an objective has
nothing to do with the director's aesthetic and operative
choices.

Stanislavski says later, in Creating a Role’:

‘Each director has his own way of working on the role and

his own way of outlining his plan for the development of

this work: there are no fixed rules. However, the initial
stages of the work and the psycho-physiological procedures
which originate in our own natures must be respected
exactly.” (L.A.P., pp.106)
The human condition ot which Stanislavski speaks, hased on
‘psycho-physiological procedures which originate in our own
natures', can be defined as the ‘organic hody-mind’.

We can say that a body-mind is organic when the body
responds to the demands made by the mind in a way which is
neither ‘redundant’, ‘defaulting’ nor ‘incoherent’, that is,
when:

— the body responds only to demands made by the mind;

— the body responds to all the demands made by the mind;

— reacting to all the demands made by the mind, and to those
demands only, the body adapts to them, seeks to satisfy them.

The body-mind's organity is revealed in a body which does
not act in vain, which does not avoid necessary action, which
does not react in a self-contradictory and counter-productive
way.
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The organic body-mind actually is the
‘simplest,  most  normal  human
condition’, and it definitely  is
disconcerting that it ‘disappears without
a trace as soon as the actor sets foot on
the stage’. Disconcerting but true, as we
all know. As soon as it is on stage, the
body tends to become redundant,
defaulting and incoherent: it acts in
vain, it refuses to act, it contradicts itself.
It foses the organity which it had before
it appeared on stage and which it will
regain as soon as it leaves the stage. To
re-create organity, the ‘voice of human
lite, of reality’, ‘work, study and
technique’ are necessary. This is the
‘system’.

The mind makes demands:
perezhivanie’

Given that the body must react and
adapt to all the demands made by the
mind, and to those demands only, it is
first of all necessary to train the actor'’s
mind to construct demands. Mind, for
Stanislavski, means intellect, will, and
feeling in reciprocal relationship.

In daily life, this is not necessary: the
demands which the mind makes of the
body are real; on stage, however,
demands  which are not real must
become so.

This is the purpose of perezhivanie: to
train the actor's mind to make demands,
that is, stimuli, to which the body can do
nothing other than react appropriately.

Hence the necessity, and at the same
time, the difficulty, of perezhivanie in
Stanislavski's ‘system’. The actor's mind
must not only create the reaction’s
logical, motivating and emotionalising
context, but this context must also
function as if it was a real demand; the
actor must believe in the context he has
created. If, and only if, the actor
believes, will the spectator also believe,
just as he believes when he sees someone
reacting offstage.

Perezhivanie  ends
context of rational,

the
and

only  when
volitional

emotional justifications has become a real demand. Ac this
point, reaction, while not yet developing in movement, is
already active. For Stanislavski, perezhivanic is already
‘impulse to action' or, we would say, ‘action in impulse’, even

though it is not yet in action.

The body responds appropriately: personification

The personi
trom the *action in impulse’ to the

There is an apparent incongruity here. The more thac

perezhivanic is nece

training it?

ation techniques are what make the transition  in

ry and basic to Stanislavski’s ‘system’,
the more personification scems gratuitous. In tact, it the mind
succeeds in creating a real demand, the body can do nothing
other than react appropriately. What s the point, then, of
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One can  therefore  understand  the necessity and
importance of personification techniques in Stanislavski's
system. In fact, if, in order to function as if it was real, the
demand created by the mind must be vitalised by complexity ,
then the body’s appropriate reaction will also be ‘amplified’.

The actor’s body must be trained to respond to every
minimal impulse of the mind, like a Stradivarius responds to
the lightest touch of the artist’s hand. Stanislavski in fact
repeatedly makes an analogy between the actor's body and a
precious musical instrument.

In daily life as well, of course, there are complex demands
to which the body must automatically and appropriately
respond. But this occurs in extreme, exceptional situations. In
life on stage, on the contrary, every situation is extreme, since
if this was not the case it could not be (could not function as)
a ‘real situation’. The body-mind's norm on stage is its
exception in daily life.

Organity on stage is an amplification of daily organity.
Therefore, it must be re-created by means of the ‘system’. The
internal scenic sensibility constructed by means of the
perezhivanie technique and the external scenic sensibility
constructed by means of personification technique must be
joined and integrated in the general scenic sensibility which is
the actor’s ‘normal, organic second nature’ (L.A., p. 607).

Organic body-mind, character, rdle

Organic body-mind is the actor’s second nature. If this is the
declared aim of Stanislavski's system, analytically pursued step
by step, one must ask oneself what the function of the organic
body-mind is within the actor’s overall strategy.

There is, in fact, an overall actor’s strategy above and
beyond the system: it is the interpretation of the role (that is,
interpretation of the words and actions which the written text
prescribes for the character).

What is the function of the organic body-mind in the
interpretation of the role? As far as Stanislavski is concerned,
at least, we can answer this question in the following terms:

— the organic body-mind is the condition for meaning for the

character, and

— the character is the condition for meaning for the role.

One must therefore begin with the character.

There are three stages in the Stanislavskian inter-
pretation of a rdle:

1. construction of the organic body-mind;

2. construction of the character starting from the (written)

ole;

3. construction of the (acted) role starting from the

character.

These three stages are theoretically and methodologically
distinct, but in practice, they are interwoven.

What, for Stanislavski, is the character? The character is
the actor’s organic body-mind in the ‘given circumstances’ of
the (written) role.

What is the (acted) role? It is the character oriented
towards the ‘super-objective’, channelled, one could say, into
the ‘through line of action’.

The character must also exist in the role’s past and future,
that is, even there where the role is not temporally present.
The character must also exist in acts which are not foreseen
by the role, that is, even where the role is not spatially
present. Stanislavski's recommendations in this regard are
continuous and unequivocable.

The character is a person with an existence above and
heyond the acts which it executes as part of the role. Even
though it conforms to the ‘given circumstances’ of one role,
the character could act other roles. In the history of the
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theatre, there are numerous examples of the same
actor-character acting different roles, and our shared
experience as spectators confirms that within the same
(written) role, there can be different characters. There are a
thousand Hamlets, one for each actor: this is a commonplace,
and conceals a profound truth. What is, then, the character
with respect to the role? The character is not identified with
the rdle, does not imply it, is not implied by it. The character
is only the role’s ‘condition for meaning™.

If the actor loses (or has not found) the character — these
are Stanislavski’s reflections — the role loses meaning. If the
actor has built one character, the role acquires one meaning; if
the character built by the actor was another, the role would
have another meaning, but it would still have meaning.

But just as the role can have no meaning without the
character, the character can have no meaning without the
organity of the actor’s hody-mind. If the actor’s body-mind is
inorganic, the character’s actions, even though conforming to
the role’s ‘given circumstances’, cannot be appropriate
reactions to the demands. They can only be mechanical
executions of external orders.

If the organity of the body-mind disintegrates, the character
also disintegrates: it is no longer a person and therefore
cannot assure the role’s meaning.

For Stanislavski, the organic body-mind is the foundation
of the role’s meaning; it is the first condition, upon which that
final condition, which is the character, can be built.

Conditions for meaning and
the pre-expressive level

Construction of the organic body-mind, construction of the
character starting from the (written) role: these two stages of
the actor’s overall work in the interpretation of the role occur
before the manifestation of meaning. They establish the basic
conditions for the manifestation of meaning in the
construction of the (acted) role starting from the character.

In practice, it is difficult (if not impossible) to isolate the
first two stages from the last; it is even more difficult to
separate the first stage from the second.

This does not exclude the theoretical and methodological
existence, in the Stanislavskian actor’s overall work, of a level
which occurs before the manifestation of the meaning, a level
which exists before expression and which is a condition for
expression.

13-16. Stanislavski with his &5
‘amateur’ actors in scenes p? S
from Gilbert and Sullivar y
Mikado (1887). The body -
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This level is the pre-expressive level with which theatre
anthropology is concerned. Reciprocally: the pre-expressive
level could he generally defined as the level at which the
conditions for meaning are constructed.

In Stanislavski's ‘system’, the actor's work is work at the
pre-expressive level, and is independent of the dircctor’s
poetics and/or aesthetic choices.

Stanislavski affirms this peremptorily. Stanislavski the
realist, the naturalist, the founder of a poetics, speaking about
the ‘system’ says: ‘It has nothing to do with ‘realism’ or
‘naturalism’, it is a question of a process indispensable to our
creative nature’ (L.A. p.471). It is true that there are no fixed
rules for the manifestation of the meaning, provided, of
course, that the conditions for the manifestation of the
meaning exist.

Equally, for the construction of the conditions for meaning,
for work at the pre-expressive level, there are no fixed
systems. Stanislavski's ‘system’ is one system, not the system.

One can choose not to accept it, just as one can choose not
to accept his poetics, provided that the actor’s body-mind
does, however, find its organity.

Fokokok ok

During the last part of his life, Stanislavski isolated himself
from the theatre and began an apparently senseless
experiment with a group of actors. They worked together on
Moliere’s Tartuffe, but they did not attempt to stage it. Their
aim was to explore the theatre’s ‘natural laws' as deeply as
possible. Toporkov, one of the students, has left us an
unforgettable diary of those days of work and research.

Stanislavski declared from the outset that the experiment
was intended to provide the actor with a means to learn to
work on all possible rdles while working on one role: *Art
begins when there is no role, when there is only the 'I" in the
given circumstances of the play”.

Before the role, there is the character. And before the
character? What is the basic condition for ‘truth’ on stage?

Stanislavski, who did not use the term ‘organic body-mind’,
answered the question with the following analogy:

‘No matter what kind of delicacy an artist brings to a
painting, if the model’s pose breaks physical laws, if there is
no truth in the pose, if its representation of a sitting figure,
say, is not really sitting, nothing will make it helievable.
Therefore, the painter, before he can think of emhodying
his painting with the most delicate and complicated

HISTORIOGRAPHY

psychological states, must make his model stand or he down

or sit in a way that makes us believe that the model really

sits, stands or lies down.™

This was the aim of the ‘system’ in its infinite varations: to
create a way for the actor, before performing and mn order to
give meanmg to his performing, to be really and truly, seared ar
standing, organically present on the stage.

1. In Ttalian, 1l lavoro dell'actore, Laterza, Bari, 1968, 1975; m English, An
Actor Prepares, and Building a Character, Exre Methuen, London, 1950
The English editions are incomplete and revised versions of the onginal Russian
edition. For this reason, the quotations have been taken from the ltalian
edition, abbreviated in this text as ‘LA

2. Creating a Role, Eyre Methuen, London, 1981, the English ediion of the
thivd volume of Stanislavski’s works. This book corresponds to the ltalian
edition, 1l lavoro dell'attore sul personaggio, Laterza, Bari, 1955, The
English edition is an incomplete and revised version of the ongimal Russtan
edition. For this reason, the quotations have been taken from the ltaln
edition, abbreviated in this text as 'LAP.

3. The Russian term perezhivanie is translated mto Italian as reviviscenza. It
is sometimes translated into English as return to life, at other imes 1t s more
or less appropriately paraphrased. in order to avoud confusion, the Russian
term is used here {cf. Dilation)

4. *Conditions for meaning’ are all those physical and psychic elements which,
on the whole and m thewr mterrelation, gue the actor the possibiity to make the
chavacter (and then the vile) coherent and not meanmgless

5. V. Toporkov, Stanislavski m Rehearsal, Theatre Ants Books, New York,
1979.

6. Ihid, p. 161,
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MEYERHOLD:
THE GROTESQUE; THAT IS,
BIOMECHANICS

EUGENIO BARBA

A plasticity which does not correspond to the
words

Vsevolod E. Meyerhold begins to work with Nemirovich-
Danchenko at the end of the last century. He is one of the
pupils chosen to be a member of Stanislavski’s Moscow Art
Theatre and remains there until 1902, Then he starts his own
company and travels in the provinces, but comes back to
Moscow in 1909, at Stanislavski’s invitation, to direct a
Theatre Studio.

Here Meyerhold begins to practise and formulate his ideas
about a ‘new theatre” which he calls uslovny, meaning ‘stylised’
or ‘conventional’. The ‘old theatre’ (Stanislavski’s naturalistic
theatre) has formed actors who are skilled in the arts of
metamorphosis and reincarnation, but plasticity (plastika)
plays no part in their work.

‘The old theatre, too, regarded plasticity as an essential
means of expression; one has only to consider Salvini in

Othello or Hamlet. Plasticity itself is not new, but the form

which 1 have in mind is new. Before, it corresponded closely

to the spoken dialogue, but I am speaking of a plasticity

which does not correspond to the words. What do I mean
by this?

Two people are discussing the weather, art, apartments.
A third — given, of course, that he is reasonably sensitive
and observant — can tell exactly by listening to this
conversation, which has no bearing on the relationship
between the two, whether they are friends, enemies or
lovers. He can tell this from the way they gesticulate, stand,
move their eyes. This is because they move in a way
unrelated to their words, a way which reveals their
relationship.” (1907)"

For Meyerhold, plasticity — a key word — is the dynamic
which characterises both immobility and movement. To make
the spectator become perspicacious, a pattern of scenic
movements is necessary.

‘The essence of human relationships is determined by
gestures, poses, glances and silences. Words alone cannot
say everything. Hence there must be a pattern of movement
on the stage to transform the spectator into a vigilant
observer. (...) Words catch the ear, plasticity the eye. Thus
the spectator’s imagination is exposed to two stimuli: the
oral and the visual. The difference between the old theatre
and the new is that in the new theatre, speech and
plasticity are cach subordinated to their own separate
rhythms and the two do not necessarily coincide.” (1907)'

This means that the actor does not allow his body to follow
the rhythm of the words: synchronism between vocal and

17-18. Meyerhold i F. Shentan's Acrobats (left) and in H. Heyermans' Hope,
(right) while he was director of the ‘New Drama Assoctanon’ in Kherson from 1902
to 1905.
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. physical thythms must be broken. Untit
Meverhold made this distinction, the actor
was considered a totality, at least in theatre
theory. It was thought that the impulse
for a specific task and the work done to
materialise this task should involve the
whole actor. Meyerhold proposes splitting
this torality. During the work process,
the actor can scparate the different
levels, work independently on each of
them, and reintegrate them in the result.

The actor can proceed in this way. But
why? The answer is in another text in
which Meyerhold writes about:

*a scenic rhythm which frees the actor

from the arbitrary demands of his own

temperament. The essence of stage
thythm is the antithesis of real,
everyday life. (...) Where does the
human body, possessing the suppleness
of expression demanded by the stage,
attain its highest development? In
dance. Because dance is the move-
ment of the human body in the sphere
of thythm. Dance is to the hody what
music is to thought: form artificially
yet instinctively created.” (1910)°
The actors of the uslovny theatre give up
an essential part of their personality, the
organic synchronism hetween vocal and
physical rhythms, and thus arrive at a
scenic thythm. They give up those habits
which bhelong 1o their usual way of
moving and reacting. It is as if their
naturalness must be eliminated so that
they can follow other laws which are
specific for the stage, with the objective
of attaining a plasticity, a scenic rhythm,
which is dance.

But which dance is Meyerhold
speaking of? The ballet which one could
see at the Marinsky, or something else?

Angelo Maria Ripellino, the scholar
who has most poetically  evoked
Meyerhald's  productions, describes  his
Don Juan (1910):

‘He removed the footlights and
manocuvred  the characters on a
projecting  semi-circular
where not a single gesture, not a single
grimace, not a single wrinkle of the
actor was lost. The forestage required
an accurate  Nuancespiel from  the actor, a  subtle
micro-mimicry intensified by the bright lights on the stage
and from the auditorium. The actors had an adroit way of
continuously balancing their poses, weaving the web of
their movements with the greatest attention to detail.”

This description is very similar to Meyerhold's own words on
Don Juan. Only one expression is ditferent: ‘the web of
movements’. Dance as a ‘pattern’, as a ‘web’ whose dynamic
does not fotlow the taws of daily life.

forestage
b 19-20. Two scenes

The grotesque

What weaves a web? A spider. And it does not weave its web
for aesthetic reasons, but to catch something. Meverhold
explicitly names what the actor wants to attract into his ‘web’

HISTORIOGRAPHY

trom Mactechnek's Sister Beatn
Meyerhold, 1906. Even though the composition |
is obvions m the direction of the eves, the
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of movements through his dance: the specrator’s senses
‘We can stimulate the spectator’s bram and persuade hin
to reason and to argue. This is just one of the things the
theatre can do. 1t also has another, quure ditferent property
it can stimulate the spectator's sensibility (chuesteo) ar
steer him through a complex labyrninth ot cmotions.”
Meverhold explains that it s not a question of
sensibility, but of sensorial sensibiliey, s, for
one says, ‘1 teel cold”.
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of energy.” (1929)°
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himself to decipher it, to seize it, to orient
himself. The spectator becomes, in a
word, perspicacious, a ‘vigilant observer',
And here, once again, dance reappears.
‘Elements of dance are hidden in the
grotesque, because the grotesque can
be expressed only through dance.

(1912y°

The actor must be able to create a
synthesis which contains the essence of
contrasts, and this synthesis must be
materialised through plasticity, through
the pattern of scenic movements which
Meyerhold also calls dance.

But, once again, what sort of dance? In
an attempt to define it, Meyerhold uses
Loie Fuller and Charlie Chaplin as
examples. He begins a voyage which is
both transcultural and intracultural,
towards ‘exotic’ theatre forms or towards
epochs which have been neglected by his
contemporaries. He cites  Oriental
theatres he has never seen — Kabuki,
Noh, Peking Opera — or he goes back to
Occidental theatre’s past, to the Spanish
Siglo de Oro and, above all, to the
Commedia dell’Arte.

It is [914. Meyerhold is a director at
the Imperial Theatre, but he has also
opened a Studio, searching with his
students for an answer to his old
obsession: how should an actor move on
the stage, how should he engrave the
‘pattern of movements’ which concretise
the actor-spectator relationship on a
sensorial level before the intellect and
psychological  interpretation  become
involved? The programme at his Studio
includes: dancing, music, athletics, fenc-
ing, throwing the discus, the basic
principles of Italian improvised comedy,
the traditional practices of seventeenth
and  eighteenth  century  European

21-2

for the entire sequence of the exercise).

The scenic procedure which leads to this effect is the
grotesque, based on contrasts and making possible the
continuous  displacement  of the spectator’s perception.
Refusing to accept this term as a synonym for the comic, he
writes:

‘The art of the grotesque is based on the struggle between
content and form. The grotesque operates not only on the
high and the low, but mingles the contrasts, deliberately
creating sharp contradictions. (...) The grotesque deepens
daily life until it ceases to represent only that which is
usual. The grotesque unites the essence of opposites into a
synthesis and induces the spectator to attempt to solve the
enigma of the incomprehensible.

(...) By means of the grotesque, one constantly obliges
the spectator to maintain a double attitude towards the
scenic action, which undergoes sudden and abrupt turns. In
the grotesque, one thing is essential: the constant tendency
of the artist to transport the spectator from one newly
reached plane to another, totally unexpected plane.’

Faced with the enigma, the spectator is forced to mobilise
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xample of otkaz (‘refusal’) in the biomechamical exercise known as ‘shooting the arrow’ (cf. ill.39 p.102

theatres, the conventions of Indian
drama, stage and acting conventions
from Japanese and Chinese theatres.

In [922, after the revolution and the

civil war, Meyerhold presents the latest results of his research:
biomechanics.

Biomechanics

‘If we observe a skilled worker in action, we notice the
following in his movements: (1) an absence of superfluous,
unproductive movements; (2) rhythm; (3) the correct
positioning of the body's centre of gravity; (4) stability.
Movements based on these principles are distinguished by
their dance-like quality; a skilled worker at work invariably
reminds one of a dancer.

(...) Every craftsman — the blacksmith, the foundry
worker, the actor — must have rhythm, must be familiar with
the laws of balance. An actor ignorant of the laws of balance
is less than an apprentice.

(...) The fundamental deficiency of the modern actor is
his absolute ignorance of the laws of biomechanics.” (1922)°

Igor llinsky, at that time the main actor in Meyerhold's
productions, participated in the development of biomechanics.



24. Meyerhold and Mei Lanfang. The great Chinese actor Mei Lanfang
the many photographs that were taken. When Meyerhold was taken pr
Meyerhold with Mex Lanfang which suddenly reappeared in a photographic album ¢

ner and |

‘Meyerhold wanted our gestures and the bending of our
bodies to follow a precise pattern. “If the form is right”, he
used to say, “then the tones and feelings will also be right,
because they are determined by the physical postures”
The biomechanical exercises were not intended to be
shown in performance. Their purpose was to give the
sensation of conscious movement, of how to move in the
scenic space.’ '

About a dozen biomechanical exercises were practised daily:
an actor leaps on to another actor’s chest, leaps down, throws
a stone, shoots an arrow, slaps another actor in the face, stabs
with a dagger, leaps onto the partner’s back, the partner
begins to run, he or she leaps down again, throws another
partner on to the shoulder. Or even simpler exercises: to take
someone’s hand, pull his or her arm, push them.

One can detect two lines of action in all these exercises.
The first is the otkaz, the refusal. Each phase should begin
with its opposite: to slap, one first moves the arm back, then
forward. The exercises were therefore not a linear execution
of an action, but a tortuous, zig-zagging procedure. The
second line of action is the repetition of a three-phased
dynamic sequence, a dactyl which progresses from (1)
neutral standing position to (2) an upward motion stretching
the spine while standing on the balls of the feet to (3) bending
the knees in a strong downward motion while throwing the
arms back and transferring all the weight onto the front leg.

When we scrutinise the biomechanical exercises,
discover that none of them is executed in a straight line, but
rather that all follow a series of transitions from one posture to
another, with a continuous displacement of the centre of
gravity, with a change from one perspective to another. Itis as
if the actor is embodying the laws of motion, not learning to be
dexterous. The actor is weaving a dynamic web where theme
and action do not always coincide. This contrast-rich
swinging of the centre of gravity gives a dance-like quality to
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the actor’s pattern ot movements.
Bios means life; mechanics the branch of physics
concerned with the balance and motion of bodies. What
Meyerhold calls biomechanics are the laws of the body-in-lite
A decade before, he called them the grotesque.
‘The fundamental rule of hiomechanics is very simple: the
whole body participates in every movement.’
He says this in 1939, trying to defend himselt against
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the

accusation that biomechanics is a formalistic device. But it
was something which he had discovered and tised in
Stanislavski's Studio in 1905.

The principles of dance, that is, of scenic life, which
Mevyerhold had searched for in the past and in the Ornent
were tevealed to him by the present in the Occident through
the rules laid down by Frederick Taylor, the pi f
scientific management and work productivity

Meyerhold spoke of unstable postures, of precarious
balance, of the dynamics of opposites, of the dance of ener
He merely used other terms. He used to sav: ‘In art, to guess is
better than to know’. But the principles of the sque or
biomechanics were not a fortuitous guess. The subtle
insight into the same principles which toda 2
theatre anthropology, we find at the base of the pertormer's

sre-expressive level.
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MONTAGE

THE PERFORMER’S MONTAGE
AND THE DIRECTOR’S
MONTAGE

EUGENIO BARBA

Montage is a word which today replaces the former term
composition. To compose (to put with) also means to mount,
to put together, to weave actions together: to create the play
(ct. Dramaturgy). Composition is a new synthesis of materials
and fragments taken out of their original contexts. It is a
synthesis which is equivalent to the phenomenon and to the
real relationships which it suggests or represents.

It is also a dilation equivalent to the way in which a
pertormer isolates and fixes certain physiological processes or
certain  behaviour patterns, as if putting them under a
magnifying glass and making his body a dilated body.

To dilate implies above all to isolate and to select:

‘From afar, a city is a city and a landscape is a landscape,
but little by little, as one approaches, there appear houses,
trees, tiles, leaves, ants, ants’ legs, ad infinitum.’

The film director Robert Bresson quotes these words written
by Pascal and deduces from them that in order to compose
one must know how to see the reality which surrounds us and
subdivide it into its constituent parts. One must know how to
isolate these parts, to make them independent, in order to
give them a new dependence.

A performance is born out of a specific and dramatic
relationship between elements and details which, considered
in isolation, are neither dramatic nor appear to have anything
in common. The concept of montage does not only imply a
composition of words, images, or relationships. Above all, it
implies the montage of thythm, but not in order to represent or
to reproduce the movement. By means of the montage of
rhythm, in fact, one aims at the very principle of motion, at
tensions, at the dialectic process of nature or thought. Or
better, at ‘the thought which penetrates matter’ (cf. Energy).

Eisenstein’s comments on El Greco are particularly
important with respect to montage because they demonstrate
how montage is actually the construction of meaning.
Eisenstein shows how El Greco, assembling the individual
parts of his paintings (Eisenstein calls them ‘frames’), succeeds
not in representing ecstatic characters but rather in creating an
ecstatic construction of the paintings, forcing the observer’s eye,
even his body, to follow the route designed by the creator.

Making use of art critic J. E. Willumsen'’s accurate analyses,
Eisenstein examines El Greco’s View of Toledo: the
proportions of the huge Don Juan Tavera hospital on the
slopes of the hill have been so reduced that the building
appears only slightly larger than a house, ‘otherwise it would
have hidden the view of the city’. What El Greco paints,
therefore, is not the landscape as it appears from a particular
perspective but an equivalent of a view which does not allow
the great bulk of the hospital to become an obstacle.

Moreover, the painter shows the hospital’s principal and
most beautiful facade, even though it is not actually visible
from the angle from which the the painting has been made.
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! (1bnvc) \uu und Mupu} Toledo, painted by El Greco between 1608 and 1614 (El Greco Museur, Toledo). (below letr and right) Wanting tor the battle on the trozen

t s Vs film, Aleksandr Newsky (1938). The audiovisual diagram shows the relationshup between the shows, the music (by Prokoties), the

I scenic composition : md (Iu movement. Eisenstein used this example in order to show that the greatest degs ned through the ssneeey of the plastic

| element of the movement and the movement of the music: ‘The art of plastic composition’, he wrote, “‘consists i guidhing the spectator” g & precise teal, i
exactly the order desired by the work's author. This 1s brought about by the movement of the eye on the surtace of the canvas if the composition s 1 a panting, or on the
surface of a screen if we are examining a film shot.” (Film Form, New York, 1949)

Of expressivity 1s at

entim ale

5 x =
! : e B
j i =i
! I
; = ——— =
== = =
s 3o

[ S

‘ 159



Eisenstein writes:

“This view of Toledo is not possible from any real point of
view. It is a mounted complex, a representation composed
by means of a montage of objects, ‘photographed in
isolation’, which in nature mask each other or have their
backs to the observer.’

The painting, in short, is composed:

‘of elements taken one by one and re-united in an arbitrary

construction which is non-existent from a single point of

view but which is fully consistent with respect to the
internal logic of the composition.’
And again:

‘El Greco did this painting at home, in his studio. That is to

say, it is not based on a view, but on knowledge. Not on a

single point of view, but on the assembling of isolated motifs

collected while walking through the city and its
surroundings.”

Montage is fundamental with regard to the effect the
actions must have on the spectator. It guides the spectator's
senses through the dramatic (performance) fabric (text), letting
the spectator experience the performance text. The director
guides, divides and reassembles the spectator’s attention by
means of the performer’s actions, the words of the text, the
relationships, the music, the sounds, the lights, the use of

props.

The performer’s montage

It is possible to differentiate two different spheres or directions
of work: that of the performer who works inside a codified
performance system and that of the performer who must
invent and fix his way of being present every time he works in
a new production, taking care not to repeat what he did in
the previous production.

The performer who works in a codified performance system
constructs the montage by altering his ‘natural’ and
‘spontaneous’ behaviour. Balance is modified and modelled,
made precarious: new tensions are thus produced in the body,
dilating it.

In the same way thart particular physiological processes are
dilated and codified, continuous eye movements (saccades),
which in daily life occur two or three times a second and
which alternate with phases of stillness (nystagmes), are also
codified. These formalisarions recreate, by means of very
precise rules which dictate how the eyes should move, an
equivalent to the continuous life of the eyes in daily reality.

The same applies to the hands. In daily life the fingers are
continuously animated by tensions which individualise each
finger. These tensions are reconstructed in theatre by means
of mudras, which can have either a semantic or a purely
dynamic value. They recreate the equivalence of the fingers
life, which move continuously from one codified position to
another equally precise position.

Analogously, in positions of non-movement, regulated as
action in time by means of tensions in the postural muscles,
the equivalent of the life which regulates daily balance is
recreated. In daily life, immobility does not exist and apparent
immobility is based on continuous, miniscule movements of
adjustment (cf. Eyes, Hands, Balance).

The result of all these procedures, which amplify
behavioural and physiological processes, is a series of very
precise ‘scores’. Richard Schechner speaks of a ‘restoration of
behaviour’ which is used in all performance forms from
shamanism to aesthetic theatre:

‘a restored behaviour is a living behaviour treated the way a

film director treats a strip of film. Each piece of film must be

re-systemised, reconstructed. This is independent of the

MONTAGE

causal (social, psychological, technological) systems which

have created it: it has its own behaviour. The original

‘truth’ or ‘motivation’ of that behaviour can be lost, ignored

or covered, elaborated or distorted by myth. Originating a

process — used in the course of rehearsals in order to obtain

a new process, the performance — the strips of behaviour are

themselves no longer processes but objects, materials.” (cf.

Restoration of Behaviour)

What Schechner has written in order to explain how
certain ritual dances (which today are considered classical)
have been ‘restored’, applies perfectly well to the performer
who works on the basis of a codification, or who fixes
improvisations like ‘strips of behaviour’ on which montage
work can be done. The restoration, that is, the work of
selection and dilation, can only take place if there exists a
process of fixing.

Thus, for example, when Kabuki performers meet to
perform, even if they have never before done the particular
performance (or the variation of the performance) which they
are about to present, they can make use of ‘materials’, already
prepared for other scenic situations. These ‘materials’ are then
remounted in the new context. | have myself seen an onnagata,
who had never performed a certain rtole, go on stage and
perform it after only two rehearsals: he made a montage of
materials available to him from roles which he already knew.

The director’s montage

If the performer’s actions can be considered as analagous to
strips of film which are already the result of a montage, it is
possible to use this montage not as a final result but as
material for a further montage. This is generally the task of
the director, who can weave the actions of several performers
into a succession in which one action seems to answer
another, or into a simultaneous assembling in which the
meanings of both actions derive directly from the fact of their
being co-present.

Let us take an example, rough as all examples are, and even
the more so here because we will use fixed images,
photographs, to illustrate a process the meaning of which
depends on the development of actions in space and in time
and on their thythm. But crude as it may be, this example can
serve as a demonstration of the most elementary
(grammatical) level of director’s montage.

Let us imagine having the following text as a point of
departure: ‘Then the woman saw that the tree was good to
eat, pleasing to the eye, desirable for the gaining of
knowledge. She took its fruit and are of it. She gave some to
her husband, who was with her, and he also ate of it.
(Genesis, 3,6)

We also have two performers’ montages, two sequences of
‘restored behaviour’.

A. Kosuke Nomura, Kyogen actor, shows how, in the
tradition of his art, one picks a fruit (a plum) and eats it. We
will see the principle of selection and dilation at work: 1.
(ill.3) with one hand he grasps the branch, with the other,
starting from the opposite side, he begins the movement to
take the fruit; 2.(ill.4) he grasps the fruit and then, in order to
pluck it, he does not pull it, but 3.(ll.3) he turns it,
showing its size; 4. (ill.6) the fruit is brought to the mouth,
not in a direct line, but with a circular movement; the fingers
squeeze the fruit and are composed in a way which shows the
fruit’s size, its softness, its weight; 5 — 8. (ill.7-10) with a
movement which begins high up, the fruit is brought to the
mouth; 9. (ill.11) it is not the mouth which squeezes the fruit
but the hand, executing an action equivalent to that which, in
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3=13. Actor's first montage: Kosuke Nomura in sequence A: how one picks and eat
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reality, would be done by the mouth; 10. (ill.12) the fruit is
swallowed (and again it is the hand which does the action):
the performer does now show a man swallowing but his hand
makes an otherwise invisible action — that of swallowing —
visible; T1. (ill.13) having savoured the fruit, the man smiles
with satisfaction.

B. Etienne Decroux, the great mime master, shows how one
picks a flower according to the principles of his art. He also
begins from a position which is opposite to that towards which
he will direct the action, first with the eyes and then with the
action itself (ill.14-27).

The two sequences provided by the two performers, in spite
of their different motivations, in spite of the different original
contexts, can be mounted together. We will thus obtain a
new sequence whose meaning will depend on the new context
into which it is put: the Biblical text which we have chosen as
the point of departure for our example. In this case, naturally,
the sex of the two performers will not be taken into
consideration: but there is no reason why the Japanese
performer Kosuke Nomura cannot be borrowed for the role of
Eve.

If we now go through the two performers’ sequences as if
they now were a single sequence: Eve has just given in to the
serpent’s temptation, picks the fruit, tastes it. Her final
reaction is a smile for the new world which has opened up in
front of her eyes. There is an action missing, but it can easily
be imagined. Eve, tempting Adam after being tempted herself,
puts the fruit of knowledge beside him on the ground, and
here is Adam looking from the side, almost in fear of being
watched by the angel of God. He begins the movement to
take the fruit, starting in the extreme opposite direction: the
principle of opposition now becomes legible as an initial
reaction of refusal. Then Adam bends towards the ground,
picks up the fruit, and turns his back as if to leave, or as if to
eat the fruit without being seen, or perhaps he is ashamed of
what he has done or, having been left alone, he goes in search
of Eve.

A montage of this type would be possible because the two
performers are able 1o repeat each single action, each detail of
cach action, perfectly. And this is why the director can create
a new relationship from the two sequences, can extrapolate
them from their original contexts and create between them a
new dependence, putting them in relationship with a text
which is then faithfully followed. The Biblical text does not in
fact say how Eve gave Adam the fruit. At this point the
director can fill the visual void in the text with the help of the
sequences which have already been fixed by the performers.
Some details of the actions can be amplified further, retained,
accelerated.

Let us return to our example, to the ‘material’ furnished by
the two performers, without adding anything new.

Since the two performers’ sequences are already the result
of a ‘restoration of behaviour’, since they are perfectly fixed
and thus can be treated like two strips of film, the director can
extract a few fragments from one performer's sequence and
remount them, interweaving them with fragments from the
other performer’s sequence, taking care to ensure that, after
the cuts and with the new montage, enough physical
coherence remains so that the performers can go from one
movement to another in an organic way.

Further montage of the director

Here is an example of a new montage which weaves

MONTAGE

together fragments from the original, autonomous and
independent sequences furnished by the two performers
(ill.28-37 ).

If we apply this montage to our theme, Adam and Eve, here
is the meaning of the new situation, a few short moments in
the overall story: (ill.28) Adam looks incredulously ... (ill.29)
Eve has picked the forbidden fruit and is about to eat it.
(il.30) Adam: ‘We have promised not to eat the fruit of this
tree!” (ill.31) Eve persists, and brings the forbidden fruit up to
her mouth. (ill.32) Adam: ‘God’s sword will punish us.’
(ill.33) Eve is about to eat the fruit. (ill.34) Adam: ‘Don't do
it!”. (ill.35) Eve eats the forbidden fruit. (ill.36) Adam falls ...
to the floor (ill.37); Eve is drunk on knowledge.

The same montage which we have applied to the Biblical
story (ill.28-37) can also be applied to Strindberg’s The
Father: the wife Laura (once again, Kosuke Nomura is cast as
the female) makes the Captain (her husband) suspect that he
is not the father of their daughter. The man is ridiculed and
crushed. The director has used Kosuke Nomura’s actions
(originally a sequence based on picking a plum and eating it)
to create a sign of adultery and especially the image of the
vagina dentata which emasculates and crushes the male. At
the end, Laura says, ‘It’s strange, but I've never been able to
look at a man without feeling superior to him’ (The Father,
Act ], scene x).

Seen in the light of their new Strindberg context, the
performers’ interwoven actions would have to change, small
derails would have to be modified, in order to make these
actions consistent with the meaning they have now acquired.
Above all, the thythm and intensity with which the actions
weave together will allow unexpected meanings to emerge
from the materials furnished by the performers.

The level of this montage of photographs, which we have
used as a rough example, is the elementary, grammatical level:
the essential work, that is the process of elaboration and
refinement, is yet to come. We are face to face with a body
which has been coldly constructed, an ‘artificial body’ in
which there is no life. But this artificial body already has
within it all the circuits in which scenic bios, that is, life
recreated as art, will flow. In order for this to occur, there
must be something hot, something no longer analysable, no
longer anatomisable, which fuses the performer’s and the
director’s work into a single whole in which it is no longer
possible to distinguish the actions of the former and the
montage of the latter. In this phase of work no rules exist.
The rules serve only to make the event possible, to provide
the conditions in which the real artistic creation can occur
without further respect for limits or principles.

In the director’s montage, the actions, in order to become
dramatic, must take on a new valency, must transcend the
meaning and the motivations for which they were originally
composed by the performers.

It is this new valency which causes the actions to go beyond
the literal act which they represent on their own. If [ walk, I
walk and nothing more. If I sit, I sit and nothing more. If | eat,
1 do nothing more than eat. If I smoke, [ do nothing more
than smoke. These are self-referential acts which do nothing
more than illustrate themselves.

The actions transcend their illustrative meaning because of
the the relationships created in the new context in which they
are placed. Put in relationship with something else, they
become dramatic. To dramatise an action means to introduce
a leap of tensions which obliges the action to develop
meanings which are different from its original meanings.

Montage, in short, is the art of putting actions in a context
which causes them to deviate from their implicit meaning.
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14-27. Actor's second montage: Etienne Decroux in sequence B: how one picks a flower m mime
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28-37. Director's montage: the new sequence obtaed through the elaboration of
the two actors’ sequences, A and B, and the possible content variations: Geuesis

, and Strindberg's The Father, Lix.  If we apply this montage to our theme,
Adam and Eve, here is the meaning of the new situation, a few short moments in
the overall story: (28) Adam looks incredulously ... (29) Eve has picked the
torbidden fruit and is about to eat 1t. (30) Adam: ‘We have promised not to eat the
fruit of this tree!’ (31) Eve persists, and brings the forhidden fruie up to her mouth
(32) Adam: ‘God’s sword will punish us.” (33) Eve is about to eat the fruit. (34)
Adam: ‘Don’t do 1", (35) Eve eats the forbidden fruir. (36) Adam falls ... to the
floor (37); Eve is drunk on knowledge.

MONTAGE

The same montage which we have applied to the Biblical story can also he
applied to Strindberg’s The Father: the wife Laura (once again, Kosuke Nomura is
cast as the female) makes the Captain (her husband) suspect that he 1s not the
father of their daughter. The man is ridiculed and crushed. The director has used
Kosuke Nomura's actions {ongmally a sequence hased on picking a plum and
eatng 1t) to create a sign of adultery and especially the image of the vagina dentata
which emasculates and crushes the male. At the end, Laura says, ‘It's strange, but
I've never heen able to look at a man without feeling superior to lam’ (The Father,
Act ], scene x).
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NOSTALGIA OR THE PASSION

FOR A RETURN

NICOLA SAVARESE

Ulysses, far from Ithaca, did not suffer from nostalgia. The
word nostalgia, even though deriving from Greek (nostos,
‘return’, and algos, ‘pain’) was first used in the cighteenth cen-
tury, by a Dutch doctor. He coined the rerm to to define that
particular illness which aftlicts people who are forced to live
away from their homeland for long periods of time. The first
to be diagnosed as suffering from nostalgia were Swiss imm-
igrants who had left their mountain homes in search of work.

Until the end of the last century, the word nostalgia was
used exclusively in a medical context. It then was borrowed
from the world of medicine and became part of the vocabulary
of the aesthetes of European decadence, taking on the
meaning of ‘a vague desire’, ‘melancholy’, which meaning i
kept when it entered common speech.

We will use the word nostalgia here in its original sense — a
passion for a return — and will enrich it with a subtle nuance
which the ltalian poet Niccold Tommaseo introduced in his
famous dictionary of the Italian tanguage, in which he defined
the term as ‘the noble privilege of poor nations’. In this sense,
nostalgia is a characteristic of the ardistic activity of the
twentieth century and is particularly germane when used with
respect to the theatre.

The study of performers of the past or of other cultures, the
study of their scenic behaviour and their techniques, dates
from the beginning of this century, when theatre
practitioners, faced with the rise of mass communication
media, began to search for new forms of theatrical language
and a new identity for the theatre.

Actors, dancers, and directors looked to heritages which
were historically and geographically distant from the Europ-
can tradition. These were heritages which could inspire a
viable alternative to the theatre of the nineteenth century,
provide arguments for a new cultural strategy and, above all,
more diversified and richer means for the performer's
language.

And thus the myths of Commedia dell’Arte, ancient Greek
theatre and Oriental theatres were born.

It was natural that these extremely diverse origins, far
distant in time and space (whence their mythical and
legendary character) inspired  nostalgia in the  artists’
imaginations. In a time of change, they saw these distunt
sources as ‘golden ages’ of the theatre. It was less the eternal
desire for a return to origins than technical rescarch for a
point of departure; less a vague nostalgia for the infinite than
asearch beyond the limits and borders of one’s own culture.

Not only were the Commedia dell'Arte, ancient Greek
theatres and Oriental theatres rediscovered, studied and
reinvented, but also more popular performance forms such as
circus and  cabaret. All these  discoveries  enriched  the
doctrines and practices of theatrical art and had a decisive
influence on Occidental performance.

These theatre forms had certain characteristics in common
which could be used both to oppose the bourgeois theatre ot
the nineteenth century and to revitalise the then current
tradition of the performer's language. 1t was first of all a
question of refusing a certain naturalism in favour of an

aesthetic based not on mimesis but on ystem of signs;
secondly, the climination of the barricr between performer
and spectator — the famous ‘fourth wall’ - in order to discover
new possible relationships between the pertormers and their
audience; and finally, the rupture of the dramatic unities by
symbolic  spatial and

means ot a montage ot !vm;‘-rtl
sequences.

Actors and directors, dancers and everyone involved in
performance, thus found themselves confronted with new
examples of theatrical communication from which they could
draw a certain freedom: they were culturally prestigious
examples, technically pertect and yet so sutticiently foreign
that they could be taken up and reversed. even mvented,
without the anxieties which more familiar models induce.

The Commedia delPArte and the Oriental theatres in
particular proposed a performer’s art which seemed free of all
psychological conditioning. In addition, they were based on a
meticutous body technique which was the performer's only
element and instrument, able morcover to represent emotions
The Commedia dell’'Arte tradition was interrupted i the
cighteenth  century, but  Oriental performers  were  still
incarnating their most ancient traditions, and one can readily
understand how chey could become the only models which
were not only different but also living and theretore directly
L-.\'[\nrrul‘lc.

Obviously, this nostalgia was not without its risks and
pittalls: fads, the temptation of the exotic and novel, and
superficial interpretation were also facets ot a Utopia of total
theatre which dreamed of a symbiosis wich its audience. These
phenomena were often the origins of more or
misunderstandings, many of which have intluenced recent
theatre history. But we must not lose sight of the essential fact
that direct contact with distant  theatre  cultures  helped
theatre artists to discover that the performer’s art is the
keystone of performance, and that che theatre exists only
because performers exist. This was the beginning of a process
which directed theatre research in the Occident towards
performer pedagogy free of the demands of production and che
market. (cf. Apprenticeship)

The Occidental pertormer, who up until that time had been
classified into ditterent genres
dreamed of unity and artistic dignity.

This was one of the first historical results of nostalgua: pro
vided that the premise, or point of departure, is always
accepted as being cthe actor, who beyond being someone who
fecls, is solely someone who appears on stage: a body in action.

less fertile

mime, Jancer, singer, actor

Then we can better explain the surprising analogies between
position and gesture of actors, distant in space and time,
which would never be corroborated were it not tor what is
contained within these pages. Nostalgia for incegnity led the
‘lluli\ ldll:ll' actor o }\‘L-ynlk' l\ll- wwn ul\mni«‘gh 1”\ s (lh 'Huh
visible" actor.

The second possible resule of nostalgia took longer o
become apparent. 1t was the need o rediscover the origins of
European Theatre. and the rough historiographical research
to tind out when the split between dancer and actor
happened.

Recent studies contiem thae the division
XVII century, when ballet and dance professionally separated
the actor trom the dancer
above all in the performances of the Commedia dell

weually

occurred m the

RI
1l

Arte, the
performers sang, danced, recited, as did the actors of the
Kabuki and the Peking Opera.

]

In the Renassance pe
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1-6. Parallel between Greek vase panting and Comédie Franganse actors. The
Juxtaposttion is not ours but appeared in 1899 in the prestigious French ma
Le Thédtre, i an arucle by D. B. Latlotte, Thédtre antique, gestes modemes (£
theatre, modern gestures). The article drew artention to the ornigins of the
wrcheological style which was fashionable with French actors at the time and drew
n analogy between Greek society and the socialist, populist aspirations of late
19th century French theatre. The actors: Mounet-Soully (184121916}, as Creon in
Sophocles” Antgone (ill.1); and Sarah Bernhardt (1844-1923) in the utle role of

ne,
ncient

Commedia dell’Arte was to a great extent based on the
actor's dance, so it is rather surprising that this has been so
little considered in dance specialists’ investigations and even
less by literary critics.

The process of making performance was based on collective
devising of the story, the text and movement composition,
and concentrated on the contribution and the particular con-
ventions of each character, of each mask. However the
essential ingredients were dance and acrobatics, and ‘ener-
getic language’ of action and movement. (cf F. Taviani, The
energetic language in Historiography). So the actor not only had
to speak, sing and play at least one musical instrument, but
also had to be a dancer and acrobat. They made death defying
leaps, and some walked the tight rope whilst reciting some
exciting and mercurial text. They certainly executed feats of

NOSTALGIA

""\)\bc?ov.'

Aiikﬁi‘_f 3.:

Medea i the play by Carulle Mendés (ill.2), and in the utle role of Phaedra i the
play by Racine (ill.3). As can he seen, the desire to take msprration from the
origins of theatre — that is, from Greek theatre — was first and foremost manifest in
the copying of costume, qualified, however, by a hint of liberty, and with a genenc
tragic hearing; but there was no real connection made with the hody behaviour of
the Greek models, whose physicality seemed rather to he demed, almost
contrachcted, by the more clearly thetonical physical attitudes of the two French
actors.

great difficulty which demanded great agility and their spec-
tacular nature brought fame to many actors and groups of
Commedia dell'Arte. And then, as if eight acts were not
enough, the performance always ended with a musical set and
dances.

The result of this specialisation in the Commedia dell’Arte
can be summarised, after considering recent studies, as being
the need of professional artists for competition, the need to
perform before different audiences, different, that is, in terms
of caste and language (many artists emigrated to Europe par-
ticularly to France) and in the incidental necessity to
compensate for dim lighting, and because of the mask, for the
reduced expressivity of the face, by using the full potential of
the body in action. Of course their dances were not conven-
tional, like a minuet or a saraband, but personal, in a style
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closely linked to the character and above all to the actor.

From the professional standpoint, this way of composing
particular actions for each character which transformed their
ways of moving into a dance, can not have been so far
removed from the methods used by the actors of Kabuki and
Peking Opera who create character according to their multi-
secular traditions.

The dance of the actor came to France with the Commedia
dell'Arte and entered the court in the ballet-comedics of
Moliére and Lully. Moliere had been a student of the Italian
actors and was well acquainted with the technicalities as well
as the dramatic and spectacular importance of the dance ele-
ment. This aspect of Moliere's interest has not been suffi-
ciently investigated. He was an actor, a mime, and he knew
the songs and dances as well as the Italians that he was very
familiar with. We could say that he served an apprenticeship
on how to move on stage. We know that his company also
danced short ballets in the intervals, whilst touring the prov-
inces, and often his name appeared on the list of those
dancing. This aspect of Moliere’s work culminated in the
ballet comedies which, with the collaboration of Lully, be-
came well known. This style, or better, genre, was considered
of secondary importance to the so-called superior drama-
turgical aspect of production. Both the historiographers and
the literary critics have over emphasised this second aspect.
Théophile Gautier, however, back in the XIX century, had
complained that the works of Moliére were not represented
with the flavour they once had had; to him they had lost their
artifice, their decorative and surprising ‘side dishes’, as for
example in Le Malade Imaginaire (The Hypochondriac).

There is a close resemblance between the compositional
methods of the Commedia dell'Arte and hallet. In the early
stages of modern theatre, dance and theatre were not con-
sidered separately, the only distinction was based on the
hierarchy of skill that an actor or group of actors had. This
original unity bore some importance on the practice of
Occidental Theatre and can be summarised in two parts.

Firstly: if it is true that there was originally no clear dis-
tinction between actor-dancer in Occidental Theatre, then
the idea that there is a resemblance (notwithstanding basic
cultural differences) between the methods and practice of the
Occidental actors-dancers and the Oriental actors-dancers is
consequently affirmed. Even the occidental actors-dancers
had to learn ‘extra-daily’ techniques in order to create a Jis-
cipline and a way of scoring caditied action, steps and
movement.

The performance was in fact the fruit of all the previously
investigated elements, combined and composed into a story
which could, from time to time, change according to the
demands of the actors, the audience, or the producer.

Secondly: this initial perspective on modern Occidental
Theatre was not a result of theatrical historiography. The his-
tary of Occidental Theatre had given priority not to an idea
and conception of theatre which was based on the onginal
creative and productive process of the actor, but to an image
of theatre at the height of a moment in which its historical
premises were being investigated. By dealing with the works of
the XIX century, pride of place was given naturally to the
dramaturgical and ideological quality of the work rather than
to the art of the actor.

Continuing on this line, theatre history has chosen to
ignore the treatise of Domenico da Piacenza (Sull'Arte de
Ballare ¢ Danzare, 1435), by for example relegating it to the
history of ballet. For the first time in the Occident this work
considered the basis of dance as an autonomous art and
affirmed the methods of composing scenic movenent as torm-
ing the foundation of the actor- dancer profession.

NOSTALGIA D

ongins’, a means of giving dasce a new ortentat thout vifending
of classical ballet, but rather by working w sther dynamie princaple

Apart from these important assertions - the need tor tech-
niques, for set movements, for tull extension of movement in
the performance space — Domenico dJa Piacenza suggested two
fundamentally different types of dance step: the ‘natural’ and
the ‘accidental’. The first grew trom natural movements whilst
the was a  product  of araficial and  artistic
investigation.

From the point of view of theatre anthropology 1t is not dil-
ficult to recognise in these definitions the distinction berween
‘daily’ and ‘extra-daily’ movements. In tact, Domenico da
Piacenza, with his definition, tended to establish both the dit-
terence between the popular improvised dance and the more
retined, noble dance ot the courts, as well as the protession of
the dancer, who by learning set steps — extra-daily - could
place them in a sequence, in a personal and distinet choreog-
raphy, thereby creating new interpretations.

His students, Antonio Cornazano and Gugliclmo Ebreo,
tollowed in his footsteps and were above all concerned with
the ‘fabricated” dance, which was constructed not on a simple
reorganisation of the steps, but from the basis of a tale, a story.

So what were the basic charactenstics ol these first dance
pertormances in the Occident? Music, actors, scenic move-
ment, and story; together these tormed a unigque whole, which
could be repeated without loss ot the original creation and
with all the advantages of the actor-dancer's protessionalism,
the audience and the producer. In tact the set and learnt
movements could change and be combmed o make new sto-
ries and new performances, without having to go back to a
clean page and tind totally new steps each tme. In all it was a
method, an economic and professional composttional rech
nique, very similar to that adopted later by the Commedia
dell’Arte players, and which was at the root ot the theatre
profession of the Oriental acror-dancers.

second
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8-9. (top) scene from the production of Racine's Phaedra directed by Aleksandr
Tawoy (1885-1950) at the Moscow Chamber Theatre (1921). The tendency of
early 20th century European directors towards the so-called modernisation of
classical texts, which led to many combinations of ancient plays with modern are, is
clearly recognisable in these images. Here, specifically, the Greek theme taken up
by Racine is presented in a design which, while respecting Greek simplicity and
geometry, is hased on cubist futurism; (hottom) Final scene in Vakhtangov's
production of Carlo Gozzi's Turandot at the Third Studio of the Moscow Art
Theatre in 1922. The mythical world of Commedia dellArte was considered to he
an element of pure theatricality: nostalgia for the past, introduced into a
reconstruction which 1s netther superficial nor mimetic, tends to hecome a longing
for the future.
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10-13. (top lett) Caricature of Nijinski's choreography tor the ballet Le sacve du

prtemps (danced to music by Stravinski), by Joel in Le Thedtre o Pans en 1913

The texr which accompanied the drawing remarked that the choreozraphy seemed
to have interchanged the parts of the body, i particular, the head with the
extremities. Anti-acadenue attempts to reforn the dun
and understood by the public and the enitics: Le sacre du pri
to he Nyjinski's most resounding tailure as a choreographer
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14-15. The career of Ruth Saint-Denis (1877-1968) could be considered a classical
example of the relationship of Occidental dancers with Oriental dance theatre,
Interested in pnmitive and Ortental dance, Ruth Samt-Denus in fact began her
carcer by presenting extremely exortc performances. After travelling in Asta with
T'ed Shawn - her partner both in work and in life - she began to research the roors
of vartous Orniental dances, famtliarising herself with the essential technical aspects

16-17. (letr) Grotowskrt's production of Kalidasa's Sakuntala (1960). The deliberate
search for 'Indian’ gesture — notice the acrors” hands in a kind of mudra (cf. Hands)
fed Grotowski to the discovery of a spectfic and personal form of actor training;
(right) Jerzy Grotowskr i Shanghat, China i 1962 meeting Dr Ling a specialist in

which she had previously only intutted, and transforming her earlier primitive
exoticism into technical and artistic skill. The influence of Denishawn, the dance
company she directed with Ted Shawn, is unanimously considered to have had
fundamental influence on the formarion of modern dance. The photos: (left) Ruth
Samne-Dents and Ted Shawn in Balmese Fantasy; {right) Ruth Saint-Denis m 1923
i a ‘Burmese’ dance (see also photos of Denis and Shawn on page 169).

vocal work ar the Shanghar School of Tradmonal Opera. Through the travels of
Grotowski in China in 1962 and Barba i India in 1963 a new phase of studymg
Onental theatre commenced and the tendencies of theatre practitioners were
changed
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Paintings were once begun and finished in
phases. Each day brought something new. A
painting was a sum of additions. In my case, a
painting is a sum of destructions. | first do the
painting, then I destroy tt. In the end, however,
nothing is lost. The red I removed from one
place is used somewhere clse.

(Picasso)

Fragmentation and reconstruction
‘Seen from afar, a city is a city and a
landscape is a landscape; but, tittde by
little, as once approaches, there appear
houses, trees, tiles, leaves, blades of grass,
ants, ants' legs, ad infininum.
Commenting on this statement by Pascal,
the film director Robert Bresson

‘Fragmentation is indispensable if one

does not wish ro fall into description. One

must see beings and things in their
separate parts. Isolate these parts. Make

them independent in order to give them a

new dependence.”

The life of the performer’s body on stage is
the result of elimination: the work of
isolating and accentuating certain actions or
fragments of actions. Richard Schechner
defines this process as the ‘restoration of
hehaviour” (cf. Restoration of Behaviour). In
exactly the same way that a film director
makes a montage by cutting his film and
reassembling  the  chosen  sequences, a
director or choreographer can work with the
film-strip” of an actor’s or dancer’s actions.
When this is done, the segments of rhe
movements of actor’s or dancer’s actions
seem much more complex than daily
movements. An actor's score is the result of
dramarurgy and montage, worked out first by
the actor and then by the director, that is, it
is the result of work based on dismantling
and reconstruction. Every action is analysed
according to its individual details and
impulses and is then reconstructed into a
sequence whose initial fragments may now
have been amplified or moved into a new
position, superimposed or simplified.

Omission is the principle which becomes
immediately evident as soon as one begins to
climinate certain visual elements, such as
props or instruments, from the performer's
actions. The flute is an instrument which is
so old and so popular that it is found in all
human coltures  (ilL{-4). To play the
transverse flute, it is necessary ro force the
trunk to assume a particular stanted position
with respect to the rest of the body; the head
must also be slightly inclined so that the
mouth and the fingers can rest comtortably
on the pipe’s openings. This position echoes
the Indian mibhangi (cf. Equivalence).

says:

)

1- 4. The transverse tlute m four dhiterent cultures: the
Somnathpur, India); the god Hanxanz, patr sy
African tlute, the naka ya lethlake; and the tlaut

Regmient (1566)
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The flute position 1s actually one of the
most familiar positions in Indian dance: in
fact, it represents the god Krishna himself.
The position can also be held without the
mstrument: as soon as the instrument is
taken away (ill.5), a completely different
image appears. The play of tensions remains,
but the action and the position, taken out of
their necessary, original, historical, psycho-
logical, and causal contexts, become a
behaviour upon which both the performer
and director or choreographer can subse-
quently work.

In this case, the omission of the visual
element renders the action and the position
independent: although  they mamtain all
their organity, they can acquite a new
dependence and therefore a new meaning.
The act of playing the flute in Kathakali
theatre is no longer an action in and of itself,
but indicates the arrival of Krishna, whose
divine presence is announced by the sound
of the tlute (ilL.6).

5. Medieval public cnier, [4th century Germany. The omussion of the flute gives the positton a new value, a new
availability, but the position remains intact and could be used as a fragment in a completely difterent context.

6. Young Kathakalt theatre student as Knshna playing the flure
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The virtue of necessity

The virtue

) s not ISt g Catrica
| mame It 15 the logiea ¢ of thesis. Ir
" Lnmese 1 I nart n e
positions of the fir the char TiatiC
[ wticulation of  the hand woof
1 tretched flat lence of an omissior
| and a synthes th in traming and
pracuce which help the pracutioner contr
his muscles, the less treguent |
iscles of the 1. This s the techmygue
Irht'w\h IS Kanshu T :.lVl'T tion wit e
| hand
| One of the ongms of thes technique lies u
the Japanese occupation of Okinawa about
four hundred years ago. The inhabitants ot
the island were forbrdden to carey any tor
o weapon and so, in order o
defend themselves against the invaders, the
developed karate 1o such a high degree tha
< they were able o break armour and
sword blows with their bare fists GILS)
2 Kanshu technigue also originates in ar
i ncient Chinese training method (ill.7a, 7h)
)‘ v vase or jar is tilled wath light powder and
— | the student trains plunging his hand into the
T powder in ditterent positions. Gradually, the
powder is replaced with rice, sand, beans
and finally, stones. In the same simple and
efficient way, the gesture of grasping firmly s
trained:  the  student l‘ldn up a large
terracotta jar by the rim and holds and
carries it for a long time (ll.7¢). At tirse the

—jar is empty; as the training progresses, 1t is
filled with sand or water.

7. Kanshw ot hand penetration technique in Chinese and Japanese marrial arts.

8. The omission of weapons in karate: the head, the arms, the fists, and the feet as natural weapons
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To perform absence

We have already noticed, when dealing with
the principle of equivalence, how in mime
[l\\ arms are L('”Nldlfrl‘\l as l\\)l)‘\.’\\cll[llll
with respect to the rest of the body. Decroux
often uses a process of concentration ot
energy in the rrunk alone; the same is done
in many Oriental traditions. An action'’s
superfluous elements are climinated so that
1s necessary, k'\‘\‘l)[l.\‘ ‘l\p('k[ can ]‘L‘kl)l“c
more clear. The opposition thus created
hetween the torce pushing towards the
iction and the torce which holds a certain
part of the action back produces that
particular kind of energy which we have
defined as energy m time. This is what
happens when the performer eliminates a
prop or a part of himself; but what happens
when the performer eliminates  himselt
entirely, yer without leaving the stage?

In Occidental theatre and dance, the use
of the wings and a backstage area makes it
possible for the performer to leave the stage
to change costume or character out of the
spectator’s  sight. Oriental  performances,
which were originally presented outdoors,
have made use of a great number of
conventions which are commonly accepted
by the spectators. In fact, the spectators
accept the presence on stage of servants who e |
assist and facilitare the ]\‘rﬁrrlm’r',\ actions 2. Katsuko Azuma performing the dance of the Shojo, a kind of hon-monkey n Japanese mythology. The
(il1.9) and also accept thar the performer }mm-rﬂm\ artracted by the flowers, flutter around the Shojo and wntate bum. They are attached w a leible

. i hamboo pole and are mampulared by a kiogo (or kirombo), hieerally, ‘hlack man’ or ‘nothmng’. A silent stage
turns his back 1o them. This action was servant, the kirogo 1s a laghly appreciated, essential element m the economy of classical Japanese theatres: his
severely prohibired in Occidental theatre  presence, indispensable for costume changes m full view of the public and for the placing of properties on the
where frontality forced the actor to walk  stage throughout the performance, ehmmnates the llusion of realism from the Japanese stage.

backwards in order not ro offend the
spectator.

Oriental  performers do not, however,
abuse this convention. On the contrary, they
are aware that they are seen even though
they cannot see. We see here two examples:
Katsuko Azuma (ill.10), bending backwards
thus  showmg the kimono's décolletage
(considered  crotic  and  eleganr)  and
Sanjukta Panigrahi, seated in an uncom-
fortable position with her face hidden from
view, displaying her long black braid (also
considered erotic and elegant) and her hand,
which gestures in an almost inviting way

(lL11).

10. Performing absence: a stage servant (kurogo) 11. Sanjukta Panugraht absents herselt from the
wdjusts Karsuko Azuma's costume i view of the pubhic  performance: turming her back to the public m a
during a transition hetween two scenes. theatrical way, she performs her own absence.
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The virtue of omission

The virtue of omission in the theatre, but
also in martial and figuranve arts, is a
necessary  condition  for  achieving  a
synthests: in the case of martal ares, 1t
reinforces  funcuonality; in the case of
theatre, 1t reinforces scenic bios, the actor’s
presence.

Dario Fo, famous for his work as
actor/playwright, composes his characters by
carcfully selectuing certan physical actions
and reactions, or even fragments of actions.
He omits all the explicanve passages and
behaviour which would be necessary for the
composition of a link between these actions
and fragments: he has then created a
dramaturgical synthesis of which he lumselt
15 the material, the instrument and the
author (ll.12).

It is perhaps not a coincidence that
comics are obviously the result of a choice
made by the cartoonist: w strp also means to
tear to picces, and a comic stmp is therefore —
also = the result of a series of cuts and
omissions (ill.13).

12. Dario Fo in a series of physical actions and reactions which illustrate the synthesis in his pertormance, The
Story of a Tiger (demonstration at the Volterra ISTA, 1981).

5,
7

13. The richness and power of Dario Fo's score (ill.12) make it possible for him to wsolate each smgle action and
then to reassemble them mto a new synthesis. In the new sequence, the four positions are used i a difterent
story with its own new dramatic composition and its own new meaning, exactly as happens in a comic stnp.
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Manet is better than all of us: he creates light by ANTICIPATION /ACT|ON/REACT|ON

using Ih&' klklrk.
{Camille Pissarro)

- , , @ -
The dance of oppositions |
‘If we really want to understand the i ! el
) A £
nature of dialectics at the theatre's cramT AT A a3 p—— T AR T B

material level, we have to study Oriental
performers. The opposition principle is the
base on which they construct and develop
all their actions. (...).

The Chinese performer always begins
an action with its opposite. For example,
in order to look at a person seated on
their right, an  Occidental performer
would use a direct, linear movement of
the neck. But the Chinese pertormer, and
most other Oriental performers, would
begin as i they wanted to look in a
different  direction.  They would  then
suddenly change course and turn their
eyes to that person. According to the
opposition |‘rlnuplr. it one wants to go to
the left, one begins by going to the right,
then suddenly stops and turns lett. It one
wants to crouch down, one first rises up
on tip-toe and then crouches down.

At first 1 thought that this was a scenic SPEED ACTION CHART
convention used by the Chinese performer ST, mme
to amplify actions, thus n-n\ln[mu them @ = Q Loy ) “"“ﬁ;@"
more perceptible, creating an effect of “BACK TO STRETCH — MULTIPLE - IMAGE - BLURR
surprise  and  guiding  the  spectator’s ANTICIPATION SREGE
attention. And rhis is undoubtedly true.
But I know now that this convention is
not limited to Chinese theatre, but is a
rule which can be found throughout the
Orient.

If one watches a Balinese dancer, a Noh
actor {even when carrying out the simple
gesture of holding a fan in front of the
face), a Kabuki actor in the aragoto or
wagoto style (ill.7 p.36), a classical Indian
or That Khon dancer, one notices that the

GO PAST OBJECTIVE
\

Laack to
OBJECTIVE

movements do not prc ceed ina straight 1. In order to move in a given direction it is necessary to start in the opposite direction: or rather, one
projectory, but in  sinuous lines. The awccentuates the effect of a movement by antcipating 1t. From Preston Blair's manual on animation for
cartoonsts. According to Meyerhold, the otkaz (‘refusal’) technique, which was part of the tramng used in his
schouol, was “a movement opposite to that which one wanted to make and came immediately hefore the desired
movement m order to accentuate expression’s

trunk, the arms, and the hands underline
this roundness. In the Occident, one
dances with the legs; in the Orient, one

dances with the arms.”
(Eugenio Barba, Theatre Anthropology: First

Hypothests)

2. The prmciple of movement hy means of opposition: from a manual for Peking Opera actors from the 1950's.
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EXERCICES POUR LES

34. (left) Pen sketches by Paulet Thevenaz which illustrate certain phases of
Daleroze’s eurythmic method: the ‘anticipation’ of the movenients is clearly
visible; the movements begin i a direction which is opposite heir tinal
dircction. The research done by Emile Jacques-Dalcroze (1865-1900) on thythm

and movement had constderable ntluence on the theatre, and espec

modern dance, at the end of the 19th century. {nght) Excroses
of opposition trom the book of Alfonse Girauder (1895) a stude

Delsarte

5. A example of opposttion bemng used by a Europ
of tear to one of disgust. From G, Austin's Clirone

n actor: notice the non-lnear wav

ia (London, 1806)

{ passing trom «

Teact




6-8. Peking Opera actor Zhang Yunxi photographed by Czechoslovakian scholar
Dana Kalvodova at the school for Peking actors. The sequence shows the
movements used by the actor to make an entrance as a nulitary hero (ww-sheng).
Having made two steps on to the stage, the actor stops (1) and picks up the sides of
lus costume-weapon (here, however, the actor 1s working without costume), bends
the lett leg towards the right, at knee level (2), then bends the same leg towards

OPPOSITION

R '_,‘/
E Y -/

#

the left, at pelvis level (3), in order finally to move straight ahead towards stage
centre. This entrance, based on a senes of oppositions, is also typical of other
Peking Opera réles and 1s comhined with a way of walking across the stage (ct.
following tllus.) which is also elaborated according to the principle of moving in
directions which are opposite to the final destination.

'_‘ic»——_-—' Dﬁr,’

| -'."[.@j |
9y 9| e o
) e 2

13 I B

9. The traditional Peking Opera stage — at one time outdoors only, now also

15 made up of: a square playing area, usually very small, with two pillars
(A and B) which support a cetling; a bare rear wall wich two doors — by
convention, the left-hand door (C) was used for entrances, the nght-hand door
(D) for exats. There 1s no set and properties are few and very simple: a table (E)
and one or more chars (F) which can become ‘a bed’, for example, or ‘a
mountain’. The acrors 'l the imited but completely empty space wich their
sumptuous costumes and eomphicated pattern of movements.

These diagrams show the entrances of vanous réle types, or groups of actors, and

doors

the routes conventionally used by them to arrive at a predetermined position,
where they begin 1o speak, sing and dance (the 'X’ indicates a pause): 1. Male 1ole;
2. Female réle; 3. Male rdle; 4. Female role; 5. Entrance of the retinue (servants,
guards, followers): first style; 6. Entrance of the retinue: second style; 7. Entrance
of the retinue: third style; 8. Entrance of the retinue: fourth style; 9. Entrance of
the retinue: Qifch style; 10. Entrance of the retinue: sixth style; 11, Entrance of the
retinue: seventh style; 12, Entrance of the retinue: eighth style; 13, Exic of the
retinue: first style; 14, Exit of the retinue: second style; 15. Exit of the retinue:
third style.
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The beauty line

In India, the opposinon principle takes a
characteristic form in both dance and the
other figurarive arrs: it is called tribhang,
which means three arches. The dancer’s
body takes the form of the letter *S" (head,
trunk, legs): the result is a precarious
balance, new resistances and tensions which
create the body's extra-daily architecrure
(ilL.14 and 19).

The serpentine line of tribhangi is also
found in the most Occidental
tradition.

It was the Greeks who discovered that a
body’s beauty is not only the result of correct
proportions  but particular
anatomical posture. The sculptor Polyclites
was the first to establish a law for the
sculptural representation of the nude body,
determining the exact proportions which
should be used, and, in particular, the
relationship of [ to 7 between the head and
the rest of the body. The figures created by
Michelangelo and Raphael bear witness to
this law, which has remained unchanged for
centuries.

What  we
however, is less the body's proportions than
the body posture common to all Greek and
Hellenic statuary from Polyclites” Ephebus to
the Venus de Milo. This posture is char-
acterised by the lateral displacement of the
hip caused by the body weight beng
supported on only one foor, and the lateral
displacement of the head caused by the
twisting of the torso.

This dynamic undulation of the body
lll"lll\l an axis, \\l\llll 15 [llL‘ reason \\l)\' Il)L’

remote

also of a

wish  ro  underline  here,

the figures seem so animated, was taken up
by Florentine sculptors in the fourteenth
century as a reaction against the immohility
of Byzantine and medieval figures. Naturally,
it was refused by Renaissance artists, who
took their inspiration directly from classical
wt. The artist’s 1\'1~|vn,¢l taste, as well as that
of the epoch, certamnly plays a decisive role.
It was Diirer who atfirmed that there is not
just one type of |u'.1ul\ but many types.
Nevertheless, the dynamic representation of
the body by means of motion which winds
wround a cenrral axis remains a fundamental
principle of an artistic work's ‘life’.

In the eighteenth century, this dynamic
contour inspired William Hogarth to define
what he called ‘the beauty line', a sinuous
line drawn on a pyramid @lL18). A
combination of movement and rest, halance
-lll\l asymmetry, a \lrll‘\( ot (\[‘l‘l!\l”l‘“\.

OPPOSITION

14. Tribhangi (three arches) in a statue of
Vayravarahi, 7th to 8th century Tihetan silverwork
(Newark Museum, United States).

16. Aphrodite, called the *Venus de Milo' (Louvre

Muscum, Paris) m a trbhangt position.
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15. Macuilxochitl (or Xochipilli): Aztec goddess of
muste, song, dance, love and spring (Borgian Cycle
Codex). According to Mexican scholar Cayuqut
Estage Noel, the goddess” black face is a mask.

17. Early dynamtc use of hanchement (displacement of
the hips) in European sculpture: [5th century statue of
1 prophet (Pistor Cathedral, Italy), attributed to
Florentine architect Filippo Brunelleschi (1377-1446).

18. The 'hne of heauty’, or ‘variety’, m an engraving
made mn 1753 hy Enghsh pamter William Hogarth
(1697-1764)
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Tribhangi, or the Three Arches.
The Tribhangt forma |
itely identtiable i 1l
of India, also manitests
wctors of

oppositi I
within the body. Look at the pasitions ol
Sanjukta Panigrabi, an Odisst dancer and
the  classical  baller  dancer,  Natal
Makarova Gl 19-20)

The contrast can be perceved immeds
ately: Natalia Makarova gives a sensation ot
grace, hghtness, almost like the levitanon ol
an ethereal being, whilst the Indian dancer
has something earthy and sensual about her.
Beyond rhese external appearances, both
dancers are using their spines in the same
way, and difter only in the manner i which
they display the result. The classical dancer
is using a Jdynamic which produces a long,
streamlined — one could almost say up-
reared — body shape. The force of opposi-
tions working in the Odissi dancer are
aiming at a paroxysm of sinuous movement.
(For example, the series of angles which
fracture the form of her arm are sublimated
into a gentle fold in the wrist of the classical
dancer.)

With Natalia Makarova, the oppositions
are revealed through the enormous etfort of
precarious balance, the way she looks to one
side ‘resting’ her chin with a resistance and
tension so great the left shoulder is litted.
The position of the chin breaks the sym-
metry of the vertical thrust and the balance
is precanous by virtue of the position — but
more so with this twist of the head which, by
coming to rest on the shoulder, creates an
asymmetrical opposition between the two
shoulders.

19-22. (top) Sanjukta Panigralu in a classical Odisst dance tribhang bottom lett)
Classical battet dancer Nataha Makarova in Swan Lake (choreography by Petipa,

mustc by Tehatkovsky). (centre) Lgor Hinsky as Schasthvesev in AN Ostrovsky's
The Forest, directed by Meyerhold in 1924, The actor's basic position
linsky, who worked i Meyerhold's theatre trom 1920 unul 1935, mad,
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23-25. Occidental pertormers’ oppositions: Franca Rame 1n one of her monologues, Henry Irving as Cardinal Wolsey in Shakespeare’s Henry VL and the German
ballerina Mary Wigman in Tanzgesange (1935).

26. Action, reaction, opposition. English actors A. Youge and H. Nye as Stephano and Trinculo, respectively, in
Shakespeare’s The Tempest (daguerrotype print from around 1340 by G. Greathach)
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27. The same play of oppositions in a Kabukt actor
(18th century Japanese print)

28, German actor Ludwig Devrient (1784-1832) as
Franz Moor in Schiller's The Highwaymen (1830
lithograph): the opposition is accentuated by the
prop, a candelubrum used as a weapon.
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29, Sequence of the scene *small boats in the port of Ocessa’ from Esenstein's Battleship Potemkin (1925). The entire sequence has been planned
montage based on the oppositions between the various shots but also oppositions between the hines of direction in the shots themselves
Eisenstein! (Lausanne, 1950).



['he shadow test
The  performer
creating oppositions: this resistance increases

develops  resistance by
the density of each movement, gives the
movement alrered intensity and muscular
tone. But the amplification also occurs in the
space. By means of dilation in space, the
spectator’s attention is directed and focused;

-~

A

«
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— OPPOSITION ——

at the same time, the performer’s dynamic
action becomes comprehensible. The per-
former can verify if this dynamic is correctly
present by putting it to the shadow test, a rule
with which cartoon and comic strip artists
are very familiar. They use it to verify that
their drawings are compre- hensible and
effective (ill.36).

Ingemar Lindh demonstrates here that a
gesture  designed 1o represent  pointing
(il1.32) and rto illustrate the opposition
principle is not very clear when seen from
the front (ill.33). The front view does not
pass the shadow test and is just as bad for the
performer as for the cartoonist. Walter
Benjamin quite correctly observed: ‘The

( g — T

e
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T
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30-36. (above right and centre) Mime, Ingemar Lindh, m a demonstration of the
various ways of ‘showing’ and 'pointing’ in Decroux mime, at the Volterra ISTA
(1981): the opposition created by the hody's oblique line makes the action dramatic
(at right) A dancer must find positions and directions which give the spectators a

complete view. According to Doris Humphrey, a direction is ‘wrong’ when the
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dancer’s body s orented ina way that does not give the spectator the full impact
of the action; the direction s 'tight’, on the other hand, when the dancer succeeds
in showing all the sides of, say, the arms and legs. (bottom) The shadow test
Preston Blair's amimation manual.
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37-48. Three excrcises trom Decroux nume, demonstrated by Ingemar Lindh: atirmation (top): contirmation (cet

actor must space out his gestures like a
typographer spaces out his words. He must
work in such a way that his gestures can be
quoted.’

Here are some Decroux mime exercises.
They are based on the principle according to
which  one  creates  affomation and
confinnation oppositions in the body. From
the basic position (ill.37,41,45) to the first
movement (ilh42,46), which are identical in
all three exercises, one passes on to the
third, decisive position (ill.39,43,47). These

excercises clearly demonstrate the tunction of
opposition and show the role of broken and
oblique lines, which are more interesting
than straight lines (1140, 44 and 48).

Fhese  nume which
Meyerhold’s biomechanics, seem to be
simplification of the complex architecture ot
Indian trbhangi. In  their  simplification,
however, we rediscover the clarity and rigour

CXercises, recall

of a work whose atm 15 to discover rules of
movement tor the pertormer in the light ot

what 15 perceived by the  spectator

~

Afformaton,  confirmatan,  and

fixmg the

are an expheit way of

ittention on the monosvllables ‘ves




PRE-EXPRESSIVITY

As a person, the dancer has a body of flesh and
blood, whose physical weight is controlled by
physical forces. He has sensory experiences of
what happens inside and outside of his body,
and also feelings, wishes, goals. As an arustic
mstrianent, ]]Hi(l.‘lk'T, []h,‘ «Ikl.’ll.-l." L'Hll\i.\l) - at
least for his audience — of nothing but what can
be seen of him. His properties and actions, are
implicitly defmed by how he looks and what he
does. One hundred and sixty pounds of weight
on the scales will not exist if to the eye he has the
winged lightness of a dvagonfly. His yearnings
are lmited to what appears in posture and
gesture. He has no more and no less of a soul
than a panted figure in a picture.

(Rudolph Arnheim, Art and Visual
Perception)

Totality and its levels of organisation
What did Etruscan discipline mean to the
Romans?

The  Romans  understood  Etruscan
discipline ot science as that doctrinaire
system which had to do with the inter-
pretation of divine will manifest as signs
from Heaven and as singular and wondrous
phenomena. It was also related to the rites of
expiation which could possibly dispel the
unfavourable effects of a negative omen.

Interpretation of natural phenomena also
had to include the observation of their
physical dynamics, but this did not lead the
Etruscans to elaborate a rational science of
natural phenomena. Seneca, who in his
Natural Questions, has passed on to us the
greatest amount of information we have on
Etruscan  discipline, disapproved of this
mystic behaviour, since he believed that it
went against every type of nlllnnulily which
had governed science from the time of
Aristotle.

‘There is this difference’, wrote Seneca,
‘between we Romans and the Etruscans. We
believe that lightning is
collision of the clouds.

caused |‘Y the
They believe,
however, that the clouds collide in order to
create lightning. They give everything a
divine justification and rthis leads them to
believe that events do not have a meaning
because they have occurred, bur that they
occur because they must have a meaning.’

Many  spectators that  the
performer’s nature depends on his or her
expressivity and often also  believe that
expressivity in  turn  derives from the
performer’s itentions. These spectators are
like the Etruscans: clouds collide in order to
create lightning, performers act in order to
express themselves. In reality, above all in
the traditions of codified theatre, the
opposite occurs: the performers mould their
body according to specitic tensions and
forms and it is these very tensions and forms
which create lightning in the spectator.
Hence the paradox of the performer who,
unmoved, is able to move the spectator.

What name can be given to this level of
the performer’s tensions and forms?

believe

1. Empress Maria Theresa of Austria in an 18th century pamting by an unknown Master (Archbishop’s Palace,
Prague): even before one notices the sceptre and the crown, the figure’s demeanour and the look in the eyes are
a clear sign that this is a royal personage. The writer Henry James, searching for a narrative technique in which
mystery and ambigutty were predominant, made the following remarks in his notebook about a plot for a story
based on the recognition of a royal presence:
‘Some painter (Pasolini) in Venice said, after painting the Empress Frederick [Victoria, Empress of
Germany, and daughter of Queen Victoria[: “It is only Empresses who know how to sit — to pose. They have
the habit of it, and of being looked at, and it is three times as easy to paint them as to paint others.” - Idea
of this “model” story; pendant to the Real Thing. A woman comes to a painter as a paid

for another little “n
model - she is poor, perfect for the purpose and very mysterious. He wonders how she comes to he so good.
At last he discovers that she is a deposed princess! — reduced to mystery! as to earning her living.”

(Henry James, Notebooks)

On the same topic, Stanislavski said to his actors:
‘Withourt using the text, without a mise-en-scéne, knowing only the content of each scene, if you play
everything according to the line of phystcal action, your part will he at least thirty- five percent re:
of all, you must establish the logical sequence of your physical actions. No matter what kind of d.
artist brings to a panting, if the pose of the model breaks physical Laws, if truth is not in the pose, if its
representation of a sitting figure, say, 1s not really sitting, nothing will make it believable, Therefore, the
painter, hefore he can think of embodying the most delicate and complicated psychological states in his
painting, must make his model stand or lie down or sit i a way that makes us believe that the model really
sits, stands or lies.

The line of physical actions of a role has precisely the same significance in the art of the actor. The actor,
like the pamnter, must make the character sit, stand or lic down. But this is more complicated for us in that
we present ourselves as both the artist and the model. We must find, not a static pose, but the organic
actions of a person n very diverse situattons. Until these are found, until the actor justifies the truth by the
correctness of his physical hehaviour, he cannor think of anything else.’

{O. Toporkov, Stantslavsk m Rehearsal)
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PRE-EXPRESSIVITY

. bivlog |
various levels. Just as there 1
level of organssation of the organ 1
human body (nervous, art

totality of a performer’s performanc

ol argamisation.
Theatre anthropology postulat

organsafnion. common t Il pert ¢
pre-expressive.
The concept of pre-expressivity o ppear rd
siven that it does not take e st .
mtentons, feelings,  idenaticanion  or - nonaidenttican
character, emotions... that is, psycho-te 1 I
has in fact dominated protessional traming and  corresy
rescarch into theatre and dance tor at least the last two centur
Psycho-technigue directs the performer tow 1 desire
but the desire to express does not determine what one m
performers” expression s in fact due — almost in spite of ¢

Pt
their actions, to their use of their physical presence. 1t s tf

how the doing 1s done which determine what one expre

2. Convennonal position in Buddhist ed
king's comfortable posit charactensed by the teet ber 1 two dit
In Indian art of the classical period, and sull ¢
dance, all actions and e
gestures (mudra and ha
predeterming

serons are represented b
ta) and codified poses. A conventa i
tures and poses, then, as now, underst

spectalists, was used for a simple reason @ to portray the Buddha war
well-defined and universally recognisable gestures. These codit
possible lor the devout to recognise immediately. i narratiy

scenes, the most memuorable moments of Buddk

4. During a rehearsal of €
3. Kuan Yin, goddess of Mercy, one of the most beloved of Chunese derties, often ot

similar to the figitre of the Christian Virgm Mary, 15 1 Buddlust divingey of Tndian
orgin. The particular way in which this version of Kuan Yin (a poreelan from the
Qing Dynasty, 1644-1911) 1s sitting reveals not only its Buddinst origins but als
1ts nohility: portraying a seated figure with the teet on two difterent levels is i fact
a convention of Buddhist art used only for supertor, royal or divine characters

v ot the same name b

mp (drawir
render th
catch the
work on the v
create presence. Thas s the el ot
defimes as pre-exp
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cording to ‘result logic’, the spectator
SCCs d lk'.'l nrmer \\lll‘ 1s L‘\['It"‘ll‘l‘.: IL‘C]nl'_".
wleas, thoughts, actions... that is, the
spectator  sees @  manifestation of an
This expression is
presented to the spectators i its totakity

intention and a meaning

they are thus led to identfy what the actors
Te ¢ \l‘lk'*‘l“;‘ \\l‘ll lll W ‘1!\\ k'\l‘r\‘*\ it

It is of course possible to analyse the
performer’s work according to this logic.
This does, however, lead to a generahsed
evaluation which often does not ofter an
understanding of how that work has heen
done on the technical level.

The understanding of the how belongs to
a logic which is complementary to ‘result
logic’: ‘process logic'. According 1o ‘process
[ogic’, it is possible to distinguish between

ind to work separarely on the levels of

organisation  which  constitute  the
performer’s expression.

The level which deals with how to render
the actor's energy scenically alive, that is,
with how the actor can become a presence
which immediately attracts the spectator's
attention, is the pre-expressive level and is
theatre anthropology's field of study.

This pre-expressive substratum is included
in the expression level, in the rotality
perceived by the spectator. However, by
keeping this level separate during the work
process, the performer can work on the
pre-expressive level, as if, in this phase, the
principal  objective was the energy, the
presence, the bios of his actions and not their
meaning.

The pre-expressive level thought of in this
way is theretore an operative level: not a
level which can be separated from
expression, but a pragmatic category, a
praxis, the aim of which, during the process,
is to strengthen the performer's scenic bios.

Theatre anthropology postulates that the
pre-expressive level is at the root of the
various performing techniques and  that
there exists, independently of traditional
culture, a transcultural ‘physiology’. In fact,
pre-expressivity utilises principles for the
acquistion of presence and the performer’s
life. The results of these principles appear
more evident in codified genres where the
technique which puts the body in form is
codified independently of the  result
meaning.

Thus theatre anthropology confronts and
compares the techniques of actors and
dancers ar the transcultural level, and, by
means of the study of scenic behaviour,
reveals that certain principles  governing
pre-expressivity are more common  and
umy L‘l‘-il T]\,”l \\'\Yllld hrst h.t\'\' ka'("l
imagined.

PRE-EXPRESSIVITY

5. Cambodian dancer costumed ais o prmee: example of acculturated wehmque
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Inculturation and acculturation technique
‘In order to be nu \ 1

cttective m lus
context, i order  t make s
hastorico-bographical idenriey emerge, the

pertormer uses torm

procedures, guil
what we  call

charactensuc o

exists wn all tradition
which LS ‘Ag‘\\mt
castern,  northern, uthern),  bevond
genres (classical baller, modern dane
opera, operetta, musical, text theatre
body theatre, classical theatre, contemy
orary theatre, etc.), gong bevond all e
we arrive back at the tirse day, when the

student begins to learn how 1o become

eflective relative o the spectatar. And we
ind two points of departure, two paths
On the first path, the pertormers use their
‘spontancity’. chiboratng the behaviour
which comes o them naturally, which
they have absorbed since their birth in the

culture and social milicu 1 which they
have grown up. Anthropologists detine as
wnculturation  this

Process ol passive
sensory-motor absorption of  the daily
behaviour of a given culture. A d's
organic adaptation to.the conduct and lite
norms ol l\‘“ \ll]l\ll"." 'i'.\' C ‘I\\il”‘ nmng t 1
‘naturalness’,  permats  a gradual  and
organtc  transtormation which « al
growrh.

Stanistavskt made the most imporrant

methodological contribution o this path
of claborated  spontaneity, or  ‘incule
uration technigue'. Tt consists of a mental
process which enlivens and dilates the
performer’s incultorated naturalness. By
means of the ‘magic o, by means ot

mental coditicauon, the pertorme

their  datly  behaviour,  change  therr
habitual way of being, and materuilise the
character they are to portray. This s als
the objecuve  of  Brecht's  alier

techmique or social gesture. It

refers to a pertormer who, durmg the work

process, madels his or her natural and
daily behaviour o extra-daily  scenic
behaviour with a butlt-in socual tabric
subtexts.

Acting technigue which uses vanations
of inculturation s transcultoral. The

‘peasant’ theatre of Oxolothan, pertormed
by ndigenous  ped

sple on an solated

mountain in Mextco, uses a technigue
\\]]l( h 15 I'I\L“i ON NG ll””‘l”‘ Wl I' Is The
same  techmgue tound o the Living
Fheatre of Khardaha «
Calcutta,  where  the
farmers, workers and students. There are
ways of beng o performer i Earope and
o America, in Asa oand i Australa,
which are manitest through nculturation
techmques.

1 the outskires ot

pertormers are

6-7. (above) Imhan actor Ruggero Ruggen (187141953
w Al i DY Annunzio’s fona'’s Panghe N4
example ol inculturated techmygue

(helow) A scene trom the Pina Bausch pertormance Ta

Crgarertes m the Dark (1985). It

how dancers truned in the precise

rechnique of classical Ballet search for ways to free

themselves of this technque by turning to maodels of

mculturated techmgue
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At the same time, in all cultures, it is
P sssible to observe another 1\;\1[1 for the
pertormer: the utilisation of specific hady
techniques which are separate from those
used in daily life. Modern and classical
ballet dancers, mimes, and performers
from traditional Oriental theatres have
denied  their  ‘naturalness’ and  have
adopted  another means  of
behaviour.  They have undergone a
process of ‘acculturation’ imposed from
the outside, with ways  of
walking, stopping, looking, and sitting
which are different from the daily.

The techmque of acculturation artific-
jalises (or stylises, as is often said), the
performer’s behaviour. But it also results
in another quality of energy. We have

scenic

standing,

PRE-EXPRESSIVITY

all experienced this other quality of
energy when watching a classical Indian
or Japanese actor, a modern dancer or a
mime. Such performers are fascinating to
the degree that they have been successtul
i modifying  their  ‘naturalness’,
transforming it nto  lightness, as in
classical ballet, or into vigour, as in
Acculturation technique is
usual  (natural)
order to  recreate it

modern dance
the  distortion  of
appearance  in
sensorially in a fresh and astonishing way.

The ‘acculturated” performer manifests
a quality and an energetic radiation which
is presence ready to be transformed nto
dance or theatre according to convention
or tradition. But the path of inculturation
also leads to rich variations and shades of

daily behaviour, to an essential quality of
the vocal action of language, to a flux of
tensions, to sudden changes of rhythms
and ntensities which give life to a ‘theatre
which dances’. Both the inculturation
path and the acculturation path activate
the pre-expressive level: presence ready to
re-present.

It is therefore useless to over-emphasise
the expressive  differences  between
al Oriental theatres, with their
accultured  performers, and Occidental
theatre, with its inculturated performers,
given that they are analogous on the
pre-expressive level.

(Eugenio Barba, The Third Bank of the River)

cla

el

8-9. Demonstrations at the Salento ISTA (1987): improvisation by two performers with acculturated technique, Odin
Teatret actress Roberta Carrert and Balinese dancer I Made Bandem on foreground; lben Nagel Rasmussen {top) and
Ni Puru Ary Widbiasti Bandem (below) improvising vocally.
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10-13. (top and bottom left) Chinese dancers: pamted terracotta (Northern Dynasty, 386-581 A.D.) (Taiper Musc
century B.C. bronze candelabrum (Karlsruhe Muscun); (bottom nght) Etruscan dancer: ¢

191



PRE-EXPRESSIVITY

Codification in the Orient and the
Occident

The search for a codification which could
give the performer a pre-expressive hody has
been carried out in both the Orient and the
Occident.  In the  Occident,
because of the traditional categorisation of
pertormers  as cither
dancers, mimes or singers, this search has led
to only a few rare and sporadic results (with
the exception, as already noted, of forms
such as classical ballet or mime). In Oriental
rhearres, hecause of the continuity of a living
tradition  represented by the master,
codification has been rtransmitted without
interruption, the process  of
imitation which is typical of all forms of
direct theatrical pedagogy.

however,

exclusively actors,

based on

The respective histories of the various
theatre cultures aside, however, one often
tinds surprising analogies, particularly with
respect to the rules of conduct which define
the basic attitudes of a performer on stage.
For example, we know that all actors from
the Paris Conservatory at the end of the
nineteenth century  obeyed
fundamental rules: the hands had always to
be kepr above the waist; when pointing, the
hand had o be kept above the level of the
eyes. Kathakali actors and Balinese actor-
dancers use the same principles: the hands,
and therefore the arms, must never hang ar

certain

the sides of the body, but must always be

held above rhe waist, and the gesture of
showing, like many others, must be carried
out above the level of the eyes so as to be
large and visible.

In the Occident, discontinuity in the
tradition, the search for realism, or betrer,
naturalism, and psychological rather than
physical hases {or action have gradually
destroyed a heritage of rules fixing performer
behaviour. Such rules certainly existed n
European theatre ar the height of the
Commedia dell'Arte but the heritage has
been lost because direct theatrical pedagogy,
both in the Occident and the Orient, is
never written down. Certain attempts have
been made in European theatre ro fix body

movements nto a particular form, to find

laws  for movement separate from all
expressive motivation, just as rules for body
proportion have been fixed in the figurative
arts (ill.19-25). But since the originators of
these essays lacked an a priori codificarion or
more or less objective classification critera,
they were often tempted to explain or
rationalise, that is, ‘scientificate’ their work
in a totalitarian and obsessive way. One can
also easily understand why these attempts,
even though based on the physical body, had
a rendency to connect the performer’s
expressivity with psychic criteria, since they
were often made by men who had little
contact with theatrical practice.

14-19. (top row and second row) Engravings from Johan Jacoh Engel's Ideen zu emer
Mamek (Ideas on One’s Mimicry) (Berlin, 1785-86) and drawings from Antonio
Morrocchest’s Leziont di declamazione e d'arte teatrale (Lessons on Performing and
Theatnical Art) (Florence, 1832). These two works are representative of two trends
which dommated 19th century theatrical culture. On one hand, codification of the
ictor by means of states of mind, proposed by Engel (1741-1838), a playwnght and
hirector who became a theonst and a proponent of Lessing's aesthetics; on the other
hand, the personal research conducted by Italan actor Morrocchest (1768-1838),
which tended 1o imbue his art with a scientific value

(row 3, left to night) The rest in Engel's work (cf. ill.13) and starting to move again
from Henry Siddons' Practical Hlustrations of Rhetonical Gesture and Action (London,
1807). Henry Siddons (1774-1815), the eldest son of famous English actress Sarah
Siddons and limself an actor, translated part of Engel’s treatise into English,
adapting it and redrawing the illustrations according to English style and taste.
{row 3, richt) Analyses of an oratonical movement in Henry Neville's In Voice,
Speech and Gesture (London, 1900). (hottom) Geometric laws for the theatrical
transformation of the human bhody (1925), according to Oscar Schlemmer
(1888-1943), one of the mam exponents of Bauhaus theatncal reform.
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28. The difated body: Harlequin in a print by ltalian pamnter Guseppe Maria Mutelli (1634-1718).
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The fictive body
‘Occidental theatre, or, at teast, modern
Occidental theatre, is based on the
identification of the individual daily body
with the character’s fictive body; it is
thought, or, at least, it was thought, that
these were the only levels which existed.
In most traditional Japanese  theatre
forms, on the contrary, one can casily
perceive an intermediate level, a level
between the performer’s daily body and
what we could call the character's
imaginary body. Let us consider a simple

mple. When a Noh actor leaves the

— PRE-EXPRESSIVITY

stage because to all extents and purposes
the performance is over, he has a singular
habit: he moves very slowly, as if his exit
was an integral part of the performance
He is no longer in character, because the

neithe

character’s action is tinished, but

is he in his daily reality. He is in
lll‘\‘r“\\'\hrl‘( state. I“ 1 Ccertam way, | S
performing  his own absence. But this

absence is performance and is therefore

present absence. Expressed in these te
this seem to be

paradox, but when practised 1t is very
eeurs i Kabuki

technique  would

clear. The same thing
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30. Scene from a performance by the Nyt Dansk Danseteater of Copenhagen. 31
Classical dance, known as ballet, regulared by principles and rechniques based on
predetermined movements and steps, 1s the only codified performance form in the
Ocadent. While the first movements and first rules emerged from the the work of
lralian theorists in the 15th century — Domenico da Piacer
the codification of classical dance was laid down by the
Académie Royale de fa Danse, founded in Paris m 1661, which also designed the

Gu

ghelmo Ebreo

perfort

Antonio Cornazano,

rerminology which s still in use in dance schools and academies. It is necessary to
note, however {cf. Nostalgia) that when modern Occidental theatre began,
herween the end of the 16th and the beginnimg of the 17th centuries, the dancer’s
art was not separared from the actor's art, as is manifested by many examples: a
prime example 1s that of Moliere, playwnght and actor but also author of and
performer m many very well-known comédie-ballers, produced in collaboration

witl

h composer Giovambatrista Lulli.
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ne from a Wavang Wong (hrerally, ‘a play with human bengs’)

nce. Javanese dance-theatre hegan i the court of the sultan of
Yogpakarta m the second half of the 18th century and recounts the deeds of the
heroes of the Muahabharata, the Ramayana and the Panji cycle. Although the
Weayang Wong 15 a relatively new form, its performers move and dance according to
an anctent codified system inspired, it is said, by the movements of the puppers and
figures in the wavang kudit shadow theatre.

32-35. Four different dance notation
systems:

32. Rudelf von Laban's system
{Labanotanon): diagram of the
movements of the hands and the scarf
in Bapang, a movement used in
Javanese Wayang Wong for strong,
violent and proud male characters.
With Laban's notation, which translates
all the dancer's movements nto
abstract symbols, without however
taking the music into consideration, it is
possible, as m this case, to transcribe
any codified movement whatsover,
wrrespective of the tradition to which it
helong

33. The Gavotte by Vestns, according 1o
the Theleur system (1831), one of the
first systems to make use of abstracr
symhols.

34. First page of L'Art et Instructim de
Bien Danser (The Art and Teaching of
Dancing Well), a small manual which is
probably the first Occidental book on
dance, printed in Paris by Michel
Toulouze in the late 15th cenrury:
below the musical pentagram appears
the title of the composition, the rhythm,
and certain letters of the alphabet,
which indicate the steps to be danced;

35. Choreographic notation of a musical
scote: the hegimnimng of Debussy's
Apres-mudi dvn Fane, drawn by

Nijmskr (1912);
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1 Martial arts and theatricality in the Orient
Extra-daily body techmgue s toa

d not only

in pertormance situations but al

situations n wiich non-daily t

| wsed

| Widely known and practised thronghout
Asta, martial ares use concrete physiolog
processes to destroy the automatisms ot dail
lite and to create another qualiny of energy

[ m the body. Marnal
| acculturation techmque, that is, on a form o
behaviour  which does not respect the
spontanery of daly life. Tt s thas very aspect
of martial arts, that s, ther use of
wenlturation technique. which has inspiced
coditied theatre forms

The legs  shightdy  bent,  the  am.
contracted: the basic posinon of all Asiate
martial arts shows a decded body ready 10
leap and to act. This atatude, which could

be compared 1o the phié in classical ballet,
I . . = 7 t
36. Thai Khon dancer w a basic positon inspired by 37. Dano Fo in a demonstration at the Volterra

C : can be tfound in the basic positions of both
martial arts. ISTA (1981). '

Orental and Ocadental pettormers. It s
nothing more than a coditicatton, m the
torm af extra-daily techmque, of the posiion
ot an animal ready to attack or detend 1seli.
When Japanese sculptor Wakataky (respons
ible for many of the llustrations i this
book) saw one of Dario Fo's mimed poses
.37}, he remarked that the pose was very
similar to the beginming of a karate move
called neko hashi daci, to stand on car's fect
The photograph shows the Ttalian actor m a
moment from his petformance, The Story of a
Tiger.

Studies  have  been made ot the
relanionship  between marual  arts and
personality and it has been found that the
learning of a martial are by means of the
repetition of  physical  acuons leads  the
student to another awareness of themselves
"]\l o llh’th\" tse of lhl‘” “4‘\il\'! \»lll‘
ohjective of martial arts s o learn o be
l"rl"k’n[ at [ll\' very moment of anoaction
This type ol presence s extremely important
for performers who wish to be able 10
recreate, every night, that gquahity of energy
which makes them alive m the spectator’™s
eyes. I is perhaps this common objective, in
spite of ditterent results, which explains the
influcnce which martal arts have had on
most Oriental theatre forms

];('\--l\]‘k" ot ]ll\ll?rl\' ll contngendies,

martial arts have generally fost their nulitary
value. To a large extent, this hentage has
been transtormied: some maral arts have
tarned mto dances, and marnal art exereses

have become the basis o vanous dances and

other theatrical forms
In Bali, one tinds the Bans dance 0ll.38)

| Etymologically,  Bans  means  line,  hle
nulitary formation’ and was the name of an

army of volunteers used by local pances n

3.V, N . times of unrest. Tt has given rse o seven
38. Various positions in the Baris, the warrior-mspired Balinese dance. Drawmgs by Mexican painrer Muzuel

s 3 - ditferent dances which, hit w e, |
Covarcubias, who spent considerable tme m Balvm the Thirties htterent dances which, Title by hrtle, have
lost ther mihtary character and

hecome what are today known as the
which s danced by both boys and wrls
Pengah-Sikat, the Indonestan natnonal art of
LN

selt-detence (called Bersilar s Malay

“.|‘\\] on nger movements V’]\i LIV I'I”i‘ to
the Pengak dance
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What is the Chinese doctor Hua To
(ill.41) doing? His different positions, which
seem be a kind of dance, in fact illustrate a
series of exercises based on five animals:
stag, bird, tiger, monkey, bear. Today, these
movements are the basis of a number of
exercises in many schools of Chinese combat
(ill.42). It is interesting to note that one
finds the same movements in Kathakali, in
the south of India.

Kathakali has also been influenced by a
martial art: Kalaripavattu, ‘the place where
one trains’ from the Sanskrit khalorica, the
word for a field where military exercises are
done (ill.39). Kathakali has taken from
Kalaripayartu (practised in the same state,
Kerala) not only training exercises and
massage, but also the very terminology used
to describe certain poses: lion, elephant,

horse, fish. In Manipur State, i the north of

India, other martial arts such as Takhousarol
and Mukna (a form of self-defence which is
today a popular village sport) have
influenced the traditional dances of the

region, whose style is between that of

Mongol dances and the classical Indian
dances described in the treatse, Natya-
Shastra.

If, finally, one considers traditional
theatre in China and Japan, such as Peking
Opera and Kabuki, one again becomes aware
of the strong bond between martial arts and
performance in Asia: duels, fights, even
battles between armed troops are not only
the basis of performer traming, but are also
performance elements blended with  the
original forms and presented with the most
clevated and refined extra-daily body
technique.

39-41. (top) Stick combat hetween two performers of
wyatt, the martial art of Kerala (India). The
the fighter on the nght makes 1t possible for

m to maintain a very stable position and yet he tully
ready o throw himself into the fight

(centre) Katsuko Azuma and Kanho Azuma dunng
the ISTA sesston at Hostelbro in 1986 1n a scene ot
Nihon Buyo requiring the use of tradinonal weapons,

the sword (katana) and the halberd Giagmata)
(bottom) Chinese doctor and sur, To, who
st Han Dynasty CBC),ma
s based on the combat strategy of five
eft 1 deer, aburd, a nger, a
monkey and a bear. These positions are stll in use n
China today, as starting points for the vanous martial

art
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Martial arts and theatricality in the
Occident

ted 1n
ntiq esp 1l
nriquiry, especially

hese

pment

commanders
Socrates

st 1s

ises of a

lanced in

ter 1n

ince in
incers confronted eacn

r. Une of

e most famous pe Ttormances
t the pymhic dance ok place when
choreutes (dancers) mimed protecting baby
Zeus from the attacks of Chronos-Saturn

In ancient Rome, during the annual
testival in honour of Mars, the god of war,
irmed priests of the Sali caste made a

procession through the streets. On a

command from their leader, the praesud, t
b

san a dance which consisted of three steps

ind a series of wave-like movements, during
which they beat on their shields with their
lances

According to scholars  of popular
traditions,  certain  markedly  mimetic
medieval European dances also derived from
irmed and soldier dances. In certain cases

these dances were also the basis of actual
theatrical  performances. In  Iraly, for
example, la danza della spada (sword dance),
very commonly found in both the North and
the South, reproduced the armed contlict
berween Christians and Turks and was often
transformed into popular performances in

1
whicn

dancers also spoke dialogue.
First performed in the I16th century, the
Italian danza della spada was based on the

moresca, a medieval dance four

ca in Spain,
) !

Tesque In l'vInLL. the moms dance m
land, the m

originally a representation of the contlict

Europe (as the mons

m

irentanz in Germany), itself

between Christians and Moors (Saracens)

wnd a symbol of the contlict between the
Occident  and the Orient, berween

civilisation and barbanity.
In the 16th century, the moresca
leveloped away from its war-like origins and

became a court dance, although it did not
!

se its folkdance character. In some cases

ms of the maoresca

the highly muimetic actic
were combined with dialogue between the

wcers, resulting  in  actual  dramatic
pertormances; in other cases, 1t was danced

mnten

between performances of

The danza della spada in Italy, the bal di
tbre in southern France, the maoresca
ughout all ot Europe, all of these dances
show that in the Occident as well as i the

Orient there existed a close link between
techniques of attack and defence and the
rigins of the actor's extra-daily art

eans place
nce duel in

1s made
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48-50. (top) Exercise called danda (in Sansknit, danda means arm) or stretching as a cat, practised in
lndian and Pakistan: martial arts 10 develop the strength of the arms and the upper part of the body.
(centre) In the early Sixnies, Jerzy Grotowski's Polish Teatr Laboratorium (then called the Theatee of
the 13 Rows and located 10 Opole), developed a senes of exercises. In the photo, actor Antoni
Jaholkowsk: doing the exercise called ‘the cat’, which was invented at the Teatr Lahoratoriom.
{bottom) Duel with sticks which obliges the actor to react by jumping quickly: a training exercise
developed by Odin Teatret actors, mspired by Peking Opera acrobatic exercises. Seen here are actors
Torgeir Wethal and Ihen Nage! Rasmussen, in 1964, just after the group had been founded.
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The spectator’s pre-interpretation

The performer’s pre-expressive state can
correspond  to a particular state of the
spectator’s way of seeing which, like a kind
of immediate reaction, precedes all cultural
interpretation. This state could be defined as
pre-interpretation. In the performer pre-ex
pressivity precedes the desire to express;
similarly, in the spectator, one finds a
*physiological response’ which is indepen-
dent of culture, feelings or particular state of
mind at the moment of seeing. While
research on the performer’s physiology is still
young, considerable study has been made of
the nature of sceing. Even if this research
has not yet led to definitive theories, it has
nevertheless made possible the proposition
of certain interesting hypotheses applicable
to the special way of sceing, characteristic of
the theatre spectator.

To begin with, one must first consider the
question of visual perception, that is, the
interaction between biological and psycho-
logical phenomena  which is  produced

between the eye and the brain. Studies of

visual perception are today sufficiently
advanced to make possible a considerable
modification of former theories concerning
the functioning of vision and the general
processes which govern the brain. They have
also led to contradictory and non-definitive
hypotheses and deal for the most part with
the way of seeing immobile forms, even if
these forms are animated by a cerrain
dynamic. The theatre spectator who reacts
to the perception of forms in movement is a

51-53. Actress and singer Sonja Kehler in her performance of Brechnian texes and songs
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Body architecture

Kamae (ill.534-56) , the basic body posttion
mn all torms of traditional Japanese theatre
from Noh rhrough Buyo dance to Kabuki,
literally means ‘atatude’, ‘body position” and
thus arritude par excellence, the body's hasic
architecture. The 1deograms with which the
word is composed in Japanese are n fact
used in other contexts to indicate ‘structure’,
‘construction’. The term is also used to
indicate the correct basic body posiion in
Japanese martial arts.

In the theatrical terminology ot Onental
cultures, there are numerous terms which
are connected to other art forms: painting,
sculpture, architecture. One such example s
the Indian word sutradhara, literally, ‘door
stnng’, which is the word used for the head
of a theatre company. First and foremost, the
word means ‘architect’ (the one who has the
string or tape used for measuring) and a
theatre manager is in fact both architect and
director, who ‘holds rhe threads’ of the play,
like the puppeteer (who is also called a
sutradhara) holds his pupper strings. Sutra
(‘string’ or ‘cord’) also means the mnemonic
text which serves as a conductor in science;
the director of a theatre company is also a
‘door string’ insofar as it is he who holds the
sutra of the dramatic art.

Investigating these various meanings,
Gordon Craig, a great admirer of Indian
theatre, succeeded i capturing an image of
the director as the architect of both a
performance and a super-marionette actor.
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54-36. (top and nght) Two vanations (standing and kneeling) of the hasic position
tor Japanese actors, called kamae, lustrated by Buyo dancer Katsuko Azuma at the
Bonn ISTA (1980). In the drawing above, the details of the arms and hands clearly
show the tenston in the arms and the work done by the spinal column to maintain
the posttion.
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RESTORATION OF BEHAVIOUR

We publish here an extract of the essay of the same e in which Richard Schechner compares
parts of the world: from traditional theatrical forms to vitual to historical sitwations such as
interesting to note that what Schechner calls the restoration of behaviour (with ‘restoration
reconstruction) depends on a series of laws which are necessarily based on pre-expressiway. The defu
Theatre and Anthropology, (University of Pennsyhvania, 1934)

RESTORATION OF BEHAVIOUR and rituals or of short duration as m some gestures, dunces,

and mantras.

Restored behaviour is used in all kinds af performances
RICHARD SCHECHNER

from shamanism and exorcism to trance, from rtual 1

soctal

aesthetic dance and theatre, from inttation ries

Restored behaviour is living behaviour treated as a film  dramas, from psychoanalysis to psychodrama anc

director treats a strip of film. These strips of behaviour can be
re-arranged or reconstructed; they are independent of the
causal systems (social, psychological, technological) that
brought them into existence. They have a life of their own.
The original ‘truth’ or ‘source’ of the behaviour may be lost,
ignored, or contradicted — even while this truth or source is
apparently being honoured and observed. How the strip of
behaviour was made, found, or developed may be unknown or
concealed; elaborated; distorted by myth and rradition.
Originating as a process, used in the process of rehearsal to
make a new process, a performance, the strips of behaviour
are not themselves process but things, iems, ‘material’.
Restored behaviour can be of long duration as in some dramas

trans
actional analysis. In fact, restared behaviour is the man
characteristic of performance. The practinoners of all these
arts, rites, and healings assume that some behaviours

organised sequences of events, scripted actions, known rexts,
scored movements — exist separate from the performers whe
‘do’ these behaviours. Because the behaviour s separate from
those who are behaving, the behaviour can be stored,
transmitted, manipulated, transformed. The performers get i
touch with, recover, remember, or even invent these strips of
behaviour and then re-behave according 1o these strips, cither
by being absorbed into them (playing the réle, going mto
trance) or by existing side by side with them (Brecht's
Verfremdungseffekt). The work of restoration is carried on in

”

qu -




3. Indian dancer Rukmuni Devi, founder of contemporary Bharatanatyam.

rehearsals and/or in the transmission of behaviour from
master to novice. Understanding what happens during
training, rehearsals, and workshops — investigating the
subjunctive mood that is the medium of these operations — is
the surest way to link aesthetic and ritual performance.

Restored behaviour is ‘out there’, distant from ‘me’. It is
separate and therefore can be ‘worked on’, changed, even
though it has ‘already happened’. Restored behaviour includes
a vast range of actions. It can be ‘me’ at another
time/psychological state as in the psychoanalytic abreaction;
or it can exist in a non-ordinary sphere of sociocultural reality
as does the Passion of Christ or the re-enactment in Bali of
the struggle between Rangda and Barong; or it can be marked
off by aesthetic convention as in drama and dance; or it can
be the special kind of behaviour ‘expected” of someone
participating in a traditional ritual - the bravery, for example
of a Gahuku boy in Papua New Guinea during his initiation,
shedding no tears when jagged leaves slice the inside of his
nostrils; or the shyness of an American ‘blushing bride’ at her
wedding, even though she and her groom have lived together
for two years.

Restored behaviour is symbolic and reflexive: not empry
but loaded behaviour multivocally broadcasting significances.
These difficult terms express a singte principle: The self can
act in/as another; the social or transindividual self is a role or
set of roles. Symbolic and reflexive behaviour is the hardening
into theatre of social, religious, aesthetic, medical, and
educational process. Performance means: never for the first
time. [t means: for the second to the nth time. Performance is
‘twice-behaved behaviour'.

Neither painting, sculpting, nor writing shows actual
behaviour as it is being behaved. But, thousands of years
betore movies, rituals were made from strips of restored
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behaviour: action and stasis co-existed in the same event.
What comfort flowed from ritual performances. People,
ancestors, and gods participated in simultancously having
been, being, and becoming. These strips of behaviour were
replayed many times. Mnemonic devices insured that the
performances  were  ‘right’ - transmitted many
generations with few accidental variations. Even now, the
terror of the first night is not the presence of the public but
knowing that mistakes are no longer forgiven.

This constancy of transmission is all the more astonishing
because restored behaviour involves choices. Animals repeat
themselves, and so do the cycles of the moon. But an actor
can say no to any action. This question of choice is not easy.
Some ethologists and brain specialists argue that there is no
significant difference — no difference of any kind — hetween
animal and human behaviour. But at least there is an ‘illusion
of choice’, a feeling that one has a choice. And this is enough.
Even the shaman who is called, the trancer falling into trance,
and the wholly-trained performer whose performance text is
second nature, give over or resist, and there is suspicion of the
ones who too easily say yes or prematurely say no. There is a
continuum from the not-much-choice of ritual to the lots-of-
choice of aesthetic theatre. It is the function of rehearsals in
aesthetic theatre to narrow the choices or at least to make
clear the rules of improvisation. Rehearsals function to build a
score, and this score is a ‘ritual by contract’: fixed behaviour
that everyone participating agrees to do.

Restored behaviour can be put on the way a mask or
costume is. Its shape can be seen from the outside, and
changed. That's what theatre directors, councils of bishops,
master  performers, and great shamans do:  change
performance scores. A score can change hecause it is not a
‘natural event” but a model of individual and collective
human choice. A score exists, as Victor Turner says, in the
subjunctive mood, in what Stanistavski called the ‘as if.
Existing as ‘second nature’, restored behaviour is always
subject to revision. This ‘secondness’ combines negativity and
subjunctivity.

(...) Restorations need not be exploitations. Sometimes
they are arranged with such care that after a while the
restored behaviour heals into its presumptive past and its
present cultural context like well-grafted skin. In these cases a
‘tradition’ is rapidly established and judgements about
authenticity are hard to make. Let me give examples from
India and Bali.

across

Bharatanatyam

Indian scholars trace Bharatanatyam, the classical Indian
dance, back not only to the ancient text on theatre,
Natyashastra (ca. second century B.C.-second century A.D.)
which describes dance poses, but also to centuries-old temple
sculptings that show these poses. The best known of these
sculprings is the group at the fourteenth-century temple of
Nataraja (Shiva, the king of dancers) at Cidambaram, south
of Madras. Most writings assume a continuous tradition
connecting  Natyashastra, temple sculptings, and  today'’s
dancing. According to Kapila Vatsyayan, India’s leading
dance theorist and historian:

‘Bharatanatyam is perhaps the oldest among the
contemporary classical dance forms of India ... Whether
the dancer was the devadasi of the temple or the
court-dancer of the Maratha kings of Tanjore, her
technique followed strictly the patterns which had been
used for ages.” '

Whenever the contemporary forms of Bharatanatyam
and Manipuri and Odissi evolved, two things are clear:
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ffirst, that they were broadly following the tradition of the

Natyasastra and were practising  similar principles  of

technique from their inception, and, second, that che

stylisation of movement began as tar back as the Sch and
9th century Some contemporary styles preserve the
characteristic features of this tradition more rigorously than
others:  Bharatanatyam the basic  adhamandali

{postures) most rigorousl
Vatsyayan's opinion is shared by vircually all Indian dance
scholars. But in fact it's not known when the ‘classical’
Bharatanatyam died out, or even if it ever existed. The old
texts and sculptings surely show that there was some kind of
dance, but nothing was remembered of this dance, not even
its name, when moves were made in the first decades of the
twentieth century to ‘preserve’, ‘purify’, and ‘revive’ it.

There was a temple dance called sadir nac danced by
women of families hereditarily attached to certain temples.
According to Milton Singer:

‘The dancing girls, their teachers, and musicians
performed not only on the occasion of temple festivals and
ceremonies, but also for private parties, particularly
weddings, and at palace parties. Special troupes of dancing
girls and musicians were sometimes permanently attached
to the courts.”’

Many girls attached to temples were prostitutes. As dance
scholar Mohan Khokar says (...)

‘the time-honoured tradition of the devadasis, or temple

dancing girls, had fallen into such ignominy that the girls,

considered sacred, continued to be considered sacred but in

a different way — as prostitutes. And with this the dance

that they professed — the avowedly divine Bharatanatyam —

too promptly got lost to shame.” !

From 1912 on a strong campaign was waged by Indian and
British reformers to ban the devadasi system. But a
countermovement, led by E. Krishna Iyer, wanted to
‘eradicate the vice but have the art’. Opinions raged in the
Madras press, especially during 1932 as Dr. Muthulakshmi
Reddi, the first woman legislator in British India, led the
attack on the devadasi system while lyer and ‘lawyers, writers,
artists, and even the devadasis themselves joined the fray’.

‘The upshot of the brouhaha was that Krishna lyer and
his confreres emerged triumphant. The anti-nautch
(devadasi) movement, which is how Dr Reddi’s crusade
came to be called, was left in the lurch. The dance must
survive, even if the dasis don't, boomed the slogan of the
day.”?

That's exactly what happened - in a way. At the January
1933 Conference of the Music Academy of Madras, lIyer, for
the second time (the first was in 1931, but chis carlier show
stirred scant interest), presented devadasi dancing not as a
temple art or as an advertisement for or adjunct to
prostitution but as secular art.

“The dasis ... took the fullest advantage of the sudden,
buoyant interest in their are: a number of them -
Balasaraswait, Swarnasaraswati, Gauri, Muthuratnambal,
Bhanumathi, Varalkasmi, and Pattu, to name a few —
teadily quit the house of God for the footlights and in no
time became public idols.” ¢

Scholar and critic V. Raghavan  coined  the word
‘Bharatanatyam’ to replace terms associated with temple
prostitution. ‘Bharatanatyam’ stands for the basic elements of
this old/new dance Bha = Bhara or feelings; ra = rasa, or the
aesthetic flavour; ta = tala, or thythm; Natyam means dance.

Long before 1947 when Madras state finally outlawed the
devadasi system, the dance moved out of the temples. People
who were not devadasi families, even men, danced. Rukmini
Devi, ‘a singularly high-placed Brahmin and wife of the

uses
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4. Mrmalint Sarabhai, Bharatanatyam dancer and director of the Darpana
Acadeny in Ahmedabad (India)

International  President of the Theosophical  Society
realised how great and lofty an art Bharatanatyam was and
how pressing the need was to rescue it from  corrupt
influences'. Not only did Devi dance, she and her assoctates
codified Bharatanatyam.

(...) Devi and her colleagues wanted to use sadir nac but be
rid of its bad reputation. They cleaned up the devadasi dance,
brought in gestures based on the Natyasastra and temple art,
developed standard teaching methods. They claimed chat
Bharatanatyam was very old. And, of course, a conformity to
ancient texts and art could be demonstrated: every move n
Bharatanatyam was measured against the sources of which 1t
presumed to be a living vestige. The differences between sadir
nac and the old sources were attributed to degencracy. The
new dance, now legitimised by its heritage, not only absorbed
sadir nac but attracted the daughters of the most respectable
families to practise it. Today, many study Bharatanatyam as a
kind of finishing school. 1t 1s danced all over India by both
amateurs and protessionals. Tt is a major export item.

The *history’ and ‘tradition’ of Bharatanatyam — its roots in
the ancient texts and art — are actually a restoraton of
behaviour, a construction based on the research of Raghavan,
Devi and others. They saw in sadir nac not a dance 1 its own
right but a faded, distorted remnant of some ancient classical
dance. That ‘ancient classical dance” is a projection backward
in time: we know what 1t looks like because we have
Bharatanatyam. Soon people believed that the ancient dunce
led to Bharatanatyam when, in fact, the Bharatanatyam led to
the ancient dance. A dance is created in the past n order to
be restored for the present and tuture.

Purulia Chhau

Purulia Chhau, a masked dance of the arid region of West
Bengal adjoining Bihar and Orissa, 15 an athletic dance-drama
featuring many leaps, somersaults, struts, stamps, and
iconographic poses. Stortes usually are drawn from the Indian
epics and Puranas and almost always depict duels and bactles.
Drummers of the Dom caste beat huge kettle-drums and long
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oblong drums, taunting the dancers into frenzied spinning
jumps, screams, and confrontations. Rivalries among villages
competing at the annual festival at a hill station, Matha, are
tierce. According to Asutosh Bhattacharyya, professor of
folklore and anthropology at Calcutta University, who has
devoted himself entirely to Chhau since 1961, the Purulia
region is inhabited by many aboriginal tribes whose:

‘religious customs and social festivals show very little
resemblance to those of Hinduism ... But, it is also a fact
that the Mura of Purulia are very ardent participants in
Chhau dance. With practically no education and social
advancement the members of this community have been
performing this art which is based on the episodes of the
Ramayana and the Mahabharata and the Indian classical
literature most faithfully, in some cases, for generations ...
Sometimes an entire village, however poor, inhabited
exclusively by the Mura, sacrifices its hard-earned resources
for the cause of organizing Chau dance parties.” ’

This presents a problem for Bhattacharyya.

‘The system which is followed in Chhau dance today
could not have been developed by the aboriginal people
who practice the dance. It is indeed a contribution of a
higher culture keenly conscious of an aesthetic sense.”

He guesses that the drummers, the Dom, an outcaste group,
originated Chhau, for the Dom were at one time a ‘highly
sophisticated community, ... brave soldiers in the infantry of
the local feudal Chiefs”. Thrown out of work when the British
pacified the region in the eighteenth century, failing to farm
because of what Bhattacharyya calls the ‘vanity of their past
tradition of warriors’, they were reduced to their present
untouchable status: workers of hides, drummers. But their war
dance lives on as Chhau. Revealing biases sparkle from
Bhattacharyya's  account. Aboriginal peoples  have no
developed aesthetic sense; high-caste dancers are transformed
into low-caste drummers after passing on their war dance
because they are too proud to farm. (Why didn’t they use
their swords to steal land and become landlords?)

The annual competition at Matha is not an ancient
tradition but a festival initiated in 1967 by Bhattacharyya. It
was discontinued in 1980 or 1981. Bhattacharyya recalls:

‘In April 1961 [ visited an interior village in the Purulia
District with a batch of students of the Calcutta University
and for the first rime observed a regular performance of the
Chhau dance ... I found that there was a system of this
dance and a definitely estabished method which was
well-preserved. But it was on the decline due to lack of
patronage from any source whatsoever. 1 wanted to draw
the attention of the world outside to this novel form of
dance.””

And that he did. All-star parties of Chhau dancers toured
Europe in 1972, Australia and North America in 1975, and
Iran. They have danced in New Delbi, and as Bhattacharyya
delights:

‘1 attracted the notice of Sangeet Natak Akademi, New
Dethi (the government agency established to encourage
and preserve traditional performing arts) to this form of
dance. It took immediate interest and invited me to give
performances of the dance in New Delhi. In June 1969, [
visited New Delhi with a batch of 40 village artists for the
first time outside their native district. Performances were
held there before very distinguished Indian and foreign
invitees ...

Performances were also shown on TV in Delhi. Only
three years later it was also shown on BBC television in
London and five years later on NBC in New York, USA!
(Program used in 1975 at the University of Michigan, p.3)

Note how Bhattacharyya refers to the dances as his: ‘invited
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me to give performances of the dance’. This is not bragging
but an acknowledgement of the circumstances: without a
patron the villagers would have gotten nowhere. And these
days a patron needs more than money; he needs knowledge
and a wish to devote himself to the form he’s restoring.
Government comes up with the cash.

Chhau, 1961 and atter, is a creation of the mixture of what
Bhattacharyya found and what he invented. As a folklorist-
anthropologist he dug into the past and constructed a history
of Chhau, and a technique, that he then proceeded faithfully
to restore. His annual festival and Matha coincided with the
Chaitra Parva celebrations common to the area and the
occasion of the annual Chhau festivals of Seraikella and
Mayurbhanj (related forms of the dance). These festivals —
once paid for by maharajas — are now sponsuored, less lavishly,
by the government. In 1976 1 went to Matha. The dances
went on there all night for two nights. Villagers, arriving from
towns as far away as two days’ journey, set up camp. They
roped tagether charpois (sleeping cots made of wood and
twine) and jerry-built a theatre. Women and children
watched, and slept, sitting and reclining on the charpois
elevated to a height of eight feet or more. Men and boys stood
on the ground. A narrow passageway led from the area where
performers put on costumes and masks to the roughly circular
dancing ground. Parties enter down the passageway, stop,
present themselves, then leap into their dancing. All dancing
is done with bare feet on bare earth, swept clean of large rocks
but still raw, pebbled, with turned-up clods and scrub grass.
To me it felt like a rodeo in a backwater town. Torches and
Petromax latterns throw shadowy light, the drums bark and
roar, the shehanais (clarinet-like) shriek, as party after party
competes. Most parties consist of five to nine dancers. Some
masks adorned with peacock feathers rise three feet over the
dancers’ heads. The mask of ten-headed Ravana is more than
four feet long. Wearing these masks, dancers make full
somersaults and twisting leaps. The dances are vigorous and
it’s very hot inside the papier-mache masks, so each dance
lasts less than ten minutes. Every village danced twice. There
were no prizes but there was competition, and everyone knew
who danced well, who poorly.

Just in case there were doubts, each afternoon following the
night's dancing, Bhattacharyya critiqued the performances.
During the dancing he sat behind a desk, where two
Petromax lanterns made him the best-lit figure of the event;
next to him were his university assistants. All night he
watched and wrote. One by one the villages appeared before
him on the morrow. I listened to what he said. He warned one
party not to use story elements not found in the Hindu
classics. He chided another for not wearing the standard basic
costume of short skirt over leggings decorated in rings of
white, red, and black. Bhattacharyya selected this basic
costume from one village and made it general. When I asked
him about it he said that the costumes he chose were the
most authentic, the least Westernised. In a  word,
Bhattacharyya oversaw every aspect of Purulia Chhau:
training, dance themes, music, costuming, steps. In January
1983 T attended a non-Bhattacharyya Chhau performance in
a town near Calcutta. There I saw energetic dancing of stories
from the Mahabharata. This same group of village dancers,
while performing for performers and scholars, assembled for a
conference in Calcutta, sang at least one song that
Bhattacharyya would  have disapproved of. In  English
translation:

We will not stay in India,

We will go to England.

We will not eat what is here

But we will eat cookies and bread.
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5-8. Purulia Chhau dancers (India): (top) Ravana, the giant ki
white-, black- and red-striped pants worn by ¢l
richness of the costumes ane




We will not sleep on tom rags

But on mattresses and pillows.

And when we go to England

We won't have to speak Bengali

But we will all speak Hindi.

The villagers assumed that in England the ‘national
language’ was the same as it was in India: Hindi. The
question: Is this village’s Chhau, so full of contemporary
longings, to be condemned for not being ‘classical’? Or is the
syncretic mixing of Mahabharata and England to be accepted
as the ‘natural development’ of the dance’?

Bhattacharyya selected individuals from different villages
and composed them into all-star touring ensembles. He
oversaw rehearsals and went with these ‘foreign parties’ on
tour. Dancers and musicians who toured returned to their
villages with enhanced reputations. Touring, in fact, has had
deep effects on Chhau. Three foreign parties have come into
existence since the first tour in [972: nineteen people went to
Europe, sixteen to Iran, cleven to Australia and North
America. Because foreigners won't sit through nine hours of
dancing, Bhattacharyya made a programme of two hours’
duration. And because he didn’t think that bare chests looked
good on the male dancers he designed a jacket based on an
old pattern. Both these changes became a standard back in
Purulia. Many of the people who went abroad formed their
own groups at home. Each of these groups are called ‘foreign
parties’ — and bill themselves as such; this gives them status,
drawing power, and the ability to charge more. There is
demand now for performances as performances, outside of the
ritual calendar. A performance can be hired for about a
thousand rupees, a lot cheaper than Jatra, the most popular
entertainment in rural Bengal. But a thousand rupees is still a
lot of money.

These changes can be traced back to Bhattacharyya. He is
the big Chhau man, and his authority is rarely questioned.
He's a professor, a scholar from Calcutta. When he writes
about Chhau he emphasises its village base and ancient
origins; he even suggests a possible link between Chhau and
the dances of Bali. (Around the third century B.C. the
Kalinga Empire of what is now Orissa and Bengal possibly
traded across southeast Asia as far as Bali). But he hardly
mentions his own rdle in restoring the dance. Rather, he
speaks of himself as ‘discovering' it.

Trance and Dance in Bali

Sometimes changes in traditional performances are made by
insiders. One of the best-known films about non-Western
performance is Margaret Mead’s and Gregory Batesons’s
Trance and Dance in Bali (1938). At a showing of this movie
shortly before her death, Mead said that the trance club of
Pagutan decided that the visiting foreigners who were making
the film would like to see young women go into trance and
stab at their breasts with krises. In Bali at that time women
often went around with their breasts bare — naked breasts did
not mean the same thing in Bali as they do in New York
(where, ironically, in a semantic double twist, clubs where
dancers are bare-breasted are called ‘topless’ — perhaps a
last-ditch puritanical revenge). But also — I suppose to please
or at least not offend the foreign film makers — the Balinese
women covered their breasts for the filming and young
women replaced older ones as dancers.

Without telling Mead or Bateson, the men of the trance
club instructed the young women in proper techniques for
entering trance and showed them how to handle the krises.
Then the men of the club proudly announced to the film-
makers the changes made for the special filming. The film
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9. Balinese dancer in trance in the kris dance.

itself makes no mention of these changes. In Trance and
Dance there is one old woman who, as the narrator says,
announced beforehand that ‘she wouldn’t go into trance’ but
who is nevertheless ‘unexpectedly’ possessed. The camera
follows her; she is bare-breasted, deep in trance, her kris
power fully turned against her own chest. Later, slowly, she is
brought out of trance by an old priest who has her inhale
smoke, sprinkles her with holy water, and sacrifices a small
chicken on her behalf. There is a period of time when, scated,
after the drama is over, her hands continue to go through the
motions of dancing.

It seems that members of the trance club were angry at this
old woman because they felt that her trance disturbed the
aesthetic refinements they had rehearsed for foreign eyes —
and foreign lenses. As it turned out, the Mead-Bateson
camera crew paid a lot of attention to this old lady: she
appeared to be, and was, a very genuine trancer. But, speaking
strictly from the Balinese point of view, which is ‘authentic’,
the young women prepared by the Balinese themselves or the
solitary old woman doing the traditional thing? Is there not, in
Bali, a tradition of meodifying things for foreigners? It's
precisely when changes feed back into the traditional forms,
actually becoming these forms, that a restoration of behaviour
occurs.

1. Kapila Vatsyayan, Indian Classical Dance, Publications Division, Mintstry of
Education and Broadcasting, New Dehli 1974,

2. Kapila Vatsyayan, Classical Indian Dance in Literature and the Arts, Sangeet
Natak Akademi, New Dehli 1968,

3. Milton Singer, When a Great Tradinon Modernizes, Pall Mall Press, London 1977.
4. Mohan Khokar, The Greatest Step in Bhararanatyam, Sunday Statesman, New
Dehli, 16 January 1983,

5. lbd

6. Ibid.

8. 1bul.

9. Ibid.
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I'hythm, therefore §am. (Marcel Jousse, L'antropolo,

Rhythm is an emotion released n ordered movements. (1

Carved time f—
‘The actor or dancer is she who knows
how to carve time. Concretely: she carves
time in rhythm, dilating or contracting
her actions. The word thythm comes from [
the Greek verb rheo, meaning to run, to
flow. Rhythm literally means *a particular
way of flowing'.

During a performance, the actor or
dancer scensorialises the flow of time,
which in daily lkife is experienced
subjectively (and measured by clocks and
calendars). Rhythm materialises  the
duration of an action by means of a line of
homogencous  or varied tensions. It
creates a waiting, an expectation. The
spectatots sensorially experience a kind of
pulsation, a projection towards something
which they are often unaware of, a breath
which is repeatedly varied, a continuity
which denies itself. Carving time, rhythm
renders it time-in-life.

Rhythm has its laws: just as we are not
free to arrange the syllables of a word or
the notes of a pentagram in any way we
like, there similatly exist successions of
duration which give rise to the sensation
of thythm and other even more numerous
successions of duration which give no
sensation of thythm ar all.

For example, the ear receives a
thythmic impression when, in certain
languages, short and long syllables follow
each other in a certain order (according ro
a metre), when strongly accented phrases
alternate with unaccented phrases, when
the inflections of the voice separate high
notes from a deeper melodic base, or
when the sonorous material is interrupted
by more or less regular silences.

When one says thythm, one therefore
implies silences and pauses. Pauses and
silences are actually the supporting fabric
upon which rhythm develops. There is no
thythm if there is no awareness of silences
and pauses and two rthythms are
differentiated not by the sound or noise
produced but by the way silences and
pauses are organised.

One kind of fluidity is continuous
alternation, variation, breath, which
protects the individual tonic, melodic
profile of every action. Another kind of
fluidity becomes monotony and has the
consistency of concentrated milk. This
lacter  fluidity  does  not  keep  the
spectator’s attention alerr, it puts 1t to
sleep.
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The secret of a rhythm-in-life, like the
sea's waves, leaves in the wind, or the
flames of a fire, 15 found in the pauses.
These pauses are not static stops but
transitions, \:]A.l]\L’\" l‘\'[\\k‘l'[l one action
.l“\l .IT]\"}\CY. \‘1\&' action \IIVK“ »l[l\l 18
retamed for a fraction of a second,
creating a counter-impulse which is the
impulse of the successive action. The way
to avoid schematic  patterns  and
stereotypes is to create dynamic silences:
energy in time.

When the pause-transition loses 1ts
retained pulsation, a pulsanon  which
struggles to continue, it coagulates and
dies. The dynamic transition hecomes a
static pause.

One must learn to recognise the point
up to which the pause-transitions can he
dilated.  They make  concatenation
possible for the performer. Concatenation
models every detail/action 1 a sequence
and also models and directs the spect-
ator's perception. Playing with  the
dynamics of rhythm makes 1t possible to
break the influence of both inculturation
and acculturation technique and therefore
the way in which our culture or a
particular technique has taught us to use
our organism's postural or kinaesthetic
possibilities. We manifest our presence m
time and in space by means of dynamic
discharges or patterns which are induced
by the practices and habits learned during
our first  biological and  protessional
infancies.

In general, performers know what their
next action will be. While they are
carrying out one action, they are already
thinking about the next. They mentally
anucipate, and this automatically induces
a physical process which influences their
dvnamics and which 1s perceived by the
spectator's kinaesthetic sense. This is one
of the reasons why a performance may not
succeed in stimulating our attention: on
the sensonal level, we have already
perceived what the actor/dancer is about
to do. 3. The thythm i this scene results from a fixed line, Buyo dancer Katsuko Azuma performing a male role

The problem is: how can the performer, W contrast with a fluctuating hine, the onnagata {performer of female roles) Kanichi Hanayagi. Together they
create an image of simultaneous rest and movement 1n a scene about the meeting of two lovers.

who knows the succession of the actions
which must be carried out, be present in
each action and make the successive
action appear like a surprise for herself
and for the spectator?

The performer must carry out the
action by negating it.

There are many ways of negating an
action. Instead of conumuing in the
foreseen direction, one can change course.
One can begin in the opposite direction.
One can slow the action down, always
nevertheless respecting the precision of its
pattern. One can dilate the pause-

@

transitions. To execute an action while @
negating 1t means inventing an infinity of 4-6. The performer hecomes ‘thythm’ not by means of
micro-thythms within it. And this obliges movement alone but by means of an alternation of

movements and rests, by means of a proportioning ot
hody impulses, retentions and supports, i time and in
space. In these drawings, Doris Humphrey indicates
three possible developments of a dance phrase:

A. A chmax at the hegmning of the phrase, which then
descends; B. A phrase which begins slowly, climaxes in
the middle and descends to the end;

C. A phrase which slowly builds to a climax and then
abruptly ends.

one to be one hundred per cent in the
action one 1s carrying out. The successive
action will then be born as a surprise for
the spectator and for oneself.

3%
—_
(%)
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(Eugenio Barba, Silt

7-8. (top) The set transtorms itself in thythm opening out to become ke a pramo keyboard
transition: what will the next action be? Spanish actor Toni Cots and Indian dancer Sanjukea Par




Jo-ha-kyu

In  Japanese, the expression jo-ha-kyu
describes the three phases into which every
action performed by an actor or dancer is
divided. The first phase is determined by the
opposition  between one  force  which s
increasing and another force  which s
resisting the development of the first (jo, to
restrain); the second phase (ha, to break, to
interrupt) is the moment when the resisting
force is overcome untl one arrives at the
third phase (kyi, speed), when the action
culminares, releases all its power and
suddenly stops as it meeting an obstacle, a
new resistance.

[n classical Japanese theatre, the jo-ha-kyi
rhythmic phrase not only to do with the
actor’s or dancer’s actions, but is also part of
all the various levels of organisation of the
performance: it is applied to gesture, to the
music, to each version of each play
performed, and ultimately determines the
rhythm of the entire performance day. In
any case, it is essential that student actors
and dancers be familiar with jo-ha-kyu since
it teaches them to incorporate rhythm in
their work from the very beginning of rheir
apprenticeship.

Katsuko Azuma teaches her student to
move according to the dynamic principles of
jo-ha-kyu by setting up resistances and new
tensions. In the first photo (ill.9), the master
stands behind the student and holds her by
the belt. The student, restrained, must make
an effort in order ro take her first step: she
bends her knees, presses her feet to the floor
and leans her rtorso slightly forwards.
Suddenly released by the master, she moves
quickly forward until she reaches the move-
ment's pre-determined limit, then suddenly
stops. ln the second photo (il1.10), the pro-
cedure is similar, bur done from in front of
the student. The master creates a resistance
by pushing against the umbrella. She then
gradually diminishes the resistance, allowing
the student to move quickly forward to the
point where she is suddenly stopped with a
new resistance against the umbrella.

Also the Occidental performer is aware of
the importance of executing  actions
according to varying rhythms. Here are
Toporkov's comments on Stanislavski’s work
in this regard:
anislavski  admirably  demonstrated

his own skill in using different rhythms.

He would take the simplest episode from

everyday life — for example, buying a

newspaper at a stand in the station — and

play it n completely different rhythms. He
would buy a paper when there is a whole
hour before the departure of the train and
he doesn’t know how to kill the time, or
when the first or second bell has rung, or
when the train has already started. The
actions are all the same but in complerely
difterent  rhythms, and  Konstantin

Sergeyevich was able ro carry out these

exercises in any order: by increasing the

rhythm, by diminishing the rhythm, by
sudden change. | saw the mastery, I saw
the technique, the tangible technique of
our art. He had mastered all this thanks to
persistent work on himself.’

(V. O. Toporkov, Stanislavski in Rehearsal).

RHYTHM

. 4

o g
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9-10. The transmission of experience in Japan: various ways used by a Japanese master (Katsuko Azuma) to
teach a student (Mari Azuma) to kil thythm’ (Volterra ISTA, 1981).
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[1-12. (top) Antimusical thythm: animation ot the notes of Beethoven's Erowca, by French cancatunst Jear
Grandville (1803-1847). (below) Synthetic rhythm: Fischinger's ‘hand drawings'. The rescarch on animation
conducted by German artist Oskar Fischinger led him to the creation of a very parnicular musical world. He w
atrracted by the hypothests that a drawing lad out according to a ‘decorative’ rhychm ought to be able ¢
produce sounds. And in fact the ‘reading’ of his drawn compositions produced surprising etfects: many of the
new sounds, obtamed by the repetinion of geometric motifs, did not resemble any sounds he had ever heard

d moreover, the drawing of the ‘row of cobras’, based on Egyptian stylisation, produced sounds
to that made by the snakes themselves. Concentric rings produced ringing sounds of many kinds, and a
pearls produced a bassoon-hike sound. These experments were the begmnings of synthetie music: positic
front of photo-electric cells, Fischinger's drawings could produce a v -~| range of synthetic sounds. For exar
1. a steam whistle; 2. a bus horn; 3. an electric bell; 4. an alarm clock; 5. a telephone bell; 6. an alarm sicer
Morse code; 8. a ship's whistle.
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Mevyerhold: rhythm is essential

From the very beginning of his theatrical
actvity, Meyerhold was obsessed with the
problem  of and its
interweavings with rthythm. He began to use
music to induce an extra-daily technique in
his actors.

scenic  movement

*Music, which determines the tempo of

every occurrence on the stage, dictates a
rhythm which has nothing in common
with everyday existence. (...)

The essence of stage rhythm is the
antithesis of real, everyday lite. In most
cases the art of the naturalistic actor lies
in surrendering to the dictates of his
temperament. By prcscnl‘mu a strnict
tempo, the musical score frees the actor in
music drama from the demands of his own
temperament.

The actor in the music drama must
absorb the essence of the and
translate every subtlety of the musical
picture into plastic terms. For this reason
he must strive for complete control over
his body. (...)

Where does the human  body,
possessing the suppleness of expression
demanded by the stage, attain its highest
development! In the dance. Because the
dance is the movement of the human
body in the sphere of rhythm. The dance
is to the body what music is to thought:
form artificially yet instinctively created.

score

RHYTHM

Thus ‘visible and comprehensible action’
embodied by  the actor
choreographic action. (...)

It is principally through the actor that
the music translates the dimension of time
into spatial terms. Before music was
dramatised it could create an illusory
picture only in time; once dramatised, it
was able to conquer space. The illusory
became real through the mime and
movement of the actor subordinated to
the musical design; that which before had
dwelt only in time was now manifested in
space.’

(Meyerhold, Tristan and Isolde)

implies

The most fascinating aspect of Meyerhold’s
research  was the period of work on
bio-mechanics. Mechanics is that branch of
physics  which studies the motion  and
balance of bodies. Bios means life. Hence
biomechanics: the study of the motion and
balance of the body-in-life.

A series of exercises based essendially on a
continual ‘dance of balance’ (cf. Balance)
made 1t possible for the actor to create ‘that
scenic thythm whose essence 1s the anti-
thesis of real, everyday, life’. One of the
basic devices was otkaz, refusal, which was
composed of three phases, involving the
whole body and radically varying body
posture. Another exercise was called the
dactyl, a term borrowed from poetic metre.

Meyerhold described how the three-phase
action was to be executed:

‘An actor must possess the capacity for
Reflex Excitability. Nobody can hecome
an actor without it.

Excitability is the ahility to realise in
feelings, movements and words a rtask
which is prescribed externally.

The co-ordinated  manifestations  of
excitability together constitute the actor's
performance. Each separate manifestation
comprises an clement of acting.

Each element ot acting comprises three
invariable stages:

[.INTENTION

2.REALISATION

3.REACTION

The mtention is  the intellectual
assimilation of a task prescribed externally
by the dramatist, the director, or the
initiative of the pertormer.

The realisation is the cycle of volitional,
mimetic and vocal reflexes.

The reaction is the attentuation of the
volitional ~ reflex as it 15 realised
mimetically and vocally in preparation for
the reception of a new intention (the
transition to a new element of acting)....

The term ‘feeling’ is used in the strictly
technical sense with no loose, sentimental
connotation.’

(The Actor’s Emploi, in Meyerhold, E. Braun,
London, 1969).

LXia
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13-15. A haste hiomechanical exercise, the slap m the face, an example of the
rthythm of an action divided into three phases: (A) begmmning with a preparation,
then (B) gomg m the oppostte direction, and finally (C) the slap itself. The change
in the position of the torso influences balance and the result 1s a new posture and
new muscular tonus. Notice how this action 1s developed by means of the
hiomechanical prnciple called otkaz (refusal): to act in such a way that an acton
15 hegun with s opposite (cf. Bulance and Oppositions).
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ument Inspector by Gogol Meverhold. The drawings by Iy 3
o down towards the position of the comtortable sot




SET AND COSTUME DESIGN

It is not a question of painting life, but of making
painting live
(Pierre Bonnard)

The costume is the set

It is well-known that, in general, Oriental
theatres do not use any form of set, insofar
as a set is a device which represents, in a
more or less realistic way, the locations
where dramatic actions take place. With the
exception of Kabuki's complex set (to which
Occidental theatre is indebred for the idea of
the revolving stage, among other things),
one can say that the scenic space used by
Oriental actors has a fixed hackground,
whether it be part of the closed space of Noh
or Peking Opera, or the natural, open air
decor provided by temple walls or the houses
of a village in Kathakali, Balinese dance or
any of the other dance forms of south-cast
Asia.

How is it possible, then, that the stories
told in these performances are such fantastic
tales of battles, voyages, hunts and loves,
taking place at the four corners of the
heavens and the earth?

In fact, it is precisely thanks to the
absence of a realistic setting that a few
simple props (a table and two chairs in
Peking Opera, for example) are all that the
performer needs to be able to unfold the
most incredible phantasmagoria of places
and situations for the spectator. It is thanks
to the omission of the setting, of the
locations, but especially thanks to the
craftsmanship of the performers, who are
able to bring these places alive by means of
their bodies’ reactions. They use conven-
tional gestures understood and accepred by
the spectators and execute them with skill
and dexterity, as, for example, in the famous
scenes ‘in the dark’ in Peking Opera. These
scenes are in fact performed in full light: the
actors feign obstacles and engage in duels
without seeing each other.

Similar techniques are used in Occidental
pantomume and were also found in the
traditions of the past. They remind one of
Commedia dell'Arte performances, of the
rudimentary mise-en-scéne of the mystery
plays of the Middle Ages and of Elizabethan
drama. But just as Shakespeare’s ability to
use words to evoke places and to make the
atmosphere of his plays come alive has been
defined as ‘verbal design’, so in Oriental
theatre we find the ‘setring in movement’,
represented in this case by the performers's
costume.

1-4. The costume as moving ser: a Peking Opera actor as a gene alinese topeng (mask theatre)
actor (top nght); a tradinonal Indian sar, worn by Odissi dancer Sanjukta Panigrah (bottom left); a gewsha
kimono, worn by Buyo dancer Katsuko Azuma (bottom night).

5. The costume which dilates the performer: Hindu Yakshagana costume.
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S-11. (top) English actor David Garrick (1717 - 1779) as Sir John Brute i John
Vanbrugh's The Provok'd Wife. This painting by Johan Zoftany, kept in the
Natonal Theatre Collecnion in London, shows a male character dressed as a
woman tor comic and satine effect. In this scene, in which the character is drunk,
the actor makes a brusque movement which causes the front of the dress to swing
up so that the spectators can ghmpse the man's costume he 1s wearing underneath.
(hottom left) Costume for a shepherd-dancer drawn by P. Lior, who wotked in
England trom 1725-1750. Untl the end of the 19¢h century, stage costumes in
Europe retlected contemporary fashion and in most cases were therefore far
removed from the historical reality of the characters represented. Before the
theatre of the romantic period brought the taste for hastonical accuracy on to the

stage, which influenced costuming and sometimes also stage behaviour and actions
(cfill.7 p.121), theatrical costumes were simply more heautiful and more
sumptuous clothes than those worn n daily life. The extraordinary elegance of the
costume shown here, with its peacock plume and with its skirt supported by a
framework of iron wire, was intended for use in a ‘pastoral ballet" and is typcal
apparel for a dancer from the nobility. This particular skt is a male garment, a
carry-over from the tunic which in earlier times was worn under armour. The skurt
was wider than the actor’s armspan. (centre) 18th century print of a Harlequin: he
is not sure which costume, the large skirt or the pair of pants, suits him best.
(right) The mawdaut, the large skirt worn by dervishes, spreads out into a cone
during the dancers’ frenetic whirling.
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17-22. The Shojo is a mythical lion
of Chinese origin. Here Katsuko
Azuma is seen swinging the lion's
mane. Balinese, Indian and

Japar costumes often involve
extra weight, sometimes as much
as twenty or thirty kilos, and
obliges the performer to create
counter- impulses which
continously engage the spinal
column. The costume accessories
must also be brought alive through
the action of the entire body. The
Shojo, an amazing sight even when
immobile, suddenly begins to
move: it swings its long mane to
rid itself of the butterflies which
are fluttering around its head. The

effect of the costume is greatly
increased by the precision of the
performer’s action, and her
steadily increasing size and by the
mane-wig which 1s whipped
around and up, intensely,
energetically.

SET AND COSTUME DESIGN
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Daily clothing, extra-daily costume

The kimono, the daily and traditional
Japanese national dress, becomes an extra-
daily theatre costume: performing  while
wearing a kimono results in changes in the
position of the legs, which sets up tensions
and oppositions  of precarious  balance
(ill.27,28); as well, the kimono has a volume
effect  which considerably madifies  the
spectator’s perception.

The kimono transforms the proportions of
the performer’s body, thanks to the belt
(ohi), placed well above the waist. It also
conceals the bending of the legs (ill.28). The
wide sleeves create contrasting proportions
between the solemnity of the pyramidal form
and the narrowness of the wrist (ill.29,31).
When Kyogen actor  Kosuke  Nonwra
demonstrates the same positions without the
kimono, one has a completely diiferent per-
ception of his body (ill.30,32).

Clearly, one cannaot say that the costume
itself is pre-expressive, since it is the
performer who is giving the costume life.
However, in the case of the kimono, with its
severe and geometric lines, which respect
the original dimensions of the roll of silk
from which is was cut (no waste of fabric),
the costume has a considerable influence on
the way the performer is perceived. Japanese
performers are well aware of this and
consciously exploit it.

27-32. (top) The change in the posttion of the leg
modities the spectator’s perception of the volume of
the dancer's costume: Karsuko Azuma i a
demonstration at the Bonn ISTA (1950).

(centre and bottom)  Kvogen actor Kosuke Nomur
in a demonstration at the Volterra ISTA (1981): the
same actions with and without the kimono costume

SET AND COSTUME DESIGN
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The water sleeves

Nothing gives performers more trouble than
their hands and arms. All the positions they
invent for them — hiding them in their
pockets, smoking a cigarette to give them
something to do, clasping and tolding them -
disturb the spectator even mare. Peking
Opera performers, or rather, their traditional
costumes, have ‘water sleeves’: an artificial
extension of the costumes’ sleeves made of
another piece of silk, most often white and
shiny (ill.33). The ‘water sleeves’ are in
continuous  movement  during  the  long
moments of dialogue or song when the
performers must temain in quasi-immobility
so that their high pitched voices can he
heard. The sleeves slide, flow and plunge
like the warters of a mountain torrent. The
performer uses his/her arms to control the
fluidity of the extremely slippery silk,
tollowing or countering the thythm of the
music, while the whiteness of the moving
cloth  underlines  the cadences of  the
speeches or songs with an almost natural
grace. The ‘water sleeves’ are an invaluable
ol for the Chinese pertormer,  but
Occidental performers are also familiar with
their use, as is shown by a number of old
engravings (ill.34).

This costume detad, the arm's faithtul
partner, acts as a counter-weight. Actual
sculptural elements, these sleeves seem to
have a life of therr own and can adapt to the
movements and oppositions created by the
performer. The energy needed to master
their bulky and cumbersome volume dispels
and subliminates  the uncase  which  the
performer often feels vis arms  and
hands.

33-34. (left) Peking Opera actor i a typical posttion,
working with the long white silk sleeves called sha
ane {water sleeves). (below) "Warter sleeves i various
trachuions. From left to nght. female role m Peking
Opera; Pulemella i a 17th centary pring Prerrot m a
19th century French print; Pulemella moan 18th
century prnt.




TECHNIQUE

Hana is mind, Technique is the seed
Zeami, Fushikadam

The Notion of Body Techniques

The ways we use our bodies in daily lite are
substantially different from the ways the
body is used in performance situations. In
everyday life, we use a body technique which
has been conditioned by our culture, our
social status, and our profession. But in a
performance situation, the use of the body is
completely ditferent. It is therefore possible
to differentiate between daily technique and
extra-daily technique.

The French anthropologist Marcel Mauss
was the first to speak of ‘body techniques’, in
a conference given at the Paris Psychology
Society in 1914, We quote here excerpts
from Mauss’ text, which was published in
1936 in the Joumal of Psychology (XXXII, no.
3/4).

‘The Notion of Body Techniques

I deliberately say body techniques in the
plural because it is possible to produce a
theory of the technique of the body, in the
singular, on the basis of a study, an
exposition, a description pure and simple
of techniques of the body in the plural. By
this expression | mean the ways in which
from society to society men know how to
use their bodies. In any case, it is essential
to move from the concrete to the abstract
and not the other way round. (...)

The body is man's first and most
natural instrument. Or more accurately,
not to speak of instruments, man’s first
ﬂ]\d most l).l[llr(ll (L'(hnil.ill I‘]"]L‘LI, Lll\k[ al
the same time technical means, is his
body.

Biographical List of Body Techniques

] .*lli‘” .\il“l‘l\' 1\7“()\\' more or lL‘-\\ [hk‘ ages
of man, the normal biography of an
individual, as an arrangement of the body
techniques which concern him or which
he is taught.

1. Techniques of Birth and Obstetrics

(...) The forms of obstetrics are very
variable. The infant Buddha was born
with his mother Miya upright and
clinging to the branch ol a tree. She gave
birth standing up. Indian women in the
main stilt give hirth in this  position.
Something we think of as normal, like
giving birth lying on one's back, is na
more normal than doing so in other
positions, e.g., on all fours. There are
techniques of giving birth, both on the
mother's part and on that of her helpers,

! 1-5. Chld 1

of holding the haby, cutting and tying the - . Il ¢ “ ) .
umbilical cord, caring for the mother,  Adolescence teehniques N
caring for the child. European boy ds




2. Techniques of Infancy — Rearing and
Feeding the Child

Attitudes of the two inter-related beings:
mother and child. Take the child -
suckling, etc., carrying, erc. The history of
carrying is very important. A child carried
next to its mother's skin for two or three
years has a quite different attitude 1o its
mothert from that of a child not so carried;
it has a contact with its mother utterly
unlike our children’s. Tt clings to her neck,
her shoulder, it sits astride her hip. This
remarkable  gymnastics  is  essential
throughout its life. And there is another
gymnastics tor the mother carrying it. It
even seems that psychical states arise here
which have disappeared from infancy with
us. There are sexual contacts, skin

contacts, etc.

Weaning — Takes a long time, usually two
or three years. The obligation to suckle,
sometimes even to suckle animals. It takes
a long time for the mother's milk to run
dry. Besides this there are relations
between weaning and  reproduction,
suspension  of  reproduction  during
weaning.

Mankind can more or less be divided
into people with cradles and people
without.

The Weaned Child - It can eat and drink;
it is taught to walk; it is trained in vision,
hearing, in a sense of rhythm and form
and movement, often for dancing and
music.

It acquires the notions and practices of
physical exercise and breathing. It takes
certain postures which are often imposed
onit.

3. Techniques of Adolescence

(...) The big moment in the education of
the body is, in fact, the moment of
initiation. Because of the way our hoys
and girls are brought up, we imagine that
both acquire the same manners and
postures and receive the same tramning
everywhere. The idea is already erroneous
about ourselves — and 1t 1s totally false in
so-called primitive countries. Moreover,
we describe the facts as it something like
our own school, beginning straight away
and intended to protect the child and
train 1t for life, had always and everywhere
exwisted. The opposite 15 the rule. For
example: in all black  socteties  the
education of the boy intensifies around
the age ot puberty, while that of women
remains traditional, so to speak. There is
no 8¢ ]i' " " tor women. .I ll\'\- ire at sc ll“l‘[
with their mothers and are trained there
continuously, moving directly, with few
[§ \kkl‘“l‘ll‘. (8] I}K‘ Ill‘l[rll'\] state. I l]l‘ l“-lll'
child entets the society of men, where he
learns hus  profession,  especially  the
protession ot arms However, for men as
well as women, the decisive moment is
that of adolescence. It is at this moment
that they learn definitively the techniques
ot the body that they will retumn tor the
whole of their adult lives.

TECHNIQUE

6-11. Adulthood techmgues: to it (top left) Indian crattsman; (top right) Egyptian potter and (centre lett)
scnbe; (centre nght) French draftsman. Clhimbimg techmques: (bottom lett) telegraph worker in the United
States; (bottom night) date picker in India
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of the leg, given in particular that all
Northerners, high on their legs, like to
take as fong steps as possible.

Running — Position of the feet, position of
the arms, breathing, running magic,
endurance.

Finally we reach techniques of active rest
which are not simply a matter of
aesthetics, but also of bodily games.

Dancing — You have perhaps attended the
lectures of (Erich Maria) von Hornbostel
and Curt Sachs. 1 accept their division
into dances at rest and dances in action. |
am  less  prepared  to  accept  their
hypothesis about the distribution of these
dances. They are  victims  of  the
fundamental error which is the mainstay
of a whole section of sociology. There are
supposed to be societies with exclusively
masculine  descent and  others  with
exclusively uterine descent. The uterine
ones, being feminised, tend to dance on
the spot; the others, with descent through
the male, take their pleasure in moving
about, Curt Sachs has better classified
these dances into extravert and introvert
dances. (...)

Lastly we should realise that dancing in
a partner's arms is a product of modern
European civilisation, which demonstrates
that things we find natural have a
historical origin. Moreover, they horrify
everyone in the world but ourselves.

I move on to the techniques of the body
which are also a function of vocations and
part of vocations or more complex
techniques.

Jumping — We have witnessed a trans-
formation of jumping techniques. We all
jumped  from a springboard and, once
again, full-face. I am glad ro say this has
stopped. Now people jump, fortunately,
from  one side. Jumping lengthways,
sideways, up and down. Standing jump,
pole jump.

Climbing — [ can tell you that I'm very bad
at climbing trees, though reasonable on
mountains and rocks. A difterence of
L'\l”L}IllUn .ﬂl\l []L'HL'L' ot n\\_"l\()\l.

A method of getting up trees is by using
v belt encircling the tree and the hody is
of prime importance among all so-called
primitives. But we do not even have the
use of this bele. We see telephone workers
climbing with crampons, but no belt.

The history of mountameering methaods
1S very “l“('\\er’h\'. II h.l\ n\.l\lC ‘.l}‘“l””\
progress in my lifetime.

Descent — Nothing makes me so dizzy as
watching a1 Kabyle going downstars
Turkish slippers (habouches). How can he
keep his footing without the slippers
coming off? T have tried to see, to do it
hut T can't understand.

Nor can I understand how women can
walk in high heels. Thas there is a lot
even to he observed, let alone compared.

TECHNIQUE

18-25. Relaxation techmques: (top row left) Chinese oprum smokers i the muddle of the 19th century; (top
row right) Etrascan couple at the banguet table (Ist century A.DL); (second row lett) old Dutch seaman;
{second row right) Polynesian man; (thard row lefe) Javanese woman; (third row nght) Indian musician;
(hottom left) Arab at prayer; (bottom night) techmques of reproduction: tantric unton m India (10th century),
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26-30. Extra-daily techniques in dance: (top lete) American duo in the Thirtes; (top aight) Kossae dancer

(second row) dervish dancers in Turkey. Technigues of control o body and mind: (third row) 1w voy
positions. Techniques of control and retention of energy (hotrom) Taowst pymnasties (Nei-Kong) na 19th

century Chinese treatise. Each exercise builds breath control.
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The spine: energy’s helm

The quality of muscular tone which deter-
mines pre-expressivity is directly linked to
the position of the spinal column.

The spinal column can sag, emphasising
weight and the power of inertia, but it can
also be held erect or bent in particular ways
that create an architecture of tensions which
dilate the performer's presence.

All extra-daily body techniques, part of or
connected to codified theatrical forms, are
based on the mastery of a particular posture,
that is, a particular placement of the spmnal
column and the parts of the body connected
to it: the neck, the back, the shoulders, the
abdomen and the hips.

The vanous  theatrical  forms — are
distinguished by the different ways the spinal

TECHNIQUE

column is used to affect muscular tonus.

Attentive observation reveals that a
performer from the Peking Opera has his
spinal column extended upwards and that a
Japanese Noh performer maintains a slight
curve in the upper part of the spinal column
while holding the pelvis back.

In India’s Bharata Natyam, the spinal
column is perfectly vertical. In relation to
this vertical line, the shoulders and the neck

are used as  dynamic elements  which
discipline  and channel the performer’s
temperament. Stull in India, in another

classical dance form, Odissi, the spinal
column 1s held in a curved 'S’ form caused
by the lateral displacement of the hips and
by a slight movement of the neck in the
opposite direction in order to balance the

shoulders {cf. Tribhang in Opposition).

In Java, the origin of Wayang Wong lies
in puppet theatre. This perhaps explains why
the spinal column is upright and uplifted.
lmperceptible movements forwards create an
effect of new energy with each new step.

On the neighbouring island of Bali, the
spinal column is bent in the same way as
occurs in  Indian  Kathakali, and the
head-dress  trembles  due  to the rapid
movements of the neck.

Every extra-daily technique is the
consequence of a change of a point of
balance in daily technique. This change
effects the spine and theretore the way the
upper part of the bady is extended, and the
way the pelvis is held: that is, the way of
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The silent scream

At the end of the third scene in Brecht's
Mother Courage, the soldiers carry
Schweizerkas” body onstage. They suspect
that he is the son of Mother Courage and
want her to identify the body. According to
Brecht's text, when her son's body is laid
hefore her, Mother Courage shakes her head
twice, indicating that she doesn’t recognise
him. The soldiers then carry the body away
to ]‘llr\‘ 1t 1N a comimon grave.

When Helene  Weigel, the greatest
performer of female Brechtian characters,
played this scene, she remained immobile:
she moved only her head, signalling to the
soldiers that the body was not that of her
son. When they forced her to look at the
body one more time, she again retused to
recognise it, maintaining a fixed and absent
expression. But when the hody was carried
away, Weigel turned her head in the
opposite direction and opened her mouth
wide, in a ‘silent scream’.

George Steiner, who saw Weigel at the
Berliner Ensembler, relates:

‘She turned her head the other way and
stretched her mouth wide open, just like
the screaming horse in Picasso’s Guernica.
A harsh and terrifying, indescribable
sound issued from her mouth. But, in fact,
there was no sound. Nothing. It was the
sound of absolute silence. A silence which
screamed and screamed throughout the
theatre, making the audience bow their

heads as if they had been hit by a blast of

wind.'
(G. Steiner, Death of Tragedy, 1961)

This was a spectator’s impression. Now
here is how the same work is described by a
theatre historian:

‘Weigel found that she was to perform
in the midst of symbols, onstage with a
cart which was partly a war-machine,
partly a b
which  represented  Mother  Courage’s
“'Url(] .ln(l \\'l]iCh L\lrrlL‘d hL‘r ilrl‘lll]\_‘ ‘I\C
stage in her various scenes. She managed
to avoid heing overwhelmed by all of this
because, as an actress who had worked
with Piscator, she knew that she could
combat the abstract by exploiting her
character's physicality and the creativity
of her own hody in the situation.

She began to rehearse, using a criterion
which Brecht had established in the
Berliner Ensemble: she worked through
the whole part over and over again,
concentrating  only on  approximated
interpretative sketches. By the time of the
opening, Weigel had at her disposal about
a hundred different details and narrative
poses which she could use to reveal the
relationship between Mother Courage and
the other \ll.l(.ul\'l\; .m.l she dev e[upcd

ar, mounted on a revolve

other derails and poses in subsequent
performances. The pose of tremendous
suffering, the unforgettable image of
Weigel standing with her mouth stretched
wide open but emitting no sound, first
appeared after many performances, when
out ot her subconscious came an image
she had once seen in a newspaper photo,

TECHNIQUE

45-47. The ‘silent scream’: Helene Weigel (1900 -1973) in Bertold Brecht's Mother Courage at the Berliner
Ensemble (1949). The mntensity of the scream is sustained by the varous tensions in the spinal column.
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ISTA and the Theatre of Sources

From October 24th to 26th, 1980, an Intemational Svmposiwm was held as part of the first public session of 1

A in Bonn. Among the participants was

Jerzy Grotowski, who, m an meerview with Franco Ruffini, commented on Barba's investigation of the principles for the performer’s technical work.

By introducing the functional concept of the pragmatic nature of these prnciples, Grotowski established a fertile parallel with his own investigations in
the Theatre of Sources. According to Grotowska, there exist in various cultures certain states (such as trance, ecstatic phenomena, etc.) which inform us
about, or help us explain, the states of the performer: ovigins or sources which are found at the base of various theatrical cultires.

PRAGMATIC LAWS
JERZY GROTOWSKI

Barba has formulated three essential principles in the field of
work we call performer’s technique. Generally speaking, he
has stated that the performer’s technique is an extra-daily
body technique. Daily body technique, such as has been
defined by the French anthropologist Marcel Mauss, and
extra-daily body technique, which [ would call a technique of
amplification, exist and have always existed in every culture.
There are integration techniques, such as yoga for example,
and there are others, also extra-daily, which are the
amplification of a socio-biological phenomenon.

When we watch a Noh performer walk by dragging his feet
without lifting them from the ground, we are in fact seeing an
amplification of something which is found in the normal way
of walking in his particular culture. This appears to me to be
very important. In his work on the clear, practical
differentiation of the difference between daily technique and
extra-daily technique, Barba is dealing with extra-daily
technique as amplification. Therefore, when he compares
daily techniques from certain Oriental cultures and the
extra-daily techniques of the performer, he is discovering
certain laws, or objectives, which deserve to be pointed out.

This could give rise to endless polemics from the scientific
point of view but to give in to such discussion would be an
error ot would in any case not be very useful, since in reality
the laws of which Barba is speaking are pragmatic laws.
Pragmatic laws are those which tell us how to behave in order
to reach particular states or particular results or particular
necessary connections. They do not tell us that something
works in a specific way; they tell us: you must behave in a
certain way. Barba has established three pragmatic laws.
Something happens in a certain way if one behaves in a
certain way. It is not a question of analysing how this
happens, but of knowing what one must do so that it happens.

The first law of which Barba speaks has to do with the
body’s balance, which, in extra-daily techniques, operates on
a completely different level than in daily life. In daily life, we
use a kind of balance which we might call ‘easy’, easy because
it has been incorporated since childhood. In extra-daily
technique, this balance is given up in order to reach another
level of balance which — this is my observation — amplifies
normal balance.

One could say that this is an extra-daily
balance’, as Barba calls it.

The second faw is the law of the opposition of the direction
of movements or impulses. When one part of the body
executes an impulse in a given direction, another part of the
body executes an impulse in the opposite direction. This has
important consequences on the muscular level, especially with
respect to contraction and relaxation. In certain acting
schools it is said that the key to everything is relaxation. But
the key is not relaxation, it is the relationship hetween
contraction and relaxation. In a performer who is completely
relaxed, nothing happens; on the other hand, completely
blind contracrions, which are neurotic contractions, are, as we
know, impediments.

But there is a particular interplay of contractions and

balance, a ‘luxury

relaxations which, although it also occurs in daily life, is
amplified in the performance situation, which Barba calls a
luxury situation. This is, certainly, a question of opposite
directions at the same time. But it takes place inside the body:
if one executes an impulse towards the left, there is something
which executes a counter-impulse towards the right. And so
on, up and down, forward and backward. This happens in
normal life, in daily techniques, but in the performance
situation there is an extreme amplification, which results in
something which already possesses another quality.

This interplay of contradictions, of contractions and
relaxations, of the opposite directions of impulses, is carried to
such an extreme that one can say that man is converted,
physiologically, into a sign. It is important to understand chat
this state is reached through training and conscious effort, in
accordance with the laws of physiology. The sign is the result
of the amplification of both biological laws and social
conditions: the amplification takes place on two levels.

The third pragmatic law is that the process of action taken
to the extreme by the performer can be executed and observed
from the point of view of energy in space or from the point of
view of energy in time. Obviously, we could begin a new
terminological discussion concerning what energy is and what
the terms energy in space and energy in time mean. In any
case, the difference is very clear. It has to do either with
causing the process to result in movement as a kinetic quality
which is produced in space, or to compress that which is
essential to a potential movement in space, to conceal it be-
neath the skin. The movement's impulses are begun, but then
held back. One then sees that the body is alive and that
something is happening in the space, but as if retained under
the skin. The body is alive, it is doing something which is
extremely precise, but the river is flowing in the realm of time:
kinetics in space passes to a second level. This is energy in time.

There are also sub-laws. For example, what one could call
anti-impulse, anti-movement, which Barba describes with the
Scandinavian term sats. And it is very concrete, it exists. It
can occur at different levels, as a kind of silence before a
movement, a silence filled with potential, or it can occur as
the suspension of an action at a given moment.

Sats

The result of the sats is that what is seen, what happens, has
the time to be absorbed. Because of the sats, one also
understands that the process has had the time to he absorbed
as form, form understood as shape. But how can this be
studied in the various extra-daily techniques, in the
performance situation? Differences can be observed hetween
Japanese performers, Balinese performers, and the different
forms of Indian theatre. Barba has taken the specialisations of
Oriental performers as a point of departure for pragmatic
analysis. One could say that each of these types of classical
Oriental theatre relates to a specific daily bady technique but
has a physiological base which causes what is observed t be
valid for everyone.

If the body technique changes, then it changes from the
social point of view, but remains rooted in the same biological
reality. Every form of Oriental cheatre has a very conscious,
extremely formalised specialisation which is an extra-daily
technique of amplification, and this particular technique has a
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very defined field of possibilities. If different extra-daily
techniques work in a similar way in the performance situarion,
in spite of different specialisations, one can obviously deduce
that the laws which are in operation are, tout court, universal.

There is no codification of the performer’s art in European
theatre. The performer improvises, but according 1o
stereotypes of daily life, or according to a misunderstood
spontaneity, where to he spontaneous means to be wild, to
move violently, to shout, to act violently towards others or to
embrace. In fact, improvisation really bhegins when the
performer chooses certain very concrete and precise limits.
For example, for the character of Kattrin, the mute daughrer
of Mother Courage, lben concentrated only on her way
walking [Grotowski is referring here to Moon and Darkness,
the performance presented by Odin Teatret actress lhen
Nagel Rasmussen during the International Symposium]. Only
then can the performer go beyond his or her own sociological
and hiological objectivity and reach personal subjectivity. And
at the moment when objectivity and subjectivity meet, the
performer comes alive. One could say that there is no freedom
which does not pay the price of asceticism. But here
asceticism is not mysticism or religiosity but rather something
concrete, a limitation of the self.

In the theatre, this is the task for directors. On one hand,
they must follow what I have called the via negativa, that is,
they must eliminate any obstacles which stand in the
performer’s way, and on the other hand, they must also
represent the positive pole, they must give the performers

of

precise, definite themes. The performers then have a point of

departure for their improvisation.

|
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Volterra ISTA (1981)

genio Barba and Jerzy Grotowski at the
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Logos and bios

When I speak about socio-biological objectivity and about
subjectivity, [ am also speaking about the rancm of logos and
bios. There is logos and there 15 bos. Logos is linked to
descriptive, analytical reasoning. In a Jlmmu way, 10 also
relates to the Oriental pertormer. The Oriental performer,
rooted his cradition, uses his body to express words,
sentences, speeches ... But 1t is as if,
due to the strength of his tradition, his logos has preserved
certain principles of bws. And this is why the Onental
erhirmL' appears to us to be alive. LHQII\ and bios re present
division, and theretore it is very dangerous to talk about the
performer’s expressivity. Barba nghely talks only about the
performer’s pre-expressive level. If the performer expresses, 1t
is because he wants to express. And so, division once agamn
arises. There is a part of the performer which orders, and a
part which executes the orders. True expression, one could
say, is that of a tree.

There exists a profound relationship between what Barba is
doing in ISTA and what T am doing in the Theatre of
Sources:  we are  both  concerned  with  transcultural
phenomena. Culture, any specitic culture, determines the
objective hio-sociological base because every culture is linked
to daily body techniques. It is theretore important o observe
what remains constant when these cultures vary, what
transcultural clements are discernible.

and is therefore logos.




TEXT AND STAGE

THE CULTURE OF THE TEXT

AND THE CULTURE OF THE
STAGE

FRANCO RUFFINI

Text, mise-en-scéne, performance, theatre ... these are terms
which need to be reviewed so that we can clearly distinguish
one from the other. The best way to do this is to approach the
question from a distance.

The sound of two hands clapping

One of the techniques used in Zen to reach enlightenment is
the koan, a paradoxical question which the master invites the
student to meditate on. One of the most well-known koans is
the following: the master asks the student to make the sound
of two hands clapping, which the student has no difficulty in
doing. Then the master asks to hear the sound of one hand
clapping. And so the process of enlightenment begins.

But what is the paradox i this koan? Upon retlection, one
realises that the paradox arises out of the logical and rigorous
application of a premise which is so spontaneous that it does
not even need to be verbalised. The premise is the following:

it the sound of two hands clapping exists (and it does exist),
then it cannot be other than the sum of the sounds of each
individual hand clapping.

Analogously, one could say: it the ‘two-handed theatre’
exists (and it does exist), then it cannot be anything other
than the sum of two ‘one-handed theatres’, the text and the
stage, the latter being understood as the collection of human,
technical, material, esthetic and other values which make
possible the representation of the text itself.

However, the sound of two hands clapping is obviously not
the sum of the sounds of each individual hand clapping, but
the result of a particular kind of relationship in which the two
hands coltaborate as partners.

I therefore propose to call theatre the product of the
collaborative relationship between the text and the stage, with
stage understood as defined above. And also propose to say
immediately that according to this definition there has not
existed and does not exist a single theatre but as many theatres
as there have been and are particular types of relationships
effectively contracted between the text and the stage.

One can deal with the text or with the stage in isolation or
one can speak of them as the respective partners of other
collaborators but in both these cases one could no longer
presume to be speaking of theatre.

Only when the text and the stage collaborate are theatres
born. And it is this particultar relationship which determines
the varied typology of theatres throughout history. This does

1-3. The text-stage relationship understood as a poor/nch, hard/soft,

programmable/non-programmable, univocal vaned relationship: Shakespeare’s
Hamlet through the ages. As Hamlet: English actor David Garnick (above lefe);
(above night) Amenican actor Edwin Thomas Booth; and Italian actor Tommaso
Salvim (page 239). Garnek (1717-1779) was onc of the first actors to restore the
Shakespeanan text, reinstating much of the text that had not heen pertormed
mce Shakespeare’s ime. Edwin Booth (1833-1893), endowed with a beautiful

varce and tine presence, played Hamlet for a hundred consecutive nights in che
1864-65 scason, a record which helped establish him as the fitst Amencan actor to
become famous 11y Europe. Tommaso Salvim (1829-1915), as well as another
famous Shakespearan actor, Ernesto Rossi, succeeded m making Shakespeare
popular wich Tralian audiences: in fact, his mterpretations of Hamler and Othello
were highly successful throughout Europe.
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not, however, jeopardise the extra-theatrical motivations
(political, social, or of any other kind) which, on the contrary,
often contribute to the orientation and definition of (he
relationship itself. In the light of all that has been said up to
this point, a short introduction to the history of theatres could
be put as follows: there exist, and there have existed, a text
civilization and a stage civilisation. These two civilisations
have lived and live according to ditferent tempi and in
different ways, proceeding along parallel lines or diverging.

One is often ignorant of the existence of the other. Each of

them has established individual refationships with other
civilizations  and under  particular  historical
circumstances, they have established specific relationships
hetween themselves, giving birth to theatres. Among the
many relationships, there is one which has played an
important role in historiographic reflection: the refationship
between repertory-text and the academic stuge, whose statutes
became hegemonies in Europe’s great capitals from the 1600's
to the I800's. The result of this relationship is the rather
homogencous grouping which we could call the taditional
theatres, whose ideological hypostasis is THE THEATRE, or
the theatre-imstitution of generic speeches.

Obviously, there are many different forms ot relationship
and cultural relativism, that prevent us from saying that one
torm is a priori better or healthier than other forms. The form
we have called the theatre-institution gives us the opportunity
to extend our investigation a little further, cven if only in a

sometimes,

TEXT AND STAGE —————

negative way. What is the ‘impelling reason’ for its hegemony?
It is the presumed functioning of s two partners, which in
turn is based on ‘adherence to realiny’.

But are repertory-text and the acadenuc stage really so
healthy? Let us consider the tormer for a moment, already
accepting that each of the following athrmanons will have at
least one exception, a fact which merely confirms their
validity as rules.

In repertory-text there are no silent characrers who are
important in the overall plot, no characters which, while no
being prevented from speaking, choose to be silent. There are,
on the contrary, characters who declare their silence, that s,
characters who speak of their desire not to speak.

In repertory-text there are no disassociated, schizophrenic
characters who coneretely manifest a contradiction between
thinking and doing. There are, however, characters who,
speaking, expose the often piercing contradictions of their
thoughts and who from time to tme act in a way which
conforms to direction.

In repertory-text there is no simultancity of actions, that s,
there are no differing  (but cqually important)  actions
occurring at different places at the same time. Neither s chere
temporal displacement: the betore and after, with respect to
the now of the action, only occur as memories and dreams
related in the present.

One could continue in the same vein, analysing, for
example, the only slightly realistic state of the monologue, but
this would not be particularly helpful to us. It 1s usetul,
however, to point out how all the above mentioned
‘pathologies’ (which are, 1 repeat, only true as statistics or
maxims) are explicable and necessary it one observes with a
less chan normally pious eye the state of health of the other
partner, the academic stage.

The absence of silent characters in repertory-text
compensates for the pathology of the acadenuc stage, where
an actor regularly and for consistent periods of time can be on
stage and in a scene only when he is speaking. Another
characteristic of the academic stage is equivalent o che
incoherent coherence of schizophrenics: the academic stage is
a gesture tradition which favours macro-movements, those
which have a clear and codifiable semantic co-respective,
rather than micro-movements considered cither o subtle o
be significant, or, even worse, deleterious to the general
action, like a noise in the background.

Are the ‘to oneself’ and ‘asile’ speeches, which are
declaimed in such a way that they reach the last row of the
theatre, consistent with reality? And what can be said of the
curtain between one act and another? Te was not by accident
that the curtain was adopted in the second halt of the 1700
just when the statutes of the theatre-institution were being
established. It is obvious that cach of these pathologies, and
others, are equivalent o and compensate tor, with respect 1o
an adherence to reality, a symmetrical pathology m the tex.
The fact that they can be legnimately called conventions
takes nothing away from the tact that they are, however,
conventions  motivated by the  specific  collaborative
relationship between the text and the stage.

‘Poor’ text and ‘rich’ stage

Etienne Decroux, discnssmg the relationship between nume
and words, wondered abour the chances tor a successtul
meeting between the two, and generalising, concluded dhat
the two could contract a profitable relationship only it one ot
the two is ‘rich’ compared to the ‘poverty’ of the other: two
richnesses are not complementary. Let us 1oy to explore this
idea a licde turther..



- TEXT AND STAGE

4-8. Hamlet through the ages: interpretations ot the play by Gordon Craig (top lett);
André Antoine (below left); John Barrymore (right); Sarah Bernhardt (p.241).
Gordon Craig’s directonal inventions — we see here his design for the Hamlet
produced at the Moscow Art Theatre w 1911 - revealed new possiblities for the
use of t and space in modern directing. The 1908 nuse-en-scéne at the Thédtre
Antotne in Pans had actress Suzanne Després (first on the right in the photo) i the
lead role, an attempt to reverse the traditional interpretation of the character which
had prevailed during the 19th century. The desire for change and the phenomenon

Poverty is not misery. One associates poverty with sobriety,
rigour, severity. Austerity, perhaps, is the word which comes
closest. Austerity, understood here as poverty, rather than
evoking the desperate and unprogammable disorder of misery,
has more in common with the proper balancing of a budget. It
is a line of conduct which is primarily attentive to what is
essential. A person living in ‘dignified poverty” is spoken most
highly of, precisely because he is able to ensure that his family
does not lack the essentials. Poverty, then, as austerity, as
precise direction, or, also, as toughness, rigidity, programm-
ability: almost exclusive attention to the essential.

Richness is not only opulence. The term rich can be used to
refer to a drapery, a pattern-hook, a line. In all these cases the
term has nothing to do with value or with price, but rather
with variety, configuration, with unprogrammability, whether
it be that of a curved line or of a pattern-hook. A rich drapery
can also be made with a poor fabric. A rich assortment can
also be an assortment of knick-knacks. Richness, then, as
tlexibility, as variety, ordered and living disorder.

In the context of the definitions which we have tried to
delineate here, Decroux’s affirmation appears to be something
more than a tempting metaphor. It is perhaps a general
principle which, upon reflection, can he seen to define the
internal dialectic of every vital and artistic process in its state
of being and becoming. The foregoing will be considered here
as a regulatory hypothesis.

of star-worship went hand m hand when it came to Sarah Bernhardt (1844-1923)
ind John Barrymore (1882-1942), seen here in a photo from 1923, With
director-oniented theatre came the taste for a modern and expressionistic

en-scéne of Shakespeare’

¢'s tragedy, a tendency represented here by a project of
Meyethold's According to Alex Gladkov, Meyerhold was to have maugurated his
new theatre with a Hamlet designed by Picasso and played by actress Zimaida Rajkh
(1894-1939), seen here in a photo from a rehearsal (1937).

m

Seen in the light of this hypothesis, the text-stage
relationship must be considered as a poor/rich relationship,
that is, developing the concept by means of para-synonyms,
rigid/flexible, programmable/unprogrammable, specific/varied,
and so on. Given the correspondence between the terms in
the original pair (text/stage) and the terms in the recently
introduced pairs, it will be necessary to consider, even if it
may seem paradoxical, that the text = poor and the stage =
rich.

In what way can the text be defined as the poor pole in
relation to the stage, which in turn is defined as the rich pole?
In its dialectic with the stage, the text is the direction factor,
the element of programmability, the barrier which (because of
friction or resistance) allows the scenic factors of variety, of
non-programmability, of disorder, to express their own energy
as richness. Paradoxically, for those theatres throughout
history in which the text has torally dominated the stage,
what is expressed is not a richness of the text but actually its
austerity, its intransigence, the prcdnmin.uion of a program-
ming which submits the entire life of the performance to the
textual narrative. Even more paradoxically, when the stage
has tried to express its richness without the resistance of text,
this very richness has been transformed into its parody,
opulence: not ordered disorder, but chaos; not variety, but
indiscriminate proteanism; not elastic flexibility, but flaccid
inclasticity.

240



—— TEXT AND STAGE

One must ask oneself if the same dialectic might not also be
found at the synchronous level and at the very core of the two
poles which define it: if perhaps the ‘life’ of the text and the
stage is not also the result of a text/stage, poor/rich,
rigid/variable relationship. This leads us immediately to a
re-examination of the notion of dramaturgy.

Dramaturgy

Dramaturgy has always been understood as something which
has to do only with text. The actor’s or director’s dramaturgy,
have until now been only metaphorically discussed. Eugenio
Barba has written:
‘the word ‘text’, before meaning spoken or written, printed
or manuscripted text, meant ‘weaving'. In this sense, there
15 no performance without text. That which concerns the
‘text’ (the ‘weaving’ or ‘thread’) of the performance can be
defined as ‘dramaturgy’, that ts, drama-ergon, the work of
the actions. The way in which the actions work is the plot.”
Leaving aside for the moment this interesting definition of
text, let us try to develop the considerations more specitically
with respect to dramaturgy. .
Dramaturgy is seen as ‘work’ in a way that seems to me to
be totally consistent with the meaning of the word as it is used
in physics. In physics, work is not synonymous with energy.
Energy expresses the capacity to carry out work and this only
occurs when a force is manifest in movement. In a certain
sense, work is the intermediate phase between energy and the
specific movement of a torce, and it is the phase which makes
it possible for energy to be explicitly modulated. Dramaturgy
understood in this way thus appears as the tilter, the canal, by
means of which energy takes form in movement. Actions
carry out the work, whether they be actions understood in the
Aristotelean sense, and therefore part of the text, or whether
they are actions in the more direct sense, the actions of the
actors, the props, the lights, etc., that is, actions which helong
to the stage.

One can therefore atfirm that there is a text dramaturgy
and a dramaturgy of all the stage’s components. And that
there is also a comprehensive dramaturgy, the dramaturgy ot
the performance, in which both the actions of the text and
the actions of the stage are interwoven. Dramaturgy seen trom
this perspective can be considered as the concept which
unifies the text and the stage as well as the concept which
makes it possible to formulate in less vague and clusive terms
that which has often been called “lite” whether it be the life of
the text, the stage or the performance.

But let us return to the principal argument. Both the
actions of the text and the actions of the stage carry out
‘work”: but where does the energy come from which makes
this work possible? The answer to this question lies i what
was discussed previously with respect to the text'stage
(poor/rich) dialectic. Both the energy of the text and the
energy of the stage are actually determined by the friction or
resistance between the opposed and complementary poles of
the dialectic. Barba defines the two types of ‘plot’ as:
‘concatenation’ and ‘simultaneity’. We can add a further
refinement to this proposal, synthesised as follows.

Theatre is the result of the collaborative relationship
between the text and the stage: this was the initial hypothesis.
We then questioned the nature and  dynamics of this
relationship, proposing to consider it hoth diachronically and
synchronously as a relationship hetween a poor pole (rigid,
programmable) and a rich pole (tlexible, non-programmable).
We then proposed the hyvpothesis that the peor/rich dralectic
is not established only between text and the stage but also
within both the text and the The defimition ot
dramaturgy proposed by Eugenio Barba has pernutted os t
see this dialectic (the dialectic of the text, of the stage, of the
entire performance) as the work of actions, work made
possible, in terms of necessary ener by the triction,
resistance, or opposition between the poor element and the
rich element of the relationship. The concatenation and
simultaneity poles thus make it possible for us now te

stage.

nane
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and operatively define the two poles of the dialectic.

Concatenation = poverty, rigidity,

the essential, programmability = the text.

Simultaneity = richness, flexibilivy, variety,

non-programmability = the stage.

Seen from this point of view, the ‘text’ of the text, the rigid,
directed, programmed element, is the conflict (as defined by
Szondi) and the narrative. The ‘stage” of the text, the flexible,
non-directed, non-programmable clement, is the character
and all that has to do with the character (dialogue,
micro-situations), ahove and beyond the direction imposed by
the conflict and the story. The ‘text’ of the text is its
concatenation component, and the ‘stage’ of the text is its
simultaneity component, the diverse and often contrasting
but co-present aspects which emerge in the character and,
literally, enrich it. The friction between concatenation and
simultaneity gives rise to the energy by means of which the
work of both macro- and micro-actions is revealed in
movement, logical even if non-programmable, varied even if
directed: that is, in the life of the text.

As far as the stage is concerned, the ‘text’, the directed
element, is that which has to do with meanings, or, as
Ferdinando Taviani proposes, with the ‘accorded meanings’,
while the stage is that which has to do with the ‘non-accorded
meanings.  We could v, with greater semiological
correctness, that the text has a communication function, while
the stage has a significative function, or that the directed pole
has to with signs while the non-directed pole has to with
signals.

Briefly outlining the dramaturgy of the performance, we
could suggest that the textual pole (deriving from hoth the
text and the stage), performs the function of guaranteeing a
semantic anchor for the spectator and that the stage pole (it
also deriving hoth from the text and the stage) performs the
function of guaranteeing an opening, a zone of profound
truition, or at least, a more personalised zone.

Role type and character

The text/stage dialectic between the respective poles of the
primary relationship can be clarified by briefly going deeper
into some of the questions relative to the actor.

Actor and character are the two poles of a duality which
have been the subject of considerable historical and
theoretical investigation. The actor who enters the character;
the character which, adapting itself, enters the actor; the
actar and the character which meet at a point halfway
hetween them; the actor who fixes and maintains a critical
distance from his character ... these are only a few of the
more familiar formulations regarding this issue. Then there is
sensitivity and insensitivity, hot and cold, technique and
talent, possession and division, the ‘absurd profession’ ... one
could continue at length with these references which are
evidence of a metaphorical attention to the myth of the actor
more than of a real attention to his person.

But how, concretely, does the actor’s work, as it is
understood in relation both to Stanislavski and to physics,
develop? What does it feed on, where does it draw its energy
from? As a heuristic hypothesis, one can sustain that the
actor’s work is nourished by the friction or resistance between
a rigid and directed pole, the text, and one which is on the
other hand variable and non-directed; again, the text and the
stage. The work method consisting of parts and rdles
illustrates exemplarily what we have been discussing here. It is
a method which actors have used until recently in an explicit
way and which they still perhaps use, indirectly and
incompletely, even today.

—— TEXT AND STAGE

This method can be briefly summarised as follows. Each
theatre company was constructed on the basis of roles (lead
actor, young actor, lover, noble father ... to name but a few)
cach of which was given to a particular actor. The actor took
on a certain role because of his physical appearance, voice
type, ectc.,, that is, on the basis of extra-theatrical
characteristics and also on the basis of other parts he had
previously played. The role, then, was not only the sum of
individual parts, but also something which, while deriving
from the parts, determined them, both in the process of their
being undertaken and in their treatment. In any case, it is
possible to say that in the actor’s work, the rdle constituted
the rigid element (the text) while the individual parts were
the variable element (the stage).

With respect to his role, the actor could ‘work’ on his
particular character, causing it to interact with the role by
means of friction or resistance, hoth in relationship to the
specific part and in relationship to other analagous parts
contained in the same role. The parts of the rdle, as an aspect
of the phase of work, constituted the ‘pattern-haok’ of
variability which has often been referred to: a variability,
then, which was not indiscriminate but controlled by the
relative rigidity of the rdle. Perhaps the relationship becween
part and sub-text in Stanislavski’'s ‘method’ could he
considered in the same terms; training, practiced by many
group theatre actors and imposing the continuity of exercise,
could be seen to have an analagous function, providing these
actors with a rigid barrier, a ‘poor’ reference point, in short, a
kind of role on which (and against which) the actor causes
the part to interact.

During the process of the construction of the character it is
possible to actually see the role and the part, the text and the
stage, the poor pole and the rich pole of the relationship at
work. This visibility usually ends at the moment of the
performance, that is, when the process of construction is
completed, when the spectator and the scholar are induced to
infer that such an interaction is not present and was not
present before and behind the curtain. But in this case
something occurs which is similar to what occurs at dusk
when one looks out to where the sky and the sea meet. It
seems that there the sea and the sky blend, that they literally
melt into each other and are a single thing. Naturally, we
know that this is just an optical illusion and to convince
ourselves that this is so, it is enough to look first at the
horizon and then at the coastline and we see that the sea and
the sky are visibly separate.

What produces this optical illusion? Not the elimination of
difference, but only the climination of distance. And so it is
with the actor’s work. In the moment of performance (and
only in the best cases), while maintaining the substantial and
vital ditference between role and part (between the text and
the stage, between rigid and variable), distance is eliminated.
The two poles come together, adhere, making the spectator
see the optical illusion of an identity. But to get closer to the
coastline here, it is necessary to go behind and before the
curtain, into a space which spectators, because of convention,
and scholars, because of laziness and prejudice, are wary of
entering.
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9-12. Humlet through the ages: Karel lor (top left); Alee Guinness (top right); Laurence Olivier (bottom left); Ingmar Be
director Karel dlar (1885-1935) belongs to the generation and milicu of the grear theatrieal expenimenters of the Twenti

modern dress production of Hamlet mounted by Tyrone Guthrie (1901-197 1 ar London’s Ol Vie Theat
Hamlet. But it was the famous tilm version of the play produced by Laurence Olwier (19
to the attention of the large cinema-going public. Ingmar Beraman's version is a rea
existentialism and by film. In the photo the actors are: Peter Storman (Hamlet), Gui
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TRAINING

FROM ‘LEARNING’ TO
‘LEARNING TO LEARN’

EUGENIO BARBA

When it comes to observing the Noh, those who trudy understand
the art watch it with the spinit, while those who do not merely
watch it with their eyes. To see with the spinit 1s to grasp the
Substance; to see with the eves is merely to observe the effect. Thus
it 1s that beginning actors merely grasp the effect and try to imitate
that.

(Zeami, Shikadensho)

The myth of technique

During our first years of work, we too believed in the ‘myth of
technique’, something which it was possible to acquire,
possess, and which would give the actor conscious mastery of
his body. So, at this stage, we practised exercises to develop
the dilation of the eyes, for example, in order to increase their
expressiveness. They were exercises | had observed in India in
1963 while studying Kathakali actor training.

Like in a melting pot, where the most disparate metals fuse,
I began by trying to blend together, inside myself, the most
diverse influences, the impressions which for me had bheen the
most fertile: Oriental theatre, the experiments of the Great
Reform, my personal experience in Poland and  with
Grotawski. I wanted to adapt all this to my 1deal of technical
perfection, even in the part of the artistic work which we
called composition, a word which had arrived at Odin Teatret
via the Russian and French terminology and Grotowski's
interpretation of same. I believed that composition was the
actor’s ability to create signs, to mould his body consciously
into a deformation which was rich in suggestiveness and
power of association: the body of the actor as a Rosetta stone
and the spectator in the role of Champollion. The aim was to
attain consciously, by cold calculation, something which is
warm and which obliges the spectator to believe with all their
senses.

In the first stage of our work,

all the actors did the same
exercises together, following a common collective rhythm.
Then we realised that rhythm varied for each individual.
Some people have a fast vital thythm, others a slower one.
We hegan to talk about organic rhythm, not in the sense of a
regular beat but of variation, pulsation, like the rhythm of the
heart. This perpetual variation, however minute, revealed the
existence of a wave of organic reactions which engaged the
entire body. Training could only be individual.

This faith in technique as a sort of magic power which
could render the actor invulnerable also guided us in the field
of voice work. At first, we followed the practices of Oriental
theatre: straightforward imitations of certain timbres of the
voice. Using Grotowski's terminology, we called the different
In Oriental theatre training, the
student learns entire roles mechanically, with all the vocal
nuances, timbres, intonations, exclamations — a complete
tabric of sounds perfected through tradition which the actor
must repeat precisely in order to gain the approbation of a
critical audience. We too began coldy to find a series of
timbres, tones and intonations, and exercised them daily.

This period of calculated work, of pure ‘technicity’, seemed

voice tones ‘resonators’.

1. Iben Nagel Rasmussen in a demonstration of her early trammg at Odin Teatret
(Holstebro ISTA, 1986).

to confirm that the hypothesis of the actor-virtuoso was

correct. The effects produced were interesting.

A decisive phase

Our experience entered a decisive phase when I said to each
of my actors: ‘Go your own way, there is ho common method.’
Whar happened? With the loss of an external reference point,
each actor's work became more difficult, but also more
personalised. After more than twenty years, some of my actors
still train regularly. The meaning of this work belongs to them
alone. And yet they know that training does not guarantee
artistic results. Rather, it is a way of making one's intentions
coherent. If one has chosen to do theatre, one must do
theatre. But one must also shatter the theatre’s framework
with all the power of one’s energies and intelligence.

Total presence

The way performers exploit and compose the weight/balance
relationship and the opposition between different movements,
their duration and their rhythms, enables them 1o give the
spectator not only a ditferent perception of their (the
performers’) presence, but also a different perception of time
and space: not a time in space, but a ‘space-time’.

It is only by mastering the material opposition between
their weight and their spinal column that the performers
acquire a yardstick with which they can measure their work.
They can apply this yardstick to all other physical,
psychological and social oppositions in the situations which
they analyse and articulate in their creative process.

The process of mastering one'’s own energies is extremely
long: it is a veritable new conditioning. At first the performer
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2. Roberta Carreri and Julia Varley during traming at Odin Teatret, 1982 - 84.

is like a child learning to walk and move and must repeat the
simplest gestures ad mfinitm in order to transtorm his inert
movements into action.

Our social use of the body is necessarily a product of a
culture: the body has been incultured and colonised. Tt knows
only the uses and perspectives for which it has been educated.
In order to find others, it must be detached from its models. It
must inevitably be directed towards a new form of ‘culture’
and undergo a new ‘colonisation’. It is precisely this path
which makes performers discover their own life, their own
independence and their own physical eloquence.

The training exercises are this ‘second colonisation’. (...)

An exercise is an action which one learns and repeats after
having chosen it with very precise objectives in mind.

For example: an actor wants to be able to go down onto his
knees while bending both legs at the same time. At a certain
moment, as he moves his body downwards, he loses control,
his weight takes over, and he bangs his knees on the floor.
The problem is therefore to find a counter-impulse which will
permit him to go down to the floor, even rapidly, yet without
hitting his knees and hurting himself. In order to solve this
problem, he must find an exercise and repeat it.

Another exercise might be the result of trying to solve the
problem of how to shift one’s weight forward to the point
where one no longer has control over the body. At this
moment, the body, pulled by the force of gravity only, falls
forward. It is therefore necessary to tind a counter-impulse in
mid-tall which enables one to avoid falling torward and o
lower oneself to the side so as to absorb the shock of meeting
the ground, gradually, along the side of the hody.

The meaning of an exercise resides, finally, in:

1. beginning with a precise action which projects all

energies m a determined direction;

TRAINING

oni Cots duning traming at Odin Teatret

2. giving a counter-impulse in mid-process which produces
a deviation of direction and a change of dynamics and

3. managing to conclude in a precise position which
contains the impulse (the sats) of the next action.

In this way, one builds up & whole series of exercises which

one can learn and repeat, just as one repeats the wo

language. At first, the exercises are repeated like the words ot

a foreign language one wants to learn, in a mechanical

fashion, but later they will become absorbed. will begin t

It 1s

small

come on their own. Then the performer can choose
possible to make a long training with even a
number of exercises. The exercises can not only be repeated
in a different order, they can also he done with ditterent
rhythms, in  different  directions,
introverted manner, by putting the accent on one or
of its phases. It is like the meaning of a sentence which, in
spoken language, is not only the result of syntax but also o
the stress and the tone which undetline certain words. S
in training, where the same chamn of exercises takes on various
logics, depending on the accents used

verny

in an extroverted or

inother

It is the rhythm which is important, the t one
exercise to another, and the organic wayv in whic he
performer directs the resulting chain. It is the same proces
which occurs in spoken  language, where one  doesn't

pronounce words in a staccato fashion, but makes the end ot
cach word coincide with the be ginning ot
of waves which retlect emotional and ran
moments of slowing down and of suspensior
force and incisiveness.

Total presence has nothing o
pressure or with  the 1 P
performer can be extremely concentr
this immobility keep all energies in

the next, in a series

scarch  for
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bow, ready to let the arrow fly.

What then is the value of an exercise once the performer
has mastered it? It will no longer be of any use to repeat it,
since from now on there will be no resistance to overcome. It
is at this point that the other meaning of the word exercise
comes into play: to put to the test. One puts one's energies to
the test. During his or her training, the performer can model,
measure, explode and control their energies, let them go, and
play with them, like something incandescent which is
nevertheless controlled with cold precision. Using the training
exercises, the performer tests his or her ability to achieve a
condition of total presence, a condition which he or she will
have to tind again in the creative moment of improvisation
and performance.

In fact, all physical exercises are spiritual exercises which
are part of the person’s overall development, his or her way of
making their physical and mental energies burst forth and be
controlled: those energies of which one is aware, which can be
described with words, as well as those of which one is unable
to speak. (...)

It is essential to transmit one's experiences to others, even
at the risk of creating epigones who, out of excessive respect,
will only repeat what they have learned. It is natural for
someone to begin by repeating something which one does not
own, which neither belongs to one's history nor arises from
one's own research. This repetition is a point of departure
which will permit the performer to make his or her own
voyage.

Pierre Boulez once wrote that ‘it is the relationship between
bad fathers and bad sons’ which makes cultural and aesthetic
evolution possible. The risk one runs is of being a good father
or a respectful son.

The worst thing is the lack of any relationship between
father and son. Influencing a student is, according to common
opinion, negative. The mark of influence is thought to reveal
an unhealthy relationship. But one gets nowhere with this
way of thinking: we are all influenced by someone. The
essential issue is the nature of the charge of energy which is
released by the relationship: whether the influence is strong
enough to make it possible to go a long way or whether it is so
weak that it results only in a step on the same spot.

The period of vulnerability

The first days of work leave an indelible imprint. In the first
days of his/her apprenticeship, the performer has all his/her
potentialities intact: S/he then begins to make choices, to
climinate some potentialities in order to develop others. S/he
can enrich their work only hy narrowing the territory of
his/her experiences, in order to he able to penetrate more
deeply.

This is the period of vulnerability.

Every apprenticeship, every performer who begins to work,
is characterised by the acquisition of an ethos. Ethos as scenic
hehaviour, that is, physical and mental technique, and ethos as
a work ethic, that is, a menrtality modelled by the
environment, the human setting in which the apprenticeship
develc ps.

The nature of the relationship hetween master and student,
between student and student, between men and women,
between old and young, the degree of fixity or elasticity in the
hicrarchy, norms, demands and limits which the student is
placed under — all these factors impregnate his/her artistic
future.

In other words: one must select without suffocating.

This apprenticeship dialectic is constant, whether it takes
place in theatre schools or in the more direct relationship
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hetween master and student, in the performer's practical
initiation, from when s/he first starts to ‘rise from the ranks’,
or in autodidactic situations.

Serious impediments, which can suftocate the performer’s
future development, sometimes arise for unnoticed reasons.

In the period of apprenticeship, with unconscious violence
or in order to be expedient, the student often arbitrarily limits
the territory in which s/he explores the individual propensities
of his or her energy. The range of the orbit whose poles are
the vigorous animus-energy and the soft anima-energy are thus
reduced. Some choices, apparently ‘natural’, become a prison.

If, in the period of apprenticeship, a male student adapts
himself exclusively to male réles, or a female student adapts
herself exclusively to female roles, then s/he is already
undermining the exploration of his or her own energies on the
pre-expressive level.

Instead, during apprenticeship, individual differentiation
can undergo the negation of the differentiation of the sexes.
The field of complementarity dilates. This is seen in the
Occident (in modern dance, in mime or in certain theatre
groups) when in training — work on the pre- expressive level —
no account is take of what is masculine or what is feminine; or
in the Orient, when a performer takes on masculine or
feminine roles indiscriminately. The double-edged nature of
the performer’s particular energy hecomes tangibly evident.
The balance between the two energy poles, vigorous and soft,
animus and anima, is preserved.

These four texts by Eugenio Bavba are excerpts from the following arucles:
1. ‘Words or Presence’, in Beyond the Floating Islands, Performing Arts
Journal, New York, 1986.

2. 'Seminar on Tvainng at the Universiey of Lecee’, in F. Taviani, 11
Libro del'Odin, Feltrinelli, Milun, 1975.

3. "The Way of Opposites” in Beyond the Floating Islands. Performmg
Arts Jowrnal, New Yok, 1986.

4. “The Actor's Energy: Male/Female versus Anomus/Anima’ in New
Theatre Quarterly, Vol. I11, No. ll; Cambudge University Press,
Cambridge, 1987.
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TRAINING
INTERCULTURALLY

RICHARD SCHECHNER

What is training for? I think of five functions that do not
always exist separately. They overlap. In North America we
train performers so they can interpret dramatic texts. That is a
Euro-American cultural need. For this job of interpreting of a
variety of texts from many periods in different styles you want
flexible performers, people who can play Hamlet one day,
Gogo the next, and Willie Loman the day after. Training to
do this means that the performer is not the primary author or
guardian of the text. He is the transmitter. And you want a
transmitter to be transparent, as clear as possible.

The second function of training is to make the performer
into one who transmits a ‘performance text’. The performance
text is the whole mulii-channel process of communication
that makes up a performative act. In some cultures, in Bali
and Japan, for example, the notion of a performance text is
very clear. No Drama does not exist as a set of words which
are then interpreted by actors. No Drama exists as a set of
words inextricably woven into musie, gesture, dance, methods
of recitation, and costuming. We must ook at No not as the
realisation of a written text but as a total performance text,
where during portions  of the performance non-verbal
components are dominant.

These performance texts — No, Kathakali in India, classical
ballet — exist as networks of behaviour rather than as verbal
communications. It is not possible ta translate performance
texts into written texts. All attempts at ‘votation” can be only
partly successtul. Training for the transmission of pertormance
texts is  fundamentally different than  training tor the
interpretation of dramatic texts

The third function of training — not too well known in
Euro-American culture but very well known in Native
Anmerica, Japan, and elsewhere — is the preservation of secret
knowledge. Methods of performing are valuable and they
belong to specitic tamilies or groups who guard their secrets
carefully. To be selected for training is to gain access to
esoteric, powerful, closely-guarded knowledge. This gives
performance a power. Training is knowledge, knowledge is
power. Training is the link to the past, to the other worlds of
reality, to the future. And for a person to have access to
performance knowledge is both a special privilege and a
dangerous risk. It's not advertised, otfered for sale at schools,
or freely written up in books.

This is the way shamans work. To shamans, performance
knowledge is not simply about how to entertain, although it
does not  disparage  entertainment, but goes  bevond
entertainment to getting at the core of the culture. The
shaman is a performer whose personality and tasks put him ot
her at the fringe or the margin, but whose knowledge locates
him or her at the centre. There is always that terrible tension
between the centrifugal and the centripetal. Sophocles’
Philoctetes is a kind of shaman - to get use of his bow society
must put up with his stinking wound.

The first two functions of training - the interpretation of
dramatic texts and the transmission of performance texts
can be abstracted and encoded. But this third — the learning
ot secrets — can only be acquired person-to-person. It is a most
intimate process.

The fourth function of training is to help performers
achieve self-expression. This is an outgrowth ot individualism.
This kind of training specialises in getting the inside out =1 is
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45.(top) Interpretation of
Nade Iy Perer Wens (1904)
dancer Swasts Widjaga Bandes
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6-7. {top) Transmission of the secret: page from the manuscript by Zeamu, the
founder of Noh theatre, on the interpretation of female roles. Zeami's treatises,
wntten in the 15th century, remained a secret kept by Noh actor-famulies until the
beginning of this century. (below) Self-expression: ‘plastic’ training by Ryszard
Cieslak (1971}, one of the actors most representative of Grotowskr’s Teatr
Laboratorium. Beside him stands Tage Larsen, at that time just beginning his work
with Odin Teatret

more concerned with psychology than behaviour. This kind of
training is manifest in Grotowski's work, Stanislavski’s, and
the Actor's Studio. Personal expression is closely woven into
the interpretation of dramatic texts. So that we have Olivier's,
Burton’s, Brando's, Langella’s Hamlet, but not England’s or
America’s or Canada’s Hamlet. The performer comes through
the role. This kind of performer does not add to or vary a set
role but shows himself in and through the role. The performer
has a fuller claim on reality than the role. The role exists as a
dramatic rather than a performance text. The personal
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expression of the performer is somehow twisted and kneaded
into the interpretation of the written text. The text takes on a
distinct personal flavour. And thereby, audiences enjoy both
the sense of a collective act and the participation in a private
revelation.

The fifth function of training is the formation of groups. In
a culture as individualistic as the Euro-American, training is
needed to overcome individualism. Even to work together as
a group takes extensive training. Group expression with
individual variation is the norm in Japan and India. It must be
learned in Euro-America. Interculturally, there are two kinds
of group training. In individualistic cultures, groups are
formed to stand against the mainstream. In cultures with
traditions of collective performances, the group is the
mainstream. The group is either biological or sociological. Its
bonds are very strong. And its leader is a ‘father’ or ‘mother’
who teaches the ‘children’. Groups draw on the strongest
allegiances a culture can offer. That's why Euro-American
groups sometimes resemble families, religions, or political
cells.

Let me now summarise these five functions of training:
. interpretation of a dramatic text

. transmission of a performance text

. transmission of secrets

. self expression

. group formation

Y o B

This text by Richard Schechner 1s an excerpt from a talk given by
him at the University of Toronto, Canada, in 1981. Subsequently
expanded, it was published as The Performer: training interculturally,
in Between Theatre and Anthropology (University of Pennsylvania
Press, 1985).

8. Group tormation: Roberta Carrent tranuing at Odin Teatret (1974)
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TRAINING AND THE POINT
OF DEPARTURE

—— TRAINING

NICOLA SAVARESE

It is one’s fivst day of work which determines the meaning of one’s
jowrmney in the theatre.
(Eugenio Barba, Beyond the Floating Islands)

Preliminary considerations

Contrary to what one might think, Oriental performers do
not, strictly speaking, undergo training: starting in carly
childhood, they often learn a performance score by imitating a
master, and repeat it until they have mastered it perfectly and

can both perform it on its own or can link it to another score
without becoming confused. The learning thus takes place
during the accumulation of the part and usually I
determining the roles or types of roles best st
performer’s physical and aesthetic The ume taken
for this learning assures the quality of the result

the

qu lities
hecause the
performances have been repeated tor centuries, the scores
have become very sophisticated and their exact execution is
guaranteed by the transmission of a living tradition from
father to son.

The same must have been true for European
so-called ‘Art families’, but the pedagogy was undoubtedly
very different, being based primarily on text, although not to
the exclusion of movement and mime. The young apprentices
began with a small réle and took on larger and more
important roles as they gradually became more experienced.
The actors would perform one play and rehearse the following

1ICLOTS

9-10. Actors walking on their hands: (top) Japanese acrobats i a late 19th cent
Design).
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Panigrahi domg the ‘bridge’ during her apprenuceship.

play at the same time, until they had built up a more or less
extensive repertoire. Their physical attributes and natural
gifts were just as important as time in determining the quality
of the performances. We should note that for both Oriental
and Occidental performers, we are referring here to standard
situations; the exceprions were a completely different story.

In the Occident, it was not until the beginning of the
twentieth century that the necessity for performer preparation
independent of production was affirmed. This was in reaction
to the conservatories and schools of the nineteenth century
which had institutionalised the performer training described

above based on the learning of texts and the elaboration of

roles. Professional preparation, study and training, and the
invention of performer pedagogy are  revolutionary
innovations initiated by the and ateliers which
prioritised the formation of the performer rather than
performance  production.  (cf.  Apprenticeship:  Occidental
examples).

The concept and practice of performer training was
considerably developed by Grotowski and his  Wroclaw
theatre laboratory in the Sixties. From Grotowski on, the
word training became an integral part of Occidental theatre
vocabulary and does not refer only to physical or professional
preparation. The purpose of training is both the physical
preparation of the performer and his personal growth above

SC h« S l1.~

and beyond the professional level. Tt gives him a way of

controlling his body and directing it with confidence in order
to acquire, in a word, physical intelligence.

The profound commitment which such a process implies, as
well as the results obtained by the actors in Grotowski's

laboratory, had tremendous repercussions on the way of
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11-12. (lefr) Peking Opera actor Tsao Chun-Lin helping a participant at the Bonn ISTA (1980) find the correct position for the ‘brid,

se’. {right) Odisst dancer Sanjukta

thinking about performer training and technique. However,
conditioned by the phenomenon of indirect knowledge and by
the way knowledge is disseminated, more attention ended up
being given to the form of training and less to its content.
And thus the myth of training and physical exercises was
born. In auto-didactic and autonomous theatre groups,
training hecame the indispensable key to the performer’s art.
But training can only serve this function if its more complex
and deeper aspects are understood. The problem of training
today is that many people think that it is the exercises which
develop the performer, when in fact the exercises are only the
tangible and visible part of a larger, unitary and indivisible
process. The quality of training depends on the work
atmosphere, the relationships  between individuals, the
intensity of the situations, the modalities of group life. As
Eugenio Barba puts it, ‘it is less the exercise itself than the
temaperature of the process which is decisive’.

These were among the first discoveries made by Odin
Teatret from 1964 to 1966, the years in which research on
physical training was carried out in Grotowski’s Teatr
Laboratorium in Poland and in Odin Teatret in Denmark.
From there, it slowly spread to the United States via
Grotowski and the rest of Europe and South America via
Eugenio Barba and his actors.

Exercise models

Training as elaborated in the Occident by masters such as
Grotowski and Barba underwent a process ot development. At
first, the actor had to learn and master fragments of exercises,
or patterns, until he was able to use them to model his
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13-15. (top} The ‘bridge’ in the training exercises at Grotowski's Teatr
Laboratorinm. The actor on the right is Ryszard Cieskak. (bottom lett) Kathakalt
students at the Kalamandalam School (Kerala, India) in the *hradge’ exercise

{bottom right) Egyptian dancer: drawing on stone tound i the Sagqara ni

energies. At the end of a certain period of time, depending on
the actor's individual abilitics and the ‘temperature of the
process’, the actor was no longer executing learned exercises
but controlling something more complete and deeper: the
principles which make his body live on the stage.

Once again, these are the principles of balance, of
opposition, of variations of thythin and intensity (as Decroux
would say, ‘dynamo-thythm’) which become a kind of sccond
conditioned reflex, the base on which the actor can build his
power and his ability to attract the spectator’s attention. It is
also for this reason that any exercise can be used, as long as it
respects certain elementary rules.

It is therefore interesting to note that one of the first
exercises used by Grotowski and Barba, the ‘hridee’, is also
one of the first, preliminary exercises learned by Oriental
petformers (L1112, 14), in Kathakali, in Odissi dance, and in
the Peking Opera. One must learn how to mould the spinal
column, how to make it work against its natural inclination to

lean forward, so that it can become the helm which directs
and orients the rest of the body. This is done coldly b
of exercises, without excluding the possibility of giving these
exercises a performance dimension, ot
performance, as is shown by this stone engravii
Egyptian Jancer (ill.15). But as we have said,
training is not utilitarian, at least not directly
ll.ll\\]\l;bll.]\ ClC., arg the
form of training, but cspecially
CONLENI.
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natural way imaginable, speaks without giving the least sign of
being out of breath. Often there are perfectly co-ordinated
duels or battle scenes, or exits and entrances in which
acrobatics are used by a character to announce his physical
presence. Other times, acrobatics underline passages in the
dialogue or interrupt the action of a slow-paced scene with a
surprise effect.

Examining this phenomenon more closely, one realises that
it is actually a process of an action rhetoric. In Chinese theatre,
the heroine is often attacked by enemies who threaten her
from all sides. But since it is impractical to bring whole armies
on to the stage, she repels the attack alone. And so we see her
tend oft the arrows and lances hurled by innumerable
assailants, literally using her hands and feet, her elbows and
shoulders and back.

In Kabuki theatre, the heroic samurai would not stoop so
low as to fight with attackers of inferior standing. A single
gesture from the samurai starts a chain reaction of fatal falls
among the ranks of his enemies. Here again, an action rhetoric
is physically respected. It is as if Hamlet was expressing his
famous doubt with a series of perilous leaps. Such an
interpretation would perhaps be out of place in the
Occidental tradition, but it would give the spectator, without
boring him, an appreciation of the physical dimension of
Hamlet’s dilemma. Is such a way of performing conceivable in
the Occident? The history of Russian theatre at the beginning
of the century shows that it has already been done.

Many sources of inspiration converge in training: Oriental
theatre has contributed both its dynamics, and more directly,
the acrobatic exercises from Chinese and Indian theatre. The
influence of these elements is obvious in Grotowski’s and
Barba's theatres but these familiar achievements should not
make us forget an essential aspect of these virtuosity
techniques: it is not only a question of learning to do perilous
leaps, but of confronting a potentially even more dangerous
enemy. The acrobatic exercise gives the performer the
opportunity to test his power. At first, the exercise is used to
help him overcome fear and resistance, to help him overcome
his limits; later, it becomes a way of controlling apparently
uncontrollable energies, of finding, for example, the
counter-impulses necessary to fall without hurting oneself or
of gliding through the air in defiance of rhe law of gravity.
Above and beyond the exercise, these victories reassure the
performer: ‘even if I don’t do it, I am able to do it’. And on
stage, because of this knowledge, the body becomes a decided
body. (c.f. Theatre Anthropology)
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16-19. (top) Acrobat: sculpture from Tlanlco (National Museum of
Anthropology, Mexico Cury). (right) Actors and directors at the Bonn ISTA
(1930) during a practical session of acrobatic exercises. (above) Kabuki actor
wrobatic exercises in an 18th century print.
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20-22. (top and below left) Acrobatte trammg m the carly vea

acrobatic exercise during his apprenticeship (19635).
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Training with the master

One does nor usually see a director
working on training; it is equally rare for
Eugenio Barba to do so. In this case
(ill.23-30), the director is not teaching
any kind of exercise hut is trying to
make the actor understand that he must
react with his whole body: he must not
limit himself to the exercise per se, but
must find resistances or be ready to find
resistances (ill.31-33). A relationship is
set up, in which the director holds the
actor or lets him go (ill.34), or vice
versa, the actor supports himself but at
the same time must be ready to avoid
falling (ill.40). Or, when the director
helps him into the ‘bridge” and then lifts
him up (ill.35-38), he tries to seduce
him to action, and obliges him to get up
himself (ill.40,41). This is the dynamic
which underlies the relationship: to
teach a rhythm with specific actions, to
create obstacles which with the actor
must  continually  confront  himself
physically with letting himself go.

13-42. Eugenio Barba gindes the trainmng of
Colombran actor Juan Monsalve, making him react
and develop a thythm through precise acnons (Bonn
ISTA, 1980).
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VIEWS OF THE PERFORMER
AND THE SPECTATOR

FERDINANDO TAVIANI

1
Historical and theoretical investigation of the theatre is made
particularly useful and fascinating by the fact that in this field
more than in others we are continually confronted with the
interplay between reality and appearances. Many of the dif-
tuse and apparently obvious opinions about the theatre and its
history are in fact due to an optical inversion.

One of these opinions could be summarised as follows: the
best theatre occurs when an intimate union is created
between the performer and the spectator, when both come to
feel in the same way, or when one of them succeeds in trans-
mitting thoronghly to the other what s/he is thinking and
experiencing. A corollary: to make good theatre one must
have interesting things to say and must know how to make
them understood by the spectator. Or: one must know how 1o
feel deeply and must be able to transmit one’s emotion to the
spectator.

These opinions are neither transformed nor amended by
that other opinion which says that the power of the theatre is
due to its fiction and to our awareness of the fiction. The fic-
tion which is accepted, and of which one is aware, is held to
be the means for the realisation of the union of performer and
spectator, that perfect emotional, rational and artistic com-
munication which according to common sense is fundamental
to all great theatre.

[ helieve that common sense demonstrates exactly the
opposite: it is the divergence, the non-connection or even the
mutual lack of awareness hetween the spectators' view of the
performance and the performers’ view of the performance
which makes theatrical art an art and not an imitation or a
replica of the known.

It would be possible to demonstrate that those exalted
moments which have become legendary instances of com-
munion hetween performer and spectator are moments in
which, in spite of a strong connection between them, there is
an enormous difference between the spectator's view and the
performer’s view. In great theatre — or more simply, in theatre
which works — performers and spectators meet at a single per-
formance which has this chararacteristic: the more the
performance connects them without obliging them to con-
sent, the richer this performance is.

In short, simple common sense obliges us to recognise that
to understand a performance does not only mean to see what
its authors (performers, director, playwright...) have put into
it, and that to understand it profoundly does not mean to dis-
cover what has heen hidden deep within it, but rather to
make discoveries during a carefully studied journey.

This is equivalent to saying that ‘to make a performance
understood” does not mean to plan discoveries but to design,
to lay out, embankments along which the spectator and his
attention will navigate, and then to make a minute, multi-
form, unforeseen life appear on these embankments.
Spectators will be able to immerse their way of seeing into this
life and will be able to make their discoveries.

11

In a collection of stories published in 1887, H. G. Wells tells
The Sad Story of A Drama Critic: a journalist who had never
been to the theatre is appointed drama critic by his superior.
‘Precisely because you have never been interested in the
theatre, precisely because you have no preconceptions’, his
superior explains to him. The journalist goes to the theatre for
the first time and is shocked. He makes the natural error of
supposing that it is the actors’” intention to represent human
beings. The journalist is first shocked and then becomes indig-
nant because of the way in which daily behaviour is
reproduced and exaggerated. He sees everyday gestures, the
etiquette instilled by a good education, re-adapted for the
stage and reproduced gracefully. The educated norms which
the actors reproduce with their scenic behavior are those of
the social class to which the spectators belong. Each spectator
understands perfectly well the meaning of every gesture an
actor makes. Each actor knows how to be perfectly trans-
parent for the spectators.

Wells treats all this as a singular example of degradation. In
spite of his indignation, the poor drama critic experiences how
infectious the actors’ gestures are, he recognises them in him-
self, he realises that ‘they’ (the actors) breathe as he breathes,
and he even begins to breathe as ‘they’ breathe, that is, little
by little he begins to exaggerate his daily way of behaving. He
pronounces certain phrases as ‘they’ pronounce them. He
moves as ‘they’ do.

Even though the story has a realistic setting, its plot is typ-
ical of many science fiction stories: a man being captured by
‘clone’ people.

Joseph Conrad, one of Wells’ best friends, wrote to Edward
Gamnett in 1908: ‘I have a morbid horror of the theatre, and
it's getting worse. 1 can't make myself enter that place of
infamy. It's not a horror of drama: it’s horror of the acting’.

The meaning of both Wells’ story and Conrad’s assertions
seem paradoxical. They reflect, however, in an almost pure
state and as personal views, in a clear, incisive way, an opin-
jon which is found throughout the history of the theatre,
whether in a negative form (hence the idea of the actors’
infamy) or in a postive form, as aesthetics. Is it not possible
that as part of every aesthetic reflection on the theatre there
exists, implicitly or explicitly, an anxiety concerning the
horror which the theatre can become when man is nothing
more than a copy of man?

it

The images of the performer which we find in Diderot and
Artaud, the visions of the performer created by Stanislavski,
Craig or Brecht, Meyerhold or Grotowski, and above all, what
great actors and dancers have achieved, prove that the art of
the theatre is always a mimesis which surpasses itself. This is a
particular case of the more general divergence between the
performer’s view and that of the spectator.

It seems that if one accepts the idea that there is a distance
between the spectators’ view and that of those who have built
the performance, then it will be the meaning of this latter
which will be jeopardised. And there are many ambiguities
concerning the meaning of a performance. These ambiguities
are not scrious when one examines the theatrical phe-
nomenon «a posteriori. They become  extremely  serious,
however, when they are examined a prior, from the point of
view of the makers of theatre and from the point of view of
the artistic process.
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1. The art of secing

. The slowness of the > ma [l interpretations possible: for example, t
woman wants to cry and so moves her hands up to her eyes, but this action can
also be the image of her gref, which she brings ck 1s to see 1t bhetter. She
scems to draw up the water of her tears, the weight of the pam, then comes the
withdrawal from the cup of bitterness which she has drunk, the abdication from
life.
(Paul Claudel, Jowmal, February, 1923)

. A paradoxical example of the double projection of meamng - the Laut
l]‘h'l aphists from 1866 to 1957, this inscriprion meant 'AUGUSTLF DIVT VLI \\ l\ y
nothing more than a series of holes, part of the garlands and omamentation
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The problem of the ‘meaning’ of a performance is a pitfall: it
conceals a more complex reality. The common expression ‘to
have a meaning’ adapts well to situations in which a thing or a
sign have the same meaning for everyone. When this does not
happen, as is the case in the less superficial strata of artistic
expression, one can no longer maintain that a work has or
does not have a meaning. In this case one must he aware that
the actions and the things do not have a meaning but that
they can have a great many meanings. The problem then is to
determine up to what point one should attempt to force an
accord between the meanings which something can have for
those who have constructed it and the meanings which it can
have for those who are its spectators.

Accustomed to considering all communication in terms of
the model of linguistic communication, we are also accus-
tomed to not giving too much importance to the fact that a
sign can only be a sign for those who sece it as such and can be
seen by some as a sign and by others as not a sign. In lan-
guage, a word is understood as that word by all those who
speak the same language. Moreover: with a certain approx-
imation, the fact of a word being a word — a sign —
understood even by those who do not understand the lan-
guage but understand that that particular sound must mean
something even if they don’t know what it means. It is not nec-
essary to stress here that a word is a sign ‘for someone’: it is a
sign, in fact, for practically everyone, and it is not very differ-
ent to say that it is universally considered a sign or simply to
say that it is so in and of itself.

But the case is very different when we are dealing with sit-
uations which are not strictly speaking linguistic. It is true
that a theatrical performance communicates something to the
spectators by means of diverse and complex sign systems, but
a sign in this case is not a sign in and of itself: it is something
which can become so. It is not only something which ‘takes the
place of something else” and which thus gives it a meaning, it
is something — according to Charles S. Pierce, the founder of
modern semiology — ‘which in someone’s eyes takes the place of
something else’. ‘In someone’s eyes’ is the way Umberto Eco
translates the original ‘to somebody’.

‘Everything can be considered as a thing and as a sign’. This
assertion was made by Bonaventura da Bagnoregio in the thir-
teenth century.

3. The ancient spectator: an audience of courtesans watching juglers perform
1700 years ago. Drawing taken from a relict on a tomb in the province of
Szechwan, China
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4. The elegant spectator: The Loge, anonymous English engraving from 1781

(Theatre Museum, London).

It is common knowledge that under certain conditions, in
the case of powerful spiritual tension, for example, or anxiety,
or exaltation, we begin to consider the things around us, or
the things which occur, as ‘signs’. But we do not believe that
they are signs in everyone's eyes. If one stops being aware that
a particular thing is a sign for oneself and begins to think that
it is a sign in and of itself, one stops being attentive and
becomes superstitious or delirious.

In the performance field, it is a superstition to think that
those things which can hecome ‘signs’ for the spectator and
which therefore can refer to specific meanings correspond to
the same meanings for the performers and the other authors
of the performance. It is a superstition, therefore, to think
that the various elements of the performance which can
become ‘signs’ must be developed in a way which takes into
consideration an accord between the meanings they have for
the spectators and the meanings they have for the authors of
the performance.

This foreseen and programmed accord is certainly necessary
for everything which has to do with the superior level of the
performance: the surface of the hasic meanings, the zones ot
the fundamental conventions, the interpretation. But it is not
true or valid for what is essential: the multiform life of details,
of things, which transform the performance into art. At this
level the spectators' reactions, the choices they make con-
sidering a thing as thing or sign are perhaps imaginable but not
foreseeable. For this reason the process undertaken by those
who create the performance cannot be oriented too much
with respect to the spectator’s view and must therefore have
its own and independent views.
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When semiologists analyse a performance as a varied, strat-
ified, complex of signs, they examine the theatrical
phenomenon from the end, from the result. There is nothing
to show, however, that their process is in any way uscful for
those who must begin at the beginning, that is, tor the authors
of the performance, whose final goal is what the pertormance
will be in the eyes of the spectators.

The same condition applies in the case of a drama critic
who analyses the contents of the performance and judges the
value of its ‘interpretation’. Even a less traditional critic who
pays careful attention to how a performance is constructed by
means of the combinadion of its diverse parts, even such a
critic always has the performance as the object of his analysis.
What he analyses is the work’s final stage (from the point of
view of those who have made it) which is also the point of
departure for the spectators’ process.

It is a feeble logic which leads one to think that knowing
how the performance works (or having opinions in this regard)
also means possessing the basics necessary to make it work.

But let us examine for a moment the verb we have just
used: ‘to work’. We associate this verb with the idea of a
machine and this implicit and at times unconscious metaphor
gives an appearance of veracity to the idea according to which
knowledge of the way a performance is interpreted and
enjoyed by the spectators can orient the way of building it.
This deceptive idea is reinforced by other metaphors, such as
when one speaks of the ‘mechanism’ of the performance and
of its ‘driving force’.

But what happens if we change verbs and instead of using
‘to work’, we use ‘to live’? 1t is not so easy to say and to sup-
pose that knowing how and why a performance ‘lives” also
means possessing the means to make it live. The verb ‘to live’
is used, for example, when speaking of a plant, and it is obvi-
ous that the processes which form a plant are not merely the
assembling of its vital parts.

A plant can be analysed scientifically as if it was o machine
but it cannot be created as if it was a machine. To enable it to
live, one must create an environment which is adapted to it,
one must remove the obstacles to its development, one must
have a seed or a cutting. This has very little to do with the

effort necessary before one can understand how it ‘works'.
The question, therefore, could be put in these terms: do

those who make a performance think of it as a machine or as

a plant? In the first case the sought-for result can direct and

orient the composinon process. In additon, the resule will
coincide with the totality of the mstructions for the use ot
theatrical means. In the second case, the process, the use of

deduced from the desired
of the theatncal
wn principles

the theatrical means, cannot be
result but must be JL'\\'L\}‘L\’ ln.iy] endently
means, cach one deale with according o its

The first case ml}‘[lcs a \L'H‘ll['L‘[.l[ pr sweduare: the varous

parts are collected and unified in the context of a plan. In the

second case, the process is centntugal, 11 s developed and
ramified starting trom one or more nuclei.
While the final state of a machine is ‘good’, ‘works’, it 1t

corresponds exactly ta the original plan and if each part func-
tions correctly and at the right place at the right nme, the
tinal form a plant takes never corresponds t a plan, it is the
result — imaginable but untoresecable - of an organic process.

I believe that it is more titting to compare the work on a
performance to an organic growth rather than to the con-
struction of a machine. | believe, that is, that the resalts of
the analyses made by those who seek to understand how a
performance is seen by the spectators are not very helptul
those who must make the performance live. This is another
way putting the question concerning the
between the views of the creator of the performance and
those of its spectators. It is, in tact, a block to the creauve
process.

Examining a pertormance starting from the end of the pro-
cess reinforces the risk of becoming superstitious, of believing
that what can be a sign in the spectator’s eyes is not only a
stgn i his eves but a sign incand of iself

of divergence

VI

This entire discussion would be banal if it had to do with
other forms of art but it is not so when it has to do with the
theatre. In other forms of artistic expression the distance
between the forces which govern them and the common
ground of the impressions of those who — in a eritical way or
otherwise — enjoy them, is an obvious distance and is ulu-
mately uninteresting given that it does not have important
consequences (the artist nearly always works alone and uses
materials which impose their own precise rules). In the theatre,
the commonplaces of scenic art have tremendous influence
on how those who make the performance work.

The solitary artist can have many preconceived ideas and
many superstitions but he will be saved by his instinct (that 1s,
by an experience which operates without needing to be tor-
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5-6. The sensitive spectator: audience at a Parsian melodrama, drawengs by Damourette.
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mulated in clear and theoretical terms). But in the theatre
various artists must work together: their techniques are nearly
always less specific and the experience of each individual is
not free to operate through trial and error but must co-exist
with the experience and the willingness of all those involved.
Under these conditions, theories and ideas about scenic art
become instruments for orientation.

The possible autonomy of the performer's view relative to
that of the spectator (and in specific cases, as we will see, rel-
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ative to that of the director) is not as interesting from the the-
oretical point of view as it is from the practical point of view.
It is one of the cardinal points around which one can orient
oneself in order to escape many of the blocks which threaten
creative work. This is particularly relevant with respect to the
ambiguous concept of ‘interpretation’ which often introduces
a rigidity into the artistic process because of nebulous and pre-
conceived ideas about the meaning of theatrical actions.
Since it seems that the theatre must interpret, it also seems
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7. The protesting spectator: Fighting for room in an English theatre at the beginning of the 19th century (cancature print from 1821).
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8-9. The spectators seen by the actors: (above) the peephole in the curtain in a French theatre at the heginning of the 18th century (engraving by Charles Coypel, 1726)
and (page 262) in a Kahuki theatre from the same period (print by Ippitsusar Buncho, 1770).

that its meanimg must be given, known, beforehand, right from
the beginning, and that the entire problem consists of making
this meaning explicit. Thus it seems strange to consider theat-
rical work in the way which is, however, normal when
considering a poet’s or a novelist’s, a painter’s or a musician’s
work. These artists often proceed with secret intentions by
means of signs which remain signs in their eyes only, while for
other people they are only interesting details, things, living or
bizarre. For these artists, finally, it is normal that the meaning
of the work is the last thing to appear from among its various
connotations.

vil

Some people think that in order to make a performance
which says interesting things it is ‘necessary to have some-
thing interesting to say’. Theretore, instead of concerning
themselves with ‘material” things — which could for the per-
former be pre-expressive work on extra-daily behaviour — they
devote themselves to profound and spiritual research in order
to immerse themselyes in a creative situation. This is a bit like
the following story. A group of people are living in an arid
area. Some of the people turn their attention to the earth, to
rocks and cement, they make dikes and cisterns. Others can
think of nothing but water and perform rain dances.

The interesting things, the ‘difficult thoughts', which the
theatre sometimes offers to its spectators, are not had, not
possessed, but arrive, ‘allow themselves to be thought, at the
end rather than at the beginning of a process of work which
one prepares in order to receive them. They respond to an
ecology of thought which programmed thought cannot
manage’.

In theatre, as has already been said, the situation is more
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delicate, more fragile. Awareness must be more acute because
the ecology of thought has ro do with the minds of several
united individuals.

The problem, then, is the process of work, not the planning
of the way it will end. In other words, the solution to the
problem of having interesting things to say, of ‘ditficult
thoughts’, is not found in the scarch for interesting things and
interesting thoughts.

The more it must be clear that everything that happens in a
theatrical context is ready to be transformed into signs in the
spectators's eyes, the less rational is the blocking of the artistic
process caused by the illusion that this process can be regu-
lated and oriented by rhe final meaning.

Many anecdotes have to do with what the person who goes
into a theatre experiences when no spectators are present: if
certain people appear by accident on the bare stage, if they
then look around and even speak, it scems as if they are in a
performance, it seems as it their actions have a presence
which transforms them into  extra-ordinary, spectacular,
theatrical actions. Max Frisch (in The Pre-Peace Diary, 1950),
telling the story of an episode of this kind which he expe-
rienced just after the war in a theatre where one of his plays
was being rehearsed, says that this impression is caused by the
apron and the proscenium. He claims that they tunction hke a
cornice and seem to say: ‘Look here and you will see some-
thing worth looking at, something which neither chance nor
time will be able to change, here vou will tind the lasting mean-
ing, not tading flowers but the image of tlowers, the tangible
symbol’.

The apron and the proscenium are the simplest examples ot
those theatrical artifices which determine the ability of the
spectators to find lasting meanings in what they see and to
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transform things into signs in their eyes. The apron and the
proscenium arch are, moreover, definitely weak artifices: their
effect doesn’t last long. So temporary is their effect, in fact,
that when they seem to function almost because of their own
power, transforming a casual fragment of daily life into per-
formance, they become the object of oft repeated anecdores,
jokes, or — as in Max Frisch's writings — almost philosophical
apologies.

Many other artifices and above all the performer’s extra-
daily techniques, allow the spectators to project meanings on
to the things the performers do without there being a pre-
liminary accord with respect to conventional or traditional
signs.

All this could lead one to deduce certain orienting prin-
ciples, such as the fact that performance of the known — that
is, the degraded condition of the theatre — is in the final anal-
ysis the result of a scenic composition intended to he
recognised by the spectators and which is adapted to the spec-
tators’ expectations as if to a mould. Similarly, a performer’s
view which is homogenised to the spectators’ view results in a
lack of profundity, a view seen by one eye only, an alliance
between two failed autonomies.

That which in fact determines, on one hand, the com-
prehensibility of a performance, and, on the other hand, its
life, is the degree of relationship between two zones: the zone
of accordance between the view of those who make the per-
formance vis-a-vis the view of those who see it and that other
zone in which such accordance is not necessary, or is even
accurately and skilfully avoided.

Vil
The spectators’ view is to be understood here as the meaning
acquired by what the spectators see, ‘with their eyes’, both the
general picture and the details.
The performers’ view, on the other hand, is to be under-
stood as something more varied and complex: not only the
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10-11. The iromical view of the spectator: (left) Eleonora Duse, drawn by Olat
Gulbransson; and (nght) Sarah Bernhardt in La Dame ata Camelias,
by Cappiello.

¥ caricature

meaning in the eyes of those who are doing, but also the pur-
pose for which they do it and the logic which orients them
the doing. For example, the subtext which the performer uses
to find personal motivation for a character’s speeches, as well
as the sequence of actions created in one context and used in
another (cf. Montage), also belong to the performer's view.
Another part of the performer’s view is the use of an extra-
daily behaviour technique which is independent of the seman-
tic and expressive values which characterise the performer's
work in the performance.

We could also try to add more precise nuances for the spec-
tators’ view, but in this case they would be useless. [t is easy to
intuit what is implicit in the expression ‘spectators’ view'”: it
has to do with a complex of activity — emational and con-
ceptual — which everyone has experienced and which does
not refer to a relatively unknown arca such as the profession
or the performers’ culture, but to the vast area of the conven-
tions which characterise our cwilisation or to the restricted
area of mentality and personal mythology.

It seems that here we are not taking the director's view into
account, not because it is not important but above all because
the director is not always present (even if one can attirm that
the function if not the person is always present) and then
because, from our point of view, the director has a double
position. On one hand, it can be simitar to the performer's
position, to the position of someone, that 15, who directly
influences the actions in the performance; on the other hand,
it can be the position of an ‘influential spectator’ or perhaps
that of a guarantee for the spectators. Everything said, there-
tore, about the divergence between the performers’ view and
the spectators’ view, about the contrast between them, about
their accordance or even about the secrecy of them both, can
be said with respect to the director, to his or her double inter
ior theatre.

With respect to the director, the ambiguities ol the mean-
ing, or better said, the superstition of the meaning, can
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become more immediate and acute. In the case of a per-
former's behaviour which is ‘restored’ by the director or in the
case of actions created in one context — through improvisa-
tions or other means — and used in another, the discomfort
due to the expropriation of the meaning can be felt in a par-
ticularly strong way: the violence of the spectator seems to
materialise and become almost brutal in the director. This
violence is only imaginary, however, because it derives from
the idea that there is only one single meaning possible in the
performance, a meaning which is equal for everyone, which
would then be the meaning-for-the-spectators, who would
ideally exploit the performer in the moment in which they
project their own autonomous meanings onto his work, on to
his things, which have been adapted to be transformed into
signs in their eyes.

This view of theatrical life, which is afflicted with per-
secution mania and anxiety because of the difficulty of
making oneself understood, can be replaced by another more
dynamic, more dramatic and peaceful view. The divergence
between the view of the observer and the view of he who
works in order to be observed results in a bond of singular ten-
sion, in different meanings under the surface of the signs
which are the basis of the accord between them.

In the material reality of the theatre, divergence between
the two views is normally practised in spite of common
ground and ideals. But except in cases which appear extreme
and experimental this remains held and hidden behind prac-
tices which are so well adapted to theatrical life that it seems
that one ought not even question their profound function.

In the case of a process based on materials elaborated by
the performers, cut and mounted by the director into a new
organism, the relativism of the meanings which the per-
formers, director, and spectators from time to time attribute
to the materials is obvious, particularly if the pole of dram-
aturgical simultaneity is very strong (cf. Dramaturgy, Montage,
Restoration of Behaviour). This case, however, is not an excep-
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tion. It brings to light something which is implicit in all theat-
rical professionalism but which remains covered by the
blanket of traditions which make one look at the overall pic-
ture of the generalised characters of the style or professional
convention. The relativism of meanings is in fact more evi-
dent in those theatres which are not based on a written rext
and a precise tradition but on a performance text and on indi-
vidual and group experiences and visions. This is so because
in these cases one of the constituent elements of the scenic
work, which in theatres with consolidated traditions functions
by means of an implicit logic, is consciously reconstructed.
This implicit logic is used with unconscious efficiency, almost
in the way one speaks a mother tongue without being familiar
with its structural elements.

The paradigmatic composition of the theatrical repertoire
on which the work of Oriental performers and Occidental
dancers and mimes is based; the rdle system typical of pro-
fessional theatre from the seventeenth century to the
beginning of the twentieth century in Europe; the
Stanislavskian techniques and those which use his name; the
use of improvisations in order to prepare materials for the per-
formance montage ... all the foregoing are devices which — in
their various cultural contexts and in environmental condi-
tions — free the performers from the predomination of the
spectators’ view, the only view to which they would otherwise
remain connected and which would otherwise guide them.

In autonomous or autodidactic theatre forms, the distance
between the performers’ view and the spectators’ view — nec-
essary for the artistic work and guaranteed in various ways by
the conventions of theatres from ancient traditions — is in
general consciously reconstructed and controlled. In such
theatres, this is done in a more evident way than in ancient
traditional theatres but not because it is particularly accentu-
ated. When, however, the wish to distance the performers’
view from that of the spectators is expressed more obviously,
this separation, which has always been ignored and denied by

12-13. The smiling spectator: Kabuki onnagata actors Kikugoro and Kawai Takeo as
Ippei (1886-1948).

5

a princess and as Koume (Lirtle Plum), respecuvely. Carcature by pamter Okamoto
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theatre ideology, generates scandal or amazement.

It created a scandal when it appeared in Stanislavski's
work. Anecdotes are still told today which give a clear picture
of the bizarreness or craziness of the great master of Russian
theatre. They have to do with the times Stanislavski intro-
duced details into his performances which no spectator could
see. Precious objects which were so small and so hidden that
only the actor using them could appreciate their value. The
story is told of how he made an actor perform, in the wings, a
character which was always spoken about in a particular play
but which never appeared on stage. In Chekov's lvanov,
which contains certain important scenes between characters
on a balcony and a woman who appears at the window of her
house, Stanislavski had a section of a room built in the wings
just for the actress who had to appear at the window.

It is strange that episodes of this kind make us smile even
today: we believe so strongly that theatre is the fruit of the
view from one eye only, that only the spectator’s eye is at its
centre. And vet Stanislavski’s ‘madnesses’ are the sign of a
profound rationality which has not yet been well assimilated
into theatrical science.

Also, performer training is generally considered in a reduc-
tive way: as the sign of the performers’ professionalism (they
train every day, like a gymnast or a pianist), or as the sign of
their ethical engagement (they do their exercises every day).
Not enough value is given to the fact that training is — or can
be — an independence factor. The performers’ independence
of the director, the independence of the continuity of their
work from the episodic nature of successive performances,
and also their independence of the spectators.

Where training exists on a continual basis it helps immerse
the performer or the aspiring performer into the theatrical
profession. It does even more: it integrates the performer into
a tradition, be it vast or limited to the history of a small group.
After a while, training ceases to have this function. Some per-
formers, however, continue to practice training, continually
transforming it, always venturing out along new paths, a pro-
cess which has nothing to do with the continual perfecting of
virtuosity. In such a case, what is training’s function? It now
no longer serves to integrate the performer into a profession.
On the contrary: it makes it possible for the performer not to
be completely integrated, it defines an area of work not lim-
ited to the demands of the spectators and the performances.

Using training in this way, turning it from an instrument for
integration into an instrument for non-integration; the trans-
formation of a practice which seems always to be the same
into its opposite; work to satisfy the demands of the per-
formances which becomes work one does in order not to
submit to those demands ... these are ulterior examples of the
profound current which tends to safeguard the theatre’s
energy by means of the differentiation of two views.

IX
It would he too easy to confuse the difference between the
two views, their dialectic, with a pure and simple separation,
that is, the absence of a dialectic.

There actually exists a self-sufficient spectator just as there
exists a selt-sufficient performer. There is no performance,
however ugly or insignificant, which cannot find a spectator
who autonomously bestows it with values and meanings
which he himself has elaborated while watching it. Many
ohservations, often energetic and brilliant, have been made by
self-sufficient spectators and based on forms of degraded
theatre.

Similarly, there is no ugly or insignificant performance in
which a performer cannot live his views, in a solitary way,
without establishing any link with the spectator.
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In the cases of the self-sufficient spectator and the self- suf-
ficient performer, in which rather than there being a dynamic
distinction there is merely an inert separation, performers and
spectators meet at a mid-point of mutual disdain which can be
flavoured with indifference, superiority or inferiority com-
plexes, or rancour. The living dialectic between the two views
is based, on the contrary, on mutual respect and, further, on
an interest in keeping the thread which links performers and
spectators taut, yet without forcing them into unanimity.

If it is true that a performance moves along a complex net-
work of capillary veins which are profoundly justified by the
performer and which therefore can assume the role of signs for
the spectator; if it is true that these signs can elicit meanings
for the spectators which are not necessarily pre-established;
and if it is true that there is a balance created by the conduit
which has been set up for the accord between the meanings-
for-the-performers and the meanings-for-the-spectators, that
zone in which the clarity of the communication is essential,
that zone which is different from that underlying zone where
the two different meanings can separate, determining the pro-
fundity of the artistic and cultural field opened up by the
performance ... if all this is true, it does not mean, however,
that there is a casual and arbitrary deluge of meanings.

The consequence of the dynamic which I have tried to
describe abstractly (but which is the very material of the
theatre) is that in the transition from the performer’s work to
the spectator’s understanding there occurs a wicissitude of
intentions and senses (senses understood as meanings, but also
as what one feels).

And it is precisely this vicissitude which makes the theatre
a living organism, not a replica conforming to external reality
and not a rite in which there is consensus, but a laboratory
where - given a known point of departure — an unpre-
determined mental route develops.

Madame de Stael synthesised this situation when she
recalled the attitude she had as a spectator at a particular per-
formance in Germany: on one hand, she recognised the play’s
text, she knew and recognised the story; on the other hand,
certain details, certain things which the actors did appeared
to her eyes as signs to be scrutinised, signs which had not heen
established by convention, to such an extent that she was
obliged to observe what was happening on the stage with the
same curiosity, the same desire to know, with which she
observed the unpredictable flow of the vicissitudes of life.

A theatre in which everything is predictable, which is cod-
ified and precisely de-codifiable by the spectator, is a
laboratory which has stopped working, it is a monument to
itself.

But a theatre which allowed itself to be seduced by the
superstition which is opposite and specular to the foregoing
(which maintains that the performer’s views must always be
analagous to those of the spectators) would also be a dead
laboratory, a laboratory in ruins: it would fall prey to the
superstition according to which everything that has a meaning
for the performer can magically acquire a meaning for the
spectators.

This attitude is particularly destructive to art and we could
define it as a nihilistic evaluation of the problem of the accord
between performer and spectator. The independence of the
performer’s view from that of the spectator cannot in fact be a
function of distance, but — as has been said - of a stronger
contact. This contact can exist freely only in concomitance
with a particularly strong constraint.

In conclusion, the Rorschach test can supply us with an
example illustrative of this aspect of the problem. It will also
help summarise, by means of a new image, many of the
themes which are inherent in the discussion of the two views.

266



When one wishes to refer to something which is devoid of
meaning and therefore open to all the meanings which can be
projected on to it, one uses the example of clouds in the sky
(as in the famous scene in Hamlet) or of stains on a wall (on
which everyone, including Leonardo da Vinci, imagines, fan-
tasises, pictures and figures) or one can use the example of the
blots on a Rorschach test. But there is a huge difference
between the first two examples and the third, a difference
between arbitrariness and freedom, daydreaming and
imagination.

In the first two examples, all the work is done by the person
who is watching, making use of something accidental in order
to fall into a reverie. In the last example, that of the
Rorschach test, there is no room for any kind of reverie, one's
attention is fixed, and it is the imagination, that is, something
precise, consequent, taut, which is activated.

This happens because, faced with the so called Rorschach
test ink blots, the observer is not abandoned to his own
devices: his ‘work’ of giving an interpretation to the blot in
front of him is related to and is interwoven with a long and
precise previous work which has pre-established formally
planned guidelines for his attention. In his book,
Psychodiagnostics (1921), Hermann Rorschach explains the
method he used to prepare the materials for his test, based on
the free interpretation of ink blots. What Rorschach was look-
ing for is exactly the opposite of accident. He made use of
accident only as a point of departure, in order to make sure
that he was not using signs with predetermined meanings.
From that point on, everything had to obey a rigorous logic,
the more rigorous insofar as it was independent of every con-
sideration of the meaning which the blot could take on or
have in the observer’s view. Above all, the page on which the
blot was made was folded in two in order to double the image.
In acquiring a specular symmetry, the image also acquired a
certain necessity. As performers know, if an error or something
which happens accidentally in a performance is immediately
repeated, it seems to become logical and acquires a meaning
in the spectators’ eyes.

Thereafter, Rorschach and his collaborators chose certain
of the images obtained from the blots folded in two: they elim-
inated all the images which did not have a harmonic spatial
arrangement or which did not have a particular condition of
spatial thythm. If the image does not respect this condition,
writes Rorschach, ‘it does not have plastic potential, and
many observers reject these images, saying that they are “just
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blots”, and refuse to attempt to interpret
interesting that a French translarion of Ror

10 W
the term ‘tableau’ to describe what are usually referred
formless blots', as if to emphasise how li luence ac
dent has had in their composition and how much influence

artifice has had.

From the initial selection of images which m
tial rthythm conditions, Rorschach made a further
series of ten images, each one of which, in addition to havin
its own internal rhythm, became an integral part ot
rhythm determined by the sequence. It was a veritable mon
tage established after many experiments: relationships were
constructed between images in black and white and images in
colour, alternations were set up between images easy to inter-
pret and more difficult images, between images which require
an interpretation based on detail and those interpreted by
considering the general ulll)[‘[\'hcn\l\‘c form, on the space
occupied by the blot or by the white interstices.

Finally, by means of a series of experiments, Rorschach and
his team even established the meaning which each of the
images had a certain probability of assuming. Very often, for
example, blot number five, the one which most seemed to
suggest its own meaning, was interpreted by observers as a
bat. This nearly always happens. But not always, and par-
ticularly, not necessarily. Sometimes it provokes a ditferent
and unexpected view which, when the test results are ana-
lysed, is defined as ‘particularly good’.

This aspect of the Rorschach test demonstrates, almost like
a model from a scientific laboratory, what can be achieved by
the establishment of a dialectic relationship between two
views which are strongly bonded to each other without an
accord necessarily having been imposed berween them. This is
because Rorschach and his team, wanting to place the
observer in a position which would enable him to see plants
and animals, hunting scenes or family scenes, daily images or
mythological scenes, worked ncither on the basis of ver-
isimilitude nor with myth nor with plants and animals, but
with rhythmic, apparently merely formal relationships. And
their montage work was oriented by very precise and tested
views. But these views were not views which they were
attempting to transmit. They worked on the spatial rhythms,
on the montage of colours, on symmetry, not in order to
present spatial rthythms, montage of colour and symmetry, but
in order to elicit personal and unforeseen meanings.

1 general

16. Plate V from Rorschach’s Psychoduagnostic: *... often, for example, task number five 1s iterpreted as a bat, which it also seems to resemble
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There exists a sceret art of the performer. There exist
recurring principles which determine the life of actors and
duncers i varioes cultures and epochs. These are not recifes
but points of departure which make it possible fir an
individual’s qualities to become scenic presence and to he
manifest as personalised and efficient expreessiom in the
comtext of the individual’s own history.

If we were o propose one single image to sum up all the
recurring principles which are the hasis of the acen’s and
dancer's pre-expressivity, it would be this Salome, @ Eurasian
figure, hetween Orvient and Okecident, in St. Murk’s Basilica
in Venice.

The figure's gentle yet sprightly gait is due o the trecarious
balance produced by high-hecled shoes. A series of
uppositions divide the body into planes and projeet its encrey
in various divectirms. This energy, neither masculine nor
feminine but vigorous and soft at the same time, animates the
chaste erimsom tunic. The white vertical decorations dilate
the hody, whose tensioms are retained, and yet flow in
stnurus vhythm. The arms apen asymmetrically: «me hand
claims victory, the other negates the weight which it is lifting.
The mask-like severed head seems to duplicate the soberly
mexpressive fuce.

And somewhere hetween this persima and the dancer's ',
the cruelty which Artaud called ‘rigour, perserverance and
decisiom” seems t lurk.
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ISTA: INTERNATIONAL

SCHOOL OF THEATRE

ANTHROPOLOGY

ISTA, the International School of Theatre Anthropology,
directed by Eugenio Barba.
Box 1238, 7500 Holstebro, Denmark.

Tel.: (+45) 97424777 Fax: (+45) 97-410482

ISTA’s research team is made up of biologists, psychologists,
psycholinguists, semiologists, theatre historians and
anthropologists, but also, and especially, of masters and
performers from various cultures and theatrical traditions.

ISTA’s pedagogical commiittee
Eugenio Barba, Sanjukta Panigrahi, Katsuko Azuma, 1 Made
Bandem.

ISTA’s advisory panel
Jerzy Grotowski
Claudio Meldolesi
Ferdinando Taviani
Franco Ruffini
Fabrizio Cruciani
Nicola Savarese
Clive Barker
Moriaki Watanabe
Jean Pradier

Peter Elsass

UL:U Volli

Mirella Schino
Raimondo Guarino
Mario Delgado
Gerardo Gucecini
Piergiorgio Giacché
Monique Borie
Susan Bassnett
Thomas Bredsdortf
Anna Bandettini
Exe Christoffersen
Eugenia Casini Ropa
Laura Mariani
Patrice Pavis

Masao Yamaguchi
Cristina Valenti
Marco De Marinis
Kirsten Hastrup
Frank Hoft

Susanne Vill

Clelia Falletti

Bruna Filippi

Janne Risum
Patricia Cardona
Akira Mark Oshima
Luis Octavio Burnier
Christel Weiler
Miguel Rubio

Invited teachers

Kanho Azuma with Haruchiho Azuma, Mari Azuma, Senkai
Azuma, Choyuri Imafuji, Michi lmafuji, Shizuko Kineya,
Naoyuki Kojima, Takae Koyama, Kinshiro Yoshimura,
Tomiro Wakayama

Swasthi Widjaja Bandem with Desak Made Suarti Laksmi, Ni
Ketut Suryatini, Ni Nyoman Candri, | Wayan Rai, I Nyoman
Catra, 1 Ketut Kodi, Tjokorda Raka Tisnu, Ida Bagus Nyoman
Mas, Tjokorda Istri Putra Padmini, Pino Confesa, I Wayan
Berata

César Brie

Roberta Carreri

Frangoise Champault

Orazio Costa

Toni Cots

Gisela Cremer

Jan Ferslev

Dario Fo

Richard Fowler

Kanichi Hanayagi

Keith Johnstone

Sonja Kehler

Tage Larsen

Ingemar Lindh

Kelucharan Mahapatra

Mei Bao-Jiu with Pei Yan-Ling, Sun Zhong-Shu

lben Nagel Rasmussen

Naisu Nakajima

M. P. Sankaran Namboodiri

Kosuke Nomura with Ryosuke Nomura, Akiyaso Hirade
Ragunath Panigrahi with Jagdish Burmann, Harmohan
Khuntia, Hemant Kumar Das, G. Kishore Kuniar, Debi
Prasad Mahanti, Nityananda Mohapatra, Mohini Mohan
Patnaik, Bishnu Mohan Pradhan, Gangadar Pradhan, Jagdish
Prasad Varman

1 Made Pasek Tempo with [ Dewa Ayu Ariani, Wayan Gatri,
1 Wayan Lantir, Ni Wayan Lanri, Anak Agung Putra,

1 Nyoman Punia, | Wayan Punia, Desak Putu Puspawadi,

Ni Made Putri, Desak Ketut Susllawati, Ni Nyoman
Suyasning, | Wayan Suweka, 1 Gusti Nyoman Tantra, | Made
Terika, 1 Ketut Tutur, Ni Made Wari

Tsao Chun-Lin with Lin Chun-Hui, Tracy Chung, Helen Liu
Julia Varley

K. N. Vijayakumar

Torgeir Wethal

Frans Winther

ISTA sessions 1980-1990. Organisers

Bonn (Germany) 1980: Hans Jurgen Nagel, Kulturamt der
Stadt, Bonn;

Holstebro (Denmark) 1980: Odin Teatret;

Porsgrunn (Norway) 1980: Grenland Friteater;

Stockholm (Sweden) 1980: Teater Schahrazad;

Volterra (Italy) 1981: Roberto Bacci, Ceniro per la Ricerca ¢
la Sperimentazione Teatrale, Pontedera;

Blois and Malakoff (France) 1985: Patrick Pezin,
Bouffonneries-Contrastes with the collaboration of Nicolas
Peskine, Compagnie du Hazard (Blois), Edith Rappoport and
Pierre Ascaride, Théatre 71 (Malakoff);

Holstebro (Denmark) 1986: Odin Teatret;

Salento (Italy) 1987: Giorgio Di Lecce, Cristina Ria,
Mediterranea Teatro-laboratorio and Nicala Savarese,
University of Lecce;

Bologna (Italy) 1990: Pictro Valenti, Centro Teatrale San
Geminiano and Renzo Filippetti, Teatro Ridotto, in
collahoration with the University of Bologna and the
Assessorato alla Cultura of Bologna.



Nadine Abad (France), Beklan Algan (Turkey), Ana Maria
Alvarez (Argentina), Nicholas Arnold (United Kingdom),
Giovanni Azzaroni (Italy), Georges Baal (France), Roberto
Bacci (Italy), Paolo Baiocco (Italy), Anna Bandetini (Italy),
Clive Barker (United Kingdom), Juan Carlos Bartoloni
(Argentina), Ulrich Becker (Germany), Frangois Bergoin
(France), Bruno Bert {(Argentina), Claude Besson (France),
Giancarlo Biffi (Italy), Christophe Bihel (France), Umberto
Binetti ((Italy), Torben Bjelke (Denmark), Susana Bloch
(France/Chile), Lambert Blum (Germany), Gabriele
Boccacini (Italy), Maia Giacobbe Borelli (Italy), Monique
Borie (France), Liliane Brakowsky (France), James Brandon
(USA), Luis Octavio Burnier (Brazil), Béatriz Camargo
(Colombia), Gustavo Cina (Colombia), Sam Cannarozzi
(USA), Patricia Cardona (Mexico),Raquel Carrié (Cuba),
Eugenia Casini-Ropa (ltaly), Evelyne Castellino
(Switzerland), Cristina Castrillo (Argentina), Francisco
Cerezo (Spain), Fredy Frisancho Cervantes (Peru), Michel
Chiron (France), Exe Christoffersen (Denmark), Bernardo
Colin (France), Corinne Colmant (France), Giuseppe
Coluccta (Italy), Gisela Cremer (Germany), Fabrizio Cruciani
(Italy), Franco Cusumano (Italy), Horacio Czertok (Italy),
Luiz Antonio de Assis Manso (Brazil), Hélene De Bissy
(France), Antonio De Carlo (ltaly), Chris Dehler (Germany),
Corinne Delagneau (France), Mario Delgado (Peru),
Veronique Delmas (France), Marco de Marinis (Italy), Nicola
Dentamaro (Italy), Fernando de Toro (Canada), Vito di
Bernardi (Italy), Pino di Buduo (Italy), Maria Teresa di
Clemente (Italy), Claudio di Scanno (Italy), Luca Dini
(Italy), Veronika Door (France), Antolenno Dose (ltaly),
Andrej Droznin (USSR), Caroline Ducau-Martin (France),
Marie Durousseau (France), Henning Eichberg (Denmark),
Peter Elsass (Denmark), Hulesh Endre (Hungary), Susana
Epstein (USA), Christoph Falke (Germany), Clelia Falletti
(Italy), Rosanna Farinati (Italy), William Farrimond (New
Zealand), Emil Fersler (Denmark), Renzo Filippertti (ltaly),
Bruna Filippi (Italy), Adriana Filmus (Argentina), Frederique
Friart (France), Eleonora Fuser (Italy), Odette Gagnon
(Canada), Barnaby Gale (USA), Marcello Gallucci (Italy),
Francisco Garcia-Munoz (Spain), Santiago Garcia
(Colombia), Phillippe Garin (France), Emilio Gennazzini
(Italy), Giancarlo Gentilucci (Italy), Rebeca Ghigliotti
(Chile), Piergiorgio Giacché (Italy), Eduardo Gil (Venezuela),
Christian Godrie (Belgium), Richard Gough (United
Kingdom), Esteve Graset [ Marti (Spain), Alberto Grilli
(Italy), Christiane Groud (France), Raimondo Guarini (Italy),
Gerardo Guccini (Italy), Probir Guhu (India), Bernard
Guittet (France), Victoria Gutiérrez (Mexico), Didier Guyon
(France), lrene Habib (Israel), Edoardo Domingo Hall
(Argentina), [van Hansen (Denmark), Pamela Harris
(Canada), Kirsten Hastrup (Denmark), Frank Hott (Canada),
Johannes Hupka (Germany), Delphine Hurel (France), Maria
de la Luz Hurtado (Chile), Beatriz lacoviello (Argentina),
Ricardo Iniesta (Spain), Alberto Isola (Peru), Nitis Jacon
(Brazil), Ronald Jenkins (USA), Felisa Jezierski (Uruguay),
Marianne Jorgensen (Denmark), Christine Jouen (France),
Aderbal Junior (Brazil), Brigitte Kaquet (Belgium), Hossein
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LIST OF PARTICIPANTS TO ISTA SESSIONS (1980-1990) - — —

Karimbeik (Iran), Rolf Kassalicky (Germany), Takashi Kato
(Japan), Marianne Koning (Switzerland), Christoph Kiinzler
(Switzerland), Elsa Kvamme (Norway), Danielle Labaki
(Libanon), Flaura Lauten (Cuba), Francois Lauzon (France),
Lelio Lecis (Italy), Akin Legros (Belgium), Pierre Le Pichon
(France), Jaques Livchine (France), Eduardo Llanos (Peru),
Anna Maria Loliva (ltaly), Rosato Lombardo (Iraly), Juan
Mandli (Argentina), Philippe Malassagne (France), Giuseppe
Manzari (Italy), Laura Mariani (Italy), Carol Martin (USA),
Serge Martin (France), Danicle Marty (France), Jean Jacques
Maufras (France), Gualberto Mayans (Paraguay), Claudio
Meldolesi (Italy), Ferruccio Merisi (Italy), Denis Milos
(France), Renata Molinari (Italy), Juan Monsalve (Colombia),
Gert Mortensen (Denmark), Roberto Moss (Argentina),
Magaly Muguercia (Cuba), Natsu Nakajima (Japan), Saskia
Noordhoek Hegt (Holland), Tary Omar (France),
Bernardette Onfroy (France), Fabrizio Orlandi (ltaly), Akira
Mark Oshima (Japan), Radl Osorio (Chile), Pascale Oyer
(France), Marco Paolini (Italy), Sonia Martha Piramos
(Argentna), Hélene Patarot (France), Patrice Pavis (France),
Claudio Pedone (Italy), Ingrid Pelicori (Argenrina), Brigitte
Pelissier (France), Bodil Persson (Sweden), Lynda Peskine
(France), Nicolas Peskine (France), Patrick Pezin (France),
Vernovika Piankino (France), Silvana Pintozzi (Iealy),
Roberto Plebani (Italy), Netta Plotzki (Isracl), Frangois
Ponthier (Belgium), Nasrin Pourhosseini (France),
Jean-Marie Pradier (France), Noberto José Presta
(Argentina), Ricardo Angel Quiroga (Argentina), Luc
Quistrebert (France), Teresa Rally (Peru), Bernardo Rey
(Colombia), Vicente Revuelta (Cuba), Hector Gustavo
Riondet (Argentina), Janne Risum (Denmark), Victor Rotelli
(Argentina), Katrin Rotger (Germany), Sergio Rubino ([taly),
Miguel Rubio (Peru), Franco Ruttini (Italy), Luis Octavio
Sartori (Brazil), Massimo Sarzi Amede (Italv), Nicola
Savarese (Italy), Nicole Sawaya (USA), Renata Scant
(France), Mirella Schino (Italy), Claudia Schneider
(Germany), Lilli Schwedhelm (Germany), Nin Scelari (Iealy),
Beatriz Seibel (Argentina), Thomas Simpson (USA), Hanan
Snir (Israel), Andrea Soldani (Italy), [leana Solis Palma
(Panama), Polona Sosic (Jugoslavia), Regina Steyaert
(France), Susanne Strasser-Vill (Germany), Klaus Tams
(Denmark), Ferdinando Taviani (Italy), Costantino Themelis
(Greece), Alessandro Tognon (ltaly), Francesco Torchia
(Italy), Toni Tordera (Spain), Salvatore Tramacere (Italy),
Matteo Trovisi (ltaly), Rosario Uribe (Colombia), Tor Ame
Ursin (Norway), Gabricle Usberu (Italy), Gabriele Vacis
(Italy), Cristina Valenti (Italy), José Luis Valenzuela
(Argentina), Stafania Vannucci (ltaly), Pilar Varona (Spain),
Etelvino Vazquez Perez (Spain), Gaia Veron (ltaly), Renzo
Vescovi (ltaly), Ugo Volli (Italy), Philippe Vuilleumier
(Switzerland), Irmi Paggen Wabnitz (Germany). Gerdi
Wagner (Germany), Moriaki Watanabe (Japan), lan Watson
(USA), Victor Weijie Yu (China), Christel Weiler
(Germany), Arne Worch (Germany), Masao Yamaguchi
(Japan), Walter Ybema (Germany), Giuseppina Zaccagnini
(Italy), Stéphane Zissermann (France).
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AN INDEPENDENT THEATRE ORGANISATION
LOCATED IN WALES
WORKING INTERNATIONALLY

The CENTRE FOR PERFORMANCE RESEARCH produces innovative performance work, promotes tours, collaborates

and exchanges with theatre companies of international significance, arranges conferences, stages workshops, masterclasses

and lecture demonstrations, publishes and distributes theatre books, mounts exhibitions and runs a multicultural reference
library for the performing arts.

Admstrative Director: Judie Christie  Artistic Director: Richard Gough

CENTRE FOR PERFORMANCE RESEARCH
MARKET ROAD : CANTON : CARDIFF : WALES : UK : CF5 1QE
TEL (0222) 345174 : (international) + 44 222 345174
Telex 497933 DSTAGE G : FAX (0222) 340687
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A Dictionary Of Theatre Anthropology - The Secret Art of the Performer subtly justaposes the visual
Hemonstrations of the performer’s eraft, from g wealth of Oriental and Occidental sources, o uncover knowledge of
action in the hefphtened context of perfirmance: - from combat 1o religion and ritual. Whereas most Western ressearch
is concerned with naturalism and psychologics] fealism in acting, the Dictivnary ficuses on the perfoemer’s ardunius angd

eelectic craft.

Mare than just a dictionary, however, this is a handhook for theatre practitioners and a guide for stadents and scholarn
of transcultural performance. 1t s a result of ten years! research: conductasd by Eugenio Barka and the International
Schiydd of Theatre Anthropology (ISTA) hased in Denmark. ISTA works with practitioners of theatre and dance from
the major Oceidental and Oriental traditions to study the underlying prineiples of the performer’s technigue. I sims 10
expand our knowledge of the possibilities of the scenic body, and of the spectator’s response (o the dynamics «f
perfurmance. The Dictionary has practical sections on balance, opposition and montage smong ather techniguies, and
Jiscusses other issues including The Text and the Stage, The Dilated Bedy, ind Encigetic Langivage.

The visusl essay of photopraphs, drawings and diagrams which euns parallel vy the text is skillfully constructed 10
compliment the textuil anmment. The result is not only a Lavishly illuserated sourcebook on Western and non-Westorn
theatre - much of it until now litthe known - but an inspiring tribute to the secret art of the performer.

EUGENIO BARBA

was born in southern Italy in 1936 and emigrated to Norway in 1954 where he worked
welder and sailor. From 1960-64 he studied theatre in Poland, spending three years wi
Grotowski and writing the first book about him. In 1963, after a journey to India, he pub
a long essay on Kathakali, a theatre form which had not previously been studied in the
He founded Odin Teatret in Oslo in 1964. He was awarded an M.A. in French and Norw
Literature and History of Religions at Oslo University in 1965. In Denmark in
founded 1STA, the International School of Theatre Anthropology, and was awarded
honoris causa in philosophy from the University of Arhus in 1988.

He has directed the following productions with Odin Teatret: The Birdlovers (1S
Kaspariana (1967), Ferai (1969), My Father's House (1972), Come! And the day will
(1976), Anabasis (1977), The Million (1979), Brecht’s Ashes (1982), The Oedipos Story (
Marriage with God (1984), The Gospel According to Oxyrhincus (1985), Judith (1987), Talab

(1988), The Castle of Holstebro (1990).

NICOLA SAVARESE

was born in Rome in 1945. He teaches History of Theatre and Performance at the,Unil ;
of Lecce. He is among those theatre scholars who combine research into the past with ¢
participation in performance life. His studies deal with both the theatre of ¢
Renaissance and the complex dynamic of the meetings between Asian theatres
Occidental theatre. He has travelled widely in the Orient and particularly in Japan, w
he lived for two years. On the relationship between Oriental and Occidental theatres he
published, among many other works, Il teatro al di lt del mare (The Theatre Beyond the
— Turin, 1980) and Teatro e spettacolo fra Oriente e Occidente (Theatre and Performa
between East and West — Bari, 1989). ") )
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