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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 exists

criminal anthropology, phil-

osophical anthropology, phys-

ical anthropology and pal-

aeoanthropic 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 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

paradigms 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 he confused with the

anthropology of performance.

Again: Theatre Anthropology is the study ot 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 lite. This extra-daily use ot the body is what is

called technique.

A transcultural analysis of performance reveals that the

performer's work is the result of the fusion ot 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 unique and once-only. 2) The
particularities ot the traditions and socio-historical

contexts through which the once-only personality of a

performer is manifest. 3) The use ot 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 field 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

aspects 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 ot 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 ot the principles ot 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 ot

technical knowledge: the performer learns and person-

alises. Knowledge of the principles which govern the

scenic bios can make it possible for one to leani to leani

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 (or the most part

concentrated on theories and Utopias, neglecting an

empirical approach to the performer's problems. ISTA
directs its attention to this 'empirical territory' with the

objective ot going beyond the specialisations oi particular

disciplines, techniques or aesthetics. This is a question ot

understanding not technique but the secrets of techniifue,

which one must possess before one can go beyond

technique.

Eugenio Barba
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INTRODUCTION
Theatre Anthropology
EL'GENIO Barba

Where can performers find out how to construct the material

bases of their art.' This is the question which theatre

anthropolog>' attempts to answer. Consequently it neither

responds to the need to analyse scientifically what the

performer's language consists of, nor does it answer the

question, fundamental to those who practise theatre i>r dance,

of how one becomes a good actor or dancer.

Theatre anthropology seeks useful directions rather than

uni\'ersal principles. It does not have the humility of a

science, hut an ambition to uncover knowledge which can be

useful to a performer's work. It does not seek to discover laws,

but studies rules of behaviour.

Originally, anthropokig>' was understood as the study of

{-('. Similar principles, Jittcrt'nl pL-rt(irm,inLi:s: (1) .'\:n.-t JanCL-r; (2) turopean

tester in ihe MiJJIe Aws; (i) B.ilmese Janter; (4) Japanese Kabuki actor;

(5) Indian Odlssi dancer; (6) classical Killel dancer.

The principles which rcaiilate the stai;e hehaviinir of performers in various cultures

are similar, hut the perform.inces are different.

liiiivi.m Ixiiil;'- Ixh.ix uuir, not only on the soLio-cultur;il le\el,

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 performers, 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 anthnipology is

to trace these recurrent principles. They are not proof of the

existence of a 'science of the theatre' nor of a few universal

laws. They are nothing more than particularly good 'bits of

advice'; information useful for scenic practice. To speak of a

'bit of 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 in\iolate 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 further.

Contemporary Occidental performers do not ha\c 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, h.is ;i b.ise

of organic and well-tested 'absolute advice', that is, rules ot .irt

which codify 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 perftirmers pay for 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 being absolute; closed to the influence of other traditions

and experience. Almost all masters in Oriental theatre enjoin

their students not to concern themsebes with other

performance genres. Sometimes they e\'en ;isk them to not

watch other forms ot theatre or dance. They maintain th;it

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 from an

awareness of the relativity of rules: a lack of any rules at :ill

and a falling into arbitrariness.

In the same w;iy that a Kabuki actor might ignore the best

'secrets' ot Noh, it is therefore symptomatic that Etienne

Decroux, perhaps the only European master to have

elaborated a system ot rules comparable to that ot an l.>ieiual

tradition, seeks to transmit to his students ;i rigorous

closedness to scenic forms different from his own. For

Decroux, as for Oriental masters, this is not a question of

narrow-mindedness or intolerance. It is an awareness that the

bases ot a performer's work, the points ot departure, must be

defended ;is precious possessions, even at the risk ot isolation.

Otherwise they will be irremediably polluted and destroyed by

syncretism.

The risk ot isol.ilion is that purir\' might h;i\'e to be paid for

uirh sterility. IhosL- ni.isters who isolate their students in a
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fdrtress of rules which, in cirder to he strong, are not allowed

to he relative and are therefore excluded from the usetulness

of comparison, certainly preserve the quality ot their own art,

hut 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

each 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 (dhanni) in daily life (loka); natyadlumm stands for

behaviour in dance (natya).'

In the course of the past several years I have visited

numerous masters from different performance forms. With

some I 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 research 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 form 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 re\'eal an unexpected curiosity

for experimentation.

Certain Oriental and Occidental performers 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

tlitferent from the way we use them in performance. We are

not conscious ot our 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 culturally

determined. Different cultures determine different body

techniques according to whether people walk with or without

shoes, whether they carry things on their heads or with their

hands, whether thcv kiss with the lips or with the nose. The

dcr i)t ntt\Jcrn niinic.

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 KhJv

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: lokadluirmi and nai-

yadhanni. Daily techniques generally follow the principle of

less effort: that is, obtaining a maximum result with a

minimum expenditure ot energy. When I was in Japan with

Odin Teatret, I wondered about the meaning of the

expression which the spectators used to thank the actors at

the end of the performance: otsukiircianui. The exact meaning

of this expression - used particularly tor performers - is: 'you

are tired'. Performers who have interested and touched their

spectators are tired because they have not saved their energ>'.

And for this they are thanked.

But an excess, a waste of energy, does not sulticiently

explain the power that is perceived in the performer's life, in

their scenic bios. The difference between the performer's life

and the \itality of an acrobat is obvious. Equally ob\ious is the

difference between the performer's life and certain moments

ot great virtuosity' in the Peking Opera and other forms ot

theatre or dance. In these latter cases, the acrobats do show

us 'another body', a body which uses techniques ver\' dititercnt

from daily techniques, so different in fact that they seem to

ha\e lost all contact with them. But here it is not a question
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of extra-daily techniques but simply ot

'other techniques'. There is no longer

the tension of distance, the dialectic

relationship, created by extra-daily

techniques. There is only the in-

accessability of a virtuoso's body.

The purpose of the body's daily

techniques is communication. The
techniques of virtuosity aim 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-}onn. Herein lies the essential

difference which separates extra-daily

techniques from those which merely

transform the body.

Balance in action

The observation of a particular quality

ot 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 ot the

performer's art in which he or she is

alive and present without either

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 is 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
knkkeri, the men dressed in black who
assist the main actor in Noh and

8-10. Lokadhanm: (top) daily hehavitiur of an

Indian woman at her toilet (painting irom the 11th

century A.D.); (centre) Naiyadkarmi: the extra-

daily hehaviour of Odissi dancer Sanjukta

Panigrahi and (bottom) ot an onnagata (an actor

who plays female roles in Japanese Kabuki), both in

'mirror scenes'.

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 is

sometimes openly displayed, sometimes

concealed. It is, however, always

present in every performer and is the

very basis ot 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,

lite, 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 shakti. 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

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

10
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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 tact, the performer's lite is based on an alteration ot

balance. When we are standing erect, we are never immobile

even when we appear to he 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 balance

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

revealed in the balance experiments puts us on another track.

These micro-mo\'ements are a kind ot 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 stage for a few

seconds, in between Marceau's numbers, holding up a card on
which is written the title of the next piece. I agree, one might

say mime is a mute form and even the titles, in order not to

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 ptisition in which he held

the card as strong as possible, as alive as possible. In order to

reach this result in his few seconds on stage, he had to

concentrate for a long time to find his 'precarious balance'.

His immobility became not a static immobility but a dynamic

one. Not having anything else to work with, Verry had to

reduce himself to the essential and he discovered the essential

m 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 ot 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

12. Japanese Noh aotor; a tictive Kxiy. not a tictive character
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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 I 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 lite 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 Meyerhold's research. After seeing his production

of Don }iian, some critics wrote that what he had done was

not real theatre but ballet.

The tendency to make a distinction between dance and

theatre, characteristic ot 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 language of his work, but he would shake his

head with amazement if we asked him to explain the

difference between 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 taught

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

forces.

The Kyogen actor Mannojo Nomura remembered that Noh
actors ot the Kita School said: 'The actiir must imagine that

above him is suspended a ring ot 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 tact do not play in unison but try to

move away from each other, alternately surprising each other,

interrupting each other's tempo, yet not going so tar 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 tact 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 ot opposition. Based on this principle, which

obviously is also part of the Occidental performer's

experience, the codified traditions of the Orient have built

various 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 manis can be applied to various

movements and positions ot different parts of the body in a

dance, and to successive movements in the same
pertormance. 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 ot a

consistent alternation of parts of the body in the Iceras position

with parts ot the body in the manis position.

The dance of opposition characterises the pertormer's life

on many levels. Performers use a kind ot compass to orientate

themselves as they search for this dance: unease. 'Mime is at

ease in unease', says Decroux, and masters from all traditions

12
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have similar maxims. Japanese Buyo dancer Katsuko Azuma's

master tcild 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 that 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 I 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 lite to the actions of extending or

withdrawing an arm or leg, or the finger of one hand, act one

at a time. In the naiyadluirmi, the extra-daily techniques, the

two opposing forces (ot 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 it

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 ot both Buyo dance

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 cur\'e,

but rather it is as if they are pulling a large square box towards

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.

The virtue of omission

The principle which is revealed by the dance of oppwsitions 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 tact, they are the result ot simplification:

they are composed ot 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 ballet

dancers who hide their weight and eftort behind an image ot

lightness and ease. The principle ot 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

elements into relief. These other elements then appear to he

essential.

The same principles which sustain the lite ot the dancer -

whose movements are ob\'iously tar remmed trom daily

movements - can also sustain the lite ot the actor, whose

movements seem closer to those used daily. Not only, in fact,

can actors omit the complexir\- ot the daily use ot the body in

order to allow the essence ot their work, their bios, to manitest

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 ot an action which uses a large

amount ot energy into a small space, or the reproduction ot
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only those elements necessar>' to the action, eliminating those

elements which are considered superfluous. Decroux - like an

Indian actor - considers the hody to be limited essentially to

the trunk. He considers the movements ot the arms and legs

to he 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 energ>-

absorption. It is developed from the amplification ot

oppositions and reveals a new and different route to the

discovery of the 'recurrent principles' which can he 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

he 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, hut 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 lame, 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.

15-17. Dance of oppositions: (top) Henry Irving (1838-1905) as Cardinal Wolsey
in Shakespeare's Hcnr> VIII; (above) V. E. Meyerhold (1874-1939) in

F. Shentan's Acmfwts. (right) Kahuki actor.
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20. Synthesis sequence hy Italian actor Dario Fo: n\omein.s ai inimobilit> m 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

life (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

result of the analysis and dissection o{ 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.

22. Japanese Kahuki actor and the Lkeharui created hy the hasic Hnes of his position.

. the S..t;f

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 technique. A
symptom of this absurd belief is the diffidence shown towards

codified 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

16
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23. Drawing of an arabesque tor a false window in the Isfahan mosque (han).

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 ot pushing he was being pushed, and

bringing the arms towards the chest and pressing downwards

with the front leg and foot. This radical inversion ot 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. It 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 ikebaiia, 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'

rhythm means to be aware ot 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

lite has perhaps been most consciously and radically done in

Japanese theatrical culture.

The precepts which demand the killing ot rhythm and
breathing, as expressed by Katsuko Azuma's master, show

how the desired opposition can be brought about by the

rupture of the habitual responses of the body's daily

techniques. To kill the rhythm in fact implies creating a series

ot tensions to prevent the movements of the dance from

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 to

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. It is easy to understand why,

according to the particular solutions found by her culture, a

dance which follows the rhythm ot the music might make her

uneasy, 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 every\vhere.

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 availabiliry for action is expressed as a form of

passivity. The expression is not ambiguous, it is

hermaphroditic, combining within it both action and

passivit>', and in spite of its strangeness, it is an expression

found in common speech. One says, in tact, 'essere deciso', 'etre

decide', '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

he 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

24. Schematic analysis oi an arabesque, one of the basic positions in classical

ballet.

17



THEATRE ANTHROPOLOGY

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-kyn.' 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 tew

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 been 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

apply to every one of a performer's actions, to each ot his

gestures, to breathing, to the music, to each scene, to each

play in a Noh day. It is a kind of code which runs through all

the theatre's levels of organisation.

Rene Sieftert 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 lite: 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 hkadhanni, 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'.
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27-29. The decided body: (above left) Peking Opera actress Pei Yan-Ling; (above

right) Japanese Buyo dancer Katsuko Aziima; (hek)vv left) classical ballet dancer

Martina Van Hamel.

A fictive body

In the Occidental tradition, the performer's work has been

oriented towards a network ot fictions, ot 'magic ifs' which

deal with the psychology, the behaviour and the history of his

or her person and that ot 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 ot 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, hut it the eyes are active - that is, it they see in order

to observe - then the pertormer's body is brought to Ufe. In

this sense, the eyes are like the pertormer's second spinal

column. All the Oriental traditions codify eye movements and
the directions the eyes must tollow. 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 body 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 tan 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 it 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

3 1 . Iben Nagel Rasmussen as Kattnn, the mute daughter of Mother Courage, i

OJin Teatret's Brccht's As/ies (1982).

30. Kathakali student practicing an eye exercise.

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 to 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.'

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:

1. in the amplification and activation of the forces which

are at work in balance;

2. 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 based 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 pneuma,

breath. In both India and Bali, the word prana is equivalent to

ki'hai. These are inspiring images, hut 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 perft)rmer's art.

'^X'hen Zeami was writing about ;yMgen, '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 because, in those cases, the actor or actress

was doing exactly the opposite of what a modern performer
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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 ot

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 is

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 loluirdharmi 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

emerged from one of my conversations with Indian dancer

Sanjukta Panigrahi. It was the least usable because it

translates the experience of a point of departure as well as a

great result, hut does not translate the experience of the

process of achieving the result. Sanjukta Panigrahi said that

energy is called Shakii, creative energ>' which is neither

masculine nor feminine but which is represented by the image

of a woman. For this reason, in India, only women are given

the title Shakii amsha, 'part of Shakti'. But a performer of

either sex, said Sanjukta, is always Shakti, energy which

creates.

After discussing the dance of oppositions on which the

performer's lite is based, and after considering 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 Shakti 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 is

followed by the Danish actress Iben Nagel Rasmussen

33. Sanjukta Panigrahi's S/uiiOi.
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presenting Moon and Darkness. We are in Bonn, at the end ot

the International School ot 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:

I bou' before you

You who are both male and feinale

Two gods iri 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 halj jmgles with golden arm bracelets

The male half is adorned with bracelets of serpents

The jemale halj 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 m dazzling clothes

Is the female half

Nude, the male half

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

The female half is capable of all creation

The male half is capable of all destruction

I turn to you

Linked to the God Shiva

Your wife

I turn to 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. But 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'.

«?*^
35. ShivaArJlMiLi

Archeological Musi
, Jhalawar, India)

- fimiFL- (7th centur>' All. has-rL-licf,
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'The theatre is the state, the place, the point, where one can apprehend the human anatomy;

with the human anatomy, one can heal and direct life.'

ZEAMI
'In the performance ofNoh there are three hasic elements: Skin, Flesh, and Bone.

The three are almost never found together in the same actor.

When it comes to explaining the elements of Skin, Flesh and Bone in terms of the Noh, then

what can be described as Bone represents that exceptional artistic strength that a gifted actor

shows naturally in his performance and which comes to him of itself through his inborn ability.

Flesh can doubtless be defined as that element visible in a performance that arises trom the

power of the skills of the actor that he has obtained by his mastering o( the Two Basic Arts of

chant and dance. Skin, on the other hand, may be explained as a manner of ease and beauty in

performance that can be obtained when the two other elements are thoroughly perfected.

To put it another way: when considering the art that comes from Sight, the art that ci>mes from

Sound, and the art that comes from the Heart, it can be said that Sight should be equated with

Skin, Sound with Flesh, and the Heart with the Bone.'



ANATOMY
Anatomy is the description oj lije by means oj its absence. Anatoiny celebrates the splendour and the superior geometries oj 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

effects, 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

research 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

lite 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

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.

2. The wave is about to crash into both the boats and

Mount Fuji.

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

underneath the wave.

4. 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.

nPEAnOmrAEMAfl !||5g CBEPX3AflAMA

BHVTPEHHEE
CUEHMMECKOE
CAMOMVBCTEI

BHEUIHEE
CUEHMHECKOE
CAMOMVBCTBME

1. Anattimy of the actt»r's creative process according to Stanislavski. I. Physical

action 2. The sentence of Pushkin 3. The subconscious through the conscious

technique 4- The Hving experience 5. Personification 6. Intellect 7. Will 8. Feeling

9. Role - perspective of the role, line of actions 10, 11, 12. Spiritual work and
physical work 1 3. Internal and external scenic sensibility 14. General scenic

sensibility 15. Principal problems
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1. riie Wave at Kanagawa'; twentieth plate in tl

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

fnym 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

Thim-sQ- views of Mount Fuji, by Hokusai (1760-1849).

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 I

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 I 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 careful

you tr>' to be, you'll always end up with broken pieces of

china on the floor.'

3. 'The Dance ol the Water Seller', illustration from Odon hiwn kakii (Dance Lessons For Oneself), album rnnicd in 1815.
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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 ot

any history book with what the reviews of the period say in

order to see how a large part ot 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 been 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. Knnst.intin SurycvLvidi btanisljvski (1863-1938), a few months before his death,

students, actors and directors during a rehearsal at his Studio.

Gorchakiiv - as well as being an expressiim ot his own
creative fervour.

Educating in creativity, transmitting experiences, setting up

schools, establishing a teaching process: there were many
fertile 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 cultural 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 Proletkult schools, Copeau's

Vieux Colombier and the Copiaus schools, Dullin's Atelier 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, Anton 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

how.

In the last chapter of M7 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, 'I 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'.
arrounded by
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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 arc

no available examples or methods for thv

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 ot

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. Bv

1924 he had already set up the Studios in ;i

passionate, exasperated and unsatisfied

search for truth in a pedagogical situation.

Then, in his book, in half a page, he reveaL--

the treasure which he has discovered and

passed on: his method of the actor's work.

Theatrical pedagogy as an expression ot

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 hooks, 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 ot the theatre practitioner are

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 ot theatre

themselves who, with their actions and with their words,

change the mental horizon ot the spectator's expectations.

The objective of the pedagogical situation is not the derriier

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 creativit>', 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 ot the

theatre culture of the century's first decades), the schtxil is

the special place where the today ot 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
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4- Anton Chekov (1860-1904), reading from The Seaguii at the Moscow Art Theatre in 1899: Stanislavsk

seated on his right, Meyerhold is on the far left, and Nemirovich-Danchenko is standing on the far right.

Hellerau school with the religions ot the body in nature

(which took so many fornts , especially in Germany); and in

the final version ot 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, hut 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 ot 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 mu-^t

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

effervescent culture of the time: not only

performances in relation to the theatre but 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.

'We must give more room and deeper

roots to the company spirit, we must find

lite 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 1931, 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 hut by

the salvaging of the theatre's cultural, social

and human complexity as a form of

expressive communication and as a means

tor 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 ot theatrical techniques.

5. Jacques Ccpoau (187'»-194''). reading the script ofA Woimm KdL:d f>^ Tmdemas 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 Bohmin 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 ot the physical training techniques at the school of his Atelier Theatre.

When we read Sklovslcij, we get a glimmer

of Meyerhold's teaching methods in the

directing class at GVYRM (Advanced State

Laboratories for Direction). Sklovslcij 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 perceived as 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) Tadeus: Kantor (1915-90) working with students in Milan; (right) Examples of 'biomechanical' exercises invented by Meyerhold for his actors' training.

9-10. (left) Vsevolod Emilevic Meyerhold (1874-1939) (centre) with his aaors during a rehearsal otMavakovski's Tiw Bi« [1^1^). uight) Bcrt.-li Incdit il>')S-l955)

with Ekkehard Schall during a rehearsal of The Life of Galiko in the Berliner Ensemble's rehearsal hall.
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Paul Klce the painter could not help becoming a teacher in the original meaning oj the term. The leord 'to teach' cic'rii'c's jrom the Gothic

'taiku-sign' (our word token). It is the misnon of the teacher to observe ivhat goes unnoticed by the multitude. He is an interpreter oj

signs.

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

Pedagogy and the relationship between master and student: the secret of the transmission of art lies in the personalisation of this

relationship. With few exceptions, the master-student relationship has to a large extent deteriorated in traditional Occidental theatre

schools. But in other cultures, this living transmission of art is still practiced and is the essential reason why some artistic and spiritual

traditions have existed for generations, and have been passed on unchanged, without losing their power.

Oriental Examples
Rosemary Jeanes Antze

The syllable gu mtJtins shadows (darkness)

the syllable ru, he who disperses them.

Because of his power to disperse darkness

the guru is thus named.

(Advayataraka Upanishad, verse 5)

Knowledge in ancient India was oral in nature. The early

religious texts, the Vedas and Upanishads, were passed on tor

many generations by word ot mouth, only later to be

committed to the written word. An oral tradition demanded a

living representative - the guru - who both embodied and

transmitted the traditional knowledge. In Vedic times it was

customary for a father to pass on his learning to his son, thus

perpetuating the knowlege through parampara, meaning

lineage, progeny, uninterrupted row or series, succession or

\ '
-' -:«'- -^-^^^ * '*^ - - ••'S^--^ 3^

'

1 1
. (ahove) Baline.se dancer I Made Paselc Tempo and (page 3 1 ) Japanese dancer

Katsuko Azuma teaching arm positions to their respective students. In Asian
theatrical traditions, the student usually stands in front of the master and learns by

direct imitation of the master's actions. Sometimes, however, especially at the

beginning of the apprenticeship, the master stands behind the student and guides

the actions directly, m order to transmit both movements and rhythms by means of

physical contact (cf ill. 5 p. 247).

tradition. Here we have the main elements ot the oral

tradition: the teacher or guru, the student or sisya, and the

unbroken line of knowledge or parampara, in which the

master and disciple are individual participants in a tradition

which stretches beyond both.

Continuity in the arts relies on human beings. Written

texts may record certain principles, hut the belief in the

efficacy of the living teacher goes back to the time ot the

ancient sage/teacher, Nardda: 'What is learnt from reliance

on books and is not learnt from a teacher does not shine in an

assembly'. Moreover, since dance and music communicate

through non-verbal means and their nuances ot expression lie

beyond words, these arts are especially indebted to the

living-oral tradition. Students rely on their chosen guru as the

key to the rich world of creative endeavour.

The religious guru is perhaps the most visible embodiment
of the traditional teacher and assumes many forms, ranging

from the long-haired ascetic in retreat high in the Himalayas

to the jet-setting yogi with a large Western following. In India

it is not unusual to seek out and follow a guru in spiritual

matters. Often a teacher's guidance is considered essential to

achieving the ultimate goal ot 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 guru: '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 guru, one should

surrender completely.'

Guru as parent, honoured preceptor

Originally the guru was the

purificatory ceremonies over

instructed him in the Vedas. In this role the guru 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

parent at the btiy's initiation is found in the Artharva Veda

IX: 5-8:

'When the teacher accepts the Brahmachari (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.'

Even today the view of guru as second parent is accepted by a

surprisingly large number of young people. This attitude is

documented in a recent study that dealt with the modern

educational system. A questionnaire presented the following

alternatives:

1. A teacher should really be like a second parent to his

students and should ensure their all-round development.

2. A teacher should primarily be concerned with teaching

his subject in the class-room and should not worry about

student behaviour outside the class-room.

Over 90% of high school and college students in eight

different states chose the first statement acknowledging the

one who performed the

Brahmin boy and who
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teacher as second parent, confirming that the ideal of gi<n(,

whose traditional role extends well heyt)nd the classroom, is

indelibly lodged in the minds of most students.

Dance gurus too are often viewed as surrogate parents since

they give hirth 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 guru,

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 he 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 guru to

superhuman proportions:

Only the guru is transcendent brahman

Only the guru is the supreme path

Oi\ly the guru is highest knowledge

Oi\ly the guru is the last refuge

Only the guru is the ultimate 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 Lai'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 guru, 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: guru, 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 ot a student's

attitude towards his gwrii - 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, sadhaiw, which means

practice and discipline, involves complete faithfulness to the

guru's tradition and absolute obedience to his instructions in

art and lite.

Guru-kula, study in the guru's home

It is necessary tor a guru 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 guru-kula, in which the student was incorporated into

the guni's household, 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 guru'. This custom of

going to live with the teacher, central to the system of ancient

education, was the prevalent manner ot learning music up to

the generation now dominating the concert stage in North

and South India. For most present day students of dance,

guru-kula belongs to an idealised past. Restrictions of time in

the modern rhythm ot lite permit perhaps a tew months of

residing and learning in the gnn('s home, but seldom the years

of a tuU training as in the past.

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 (rhythm), mudras. It was

twenty-four hours work ... Aftervvards I 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 ot his own teacher,

who once took him by the knot ot 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 susceptibilir\^ to nnxid -

most critical in expressive art - was preserved and allowed

within a disciplined structure ot learning. Two dancers

confirmed that even it inspiration came to the master in the

middle oi the night, he would not hesitate to call his students

to him to impart his knowledge.

But the call of the gtmt did not always mean that dance

instruction would be given. Another very important aspect o(

the guru-shishya relationship, especially possible in a gum-kuLi

setting, is the 'service' the student performs tor the master.

Washing clothes, preparing and carr^'ing hot water tor a bath,

giving massage and oil baths to the teacher are acts that many

dancers mentioned. My Odissi guru spoke ot services he gave

to his guru: cleaning dishes, doing shopping and conducting

puja, or worship, in the ^ijimf'.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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1 3-15. Sanjukta Panigrahi, age 6, beginning her apprenticeship in Odissi dance. 'I began to learn whe-n 1 w.is ti\c ^c.lr^ old ,tnd I Am siill learning today. 1 had two ^la^tLr^.

The first, Rukmini Devi (cf. ill. 4 p. 206 ), was perfect for technique. She was famous because in none ot her .students could one detect the least weak point, 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 11:245-246,

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 o{ 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

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 guru-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 I 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
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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 gwru'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 guru's

demand demonstrates that the blessings of the guru 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 point, we have mostly considered the

teacher-student relationship as a hierarchical one in the sense

that a younger student owes respect to the elder master who is

the source of knowledge. And yet the guru-shishyu relation-

ship is distinctly symbiotic in nature. An established Bharata

Natyam guru, Nana Kasar, whose classes 1 watched in Delhi,

was quick to mention (in the presence of his students) that a

good student draws out a teacher and a teacher can be

inspired by and realised in his student.

The symbiotic relationship extends beyond the mutual

dependence o( guru and shishya. My Odissi guru spoke one day

of his belief that the guru, or perhaps the concept of guru,

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 role of second parent. Subsequently, the gun*

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 guru

on the next generation:

'... In his simple life, he embodied the shastraic concept 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)

'I know that what he imparted to me and to his other

students is deathless.' (Ram Gopal)

Here we see 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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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 hips. This fundamental position is

called the tnbhangi, 'the three arches'. It 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.l), 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

rejecting '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?

1 - 2. The commedia character Frittellino in an engraving by Bernard Picart (1696), and Odissi dancer

Sanjukta Panigrahi: cultural differences notwithstanding, the Commedia deH'Aite mask and the Indian (

are transversed by analogous lines of force; likewise, the same balance principle is at work in both.

3. Etienne Decroux in a typical mime desequitihrc.
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Balance - the human ability to hold the

body erect and to move in space in that

position - is the result of a series of

muscular relationships and tensions with-

in our organism. The more our move-

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 makes

conscious use of this desequilibre: 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 engage and

emphasise the performer's material

presence, but at a stage which precedes

intentional, individualised expression.'

(Eugenio Barba, Theatre Anihropology: First

Hypothesis).

4- Dance of opposition in a Jester - a German bronze

from the 15th century (Victoria and Albert Museum,

London)

.

5. Eugeni Vakhtangov (1883-1922) in a precarious

balance position as the Fool in Shakespeare's Twelfth

Nighi (Moscow Art Theatre Studio, 1919).

6. Crete 'Ofiesenthal, expressionist dancer in Gcrmanv in die 1 luruc.s m .i position ol c.\ccption,ilU prc^.inous balance, in a scene ttom Uuiuiiuuter.
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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 immediately

discovers that one's centre of gravity

changes position, and that therefore one's

balance also changes. If one wants to walk

like a Noh actor, the knees have to be

slightly bent. This results in a slight

downwards pressure from the vertebral

column, and therefore from 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, aragolo and

wagoto. In aragolo, the exaggerated style,

the so-called law of diagonals is used: the

actor's head must always be at one end ot

an acute diagonal line; the other end ot

the line is one of the feet (ill. 7).

The uiagoto 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

uiagoio 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 Kathakali 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 (ill.8).

The rules tor 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 basic 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 plie, consists in dancing with the knees

bent, the best starting position for a

pirouette or a jump (ill.11,12).'

(Eugenio Barba, ibid).

8. Kathakali students from the KalamanJala

learned at the beginning oi apprenticeship.

chool m Kerala, Indi; thing
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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 because 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 ot

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 ot

gravity is correctly situated when the line

of gravity reaches the ground inside the

perimeter ot 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 be 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 toregoing

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 ot 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 balance

position, and the various mobile segments

must be held in place by the action ot the

muscles. (...)

In all the positions taken by the body in

which it rests on both feet, the centre ot

gtavity 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, AndloTtiy jor Artists).

H. Plates showing aspects of balance, from Aiiuitmiiu /jtr uriisti (Anatomy for Artists), by Angelo and Giovanni

Morelli. A: shift of the body relative to the line of gravity; B: the line 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 oi the Indian tnbhungi is also discernible in position (d) in this last drawing: cf. Op/jositions).
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The study of balance makes it possible for

us to understand how a balance in action

generates a kind of elementary drama: the

opposition of different tensions in the

performer's body is sensed kinaestheticaiiy

by the spectator as a conflict between

elementary forces. But in order to be able to

move from a balance which is the result of

minimum effort to a visualisation of contrary

forces - and this is the image of the btxly of a

performer who knows how to master balance

- the balance must become dynamic.

Muscles in action must replace the ligaments

in the maintenance of the ptisition.

15. Dynamic balance is clearly visible in the stationary poses ol these Thai dancer

direction ot the arms and legs (a and b) and the extreme spreadinjj ot the legs (c ;

.: tension (and therefore dynamics) is underlined by the contrast resulting from the

nd d).
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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

spectator even when there is only

immobility.

Artists consider this quality to be of prime

importance: a painted 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

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

feelmg 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 Rinampak (southei

position without costume, the alteration of bala

.11.23 p.223).

:o, 9th centur>' A.D.): in the outline ot the hojy

cieatly be seen in the flexing ot the head and trunk (ct.

17. The basic Balinese dance position also contains

an alteration of balance created by cn.>ssini^ the feet

(cf. ill. 1-2 p. 120).

ly. Htruscan dance
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Steel and cotton

'My master used to say

that ever>' performer

has to find his own
power centre. It could

he imagined as a hall

of steel in the centre

of an triangle whose

apex is the anus and

uhose other two an-

gles are the comers of

the pelvis at the level

ot the navel. The per-

former must succeed

in centring the bal-

ance on this power

point. If he finds it

(hut this is difficult to

do, even today I

sometimes don't find

it). then all his

movements will he

powerful. But this

power is not synon-

ymous with tension or

\iolence. My master

said that the hall of

steel was covered with

l.iycrs ot cotton, and

thus resembled some-

thing soft which, deep

in its centre, hides

something hard. The
pcrtormcr's movement
Lin be slow and sott

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
(18th century). In the enlarged detail, the dancer's

precarious balance and the line of the Indian tribhangi

(cf. Opposiliom) are easily discernible.

21. Kdtsuko .\:uma in a Buyo dance position: the spreading ot the kimono and

the simultaneous opening of the two fans visibly amplify' (like a balanced letter

'V') the difficulty of the precanous position, which is nevertheless fully controlled

by the dancer.

22-23. Indian Kathakali actor in a precarious balance position; Kath.akali students training the i

the position by holding on to their big toes.

r ptwition. The young students (as opposed to the adult actor) keep
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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

desiquiUbre position; (right) Jesters dancing in high shoes (11th century miniature, Limoges, France).

26. Peking Opera actor in a prci.,iruHis h;il.ince position accentuated by the use of the typical black cloth boots with high wlutc soles which .rrc used for characters of high

rank, such as emperors, generals and |udges. The types of shoes worn by Peking Opera actors are based on the traditional fudiucar used in the Qing Dynasty (1644-191 1).

Included among these are the is'ai l/h'iki. 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

modulation of balance. Hence the apparent paradox

ot dances executed in kneeling p^^itions, as in the

following examples: Balinese dancer* performing the

Lcgo<\g dance (ill. 27. 28); a Chinese divinir>'s dance
with a scart' (ill. 29, a mural from Dunhuang, Tang
Dvnasrv. 618-906 A. P.); Susanne Ung in one of her

early compiwitions (ill. 3C); Bcd/und Sonatig, a dance
performed by women m the Javanese court in the

16th century-, phi>tographed at the end of the last

ccnturv in the Royal Palace at Ji>gjakarta (ill.M).
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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

tool, and his work are fused into one

physical thing; the human body. One
curious consequence 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 ot art. The dancer uses

a mirror occasionally; he also has at times

a more or less vague visual image ot his

own performance; and of course as a

member of a group or as a choreographer,

he sees the work ot other dancers. But as

tar as his own body is concerned, he

creates mainly in the medium of the

kinaesthetic sensations in his muscles,

tendons, and joints. This tact is worth

noting, if only because some aestheticians

have maintained that only the higher

senses of vision and hearing yield artistic

media.

All kinaesthetic shape is dynamic.

Michotte has observed that 'movement

seems to be essential to the phenomenal

existence of the body, 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 I stand in front ot 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 ot the vertical trom the

risky adventures of thrusting and falling.

The dynamic nature of kinaesthetic

experience is the key to the surprising

correspondence 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.

Finally, it is essential for the

performance of the dancer and the actor

that visual dynamics be clearly

distinguished from mere locomotion. 1

noted earlier that movement looks dead

when it gives the impression of mere

displacement. Of course, physically all

motion is caused by some kind of force.

But what counts for artistic performance

is the dynamics conveyed to the audience

visually; for dynamics alone is responsible

for expression and meaning.'

(Rudolf Arnheim, Art and Visual Perccjition)

!2-33. (top) Louis Jouvet (1887-1951), im tlu- left, in Molierc's LEcolcda Fcmma. (Pans Wi6). The
disiiquilibrc in this scene is the result of Jouvet's attempt to kick the servant, and hy the latter's escape. It should

he tememhered that the stage in the Italian-style proscenium-arch theatre was steeply raked. This rake, which

faciUtated perspective in scene design, ohiiged the actors to spread their legs in order to keep their balance. The
use of the raked stage in European theatre was not abandoned until towards the end of the 19th century;

(below) Vertical section of Milan's Teatro delta Scala, which was designed by Italian architect Giuseppi

Piermarini (1734-1808) and completed in 1778. Note the stage's steep rake.
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34-37. Actress Iben NaRel R;i ; at OJin Tcatrct (1^'71). The exercises have an nhvious cHect on the Kxiv's balance (cl. i r

45



BALANCE

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 done 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-

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 treatment, is read in two forms:

- vectorial, where the anterior,

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

cm.). 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 sagittal 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:

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

balance only when a weight is actually being carried; (h) actors, accustomed to imagining gestures and actions,

show a change of balance during the mimed execution of the action as well.

39, The kineiometer: instrument which measures the

amplitude and frequency of body axis oscillations.

40. Kmetogram. vector graph of t

measured by the kmetometeT.

41.Charles DuUin (1885-1949) as Arpagon in The

Miser by Moliere in a position of extra-daily balance.
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42^3. French mime Etienne Decroux, and

rhc same precarious balance posirion.

ccntur>' engravmg:

- 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.

The experiment consisted in comparing

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 body's

centre of gravity are produced in

proportion to the weight when the real

weight is 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

determined 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-Babi'c, Utilizzazione di un

metodo scientitico nello studio dell' espres-

sione sportiva e teatrale - T/ie Use uj u

Scicniific Method in the Study of Athletic and

Theatrical Expression)

.

44^5. Indian Odissi dancer Sanjukta Panigrahi, and a dancing pygmy shaman (drawing hy French

anthropologist LcRoy, 1897): the two performers have assumed a similar precarious balance piisition.
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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 'life' in his actors. This was

witnessed by those who saw his productions

and was documented in his Modelhucher

(Model Books), which were devoted to the

productions he had directed.

The diary kept by Hans Joachim Bunge,

Brecht's assistant on 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-e.xpressivity. During many of

the rehearsals, he appeared to be completely

unconcerned with the result, and avt)ided

referring to anything already known or

decided upon. This intuitive process -

'thoughts relate through leaps,', he said,

'thoughts leaping into relationship' -

confused many of his actors hut helped to

destroy recitative and ideological premises

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 o{ 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 excerpts 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 seems to

forget that it is he who has written the

play. One often has the impression that he

is seeing it for the first time. Sometimes he

seems surprised by it and has somebody

else explain the most obvious things 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".

8t/i day 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 the actors how they should move,

continues dancing.

/6th day of rehearsal

The governor is being taken away. Two
lancers, played by extras, accompany the

procession. Brecht has an experienced actor

BALANCE

52-54- Stanislavski, 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 Aniigone at the Stadttheatre Chur (1948);

Leonard Steckel (centre) as Puntila in Puntila and His

Servant Matti at the Berliner Ensemble (1949); and

Ekkehard Schall (bottom) as Eilif m 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 i)f 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 thiit nothing is fin:il.

41 SI day of rehearsal

Brecht says: "I'm afraid we'll be ready

too soon". By this he means that certain

scenes and details are now considered

"final" too soon: the actors are getting

tight.

Brecht uses every imaginable means to

keep this from happening. One scene is

rehearsed until its general lines seem
clear. Then the work on that scene is

interrupted and another scene is

rehearsed. The actors ask for 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.

94lh day of rehearsal

Brecht rehearses the bridge scene

continuously for nearly two hours. He
starts from the beginning, over and over

agaui. The actors' lines are switched

55. Helene Wcigel as the wife ot the governor in Breclit's production ot his play, Cuiiciisiun Cluilk Circle

(Berliner Ensemble, 1954). The .apparent immohihr\' conceals a nucleus 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 .i cur\ed spine.

around, cut, re-introduced, shoncned,

and finally put back where they were

originally.

The gestures arc likewise changed, new

gestures are tried, fixed and changed

again. Everything can be done in various

ways. Brecht creates chaos, as usual. Is

always discussing new pt)ssibilitics. By the

end, nobody knows what has happened.

Not even Brecht himself. Now he

interrupts the rehearsal: "Let's take a

break, since we don't know what to do

next". He often docs this, at thi»c

moments when he diK-sn't manage to find

a way to get what's happening on stage to

go any further. From this confusion,

however, more often than not, something

new emerges.

) I2lh day of rehearsal

The actress playing the governor's wife

has suddenly taken ill.

It is not certain that she will recover in

time for the opening to take on the part

and get it ready in the ten days that are

left. Helene Weigel agrees to take over

the part, she starts rehearsing it, but very

circumspectly. Brecht docs not ask her to

Jo it as Kathe Reichel was doing it, he lets

her tr^' to find her own interpretation.

Then a surprising thing happens: Weigel

discovers a completely new way to play

the part, while the ser\'ants keep the same

characterisations they had had with

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 piercingly, softly

and painfully, and had dominated the

stage with many rapid movements. Weigel

gave one the impression of being a bom
leader and achieved this effect 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, hut in a

firm and incisive way. And instead of

(lying 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 ot Weigel's ideas

after he saw how well it worked on the

stage: the ser\'ant must always stand right

beside his mistress, and when she signals,

he must kneel and ofiler her his back, as if

it was a chair. Reichel's governor's wife, in

her hysteria, appeared to be only

superficially dangerous and exhibited

more than anything else the obtuse

snobbism of highly-Kim women. She is

not to be taken tixi seriously. Weigel's

governor's wife shows the seductive and

brutal face of stiipidit>'. She is clearly

dangerous.

Thanks to her typical upper-class

education, the governor's wife has become

a rigid, puppet-like figure. When she is

dealing with servants, she does not seem

human, a characteristic which is perfectly

underscored by her cold, formal kindness."
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56-59. Four pictures i.f Rys:ard Cieslak (1937-90) in The Gmslam Pnnce (1965), adapted from Calderon hy Juliusz Slowacki and directed by Jerzy Grotowski. An example
of 'theatre which dances': a coirtemporary actor synthesises the dance of balance m all possible positions: seated, kneeling, standing.
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60 - 62. (top) Shiva

Nataraja - Lord of the

Dance, lOihcenturv

A.D.. bronze (rom

southern India; (bottom

Icit) the German dancer

Gert Palucca; (bottom

nght) Figure ot

Pantalone bv Jacques

Callot (cngravinR. 1616).

The fx»sitions t>f these

dancers, who arc

separated b>' great

distances of time and

space, are unequivocal

proof ol the role of

extra-daily balance in

the art of pcrtormance.
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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 he brief, the

comprehension would lack interest.

The Occidental 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.

1-2. Everything, from posture ti) costume, from facial expression to body
dynamism, contributes to the dilation of the performer's presence: a dancing

dervish, and (right) Helene Weigel in the title role in Mother Courage, directed by

Bertolt Brecht .ind Erich Engel (1952).
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3-4. The dilated body: Pole Figure, by Danish painter and art theorist Asger Jom (1914-1973). A drawing, printed positive and negative, made by shininq a Hashlighi on a

photographic plate.

The bridge

It 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 ot 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 ot 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 ot 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 ot moving, there

is also a grey, predictable, la:y way of thinking. A performer's

actions can become heavy and blocked by stereotypes, just as

the flow ot 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 energ>' 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 sei:ed 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. It 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 ot creative prcxess.

The relationship between these two banks does not only have

to do with a polarity which is part of every individual at the

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 btidy' evokes its opposite and complementary

image: 'the dilated mind'. But this expression should not

make one think only of something paranormal, ot altered

states of consciousness. It also relates to the level of craft in

the artistic trade.

In the course of my experience as a director, I have

obser\'ed a process taking place in both myself and some of my
companions: the long daily work on physical training,

transformed over the years, has slowly become distilled into

internal patterns ot energy which can be applied lo a way of

conceiving or composing a dramatic action, a way of speaking

in public, a way ot writing. Thought has a physical aspect: its

way of moving, changing direction, leaping - its 'behaviour',

in tact. This aspect has also a pre-expressive level which can

be considered analogous to the performer's pre-expressive

work, that work which has to do with presence (energy) and

which precedes - logically if not chronologically - real and

actual artistic composition.
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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 ot

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 ot a

solitary artist, but are the work ot 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, but insisted on continuing to try to get around the

Cape until the end of his days. Thus it was that he heard a

viiice 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

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 captain 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 berth between the high cliffs ot

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 to Senta, a name not used in Norway, or

only in the Norway imagined by Wagner for Der Fliegende

Hollander.

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

6. Thi)iiKht-in-lik', noivliiiLMr, non-unrvocal: m;muscnpt depicting the heKinninR

of the Aitec miKratum. From left to right: 1) the sovereign on an island: the

hieroglyphs around the pyramid represent his name and that of his tribe; 2) the

crtissing; the hieroglyph in the rectangle represents the date; 3) footprints indicate

the march towards the city of Colhuacan, represented by the large hieroglyph; 4)

eight more tribes await the sovereign: each tribe is represented by a hieroglyph and

by the figure of a talking man. Drawing from Le gene el la parole (Gesture and

Word) by anthn.pologist Andre Leroi-Gourhan.
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7. To think the thought: Otfssiiic

Escher (1898-1972).

(To Draw), 1946 lithograph by Mauntb Cornells

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 tact 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 ver>' tar 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 dtuible and the sailor, who had become similar to

the Wandering Jew, to Faust, to Don ]uan, returns to being a

lonely sailor abandoned by a woman in e\'er\' port.

When one thinks about variations 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 is

more difficult to be so flexible as not to impede the

manifestations and disorientations of this behaviour in the

placid flow of one's own thinking.

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 of energy: before

striking a blow, one draws one's arm back; before jumping,

one bends one's knees; before springing forward, one leans

backwards: reculer pour mieiix sauter.

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': betore carrying

out an action, the actor negates it by executing its

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 influiing gesture. A
parody, in tact, o( dilated action.

8. To think the thought: drawing by Runi:ini.>n c.incntun.'^i Snul Stcinherg, useJ by

Sergei Eisenstein (1898-1948) in his Kxik Li nuiuru noii mdtfferenu - The Non-
inJitierent Nature) (1947).
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9. Extasis. drawing made by Eisenstein during his stay in Mexico in 1931. Ex-stosu.

to go out of oneself. It is not the actor who must enter ecstacy, but the spectator

who must 'go out of himself , who must, that is, transcend the limits of the direct

and literal perception of what the actor is doing in order 'to see' behind the screen

of the obvious and the known.

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 I do meanV But in the

moment of the 'negation ot 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

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 ot 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 obvious, 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.
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Einstein reacted in an unexpected way when his young friend

told him about meetioK 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-year

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 began 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, rush 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 he 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-lite.

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 spi.ike iit

the 'ecstasy of montage'.

'To think the thought', the 'mind-in-lito', the 'ecstasy of

montage' . . . these expressons all refer in a figurative way to

10-11. Twin logics: children's drawings, (top) Giovanni (four years old) - two

brothers out for a car ride; (bottom) Jens (three and a half years old) - a children's

playground.

the same kind of experience: various fragments, various

images, \arious 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

o( a logic which does not obey the logic used when we

imagined and sought after them. It is as if hidden hKxxl-ties

activate possibilities other than those which we think are

useful and justified.

In the creative process, the materials with which we work

have both a utilitarian life and a second lite. The first, left to

itself, leads to clarity without profundity. The second risks

leading us into chaos because of its uncontrolled piwer.

But it is the dialectic between these two lives, between

mechanical t>rder and disorder, which leads us towards what

the Chinese call Li, the asymmetrical and unforeseeable order

which characterises organic lite.

59



DILATION

Twin logics

A dialectic relationship does not exist in and of itselt. It is

horn of the willingness to control forces which left to

themselves would only conflict 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 ot

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.

12-13. (top) Susanna (seven years old) - the king drives by on his birthday,

(below) Anna (five years old) - two children are happy that their mother is

expecting another baby.

How can one intensify the difference between the

performer's way of seeing and the spectator'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 it 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 ot what the actor is doing.

Directors can admit the difficulty they have in accepting

this spark of unknciwn life, can ask tor explanations, can

request that the actor become coherent. But they thereby

jeopardise the collaborative relationship: they are trying to

eliminate 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 torgets 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 lite is torn

and the unexpected breaks through. Something known is

suddenly revealed as new.

Even spectators' deepest reactions, the matrices ot their

appreciation or their clearly formulated judgement, are secret,

unforeseeable.

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 repetition 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'etre 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

logic of their own way of seeing, impoverish it, leave their

hand to chance, avoid precision, imitate infantile ways ot

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 ot 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.
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For those who study children's drawings, those scrihhlings

called first drawings which ver>' 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, numerous 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 gesius, 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 ot 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.'' Bela 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 tor the

first time. My mother took me to see Cyrano de Bergerac. The

hero was played by Gino Cervi, a ver>' 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, I

searched in vain for the disorientation that had made me teel

alive, for that sudden dilation of my senses. No more horses

appeared. Until I 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 fabuhi, the plot

and its interweavings, the drama, the story or the situation

represented. Just as there is an extra-daily behaviour tor the

pertormer, there is also an extra-daily behaviour in thinking a

story.

During the first few years ot my work in the theatre, I

interfered with the text, which was the point ot departure tor

the production, by creating unexpected changes ot direction,

breaking the text's linear development and composing the

general action through the montage and interweaving ot two

or more simultaneous actions. The text, in these cases, was

like a wind blowing in one direction. The production sails

14-16. Twin logics: children's drawings: (lop) Alasdair (tour years old) - the cat i

only a moustache: (centre) Chloe (six years old) - the cat has both a moustache

and a tail: (Kntom) Cat seen hy a fifty-nine year old adult: Kdun'i Monologue

(1938). drawins hy Paul Klee (1879-1940).
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17-18. Twin logics: Drawings by a child and an adult, (above) Maria, four years

old, changes a man into a two-room apartment; (right) The house becomes a

Chmaman: animated film fi-om 191 1 by French filmmaker Emile Coh! (1857-1938),

who Walt Disney called "the father ol 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 tear 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 he, 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'. It 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 tires.

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 }aguncos and

cangaceiros 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

Otalora, 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
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coming from the Hellenic cic>' of Oxyrhincus (modern-day

Rchnesa 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: cangaceiros ct)ngregated 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 cangaceiros

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

sen- 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 ot 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

Djugashvili, known as Joseph Stalin. And he was laughing,

laughing and dribbling blcxxi.

These tumultuously co-existing associations and images

could take on a meaning and could attain a unity K'cause

there was another logic contemporaneously in motion which

had to 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 st<.)ry which she presented

as a director, leading the company through it. There were,

then, several production sketches, ver>' 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, 1 began to weave them together, making a mont-

age, building an ulterior production, still with Borges' theme.

This wtirk 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 T/ie Gospel According to

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 I had foreseen, hut 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 ot the gates: a

production about the manifestations of taith 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.'

\^1. The JilntcJ body: T/ic Dcaih ci/Luivooii and His .Smu. iiuirblc group Ironi the enJ ot the 2nd centurv A.D. (Vatican Museum, Rome).
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The Dilated Mind
Franco Ruffini

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.

Tresence' in this definition is free ot any metaphorical

connotation. It 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 exists. But what proof do

we have ot 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 I will try to use here

in the search tor the dilated mind is Stanislavski,

and particularly the Stanislavski ot Rabota aktera

nad soboj v tvorceskom protsesse perezhivanie.

Dnevnik uceiiika (An Actor Prepares) and Rabota

aktera nad soboj tvorceskom protsesse voplostceiiia.

Diievmk ucenika (Building a Character)'. For the

sake of brevity, these two works will here he

given the collective title Robota aktera.

The convictions amassed by historiography

concerning Stanislavski's system are so

well-rtxited that it is necessary to begin with

certain rather pedantic observations.

First of all, the actor's work described in

Robota aktera 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 Stanislavski is the re-creation

ot organicity. By means ot 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

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

work, whose physical aspect is personification. Perezhivanie

activates internal scenic sensibility and personification

activates external scenic sensibility. But the actor must

achieve a general 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 nature, 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 on himself is 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.

How is this perezhivanie acquired and how does it work?

According to a widely accepted pre-conception, perezhivanie is

20-21. Sta (ah e) Goldom's Lncandicra (1898) and (page 65) m Miillere';

ImagiTuitTt; (The ImaKinar>- Invalid) (1913).
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equivalent 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, perezhivat is defined as 'to feel strongly';

semanticaily, (which is very important to consider when

dealing with an analytical language like Russian), the prefix

pcre 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,

perezhivanie refers more to the idea ot 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 aktera. 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.

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 being bombarded with the given

condititms 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

sanctified by sacrifice. Now the oak is no longer a lcx)kout

post, it is the ItKikout itself. And it sees enemies approaching

menacingly. It trembles with fear ... the battle begins. The
oak is anxious, consumed by the terror t)f being burned ...

Kostia is ready to act. Has he identified himself with his

character.' If so, this identification has ntithing to do with the

current idea of identification. If we wish to continue to speak

of identification, we must at least consider it in concrete

terms.

Perezhivanie in Stanislavski's system is the construction o( a

substitute psycho-mental apparatus which supplants K)th 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, to wave

in the wind, as occurs in so many so-called imprtnisations).

It is a cold construction which, however, produces heal, an

increase of temperature, a surplus; it causes the

actor to vitalise his ounri mind, rather tluin re-live

something in his ouii 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. But all the other examples of

perezhivanie in Robota aktera (that of the burnt

money comes to mind), if examined without

prejudice, also reveal the same pattern.

Actors, having a scenic task, fashion a

substitute psycho-mental apparatus: in the same

way that, in parallel and interdependently, 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 ot 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 p<iint tor the

search for other possible analogies with the

dilated body, that is, with the physical aspect ot

the pre-expressive level.

Eugenio Barba has made significant suggestions

in this regard in The Dilated Body. The 'creative

pre-condition' (the dilated mind) is, according to

Barba, characterised by three modalities:

- peripeteia;

- disorientation;

- precision.

Our strategy should now be clear. We wish to

see if, once the connections ber\veen dilated

body and dilated mind have been ascertained,

these connections can be found in Stanislavski's
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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 life' is nothing other than the

dilated mind, the mental aspect ot the performer's pre-

expressivity.

There can no longer he any doubt that the characteristics

of the dilated mind which Barha has drawn attention to are

analogous to those which have been theoretically 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 Barha 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 I will return) is the

co-relative of that negation of the (well-) known which obliges

the performer's body-in-lite 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 aktera, 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 'I believe it' or 'I don't believe it'

I will not dwell on the description of this

process hut 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.

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 from 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 ot the midwife', is the art

of bringing thought to life and therefore ot 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 perezhivanie technique, that is, the

technique of the dilated mind. Or better: along with the

techniques (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's

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

If when referring to both Moja zhizn' v iskusstvo

(My Life in Art) and Robota Alctera one can

speak in general of narrative form, as far as Robota

Aktera 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 ot

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.

If Moja zhizn' v iskusstvo has a generic narrative

form, Robota aktera 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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learns that the memories, the images, and the stories drawn

out by means of perej:/iwan!e 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

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 con/itst' 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

of detail, the face to face confrontatii)n, not the far-off battle

in the name of a hidden truth which causes the collapse of the

resistances which prevent thought from flowing with

multiform but coherent and truthful life.

If these are the modalities ot Socratic questioning, one

must remember that the actor who questions himself in the

search for perezhivanie is at one and the same time the

questioner and the answerer.

Changing the question changes the answers; disorienting,

one becomes disoriented oneself; insisting on precision, one

becomes obliged (jneself to respect the detail which makes

one's idea believable, that is, true.

It Platonic dialogue is the primary technique for the

inducement of perczhwanie in the student of the system, we

can say that the Platonic monologue is the mental state of

actors who search tor perezl^ivanie by themselves (which is

nearly always the case)

.

The mind in perezhivanie, the Stanislavskian actor's dilated

mind, is theretore characterised by peripeteia, disorientation,

precision.

And so our strateg>' has come full 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 ot the pre-expressive level.

The dilated mind corresponds to the dilated

body insofar as both are aspects ot an undivided

and indivisible presence: physical and mcinul

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. RoKita aktera nad soboj v tvorccskom protscsse

pere:hivanie and Rohota aktera nad soKij v twirccskom

protscsse voplostcenia an the second a)\d third I'olumes of

the Russian edition o/Stunislavski's works. These two texts, as

1 indicated in parenthesis, are referred w respectii'eh as An
Actor Prepares and Building a Character, hut they are run

exactly the same thing. In fact, the two Amencun texts are

edited editions of the res(H.vliie Riissiun texts and. rruneover.

are organised using a schenui of arguments which is not

present in the original edition. This mganisation. in addition to

amputating the contmuirv' of the Ritssuin le.xl. also obscures liie

TUimiiiie dialogue form, which is houeier oj fundamental

importance for a correcl reading oj Swnisluislu's utrrk. The

Italian edition II lavoro dcH'attore (Bun, Laterza, 1975.

2 vohimes) is more (nistu'<>r[h\ since, eien though it combines

the second und tAird ro/iimes of the Russian edition into a

single text, it is comp/eie, and there is no manipulation of the

internal organiSiition.

2. Silver Horse is the transcnpiion of a seminar for

choreographers held by Eugeruo BarKi in Mexico m 1985. It is

published in a special issue of Escenica 1986. liie theatre

magazine of the Natioiwl Autonomous L'nii'eTsit\ of Mexico,

edited by Patricia Cardoiw. A French translation can he

found in Le Theatre qui dansc, Boutionerics, November

1 989 and dedicated to the session of 1STA which took place in

Salento, llalv, in 1987.

3. My Life in Art is an edited edition of Moja :hizn' v

iskusstvo (the first I'olume of the Russian edition of

Stanislavski's works). The French edition, uith a preface h>

Jacques Copeau. is taken from the Americini edition. The

Italuin edition. La mia vita neH'arte (Turin. Einaudi. 1963)

IS. hou'cver, com(Aete.
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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

/..:/

/ ^f^'"./

1-2. Text becomes action, (above) A page from the notebook kept by Edward
Gordon Craig (1872-1966) for the nme-en-scine of Shakespeare's Hamlet at the

Moscow Art Theatre, 1909-1910. Act V, scene 2: the duel between Hamlet and
Laertes, (right) Model of the Moscow Art Theatre stage: using this scale model
and cardboard cut-outs, Craig explained his concept for the direction of Hamic!
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 he
seen on the right side of the stage.

occasions in history when the memory of a theatre has been

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
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i. Mise-a\-sch\e diagrams drawn by Stanislavski for the appearance ot the travelle

in the second act ofChekov's The Cherr* 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 ot a

concalenalion ot causes and effects or through an alternation

of actions which represent two parallel developments. The
second type occurs only by means ot simulianeity: 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 lite:

actions at work - dramaturgy.

Let us return to the important distinction - investigated

especially by Richard Schechner - between theatre based on

the mise-en-scene of a previously written text, and theatre

based on a performance text. This distinction can be used to

define two difterent approaches to the theatrical phenomenon
and therefore two difterent 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 be

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 tor

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

would become. Even aural and visual mechanical recording of

the performance captures only a part ot the performance text,

excluding (at least in the case of performances which do not

use a proscenium stage) the complex montages of acti>r-

spectator distance-proximity relationships, and tavt)uring, in

all those cases in which the actions are simultaneous, a single

nn)ntage 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 priori and used as the matrix

of the mise-en-scene, and theatre whose only meaningful text

is the performance text, represents rather well the diftercnce

between 'traditional' and 'new' theatre. This distinction

becomes even more useful if we wish to move from a

classification of modern theatrical phenomena to a

microscopic analysis or an anatomical investigation of scenic

bios, of dramatic life: dramaturg>\

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 concatertation pole and the simultaneity pole.

The only prejudicial thing which can occur is the loss of

balance between these two poles.

When a performance is based on a text composed of words,

there is a danger that the balance in the performance will he

lost because of the prevalence ot linear relationships (the plot

as concatenation). This will damage the plot understood as

the weaving together ot simultaneously present actions.

If the fundamental meaning of the performance is carried

by the interpretation of a written text, there will be a

tendency to favour this dimension ot 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 ot 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 tor the lite of the play is reinforced, in the

modern way of thinking, by the kind ot 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 lite of the

interwoven actions (the plot) depends basically on two pules:

the concatention of actions and the concatenation ot an

abstract obser\'er'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 ot

simultaneous actions and behaves - as opposed to what

happens in daily lite - as it 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 tully understand performances

based on the simultaneous weaving together ot actions, and

why he tinds himselt in difticulty when taced with the logic ot

many Oriental theatres, which seem to him to be complicated

or suggestive because ot their "exotic-ness".

If one impoverishes the simultaneity pole, one limits the

possibility ot making complex meanings arise out of the
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performance. 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 hy 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 multiplicity 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 tor a spectator, the more

difficult it becomes tor 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 ot 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 elements - 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, tor

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 tar removed trom 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 ot

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, into 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 ot 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 ot

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 ot

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

kills Polonius; he falsifies the message from Claudius to the

King of England with cold decisiveness; he defeats the pirates;

he challenges Laertes; 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 be 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) ot

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 between the concatenation pole and the simultaneity

pole. There is a risk of this life being lost with the loss ot

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 tor 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 trom the lite ot the

performance (from the actions which are at work): the

interweaving by means ot concatenation and the interweaving

by means ot simultaneity.

To create the life of a pertormance 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 ot (or questioning about) what

will happen next.

As with the performer's action, the spectator's attention

must be able to live in a three-dimensional space, governed by

a dialectic which is his own and which is the equivalent ot 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

different way. The actors do not adapt to given spatial

dimensions (as happens on the proscenium stage) hut model

the architecture of the space according to the specific

dramaturgical demands of each new production.

But it is not only the respective spaces occupied hy the

ictors and spectators which change from productit)n to

production. During a given single production, the actors

sometimes work on the sides of the performing area, at other

times in the middle; thus certain spectators experience certain

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

centimetres from them - while other spectators see the whole

picture from a much wider angle.

These same principles are used in outdoor performances

(see next page), which take place in squares and streets, on

balconies and on the rooftops of cities or villages. In this case

the environment is given and apparently cannot change, but

the actor can use his presence to make a dramatic character

spring out of the architecture, which we are normally no

longer able to see because of daily habits and usages and

which we no longer experience with a fresh eye.



DRAMATURGY



DRAMATURGY

26. T/ie Book o/Dnncfs, Peru 1978.
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ENERGY
Energy: pou'er. force: cupuaty for doniji work

(PcTiji^^n English Dicticnuiry. I'aigwn Books.

liarmiindswonh. Englund, 1984).

Pcrfonncr'i ciiergy is a readily ideiuifiuhlc

i/iui/it\. It IS the performer's nervous and
miiSCuLir power. The mere fuel l/uK this power

exists b not particularly interesting, since ir

exists, by de/inition, in any living body. W7ial i>

interesting is the um this piywer is moulded m a

very special context: the theatre. At each

mmncmt of our lives, consciously or otherwise,

we model our energy. In addition to this daily

use of energy, however, there is also a surplus

use of axergy which we do not use to nioie, In

act, to he present and to mteri'ene in the

surrounding world, hut which we use to act, to

move, to he present, in an efficiein theatrical

way. Stiuiying the performer's energy therefore

means exdniinmg the principles whicl)

perjonners can use to model their mmcular and
nemiKs power according to non-daih

modalities.

The various constellations of these principles

are the bases of the techniques of various

traditions: from Decroux to Kabuki, from Noh
to classical ballet, from Delsarte to Katliakiih . .

.

But they are also the bases of various mdividual

lechninues: from Buster Keaton to Dario Fo.

from Toto to Marcel Marceau, from Ryszard

Cieslak to Ihen Nagel Rasmussen . .

.

(F. Ttiiiuni. L'enerKia deH'attore come pre-

messa - The Actor's Energy as Premise).

Kung-fu

Ever>' theatrical tradition has its own way of

sayinfj whether or not the performer

functions as such for the spectator. This

'functioning' has many names: in 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 shakti in India;

fcos/ii, ki-hai and -vugen in Japan; chikiira, tiixu

and bayu in Bali; kung-fu in China.

To acquire this power, this life, which is

an intangihle, indescribable and unmeas-
urahle quality, the various codified theatrical

forms use very particular procedures. These
procedures arc designed to destroy the inert

positions of the performer's body, in order to

alter normal balance and to eliminate daily

movement dynamics.

it is paradoxical that this elusive quality is

arrived at by means of concrete and tangible

exercises. This paradox is typified by the

word kung-fu, which is both the name of ,i

specific exercise and the phrase used to

describe the impalpable dimension which we
call the performer's presence.

In Chinese, kung-fu, known in tlu

Occident as a combat technique, literalK

means 'the ability to resist'. It has, however,
a number of other meanings: it is the name
of the national martial art, but also refers u>

any discipline, capacity or ability which i^

mastered only by continuous effort. It can

1-2. Mei Lanfang

(1894-I%t)

specialised in Cfiincse

opera temalc riiles.

His son Mei Baojii is a

performer in tfic same

genre. Mei Baoju is

seen here in

performance and
daily-life situations:

(left) demonstrating a

iim (female) role at

the Holstehro ISTA
(1986) and (below)

walking in the

countrysiJe around

Holstehr,..
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mean work which is carried out and

completed, and power, hut it can also stand

for a scholar's work (the name of the

Chinese philosopher Confucius is an

Occidental adaptation ot kung-fu-uu) . Thus,

the term does not have one sin^^le meanint;:

its meaning depends on the context in which

it is used. Kung-fu is often a generic

expression used in reference to exercise; as

well, every master of an art or science can be

said to have kung-fu.

The term is in fact applied to a series of

complementar>' concepts, from exercise or

training to the results of these activities. For

performers, to have kung-fu means to be in

form, to have practised and to continue to

practise a particular training, hut it also

means to possess that special qualit>' which

makes them vibrate and renders them
present, and which indicates that they have

mastered all the technical aspects of their

work.

?-4. Mei Ltnl^n);

(IS^-^- 1 961), the

tamous Chinese

tcmalc impersonator,

(top) Lite in his life

anJ in evcr>J.iv

clothes dcnion-

stratin^ a Pekini;;

opera movement and

(left) as he appeared

at the beginning of

his career pla>'ing

>»X)men warrior

characters.
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Energy and continuity

An extremely rare photograph from 1935

(ill.6) shows a Peking Opera student

learning to master the use of the ts'ai chi'ao

and 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 hy the toes.

These shoes were traditionally worn by

women whose feet were stunted by being

wrapped in tight 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 tor

the chingyi (the respectable woman) role

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.

I remember using a long bench for

exercises when I 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 ii

takes to bum a stick of incense. When 1

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 hrick quite steadily.

In the winter I practised fighting and

pacing around on ice while wearing short

stilts. At first I slipped easily, but once I

became accustomed to walking on stilts

over the ice, it was effortless to go through

the same motions on stage without the

stilts. Whatever you do, if you go through

a difficult stage before reaching the easy

ones you'll find that the sweetness is well

worth the bitter trouble.

I used to get blisters on my feet when 1

was practising on stilts and suffered much
pain. I thought my teacher should not

have made a boy in his teens go through

such severe trials and felt bitter about it.

But today when in my sixties I can still do

feminine warrior poses in such operas as

The DnmkeTi Beauty and The Mountain

Fortress, I know that I am able to do so

only because my teachers were severe with

me in my basic training.'

(Mei Lanfang, Autobiography)

5. The' Wrestler, Olmeca sculpture (National Museum of Anthropology', Mexico Ciry). In spite oi the imnmbilitv

of the pose, the figure has a seemingly crushmg tension and possesses a power which leaps from the stone. Or, as

put by Octavio Paz, a contemporary Mexican: The immobility is the embrace of two lovers'.

6. PekniK Oper:

The master guides and assists the studen

s (i>r dctornicd Icet used in teniinine roles,

holds under his arm speaks toi itself.
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7-8. Katsuko Azuma, Buyo dancer, demonstrating the typical way iif walking used in classical Japanese theatre,

and in a position of energy in time (Volterra ISTA, 198 1 ). The ways of holding the arms in a fixed position, of

bending of the legs, and of sliding the feet usmg the uibi, the bifurcated white slippers, are even more clearly

visible in the second photo, without kimono.

^r.

9. Jas, young Balir

Koshi, ki-hai, bavu
'In Japan, even though each of the

different theatrical traditiims (Noh,

Kyogen, Kahuki) has its own particular

terminology', there is one single word

which all the traditions use to dctinc the

actor's presence: ki)shi.

In Japanese, koihi refers to a very

specific part of the hiKly: the hips. NX'hen

we walk normally, the hips follow the

movement of the legs. But il we want to

reduce the movement of the hips - that is.

to create a fixed axis within the K)dy - wt

have to bend the knees and move the

trunk as a single unit (ill. 7-8).

By HiKking the hips and preventing

them from following the movements of

the legs, two different levels ot tension arc

created in the htxJy: in the lower part (the

legs which must move), and in the upper

part (the trunk and the vertebral column,

which is engaged by pushing on the hips).

The setting up of these two opposing

tension levels within the Kxly necessitates

the adoption of a special balance pi>sition,

involving the head and the muscles of the

neck, trunk, pelvis and legs. The actor's

entire muscular tonus is altered. He uses

much more energy and must make a

greater effort than when walking

according to his daily technique.'

(Eugenio Barba, Theatre .An(/ir()(x)/«g>': First

Hypothesis)

In Noh theatre in particular, we find a more

general term for the performer's energy:

ki-hai, which means 'the profound accord

Oxai) of the spirit (lei, in the sense of Imeunui

and spiniits, breath) with the Kxly'. k'i-/uu is

equivalent to the Sanskrit term prana,

meaning /memrui and s/)iriitis and is used by

performers Kith in India and in Bali.

In Bali, there are three words used to

define the performer's presence: ccsta kara,

taksu, and biiyii. Ccsta kara is the power

which the performer acquires with regular

and rigorous training. Taksu. on the other

hand, is a kind of independent divine

inspiration which takes possession of the

performer and which is not under his

control. A perKirmer might say, 'There was

taksu tonight' or 'There was no tuksu

tonight', but the presence or absence ot ceslu

kara depends entirely on him.

Biivii, 'wind', and 'breath' (spintiis), is

however the term normally used to describe

the performer's presence; the phrase

pengunda bayu refers to the correct

distribution of his energy. Like ki-hai in

Japanese, the Balinese term hayu is a liter,il

description of the increase of power which

elevates the Kxly and whose comple-

nientariry generates life.

77



ENERGY

10-1 1. In every man there is a woman and in

every woman a man. This commonplace - or

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 a

mistake to speak of masculine or feminine

energy or to equate these with aiiimus and amma
energy, respectively. It would he 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 anuria,

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

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 differentiate 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 Garho, 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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Animus-Anima
'Vcnilia anj Sciacia were two Roman
gtxidesscs: one was the tjcxJJess of the

waves which lap the shore, the other was

the KixJJ<-"ss "' '111-' waves which return to

ihe open sea. Why two goJJesses, if the

water which comes in to the shore and

the water which moves seaward again is

I he same water.' The suhstance and the

liirce may he the same, hut the direction

.ind quality of the energy are different,

opposite. The wave's energy, the dance of

the two gtxldesses, can he discovered in

the performers' pre -expressive

suh-stratum, in the blending ot the two

profiles of their double-edged energy, the

\igorous animus energy and the soft anima

energy.

Before being thought of as a purely

spiritual entity, before being made

piatonic and catholic, the soul wa>

tiiought of as a wind, a continuous llu.\

which animated the motion and lite ol

animals and human. In many cultures, not

only in Ancient Greece, the body was and

IS compared to a percussion instrument:

its soul is the beat, the vibration, the

rhythm.

This wind - vibration and rhythm - can

change face by means ot a subtle mutation

of its internal tension. BtKcaccio,

commenting on Dante and summarising

the attitudes of a millenarian culture, said

that when anima. the living and intimate

wind, is drawn towards and desires

something, it becomes unimits (in Litin,

animus means air, breath).

Soft energy, anima. and vigorous

energy, unimiis, are terms which have

nothing to do with the distinction

between masculine and feminine, nor with

Jungian archetypes or projections. They

describe a \'ery perceptible p<.ilarir>-, a

complementary qualify of energy difficult

to define with words, and therefore often

difficult to analyse, develop and transmit.

By means of techniques passed on to

performers by tradition, or through the

building of a character, they acquire an

12-13. (lop) In Biili, energ>' is defined using the term

Kriii ('wind'), in Jap-in. the term used is ki-luu ('spirit',

'breath'), in theatre anthrop<.)li)Ky, the temi orumus

(Litin for 'air', 'breath') is used. But what are the actu.il

means used to raise this wind which animates the

performer's actions.' It h.-is to do with the mastcrv ot

certain precise petitions, based on a well- articulated

dilletinii.ition between siilt and strong tensions,

ob^Lr^ ,>He here in the Balinese dancer, Desalc Made
Su.irti Lik.smi (from a demonstration at the HoUtebrvi

ISTA, 1986). All the forms of Balinese dance are based

on and constructed according to a senes of oppiwitions

between kcrm and iTumis.

(K'low) Hanuman. the monkey king in the Rtmuruma.

In the Indonesian W'tnuiig Wuiig stones. Hanuman is

giN'cn the name Bayuatmaja, 'S*in ot the Wind". Not

only is he the son of the Wind God but himscit

possesses tremendous speed and superhuman powers.

There are three elements in B;ilinese art and religion

which are considered to be fundamentally

interconnccteil: Kivii. stiKiii. and ulep. 'action', 'word',

•uid 'thought', respcctivelv- When a Brahmin pnest

praN-s, he has the prayer in hLs mind, the words on his

lips and the .actions in his hands (cf. Hu>uls mudroi), all

at the same time. The same three elements are also

present in performing, where they scrx'e to fuse

intentions, nvn'ements and gestures with the spoken

dialogue.
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14. Kahuki actor Kan-ichi Hanayagi as a young geisha and as a samurai (see ill. 15

opposite). When Kahuki first began, towards the middle of the 16th century, it was
performed uniquely hy actresses, hut when their performances hecame too
licentious, the Shogun's government, in the interests of public morality, prohibited
them and declared that all female roles should henceforth be performed by men
only. These actors were called onnagata. As a result of. and thanks to, this

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

techniques for the interpretation of females roles, achieving such a degree of
perfection that even today, the fascination exerted by Kahuki 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 Asian
theatres, such as the Peking Opera and Kathakali (see ill. 16 opposite) -

demonstrates how the interpretation of a role 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 Holstehro ISTA (1986). (right) Actor K. N. Vi|avakiimar pertorming a lemalc

role from Kathakali theatre at the Holstehro 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

eftecti\'e. They use an extra-daily body

and mind technique.

On the visible level, it seems that they

are expressing themselves, working on

their body and voice. In fact, they are

working on something invisible: energy.

The concept of energy (energeia =

'strength', 'efficacy', from en-ergon, '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 to

something intimate, something which

pulses in immobility and silence, a

retained power which flows in time

without dispersing in space.

Energy is commonly reduced to

imperious and violent beha\iour 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 r^-pical female

energy do not exist. There exists only an

energy' specific to a given individual.

The performer's task is to discover the

indi\idual propensities of his or her energy

and to protect its potentialities, its

uniqueness.

It is an apparently inoffensive point of

departure to learn to perform according to

one of two clear perspectives, both o(

which are related to the distinction

between the sexes. It does, however, have

a consequence: the introduction, without

justification, of rules and habits from daily

realir^' 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 is

howe\cr both unnecessary' and damaging

when this masculine or feminine

characterisation is also dominant on a

le\el in which it dix;s not belong: the

pre-expressive level.

During apprenticeship, individual

differentiation passes through the

negation of the differentiation of the

sexes. The field of complementarity

dilates. This is seen in the Occident (in

mtxiem dance and mime) when in

training - work on the pre- expressive

le\el - no account is taken of what is

masculine or what is feminine, and in the

Orient when a performer takes on both

masculine and feminine roles. The
double-edged nature of energy becomes

tangibly evident. The balance between

the two energy ptiles, itiiimMS and atmrui, is

presen'ed.

In this context, the Balinese speak of a

continuous interweaving of manis and

keras. The Indians speak of lasya and

tandava. These terms do not refer to

women and men or to masculine or

feminine qualities, but to s<)/tness and

vigour as aspects of energy. The warrior

gixl Rama, tor example, is often

represented in the 's»>ft' manner: lisya.

Anima and unimiis refer to the two sides

of a pair iif scales, a concnrdui dtscors. an

interaction between opposites which

brings to mind the piiles iit a magnetic

field or the tension K-rween Kxly and

shadow. It would be arbitran- to

particularise them sexually.'

(Eugenio Barba, .Aniini(,s-.Aiumu)
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17-20. Peking Opera actress Pel Yan Ling as herself (bottom right) and in three roles: the Monkey King (top left), a heavenly spirit (top right), a warrior (bottom lett ).

Three different but clear examples of ummitt energy, three male characters made extraordinarly alive by Pei 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 ;i Balincsc d;incc ptK-ition. illustrated by Jas. young

daughter of dancer and master I Made Pasek Temptx

^
f%*

Vw

Keras and manis
'In Biili, cncry> u. Jctined using the term

hiryu ('wind'), in Japan, ki-hai ('spirit',

'breath'), in theatre anthrDpcKw imc use^

the terins ammis and anniui (trom the

Latin, meaning' "air", 'breath'). It is a wind

which animates the performer's actmn-s.

But hiiw dcK's i>ne make this wind biim.'

By mastering precise body positions which

are based on a well-articulated distinction

between sott and strong tensions. We can

obser\'e these pt>sitions in Balinese dance

all the forms ot Balinese dance are in laci

constructed on a scries of opposition>

between keras and manis.

Keras means strong, hard, vigorous.

Munis means delicate, sott, tender. Keras

and manis can be applied to various

movements, to positions of difterent parts

of the Kxly in a dance, to successive

moveinents in the same performance.

This relationship is clearly visible in the

basic Balinese dance p<.>sition, which to

the Occidental eye may appear extremely

stylised. In any case, it is the result of a

consistent alternation ot parts of the Kxly

in the keras position with parts ot the Kxly

in the mams position."

(Eugenio Barba, Theatre Amhmjxiltigy).

If we examine the typical step position taken

by Jas, the youngest daughter of Balinese

dance master I Made Pasek Tempo, we can

see the alternations of fceras and ituitus. TTie

extended diaphragm is also a keras pt)sition

and is rypically found throughout Asia, often

emphasised by costume. In Kith China and

India, strips of cloth or tight K-lts are used

underneath the costume to keep the

diaphragm compressed. In Japan, the

traditional iibi, which ties the kinumo

between the chest and the hips, is Kiund

much more tightly when it is pan of a

theatrical costume than when it is used in

daily life.

- 5. Actor Sardono teaching the kerns and numis positions during a demonstration at ihe Balinese Seminar at

OdinTeatret (Holstebro. 1974).

24-25. One of the tirsi Q>mmcJia Jell'Anc

Harle\]uiru', Italian actor Tnstano Martinclli, .ini the

character Scaramoiiche. played h\ tamous Italian .ici»r

TiK-no I'lonlli, Moliere's master, reve.il a surfnsint

analog> «ith ihe hasic RilineM: position (»herv the

necl IS slink down hetween the shoulderi. cl.

preceding illustr.iiions). .-X.vMiming lhL^ position create*

.1 scnes ol tensK^ns n*>t only in the shv>uldcrs hut

throiighoiii rhe pertomicr's Kijy.
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26. Guru Kelucharan Mahapatra, actor, dancer and choreographer, considered the

mo5t important architect of contemporary Odissi dance. Guru Kelucharan
Mahapatra began his apprenticeship when very young, learning female roles in the

gotipua tradition {c{. following illustrations) . Today he is known not only as a great

performer of female roles in Odissi dance, hut also as the master who, with his

student Sanjukta Panigrahi, has restored Odissi style, with the result that it is now
a form 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 between these two aspects of dance is ancient and
derives from a myth associated with the god Shiva, Lord of the

Dance, in his manifestaticin as Ardhanarishvara, literally, the 'Lord

who is halt woman'. The image of Ardhanarishvara is typically a

figure which is halt man, Shiva himself, and half woman, Shiva's wife

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

the reciprocal action of the male and female elements 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 ot 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 tor 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.

27-32. Gautam, an eleven year-old goiipua student, made-up and costumed as a

woman, being led in various training exercises hy guru Kelucharan Mahapatra
(demonstration at the Holstebro ISTA, 1986).
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Santai, the actor's three bodies

Noh has always been performed exclusively

hy men, who also play women. Sometimes

the woman may he young and presented

with jjrace and gentleness; other times, she is

old and even though her actions are more

contained, they are nevertheless fluid and

soft. On other occasions, the woman leaves

the stage and then returns as a ghost and

behaves as it possessed, like a fury or a

demon, using an energy which seems more

fitting to a warrior. How can the same

performer give life to such prodigious

changes.'

The answer to this question is given by

Zeami, the founder ot Noh, in his treatise

entitled Shikadosho: 'An actor who is

beginning his training must not overlook the

Two Arts {nikyoku), and the Three Types

{santai, literally. Three Bodies). By the Two
Arts 1 mean dance and chant. The Three

Types refer to the human forms that

constitute the basis ot role impersonation: an

old person {rotai), a woman (nyoiai), a

warrior iguiuai).'

The three basic types ot which Zeami

speaks are not, however, role types - as they

are generally translated - but tai, that is,

bodies which are guided by a particular

energy quality which has nothing to do with

sex. The three types are in tact different

ways of using the same body, giving it

different lives by means of ditterent types ot

energy. One ot the other meanings of the

expression tai is 'appearance'.

To understand how this is possible, one

must not look at 'extreme' bodies - the

woman and the warrior - but at the body ot

the old person, such as it is described in the

treatise Nikyoku Santai Ezu (Two Arts and

Three Types with Illustrations). Here Zeami

gives concrete instructions as to how to

embody the three tai and illustrates the

instructions with drawings;

'1. Old Person type: serenity ot spirit,

distant gaze.

2. Woman type: its substance is spirit,

strength is excluded.

i^->x,

'i:

33-40. Noh theatre role types drawn by Zeami Motokiyo (1363-1444), the founder written by Zeami. This work is a summary of concepts more fully developed in

of Noh theatre. The drawings, which according to certain scholars were not made by Zeami's best-known hook. The True Paih Tnwanh the Fkwer. The figures of the

Zeami himself hut rather hy his brother-in-law Komparu Zenchiku, are taken from Old Man, the Woman and the Warrior, drawn without costume (ill. 33, 34,35) in

The Tu'o Basic Arts and the Three Role Types, a brief treatise on the art of performing order better to show the body positions, represent the three basic Noh theatre role
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3. Warrior type: its substance is strent^th,

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 is 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.

1 his 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 - animus/anima -

which are both alive in him. He thus causes

the real hana to bkxim. Hana is the Flower

which, according to Zeami, characterises the

great performer:

'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

loins and hips, shrink their KxJies. lose

their blower, and give a withered,

uninteresting performance. Thus there i>

little that is attractive in what such actor-

do. It Ls particularly important that tbi

actor refrain from perti)rming in a limp . i

weak manner, but bear himself with gran

and dignity. Most crucial of all is tlu

dancing ptislure chosen tor the role ol .in

old man. One must study assiduously the

precept: portray an old man while still

possessing the Flower. The results should

resemble that of an old tree that puis

forth flowers.'

(Zeami, Fushikuden)

r "7

4-

Lr A
types. Note that in tlie drawing of the Old Miin (ill. 55), the line drawn upwards

from the eyes creates an opposition to the tendency ol the hody ol a old man to

hend and slouch.

Other drawings by Zeami show the oilier Noh ihcairc role rvpcs: ihe d.incc ol a

heavenly being (ill.)ti); a Child (aKive left): a Warrior (above righl); a Woman
(below Icit); and a Devil (below right).
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Tame
'In addition 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

which they continuously produce and

renew. They do this by building an

obstacle, 'a dam'. This is tame.

Both Noh and Kabuki use the

expression lameru, 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 lame, 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 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

visible in the neck and hands, but the

energy's hidden structure is found in the

curve of the spinal column, in the arms anil

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 lame are in fact this ability of the

performer to transform immobility into

action and to achieve a dilated body (ct.

Pre-expresiivity), not by means of the

amplification of movements but by means ot

tensions inside the body.

Energy in space and energy in time

'My entire body is engaged, 1 am ready,

prepared to act in a very precise 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. I am
executing an action, not in space, hut in

time - that is, 1 am engaging my postural

muscles, but not those displacement

muscles which would move my arms, nor

the manipulation muscles which would

help my fingers grasp the bottle.

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 I want to grasp this bottle, I

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

41. Katsuko Azuma, Buyci J;

Bonn ISTA (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

Hypothesis)

Energy in time is thus manifest by means ot

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 in

particular, immobility is the sign that one is

ready for action. In t'ai ehi, 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 swp in

certain positions, interrupting an action at

the height of tension and retaining this

tension in an immobility 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-loeng or lian-shan (literally, 'to stop the

action'), is danced m the body and not ivith

the body.
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44-45. Dancer Kiitsuko A:uma performing a male role (left) and a female role (rislit) m Buyo Jancc. EncrgN m space anJ enertrv in imie Jo not depend on male or female

categories.
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Braking the action

The relative use of energy in time and in

space can also be applied to the hios and

rhythm of the whole performance:

Meyerhold defined this operation as 'braking

the rhythms'. 'Braking the rhythms' is

overtly seen in two of Meyerhold's

performances: Bubus, the Teacher, in 1925,

and The Goiieniment Inspector, in 1926.

The playing area for Buhm. ihe Tecicher is

a large plateau, on which the actors move

against 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 follows:

'The braking o{ the rhythms in Bubus

makes it possible for us to discover that

combinations 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 role of General Berkovetz in Bubus,

which is completely made up ot 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 Kamperdat, the

capitalist, the mimed elements are: the

work ot the face and the hands and the

succession of body sketches which would

express nothing if they were not sustained

by the tempo. It 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 immobile: ten seconds. The tension

of the alarm mounts: fourteen seconds. He
slowly nods: fifteen 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 ot the hand from

the dolman) announces that the telephone

call will be disagreeable.

The body mime (very reduced) and the

gestures (sketched) play only a secondary

role. They are signals which underline the

succession ot the time segments. (...)

There is no doubt that this performing

genre - using tempo - has a more powerful

effect than mime.'

In 1926, when Meyerhold presented his

mise-en-scene of The Goi'emment Inspector, he

explained the use of the musical background

as a restriction of time. The music not only

regulated the intonations and timbre ot the

speeches, but also were an accompaniment

to the actors' dialogues. Sometimes the

music was a melodic variation ot the

dialogues, at other times it was a contrast to

fW'"!|!!|

46. A scene irom Meyerhold's production ot ,A, F.iiko\ Buhia. the Teacher (1^25).

47. A sketch hy I. Slepjanov of th< Likir set design for Meyerhold's Bubus, the Teacher.

=R

7*.T.!".?-rr!.^.s.".'.S

fi-'zLr^

4H. The first page ot the director's score for Buhm. the Teacher, reconstructed hy Tsetnerovitch (1926). The
diiterent columns troin the left describe: the time in seconds for each action; the tempo of each action; a sketch

of the actor's movement in space, segmented and numbered in different phases; the author's text in which is

inserted the length of pauses and the speed of speeches; the relation between music and text; and finally an

exact indication tit the way in which certain words should he pronounced or certain movements performed.
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49. 'A beautiful recurrence': the fourteenth scene in Meyerhold's production of (Jogol's I he Impeaor Ueneral

(1926): a close-up of the set's central platform.

50. Sketch of the raked mobile platform which

Meyerhold used in the mise-en-sccne of The Inspector

Oeneral.

5 1 . Set design sketch by P. Kisclev for Gogol's The

Irtspeetor General, based on a series of doors. The

position for the mobile platform is indicated in the

centre of the .sketch.
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55-59. iMlian actor Ennctc Z;>tc.>ni (1857-W4S) in The TW<r/Vi.»i<- C<iU K Hrciich

uullior Andre dc U>rde. the miisl accLiimeil Grand C"iiii>.'ni>l plavwncht (called

Prince of Terror). The play, capilalisms on the recent invention ol the telephone,

ends with a horror .icene in which the hero, makini; a telephone call to hi» lamilv.

'hears' the rape and murder ot his wile and children. Tins scene required .

crescendo ol emotional reactions and thus a use ol cnerRN m time \er\ similar to

thai demanded bv Mcvcrhold lor General Bcrkovetr's telephone .xrene in Buhui. »"

Teacher (cl. prccedinc page).
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The performer's presence
Kung-ju, 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 Teatret actress Iben 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. It is this keras position

ot the neck which lifts the arms upwards.

Energy in space (ill.61): the way of

walking, the spreading of the legs, which

increases the distance between the feet, with

a twisting ot the trunk which recalls the

Indian tribhangi.

And finally (ill.62), the running

movement and dynamic action with a

precarious balance 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 rhythm!"

To stand in rhythm. How - to stand in

rhythm! To walk, to dance, to sing in

rhythm - this I could understand, but to

staiiii!

"Pardon me, Konstantin Sergeyevich,

but I have no idea whatsoever what

rhythm 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 ot 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 difference? 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, Stanidavski m Rehearsal)

60-62. Odin Teatret actress Ihen Nagel R:

a street pertomiance in Sardinia ( W75)
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To translate the invisible wind by means of the water which it sculpts as it passes by. (Robert Bress*^)n).

Equivalerice: to have the same value and yet be different. {Fri)m a dictiDnary)

An is the equivalent of nature. (Picasso).

For example, in The Barrier Gate (Sekinoto) ( 1 784) , when 'Ki yabo ...' written with characters vneanin^ 'living, 'wild', and 'evening',

is sung, the actor ignores these meanings and instead mimes 'tree' (ki also means tree in ]apar\ese) , 'arrow' (ya also meani arrow),

and 'pole' (bo also means pole). (James Brandon, Form in Kabuki Acting)

The equivalence principle

If we observe a hand in daily life, we

immediately notice that each finder is

animated by a tension which is different

from the tensions which animate the other

fingers. By means of a codification which

specifies the position of the elbow, the

bending of the wrist and the articulation ot

the fingers, the Oriental performer has

constructed an equivalent to the variety ot

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 energ>'

characteristic of life (ill. 2-3).

The belle courbe demonstrated by Ingemar

Lindh (ill.9-12, p.97) is a good example ot

the play of extra-daily tensions in the body

of a Decroux mime. Analysing the belle

1- 1. IX-talloittlcnttlltli.inJ.'l

Michc-l;.ni;cl«\(1475- ISM)
DmiJ(1505),andottheldt
.irm ol Japanese Kvi>K*-'n acior

Ko5ukc Ni>mura in the basic

lonruie piwition (ci.

PrccxpresMtty). (K-low) Detail

ol Pahlt) PicasS4>s's Gueniicj

(f}?), Picassu Museum.
MaJnd.

95



EQUIVALENCE

cotirbi; 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 reaUty 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.

4-5. The right leg, which can be lifted from the floor, is the counterweight; the left leg supports the body's weight.

Demonstration at the Volterra ISTA (t98f) by Swedish mime Ingemar Lindh, student of Decroux.

6-7. Diagram of the direction offeree when a weight is actually being pushed (left) and when the weight i

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 Sacre du Prmtemps (1913),

choreographed by Nijinski to music by Stravinski, the dancer keeps the same positions in the legs and the torso

hut the introverted or extroverted arms suggest different stories.
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By means i)t pcrs>n;il intcrprctatiim. the

mime thus seeks ti> suj^est tn the spcctatur

the concrete nature of effort, hut thv

iihjective of this force, what it wants to 'tell',

depends, however, on the arms. We
remarked aK>ve that in this sequence

(ill.9-12) the trunk never changes position,

while the arms assume various positions

without altcrini; the hasic position. This

means that the opfHisition ot tensions which

make the K)dy's energy' manifest is found

entirely in the trunk; the arms are only the

anecdule, the literature. In other words, the

essence o( the gesture is found in the

position of the trunk and of the legs which

support it.

This phenomenon, seemingly paradoxical

since it is a more mental than visual concept

and leads us to consider the amis and the

hands as symbols of the action, is well

known in Oriental theatres (ct. Huiuls), hut

also in certain examples ot Occidental art.

As anyone who frequents cla.ssical mu.seums

will affirm, Greek and Roman statues,

decapitated and armless, often have a

remarkable tension, even though they are

hut fragments. A great deal has K;en written

about the position of the arms in the Venus

de Milo; the position of the rest of the Ktdy

has given rise to no plausible conjecture

whatsoever.

Let us recall a remark made by the poet

Rilke concerning Rodin's sculptures.

Wanting to give his sculptures a Kijd and

primordial quality, Rodin tried to eniKxly

them with the same power which he had

observed in fragments of ancient statues: he

violently amputated many of his figures,

reducing them to torsos. He did this, for

example, with L'Himmie i/m nuirc/u- (The

Walking Man) (ill.!?). He once jokingly said

that the head is of no use for walking. Rilke

appreciated these amputations and this

methixi ot work, which reminded him of

Eleonara Duse playing D'Annunzio's Li

CiKKonda without using her arms (ill. 14).

*^-14- lii>p) The LVcroux im.l>^; of the mime's heiie

LOiirht:, Jemoiistr.ito\l by Ingcm.ir Lindh: tfic .imis,

whicli can ch;in^- ptv^itiitn. arc the .inccJiMc. wliilc

tlic c>>eni:c ot ilic ^roiiirc. or r.iificr. iis lite, lies in

tlic trunk, whurti never chancer (H»MtK»n.

(Kiitoni lett) The w-illtmi; ni.in: detail oi.i stame h\-

.\u);u^te Rodm (1S40-1''I7). Sculpture Museum,
B.irenlin. France. tK>ttoni nght) EletMiora Duse
(1858- W24) in D'AnnuntiosGiiciiufj (IS**).
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Dhanu: archery in Indian Odissi dance

The bow and the arrow are absent (ct.

Omission), and yet, when we look at a

sequence of static images (ill. 17-25), we are

able to perceive an equivalent to the

tensions and forces 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

Opposition). Each of the positions is intended

to underline and amplify 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 aim. Let us

examine the actions in detail.

The performer does not show someone

who is shooting an arrow. Rather, she

recreates a dialectic person-bow-arrow relat-

ionship: the static position of the archer

versus the release-speed ot 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 o( 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 itself, is represented by the sudden

propulsion of the body forwards (ill. 25),

correspcinding 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 to 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 ot 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. 2 1-22). It should be mentioned in

conclusion that this entire sequence was

coldly repeated by the performer tor 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 ot the sun, the actor or

dancer can be both the archer and the

bow, the flying arrow and the wounded

doe.'

(Ferdinando Taviani, Incroci ira Orienle e

Occidenie - Crossroads Between Orient and

Occident)

I 5-10. banjukta i>anii;r,lhi: tawn ri'siti.m and mrnini (ct. Himdi). Ida Rubenslein

(1885-1960) as Saint Sebastian in Lc Muriyre de Saint Sehastien (191 1), written by

D'Annunzio and scored by Debussy. Two equivalent positions: the body extended
towards the right, the head and eyes in the opposite direction, the weight on the

lelt leg, the right leg supported by only a part of the foot. Cultural differences aside,

the pertormers scenic bodies seem to he equivalent, but while for Rubenslein the

bow is purely ornamental, representing no more than what it is (an object which

the actress is using to support herselO, Sanjukta Panigrahi's tnhunfihi (ct.

Oppositions) position contains a play of oppositions which results in a clearly

perceptible tension in the bow.
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How one shoots an arrow in Japanese

Kyogen theatre

It is interesting to note that although this

actor is kneeling and his stature is reduced,

he must still displace his weight from one leg

to the other, as if he was standing. But he

cannot work on the displacement of balance

from one foot to the other in the same way
as 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 teet 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 ot the arrow is represented

by the 'flight' of the arms (ill.36-38) and the

hitting ot 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

bow.

While respecting the basic rules of

Japanese archery tradition, the actor breaks

the automatism ot the daily gesture and
creates an equivalent by transforming the

visual stimuli into sounds which are just as

effective. As Eisenstein aptly put it, m
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 that in order to reproduce the

movement ot the arrow's release, the right

hand would have to be drawn backwards, as

happens in reality. Instead, the actor cuts

the action: he passes to the subsequent

positions (ill.37-38) which, linked together

by rapid movement, evoke the tlying ascent

of the arrow and prevent the mechanical

reproduction of the retraction of the arm.

26-27. Use ot how and arrow in two Kyogen farces: Gun Tsiibuie (A Goose and a Pebble) and Fiimi Yamadachi
(Ttie Cowardly Bandits). Humorous skits performed in between Noh dramas, Kyogen farces use the traditional
Noh stage but are done in a more realistic style. Nevertheless, Kyogen actors use few props; like Noh actors,
they make extensive use of fans Co represent various objects. In these prints, however, bows and arrows have
been deliberately included for the purposes of clarity and legibility.

28-30. Positions from the demonstration on page lOI, done with costume and
prop. One notices how the actor's body is almost camouflaged by the kimono: the
costume conceals the upwards tension effected by the pelvis and the way in which
the toes are bent downwards. Nevertheless, the tight folds of the akamu (the
elegant pant-skirt which Japanese men wear over the kimono) and the

rectangularity of the large sleeves seem to restore, by means of yet another
equivalence, the tension of the action. The fan is not only ornamental hut allude

to the how, just as in dozens of other situations where , it is used, almost like a

magic wand, for an infinite variety of equivalent purposes.
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31-38. Kosuke Nomura demonstrating the use ofa l^ow and arrow in Kyojjcn srvlc. (Voltcmi ISTA, 1981)
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39. Shooting an arrow: sequence from one ot Meyerhold'.s hu

positions are an Otluiz (refusal).

Shooting a bow
This exercise from Meyerhold's

biomechanics not only manifests the

equivalence principle, htit also clearly

demonstrates how one cif 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 forward. 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 back. 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

,Jc by his student, Erast Gann. The last thi

exercises, the pupil begins to comprehend

himself in spatial terms, acquires physical

self-control, develops 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 etude is

an example of the 'acting sequence' which

comprises intention, realisation and

reaction.'

(Mcycrhdld on theatre, ed. by Edward Braun)
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FACE AND EYES
Physiolog>' and codification

The illustration (ill.l) shows the pupil

movements ot a subject who is looking tor

the tirst time at a drawing based on Paul

Klee's Picture oj an Old Penon. The black

areas represent the subject's visual fixations

and the numbers give the order of the

fixations on the drawing 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 ot stationary

objects the eyes alternate between

fixations, when they are aimed at a fixed

point in the visual field, and rapid

movements called iaccadei. Each saccadc

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

storing 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 tamiliar with an

object is the process of constructing this

representation. Recognition of an object

when it is encountered again is the

process of matching it with its internal

representation in the memory system. (...)

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 Stark, Eyes

Movements and \'i.sua/ Perception)

2-5. Kathakaii students doiny eye exercises (riglit).

and the eyes in relatii.>n to hand movements or

mudras (page 105)

1. Eye movements made hy a subject viewing for the first time a drawing adapted trom Paul Klee's Piclurc uj an

Old Man appear in black. The numbers show the order of the subject's visual fixations on the picture during

part of a twenty second viewing. The lines between the numbers represent saccades, or rapid movements of eyes

from one fixation to the next.
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This ciintinual (.-vc niovL-nicni provides very

special mfDrmalum to the performer who
must s'uMt' ibat he is h)okmg: as the uiicades

demonstrate, the eye is never still. In exactly

the same way that in the most apparently

static balance position, we are continually

shiftin); our weight from one part of the toot

to another, micro-movements are alwav-s

ix:currini» in the most fixed Ka:e. Oriental

performers have constructed an equivalent

to this eye movement; partly hy creating

artificial tensions and directions to give

emphasis to the way the eyes are used (ill. 2),

hut above all by forcing the eyes to move
and then fix on specitic points in the

surrounding space, on the hands or the

hori:on (ill.4-5).

'We normally liK)k straight ahead and

about thirr>' degrees downwards. It we

keep the head in the same position and

raise the eyes thirr>- degrees, a muscular

tension will be created in the neck and

trunk which will alter our balance.

The Kathakali actor follows his hand

mudras with his eyes, slightly above his

normal tield ot vision. The Balinese actor

kwks upwards. In all of the Peking Opera

IwTi shan (actor's "frozen positions'), the

eyes liHik upwards. Noh actors describe

how they lose all sense ot space, and how
they have difficulty keeping their balance,

because the eye holes in their masks are so

tiny. This is one explanatii>n tor their

particular sliding gait, in which the tect

never leave the flixir - somewhat like

blind men who slide along, feeling their

way, always ready to stop in case of

unforeseen obstacles.

All these performers use a field of vision

when performing which is diflerent from

the one they use in daily life. Their whole

physical attitude is changed: the torso's

muscle tone, the pressure on the feet, the

balance. A change in the normal way ot

lixiking brings aKiut a qualitative change

of encrg>'. By one simple change in the

daily way ot looking, these performers are

able to give impetus to a whole new level

of energ>'.'

(Eugenio Barba, Theatre Anthniixilogy: Fim
Hyt^nhciis).

Once again, codification (that is, tormal-

isation) of physiological processes helps the

performer destroy daily automatisms in the

use of the eyes. Directing the eyes is

therefore no longer a mechanical reaction

but is transformed by the performer into an

action, the aakm 0/ seeing.
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The concrete gaze

If line observes the various methods which

Oriental performers have for the use of their

eyes and gaze, one is immediately struck hy

their particular way of rolling the eyes and ot

directing their gaze in very precise

directions. But if one follows the direction ot

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 spatia

quality for the spectator and to make

historical and theatrical characters and

anmials come alive, even though they are

physically non-existent on the stage. More-

over, this concrete gaze is accompanied by a

constant dialectic between 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 m Bah (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 hy the

arms and fingers, which extend the curve ot

the superciliary arch (ill.

8

Katsuko Azuma's downcast gaze (ill. 1 2)

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).

106



FACE AND EYES

6-13. Ways of Jircciinn ihc cvc^ .inj Jrawinc (he

speciatorV ar(cn!u>n ti> eve nui\unicnt-s in vanou*
Asian ihcatrical cultures: Lin Chun-Hui. Pelcing

Opera {pai;e 106 top); Sanjukia PaniKrahi, Indian

Odi»i dance (paKc 106 bottom); voun|> Jas, Baline««

Lcgong dance (aKive); Katsuko A:uma. japanoc
Buyo dance (helow).
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14-15. (left) Kahuki actor in an 18th century Japanese ptint: notice how the action of looking forwards is accompanied by a corresponding movement backwards with the

spinal column; (right) A Comedie Fran^aise actor at the beginning of the century expressing terror: the expression is accentuated by the tension in the spinal column.

Fig 1 1,'sttcntione. Fig. 2 L ofwrvazionc Fig 3. L.I nllOA^innf. Fig 4 l..i mojils/.iona. Fig. 5. I.i conlenipU'ionc. Fio 6. L'aniniin?ioo«

\

Fig. 7. Lo jlupore. ng. 8. I| sublime. Fig. 9. L'cnlusiasmo. jjg (o. n rapimenlo Fig. 11. 1,'tslaii. Fig. IJ. I.a iiieravigli.

Fig. 13. II prudigia Fig 14 n Fig, 15. II Irnspdilo Fig. IC I,.i vitjonc Fig 17 II di'linc

16. Direction of the eyes and the emotions in diagrams by Italian dancer and dance theorist Carlo Blasis (1795-1878), taken from L'uomo fisico. intdktuale e morale

(Physical, Intellectual and Moral Man, Milan, 1857): 1. Attention; 2. Observation; 3. Reflection; 4. Meditation; 5. Contemplation; 6. Admiration; 7. Amazement;
8. Sublimity; 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 in the position of the spinal colunrn.
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The action of seeing

'When Siddharta left his father's palace

and went in search of the ultimate truth,

he spent six years studying philosophy and

livint; an ascetic life in a hermitage lost in

the mountains. But enlightenment did not

come. As time passed, Siddharta began to

despair and douht. One day, he lifted his

eyes and saw the morning star. Its 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

shingo, '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 see behind themselves. There is

therefore only one possibility open to them:

to dilate their field of vision and to use their

heart {knknrn) to see behind them. They

must work on two opposing levels: ahead

with the eyes, behind with the heart.

Mokuzen s/iingo.

Accepting Zeami's poetic definition of the

performer's sixth sense, we also discover that

it is a metaphor for a physical truth. For

performers, seeing behind themselves implies

being attentive to something which is

happening behind their backs. This 'being

on the lookout' creates a tension in the

spinal column, an impulse ready to be

released. At the same time, an opposition is

created in the performer's body between

looking ahead and being attentive to what is

happening behind. Tension and opposition

engage the spinal column, as if it was ready

to act, to turn. This is how performers see

with a second pair of 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 of his body, of his legs, and

especially of his extended and cur\'ed torso,

gives one the distinct impression that he is

ready to stand up. The back is pulled

backwards while the gaze is directed fonvard.

The hands, fanned open, seem to underline

the 360-degrec circular nature of the tension

which traverses the spectator. There is no

doubt that this actor, at this moment, is

seeing with his heari.

The eye-spinal column equivalence is not

unknown in Occidental theatre. In Zeami,

this equivalence is hidden behind the veil of

a poetic paradox which renders it practically

incomprehensible to the un-initiated; in the

Occident, the practice of this equivalence is

confused, strangled by the problem of

expressivity understjxxJ in a more

psychological than physical way.

Let us examine the drawings by the Italian

choreographer, dance and pantomime

master Carlo BlasLs (1795-1878). These

drawings and their captions describe the

various Kxly attitudes which express emotion:

e.g. attention, astonishment, enthusiasm,

wonder, ecstacy (ill. 16). But they can also be

read in a completely different way: when the

eyes work precisely and fix on something,

the ga:e immediately modifies the position of

the spinal column. The ey.s and the spinal

column work in co-relation, irrespective of

what is helwul the body. One could say that

these figures liKik in a certain way m trrdcr (o

express the various emotions. But the

opposite might also be true: that it is the way

of looking which creates expression. For a

performer, seeing is not kniking with the

eyes; it is an action which engages the entire

body.

Alexander Gladkov attributes the

following to Meyerhold:

'1 can always distinguish a genuine from

a ptwr actor by his eyes. The gtxxl actor

knows the value of his ga:e. With only a

shift of his pupils from the line of the

horizon to the left or right, up or down, he

will give the necessary accent to his

acting, which will K; understixxJ by the

audience. The eyes of pinir actors and

amateurs are always fidgety, darting here

and there to the sides.'

18-1^>. S.uiiiikl.. I\inii:i,.hi sho«> cwo n,sa. two rcprl^cnl.ltu>^^ ol cmolum, In-ni OJism J.incc: Ic.ir (left) .inj

disgust (riKlit). The nmc ru.sii (lose, heroism, compassion, wonder, laiigliier, sorrow. ant;cr, tc.ir, traiii|iiilluv) arc

common to all traditional forms and styles of Indian dance-theatre, and depend larcelv on facial expression.

While it is true that the rest of the hody, the arms, and the hands, underscore the represent.ition ot teeling.

their use is not determined hy the way feeling is expressed with the face. There is a iioticeahic dialectic

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

is already a reaction of feeling.

17. Italian .icior Giovanni Grasso (IS/l-l^iO) .is

Turiddu in Giovanni Venra's GuiniliiTti Riuiictnui

(1912). Tlic Kxlv full front, the lists closed, ihc e>vs

gnm. But the impres-Mon ol menace is in l.icl most

due lo a particular torsion ol the spinal column. One
notices how tir.is.-*!. in order to show his e>vs lo the

s|X'ct.iiors. divs not stand in profile hut frontal .ind is

therefore consttained lo keep his pupils in the comers

of his eyes in order to liH>k .it his aJvcrs.in.

Meyerhold saw Gutvanni Ghism* dunni* a ituir the

latter made in Ru.vsia and, accordmi; toGlaJkov.

commented: 'I became aw-anr ol many t>l the mics t»f

biomech.inics when I .s.i» the maKnificenl Sicilian

trapc actor. Grasso, perlorm'.
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Showing that one is seeing

'For me, the word convulsive, which I

have used to define beauty, would lose all

its meaning it it was applied to the

movement and not to the precise moment
at which this movement stops. In my
opinion, there can he no beauty -

convulsive beauty - which does not affirm

the reciprocal relationship which Unks the

state of movement and the state of rest of

the object under consideration.'

(Andre Breton, LAmour jou - Crajy Lnvc)

'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-

tagonist 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 spectaculai 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

flowering branch), 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 entire ensemble, is the eyes, which

inevitably attract the spectators'

attention. Why?
20-22. Examples ofmit (showing the eyes): in 18th century print hy paintct Shnraku (1794), :md by

contemporary Kabuki actors.
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M-2 S. Three faces ot the Odin Teatret actress Roberta C:arreri in her sclo pertorm.inces JuMi ( WS7)

.
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For a Kabuki actor, to cut a mie means

to stop suddenly, in the middle ot a \-ortex

of activity, after having made expansive

arm movements and after having opening

his eyes wide: the pupils cross, the eyes

twist as if they were about to pop out ot

the actor's head. But what could seem no

more than a bizarre artifice for 'showmg'

how an actor can see is in fact a much
more subtle dramatic device. One or both

of the pupils cross, depending on where

the actor wants to direct his, and

therefore the spectators', attention. The

pupils function like a telephoto lens,

zooming in on a camera shot.

For example, a servant is seated to the

right ot 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 mie, 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 each other. It sometimes happens

that several characters freeze in the mie.

The result is a fantastic crossing of eyes in

an extravagant triangulation.

The focusing ot attention and the

tension produced in the actor are

communicated to the spectators,

underlined not only by the suspension ot

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 immcibility,

and finally two blows to announce that

the mie is finished. These blows intensify

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 ot the climax.

This peak is expressed by a tension which

is about to explode and which is

nevertheless retained. Even though

immobile, the actor's body is never inert.

But the most important thing is the

scenic use ot 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

confirms that it has to do with an act

which passes through, and uniquely

through, the actor's body.'

(Nicola Savarese, 11 teatro nella camera chiara

- Theatre in the lightroom)

26-29. Lvimplcsolcncrn
Mci LantanK (centre); Cli,

1 time with the eyes

ev Dulirn (huttum).

(t..p left). Dam. Fo (top riKht).Ch)
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50-33. (top left and below left) Kabuki actors in a mif
sliowing the eyes; (above right) 18th century Parisian

poster tor a pcrtormance of grimaces and
physiognomic displays. Many 'actors' of the time
became \er\' popular in highly successful

pertormanccs which consisted of nothing more than
the prescEitalion ol a series ol grimaces: in a darkened
room, lit only by candlelight, which accentuated facial

features and concentrated the spectators' attention on
fecial expression, the actors mimed all the various

passions which could possibly be expressed by the
human lace, (below right) A stage servant illumln.uc^

the actor's lace with a candle attached to the end ol ,i

bamboo pole, a conN'cntion known as Isiini ci/ain. I.kc

light'
(
liJth centur\' Occidental engraving).

I..- Sa,.,c en .:•/.,: .

_/SL

/.• ri^lirJ il,j.u

113



FACE AND EYES

The natural face

As part of his study of certain faculties

innate in both man and animals, the

ethologist Eihl-Eibesfeldt 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-Eihesfeldt's illustrations (ill.34)

show a mandfill, 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 m meaning that it has passed from

physiology to proverb. Everyone knows that

the eyes, the facial muscles, the mouth and

even the ears (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 Auberc's Van du mime (The

Art of Mime, 1901) and the masks used m
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 'sliow 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 Eihl-Eibesieidt compared a babo

a Kabuki actor and an angry child.

Sv@ '^&' 'jTS^

35-36: Facial mime: table from Aubert's L'an du Mime (Pans, 1901), and profile drawings ot popular Japanese

Noh and Kyogen masks. The similarity between the expressions drawn by Aubert and those ot the Japanese

masks is remarkable. Moreover, it is worth noting that the first expositions of old Noh masks in Europe, at the

end of the 19th century, were carefully studied not only by artists 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 hy the prevalence of one or another of these muscles over

the others. In this table from his Anatomy for Arlisis, 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 it,self an effect on the spectator's perception.

Expressions: I. fmnmlis: attention, surprise; 2. orbicularis oculi: reflection,

meditation; 3. procerus: severity, menace, aggression; 4. corrugalor: dislike, sorrow;

5. zygomaticiis major: laughter; 6. levator labii superions et alae nasi: discontent,

affliction; 7. levator labii: extreme affliction, crying; 8. compressor nans: attention,

sensuality; 9. orbicularis oris: pouting; 10. cleprcssor an^ili ons: scorn; \\. depressor

lubit mfenoris: disgust; I 2. plut^.MTW; aniier. sorrow, torture, extreme torce.

I Indian ^'akshagana actor
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The painted face

All theatrical cultures have sought to

dramatise the facial features by accent-

uating, deforming or enlarging them.

Kathakali actors practice a special exercise

designed to strengthen the eyeball muscles

and augment the mobility' ot the pupil

(ili.39). In addition, before a performance,

they insert a grain of red pepper under the

eyelid; 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 into a veritable mask (ill.40-41)

and informs the spectator about the role and

its dominant characteristic: courage,

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.

E.xercises of this kind, the use of makeup,

special hairstyles and artifical colours make

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.

39. Kathaliali actor M.P. Sankaran Namhoodiri'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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41-44. (left) This cngraviny, tounJ in a Kxik on

I.ip;mcsc Kabuki theatre puhhshed in 1802, shows the

'L.irtiit;niphy'ofthe face of an onnagaia, the actor wh.^

plays female roles. This 'cartography' must not only

transform a male hut must also heighten the

sensuality of the eyes. The face is first covered with .i

thick layer of white paste: the notes on the engravinc

indicate the areas which must then be coloured. A
reddish ihadow, the first sign of sensualit>-, is drawn

iin the ear lobes, which are usually hidden by wigs,

and on the eyebrows, whose form varies according to

the role (they are also often shaved). The pink colour

turns to red under the eyebrows in order to avoid

creating a violent contrast with the black line on the

white background. Then come the most 'erogenous'

areas of the face: the fire-red mouth, always small but

with a full lower lip, and the corners of the eyes. Tlie

c\e IS p.iinted like a wide erotic tear: the red line is

extended in the outside comer, lifting its lower edge

of the eye and rising gently outwards. Below the cyev

on the sides of the nwe, is the area ol natural chanii

of mercy without malice, blending with the sensual.

Hie teeth arc painted black for married women, evil

uomen, and women who run houses ot prixstitution.

(right) an oimagata's face made-up.
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The provisional face

On one hand, there is an attempt to

theatncahse, that 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 ,i

resistance created between the provisioned

face (kamen in Japanese) and the perfornui

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, immobile,

fixed object into a living and suggestive

profile.

Theatres such as the Nob have taken the

use of mask to an extreme, discovering and

adapting laws for expression and developing

an extremely refined construction technique

which makes Nob masks veritable

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, ill.46^7) and give the performer a

certain freedom.

But it would be a mistake to think that it a

performer wears a mask it means that 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 not an excess of zeal.

Performing with a mask, using it to express

reactions and feelings, and being able to

orient oneself in space in spite of a

restriction of the field of vision, require

actions 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 totally 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.

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 tvpeng (Balinese mask theatre), used by 1 Made Pasek Tempo in a demonstration at the

Volterra ISTA (1981).
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49-50. The face alive like a mask: (top) Actors

Zbigniew Cynkutis and Rysiard Cieslak in scene horn

Alcropolis. a classical text by Polish playivright

Stanislaw Wyspi.mski 1 1 Sa*)- 1907), adapted and

directed by Grotowski (Theatre Laboraton- ot the

Thirteen Rows, Opole, Wb2). The actors kept the

same minicd expressions throughout the entire

pertorm.incc: l,icial compositions which h
actual HKisks because ol the use ot particular muscles

(bottom) Me\erhold (seated) during a rehearsal ol

the final scene of The Ginemmciil liis/Kctor by Gogol

The Russian directot is showing his actor how to

freeze the tace in the final expression.
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Microcosm-macrocosm
All the principles of extra-daily technique, as

well as what we have defined as the actor's

pre-expressiviry (cf Pre-Expresswity) , 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 ot

inertia by means of the play of keras and

manis tensions (cf. Energ;y) 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 ot

new-bom 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-

bom 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 modem 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 (KathakaU,

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 he 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.

*^./ V

1-2. Basic foot position in Balinese dance; notice the tension in the big toe, tensed upwards.

3 - 4. Basic foot position in Kathakah: 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 (if tfic wMys 111 wiilking used by the actors in Wyspianski's Akropoiis, directed h\ i ir.n. m ^kl 1 1 ^'ti2). The scenic actum tiKik place on several levels; the spectators

were seated between these various levels (their faces can be seen in the background). Thus the actors' legs and feet (deformed by large wixxJen shoes) were often directly

in the spectators' line of vision. The rhythm and way of walking evoked the exhausting labour of prisoners in a Nazi concentration camp, the setting chosen by Grotowsiti

for his production of this early 20th century Polish classic.

LLES
BALLETS RUSSES

COMOEDIA ILLUSTRE

(w7. The way of walkmg in classical Occidental ballet with n new .icculturatum of the feet. B...
.

lavishly costumed dancer who appeared in jean Philippe Rameau's tragic opera-ballet HippoKic a Arivu

. ~ pr.vluction ol Li I'l-n, (nghtl
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On point

Petipa, the gteat Ftench choreographet and

toundet of a patticular 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, is 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

specific part of the body and of an attempt to

exploit and improve the body's potential. In

Lenres sur la daiise (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 to, 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 patts.

Consequently, for example, the rules which

govern the feet in classical dance as well as

in all other forms of codified theatre, can

only he 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

diffetentiaces 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 petsonal

synthesis, their own style.

9. Diagram of movement 'on point' taken from

Kirstein's classical dance manual. Accompanied hy

arm gestures, the dancer's body moves in space

through a series of almost imperceptible changes in

the position of the big toes. Normal or daily

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

various ways of being 'on point', depending on the articulation of the

: the diagrams show that that there are

big toe.

;;1.^rr-V;,j;7iv)rr|\:;J-^
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(T lO-U. (left) I9thccntur>-

pnm ot t3mou«> Viennese

cla>>tcal Jancer Fanny Es»ler

(1810-1884). The way of

walking in claisMcal

(3ccidental dance is based

on the same iipfx*sition

principles timnd in Dthcr

theatrical cultures (cl.

followinKilI.12-I9).Bck»rc

1880. the tixxwear used in

classical dance was a simple

slipper with no metal

reinforcement. The foot was

not constncted in any way

and the sole ot the foot was

in full contact with the

rt(.x»r. In spite of the upu-ards

tension and desire for

lightness t>'pical oi classical

dance, the position of the

ttxn was similar to thai seen

in many Onental dances:

4)ne ftxn flat on the fltK>r,

the other on point,

(below) niagram of an

cnircchdi (literally,

'interlacing'), drawn b>'

Fnedench Albert Zom.
Zom W.1S the author of

Gramrruittk dcr Ton^fcimst

(Grammar of the An i>f

Dance - Leipzig. 1887). a

prestigious manual which

-\nthesiscd all the technical

intormation on dance which

ii.id accumulated between

1660 and 1885. The
aitJichat IS a t^•plcal classical

ballet )ump: the diagram

shou-s an increasing number
ot beats of the calves.

Dancers today manage up to

eight beats; Nijinski was

able to dii ten. It u-as

through the evolutum i>f

thi> jump, which is a wav of

sht>wing that the dancer is

'weightless', that classical

Kiilet in the era ot

rom.inticism definitively

t.x«k oft from the fltvr.
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12-19. Way of walking in Balinese dance, illustrated

by the young dancer Jas at the Volterra ISTA ( 1 98 1 )

.

Each step is accompanied by a change of tension in

the arms and hands; every change m 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 (ill. 17) results in a

tension which lifts the knee higher than is 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 k

never raised above the waist and the feet point

downwards).
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20-27. Way ot milking in KyMgcn theatre,

Jcmonsiniicd by Ki>suke Nomura. Tl)c lieti .ire i

lillcd from the (lixir but slide alinig it, i+liinnc the

Kxly to linj a U>wer pi'iMtion s*> th.it the knees cin be

K'nt. The re.sult is a very panicular pm. in which the

shoulders are neither lilted nor lowered as they are in

d.ulv walkini;. The Kyogcn actor moves smiKithly

^or^vard: changes in speed do not alter the overall

body architecture. Dres.scd in a capiicious kinKino

which conceals all but his leet, the .iclor seems almost

to float alonB the llixw.
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Foot grammar
'The way in which the feet are used is the

basis ot 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 cases in 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 profouni.1

pleasures of Noh, as they move from a

position of repose forwards and

backwards, left and right, 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)

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

useless to continue to attempt 'translated'

theatre because '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).

-I ,

.:,.!, ill, ilh. m.l ll-lil M..•.^ -I :ii- I I.:, ir.ll., :!.' ':. i.i
:

:! .^'
.

llir 1miJ.'> uliKllthe

iKluI must LR.S!.. Ill lull View ul llic (.HlLln., Oil Ills w.iy Hum llic liuiloi UK.ui', uiicit lit liuislics JlLSSlllg, to the

stage itself. The numbers indicate the essential reference points on a Noh stage; 1. VCaki (supporting actor)

pillar; 2. Stairs; 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 painted; 10. Stage assistant pillar; 11. Kyogen (comic actor) pillar; 12. First pine tree; 13. Pillar

which defines the playing area; 14. Second pine tree; 15. Third pine tree; 16. Window through which the

action on stage can be watched; 17. Curtain; 18. Mirror, in the 'mirror room'; 19. Pillar of the curtain door; 20.

Outside bridge wall.
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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 he

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

fashion. One reason the modern theatre is

so tedious to watch, it seems to me, is

because it has no feet.'

(Tadashi Suzuki, ibid).

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

30), a bridge connects the forestage and

backstage areas. 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 is on this path that the

marvellous Flower, the supreme degree of the

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 horizontalily of the Japanese stage

(also characteristic of the first European

stages (ill.31) became depth in Occidental

theatre, accentuated by the set designs in

trompe-l'oeil perspective (ill. 33). In both

cases, however, the actor's art of walking is

rigorously respected.

5i. The inauguration ol the Royal Theatre ot lu

The deep perspective stage was designed by Bibiena

mber 26, 1740, m a painting hy Tletro U. Oh\

34-35. Actor from the Tadashi Su2u!<i Company in two different gaits irt ir training of walking.
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36-39. (above) Set design used by Meyerhold and Sololev for their lessons on
Commedia dell'Artc at the Bimxiinskaya Studio (1915 - 1917). Diagrams (a) and
(b) show the movements ot the actors in two scenes from Cer\'antes' T/ie

Scilcimancn Grolto: (a) entrances for the appointment scene; (b) entrances lor the

final curtain call - the three arches indicate the actors' lineup for their bows, (top

right) Drawing of a Ciuccoiia dance for Harlequin presented in London in 1730,

showing the circular, tortuous pattern which the character must follow when he

enters the stage, (bottom right) In Japanese theatre, the way of walking on the

stage is an art unto itself and often requires years of training before being mastered.

Here is a schematic iltusiraiion of the steps used in certain Kabuki role.^.

.A: the large, outward turned steps taken by the samurai: the wide and divergent

strides illustrate the warrior's daring and arrogance (the so-called tx>po walk).

B.C.D.: various cnnagaui (male performers of female roles) walks. For young girls

and princesses, the (mmtg^tj keeps the thighs and knees tightly cK^scd and the feci

turned inwards (B): the walk is made up of tinv steps, with the heel only slightly

lilted, in the so-called u,mujj./ii tcriH;<Klile) movement. Married women or more
mature girls ha\e a slighiU l.irccr step, in which the tensktn is o|X'ned at knee level

(C). Courtesans use even wider steps iD), revealing a glimpse i>l their red under-

kimonos as they make a large semi-circular movement o! the lixit with each step.
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HANDS
The hiiniis are loquacious, ihe fingen arc

tongues, their sileiice is clamorous.

(Aurelius Cassiodorus)

Everyuhere the hand goes, the eyes jollou.', and

where the eyes look, thought jollous, and where

thought goes, feeling follows, and where feeling

goes, cn^e finds rasa.

(Nandikeshvara)

Physiology and codification of the hands

Codification {the fixing ot gestures, poses

and movements into a code) can be con-

sidered as the transition from a daily

technique to an extra-daily technique hy

means of an equivalent (cf Equivalence).

This becomes obvious when one studies the

codification of the hands in the various 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 ot

Balinese dancers or pure Indian dance

{nntta), tends to recreate the dynamism ot

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 is

about to pick up a shard of broken glass or a

bread crumb, or if one must hold a heavy

dictionary or an inflated 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

object itself elicits.

The hand acts, and acting, speaks. This

speaking can be as literal as a word which

represents something, or it can simply be like

a sound, a pure vocal dynamic, which when

produced hy the voice is the result of the

continuous change ot tensions and articula-

tions of the vocal apparatus (lips, tongue,

vocal cords). The hand is articulated like a

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 Qontraria

diftinotuh

1 - 2. (Ictt) Buddha presenting his ductnne: drawing

taken from a 7th century wail painnng (Bezekht,

India). The detail of the right hand shows the mudra

or sign for vitarUu, indicating reasoning, the

expounding of a doctrine or the telling of a story;

(right) The same gesture as in the preceding

illustration, but taken from Bulwer's Chirolo^

(London, 1644), here meaning 'to distinguish

between opposites', that is, 'to know how to reason'.
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6. (top) Statue of Buddho in the Todaiji Temple (Nara, Japan). Even though this is tlie largest bron:e statue in

the world, more than 15 metres high, the artist has paid great attention to detail: the tensions in the fingers

have been conscientiously respected; the vitality and delicacy ot the hands has been brought fully alive.

7-»S. (above) Two joined hands opening outwards, the Kath.ikali lotus (lower miiJni. The same gesture can lake

on other meanings in other contexts: in daily Occidental gesturing, for example, it could mean 'prayer' or

'sphere'; (right) Detail ol Rodin's t 'iii/ici/iiil (Rodin Museum, P.iris): the c;ithedral is represented by the two

hands joined in prayer. Spe.iking about this work, Ri>din s.ud that the ogi\e was for him the essential element ol

gothic architectute and ih;ii he h.id found in these two joined hands, which have an ogival shape, a form

equivalent to that of a cathedral.
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The hands: pure sound or silence

Due to the complexity of the hand's anatom-
ical structure and of its articulation

possibilities, there are, in the movements of

the fingers alone, infinite possible mod-
ifications of form and behaviour. Due to its

communicative qualities, the hand has been
exploited not only theatrically: many people,

fascinated by the hand's potential, have, at

various times, attempted to create a uni-

versal language, developing an artificial

codification of daily gestures.

In 1644, J. Bulwer, an Englishman, puh-
hshed Chirologia - a very advanced work at

the time - which contained a collection of
more 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.ll). 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. 12-1 3).

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,

Henry Siddons, son of actress Sarah Siddons,
adapted Ween 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 it,-,

gestures, examples in which theatrical inter-

est appears, however, most explicit on the

theoretical and literary levels, and rarely

influences contemporary practice. In fact, it

IS possible to say that while in Oriental
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. But this codification belongs to the
daily sphere.

In the last ten years, however, theatre for

the deaf has begun to be 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 of chirograms (literally, written
with tine hands), taken from Bulwer's Chirologia
(London, 1644). (helow) Habitual, daily proletarian
and bourgeois drinking and eating gesture.s, drawing
bv Gerrard de Lairesse in Grool SchilJerhoek. Gerrard
de Lairesse ( 1 64 1

- 1 7 1 1 ) was a painter of picturesque
genre scenes and published this book on painting in

Amsterdam in 1707. The book became so popular
that it actually influenced 18th century gesture.

I Acriux yiravme^
tstur

**
^TkmfH'iP^^^'

P- [rcnitun ottiniiU ^ Ltviur ioMtt
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1 1. Tabic frtim The Discovery of Chmmomia by Vincen:o Requeno (Parma, 1797). 12. Digital numeration in Dc Amhmclicd by Filippii CalanJn (FKirencc, 14*^1).
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hands speaking in silence, just as we

Occidentals are fascinated by the Indian

mudTos without understanding what they

mean.

By means of this limited example, we can

understand what was dctuicd aKnc as the

hand's 'speaking' with a 'pure sound'. We
can find a theatrical equivalent to the

dynamics and language ot the hands in daily

life. This equivalent makes it ptissihle tor the

h.inds both to speak (transmit concepts) and

to exist as a 'pure sound'. But when there is

no precise ci>de, we are tempted to pay

attention only to the hands' expressivity, for-

getting that the hands' attributes are equally

the result of a series of tensions and articula-

tions which, although they are not fixed,

nexertheless follow specific principles which

give torm to expressivity.

13. Digital nun Kith centur\- .Abacus lor nicrcliants
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How to in\ent hands in movement

'The best hand actions do not necessarily

need to be faithfully copied from reality.

In fact, pictorial logic, the demands of the

drawing and the work's overall concept

impose certain conditions. Anyone who
has seen the expressive and interpretative

solutions found by Leonardo, Michel-

angelo, Grijnewald or Rodin will be able

to understand the artist's need to create

forms which respond to his intuitive

impulse. A good point of departure tor

drawing the hand in action in an original

and personal way is to sketch or even to

copy any image 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 interesting 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 little

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, Leant How tu

Draw Aninuzted Cartoons, by Preston Blair.

The aim of this manual - to 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-

tain at least three precise pieces of

information. Above all, the omission of one

of the three middle fingers: the removal of

this finger eliminates a superfluous element

and puts the essential elements into relief

(cf Omission), without causing the re-

formed hand to lose its 'hand' identity.

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 dialectic between

the thumb and the other fingers. Finally,

there is the repeated exclusion of uniformitY;

in these drawings, as in the theatre, onstage,

it is the fact that this finger changes which

destroys monotony and breaks automatism.

It is the change of one finger from keras to

flANDS
TO DRAW THE HAND FIRST START AS IF IT WERE A rv\|TTEN M
ANDC0)— THEN PUT THE TWO MIDDLE FlNOERS IN FOLLOWING
THIS SHAPE (Q— THE LITTUE FIMCjER. IS THCN PUT IN

,
VARVING IT

IfvJ ANV FASHION TO PREVENT MONOTONY (g) — IT IS OFTEN A GOOD
IDEA TO EAAOGERATE TME BASE OF THE T^U^AB. n

CARTOON HANDS ARE TRJCVCV - SO BELOW TVE D(5AWN AN AVERAGE
HAND IN ALUKJNDS Of= POSITIONS TO GIVE VOU SOME IDEAS.
NOTICE THAT THE FINGERS SHOULD B£ UNEVENUV PLACED VD PR£-
Vewr A MONOTONOUS QUALlTy.

1 5, The movement ot the hand in Burne Hogarth's drawings: analysis o\ the movement, and a driiwing tn

Tarzan cartoon.

134



-HANDS

16-17. Long arm movement in tragedy (left) and short arm movement m comedy (right); table by Jelgerhuis m
T/ieorelisc/ic lessen over de gesiicuhtie en mimifc (Theoretical Lessons on Gesture in Mime - Amsterdam, 1827).

Jelgerhuis was an experienced German actor who gave lessons in theatrical practice; he later published these

lessons in two volumes. In one of these volumes, he presented more than 1 00 extremely clear drawings to

explain the grammar of stage movement in various dramatic genres. In the part of the book devoted to the

hands, he explains the function of the arms relative to the hands; hand gestures are in lact identical in tragedy

and in comedy but the gestures used in comedy seem to be different because of the impression of distance from

the body created by a different way of opening the arms.

timnis (cf. Energy) which causes one's per-

ccptiDii of the entire hand to change.

Among the acute anJ minute obser\'a-

tions made hy Fran<;ois Delsarte (1811 -

1871) concernint; the hand's expre.ssive ges-

tures, there are certain details which refer to

the behaviour ol a single linger. For years,

Delsarte, walking through the Luxembourg

Gardens, compared the gestures of women
bending down towards children: if the

woman was a nurse and did not Itive the

child, she extended her arms but the thumb

of the hand was turned inwards; it, however,

she loved the child, the thumb was lifted. If

the woman was the child's mother, the

thumb was extended to the maximum
(ill. 19). Delsarte noted that in Michel-

angelo's work, will and energy are expressed

by the outward extension ot the thumb;

cadavers in a morgue, on the other hand,

have the thumb turned inwards. This is the

life of the hands which the actor must con-

front, with <ir without ctxlification.

18- W. Hand study: drawings by Flotentme panuer Andre., del S.in>. U4iMv 1 > H ).A niolliei rc.Jies lou.ira,N hi

child (photo taken by Muybridge). Notice how the thumbs, extended upwards, contirm L")clsartc's hypothesis

concerning the connection between the opening ot the thumbs and the mother's relationship to her child.
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India: hands and meaning

In Sanskrit, liasla (hand, forearm) and mudra

(seal) refer to hand gestures whose use dates

hack to sacred performances during the time

ot the Vedas (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 introduction of the miidras to dance,

beginning in the classical pericid of Indian

art, is described and codified in innumerable

treatises (many still in manuscript form) on

the basis of which the various genres ot

Indian dance were founded, from Bharata

Natyam, to Kathakali and Odissi dance and

all the other less known but diffuse forms

found in nearly all parts of India (ct.

Restoraiion of Behaviour).

Although the mudrtis 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 Kathakali 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-expressiviry 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 (nril^a), 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

codification 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;

- prerita: fingers bent backwards;

- recita: rotating hands;

- apavestita: palm face downwards;

- udvestita: palm face upwards;

- punkhita: wavering fingers;

- iiyavrtta: 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.

23. The 24 Kathakali roi.t mudrm. I. Fataka. 2. Mudraha: 3, k'nwfw, 4, Miis/ui; 5, Kanammikha:

6. Siik/wtunAi; 7. Kapaihaku, 8. Hamsapcikslui; 9, Sikliara; 10. Hamsasya, II. Anjaii; 12. Ardhadiandra;

li. Miikura; 14. Bhrumura; 15. Suchikamukha or Siichimukhu; 16. Pallava. 17. Tnpataka; 18. Mngasirshu;

19. Sarpaiirsha; 20. Vardhamanaka; 21. Arala; 22. Unumahiw: 2i. Mukula; 24. Katakamuklw.

Taking only the first muiirti, Pataka. as an example, here are the various possible meanings it can have: ( 1 ) with

two hands: sun, king, elephant, lion, hull, crocodile, arch, creeper, flag, wave, road (or street), patala

(underworld), earth, loin, vessel (i.e. ship), palace, evening, midday, cloud, anthill, thigh, servant, feet, disc

(Vishnu's weapon), seat, lightning, gateway, cold, cartwheel, peaceful, hunched or crooked, door, pillow, canal,

top of the foot, bolt; (2) with one hand: day, daytime, going, tongue, forehead, body, as, like, this, sound,

messenger, beach, sandy place, tender leaf
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24-2ft. (top md helow leti) Students .u tlu- kiLnn mJ .1 ."i K r:> ,k li. Sch^xil in

Cheruttcruthy, Kerala, India, leamint; the muJui.v (beknv nj;ht) H\,implcs i>l

two-handed miiilras in Odissi dance.
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Hands and the Peking Opera

In Chinese theatre, there are more than fifty

conventional hand positions, based on the

need to be able to differentiate between the

various roles into which Peking Opera

characters are divided. Specifically, they are

a way of distinguishing male characters and

female characters, which until recently were

performed exclusively by male actors. In

addition to having special make-up and

costumes, it was also necessary to

reconstruct a behaviour of the hands

appropnate 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

thumb to emphasise the gesture's power.

As the number of positions demonstrates,

Chinese actors' hands are regulated by

conventions which tend to repeat and

amplify daily gestures. Moreover, 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 sleevei which artificially elongate the

costume (cf. Set and Costume).

Finally, one should not forget that, in

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.

27-28. (top) Examples of hand use conventions in Peking Opera: 1. Embarassmer

(male roles); 2. Oneself (pointing the index finger towards the chest, male and

female roles); 3. Beginning of a gesture to express defense; 4. Unwillingness

(similat to gesture 1, showing the palm with the thumb hidden); 5. Uncertainty

(female roles) ; 6. One of the 20 ways of showing something (female roles) ; 7. To
exclude someone from a conversation, the index finger of one hand is pointed

towards the other arm, which is raised; 8. Gesture of defence, accompanied by :i

rapid movement of the cape towards the right; 9. A hopeless situation (thumb

pointed downwards, male roles, both protagonists and antagonists). Centre: two

Peking Opera characters, a clown and a youth: a hand gesture is in fact an action

executed with the whole body, (below) Mei Lanfang, great Peking Opera actor and

master, shows a student correct finger tension.
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Hands and Balinese dance

The dynamics of the hands arc expressed by

Balinese dancers through the position keras

and munis (cf. Energy), the strength and

stiltness of the fingers, of the palm and ot the

wrist. It is this opcnisition between principles

governing the whole Kidy ot the actor which

gives to the hands - when they have lost

their original meaning - the dynamism of

'pure sound'.

It is interesting to note that the constant

changes in the tensions ot the hands causes

a ctmtinuous change in the ptisition ot the

arms; in their turn they influence the trunk

of the Kidy and the head where the accent is

on the ga:e. This sequence shown by a

Balinese dancer illustrates how the body

attitudes ot the actor project tensions in a

multitude of directions; while the head

moves in one, the trunk in another - the

hands and arms in yet another..

29-30. KVtos (stronfi) and Truinu (st>ft) in .1 Balinese

dance fKisition illtisiraied by I Made Bandcm at tlic

Salento IST.A (1987). In the drawmt; i>t ilic hand.s. 11 «
the index tinker which i.-^ .icccnluaied {iu.Tiu» ien.sKm.
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Hands and Japanese theatre

From the bending of the hand in the basic

body position, kamae (cf. Pre-expressivity) , to

its use in connection with props and other

scenic objects, and to its active participation

in dynamic poses and more realistic gestures,

what the performers of every type of

Japanese theatre and dance tend to show is

the organiry and essential nature of the

hand's position. While reproducing each

variation, each 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

transition from daily technique to extra-daily

technique.

51-i2. (top) Kiihuki actor hand positions; the particular way of bending the wrist in the basic

kamae position (b) results in one of the typical tensions 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 simple act of folding a piece of paper becomes a complex sleight-of-hand,

(below) Study of hands and feet by Japanese painter Kyosai. In 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 in lite.
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Hands and classical dance

While in classical Jancc, as in Japanese' and

Balincse theatre, there Jdcs exist a precise

codification of the positions of the hand, the

dancers' hands express only pure dynamics

and have no immediate literal meaninj;.

'This study has been made with the sole

aim ot showing how the mechanism of the

arm and hand is precise, exact. The move-

ment of the arm, an extension and

accompaniment of the rhythm of the body

and hand, expresses the nuances, mdi-

cates the meaning ot the movement. One
must work on these nuances and mean-

ings with reflection and sensitivit>' in

order to avoid transforming them into ges-

ticulation, which the great freedom of the

articulatory movements lead to.'

(Georgette Bordier, Amiitnnic applufucc a Ut

ditnse - Anatomy applied to the dance)

3 '-34. (top) Hands and arms in classical ballet: table taken from .Aiuitomie appliquic a la itnue

(Anatomy applied to the dance) by G. Bordier (Paris, 1980). (below) The use of hands and amis
in 18th century classical ballet: engraving by Pierre Rameau in Le Muilre i'< Jiiim'r (The Oancinq
Master) (Paris, 1725).

"^^as'

141



-HANDS

An example from contemporary theatre

While the process ot 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 ot

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; 40^1)

35-36. (top) Canadi

(1978).

And the- iLn will he oun

142



-HANDS

i7-i9. (top right) Stanislavski as Doctor Stockmann in Ibsen's The Enemy of the

l\'i pk, 1 900: sculpture by S. N. Sud'binin. It is only by means of such rare images

I ihis that today we are able to see something of the physical behaviour and

I
iL.il gestures of this character (ill. 37), which was one of Stanislavski's best

i'vrtormances. His biographer David Magarschack writes:

As a producer, Stanislavski taught his actors the methixi of reaching to the inner

nature of their parts through the external idiosyncracies of any person they knew

in life who seemed to approach most closely their mental picture of the character

they had to represent. He even went so far as to encourage them to make up as

the person they had in mind for the model of their parts. Stanislavski himself took

the composer Rimsky-Korsakov as his model for the make-up ot Dr. Stockmann.

In this part, Stanislavski found that his stage comportment and gestures seemed to

come to him by themselves. But it only seemed so. VC'hen he came to analyse his

acting, he discovered that while he assumed that Stockmann's gestures, gait and

deportment had come to him intuitively, they had really emerged hand-made from

his subconscious mind where he had stored up a great number ot impressions of

people he had met in life and then unconsciously picked tmt tht*se that were mtist

characteristic and typical of Dr. Stockmann. Thus Dr. Stockmann's

short-sightedness, his hurried gait, his manner of walking with the upper part ol

his Kxiv thrust forward, and panicularly the expressive use he made ot his linger>

- forefinger and middle finger thrust out and the two other fingers lolded with

thumb on top - were all taken from life. (...) As for hus way ol "sawing the air"

when engaged in a heated argument, with his thumb stretched out and loreftnget

and middle finger as well as third finger and little finger held close together and

the two sets of fingers held apart like the blades of a pair of scissors, he got it from

Maxim Gorky, who always drove home his point that way.'

(David Magarshack: Siumslui^kj, Lt»ndon 1950)

Meycrhold used to say: 'How are characters K>m.' First an arm appears, then a

shoulder, then an ear, then a gait.' (In Thiutreeii Europe, n. 18, 1988).

(ill. 38) Stanislavski's hand: Stanislavski as Kriititskv in t'><rrov<kv'* phv Ecm a

Wise .Vliiii Gets Giught. pnxluced in l^O**.

ivii
40-4 1 . Italian actress Franc.i R.imc in one of her one-woman perlormances ( 1 984)

.

The hands underline the words and amplilS' the viKal action. The nght hand

opens like a mouth m a vigorous action which contrasts with the gentle

action of the left hand (40); this complementanr\- is also fi>und in ani>ther im-igc:

the words escaping from the lips are underlined bv the actum ol the whole Kxly,

the open upper hand causing the lower hand to \ibratc (41).
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h\ the following texts, a comparison is made between the two arts oj memory: on the one hand, 'empirical memory', which is handed down

orally by meam of a particular terminology, certain physical and vocal rhythms, and the professional biography of the individual actor or

duncer 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 succession of events, but as a way of

presenting this succession, is a memory based on choice and becomes interpretation through description. Historiography thus preserves a

past recomtmcted by means of the writer's way of seeing and degree of experience. This reconstruction is a contimious succession of

re-interpretations: historiography not as the memory of what is no longer visible, but as a 'way of seeing .

Energetic Language
ferdinando Taviani

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

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 stage, to 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 is based. But work on

pre-expressivity existed, on the

practical if not on the theoretica

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

noble aspects of the performer's art.

That is, it did not have to do with

either the interpretation of character

or with that particular expressive and

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, it one

wishes, become new points of departure for practical

1-2. The energetic language ol Pantalone and Harlequin; details Ironi prints in the Keeiiei/ fimard. an album <

16th century engravings, all having to do with Commedia dell'Arte masks, collected hy a certain Monsieur fo:

tor Louis XIV. The Rccueil Fossard remained forgotten until the beginning of this century when Agne Beijer

discovered it among the uncatalogued archives of the Stockholm Museum. It was published ior the first time ii

W2S, in Pans, by Pierre Louis Duchartre, one of the first historians of Commedia dell'Arte companies.
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]. HLirlequin's 'energetic language': details trom anonymous prints in the Keciiei/ Fosiard.

L'xpenmentation.

The following are examples ot 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 horn in 1838 and died in 1905. In 1930, Gtirdon

Craig published a book on Irving (Henry Irving, Longmans,

Green and Co., New York - Toronto). I will quote from pages

67-77.
Craig considered Irving his master, the man who

introduced him to the exactness of theatrical art. According

to Craig, Irving was particularly important because he cleared

the field ot 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, yet 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 ot

his interpretations and discover the hidden structure ot

presence which lies hidden beneath it. We have to put him

imder the microscope and examine him. Craig reproached the

critics tor 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

Hcnn Irving, Artist and Manager: A critical ititdy. .Archer

wondered, tor 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 it it was an

eccentricity. Craig responds:

'Had he asked me what he should say ot Irving's walk, and

"how describe it.'" I should have said: "My dear Archer,

describe it, it you must speak ot it at all, as a whole

language!" I should have been obliged to add: "If you know
what I mean." ... No; the gix>d William Archer would not

have understood what it was I meant by saying that irving's

walk was a whole language. He understood nothing abtiut

Irving, and passed along this misunderstanding to his friend,

Mr. Bernard Shaw. But Archer always tried to speak the

truth.'

But wh>- did Irving walk so strangely.'

'I think that there is no one who saw him in a street or a

room, in private lite, who denied that he walked perfectly.

(...) Irving walked perfectly naturally - but only in private

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 ot hours, pro\'ided he sat di^wn in a seat tm the other

side of the footlights. Archer is wringing his hands and

crying: "What can 1 say of his walk.' It isn't walkingi".

My dear old Archer, you were right for once. It wasn't

walking. It was dancing!'

Ir\ing'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 preserice. But

the difference between Irving and Stanislavski is that lr\'ing

does not ask questions about the character:

'Not having a home in which to train himself, Irving 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 is a

great, a curious rhythm, and it was this he captured. (...)

Irving had caught the most difficult Shakespearean rhythm,

and was suiting the action to the word. (...) And thus it

came about that Irving ptvsitively designed (as M. Fiikine

had designed) dances which fitted perfectly to the speeches

given him by Shakespeare.'

Compared to Stanislavski's 'subtext', Irving's (hidden)

dance is revealed as the result ot a completely different

technique which neverthele.ss follows substantially analogous
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LIVRE SE'CONTD

,.R^af,:..j~.,c~r,}:/..,.

4. The 'energetic language' ol'Tristano Martlnelli (t. 1556-1630), a famous Harkquin

booklet which Martinelli had printed in 1601 for Henry IV, and of which a single cop

author's bizarre personality: of the booklet's seventy pages, fifty 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 he developed in contexts that have

nothing to do with Shakespeare:

'When he came to melodrama, to The Bells, The Lyons

Mail, or Louis XI, 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 merel-y 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 beat, a foot, a step, all is one - I 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 piece - 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. It 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.

Prints and details from Oimjnisilinii dc Rbelonquc Jc- M dun AWly/iiiii, a seventy-page

; remains, kept in the National Library in Paris. A curious detail, an indication of the

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 Stanislavski 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 actt)r 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 cliches. 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 Italy at the turn of the eighteenth century. He died in

1838 (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 be '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 sculptor. 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 each individual word,

he designs a figure, a pose, in a statue-Uke 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, hi reality, they are not at all the

representation of the actions which the actor carried 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 each 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 what appears to the spectator is a single,

often vortical, action.

On reading the book and kK)king at the drawings, one is

led to think that the different positions are abtive all pauses in

the action. But this is not the case. One understands why

Marrocchesi seemed impetuous and spontaneous to the

spectators, while in his eyes, in his mental vision, he was

performing a composition (a dance) based on neo-classical

attitudes.

Cliches appear to the spectator as cliches, 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 cliches. If he uses many

cliches, he becomes 'natural'. A great many cliches 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 illusirntions Mken i

Performing .md TlK-airicnl An - l-'lor

lll.ih.in.Kloi .\i,ioni..Nton,H.lu-v

:e, IS 52). (below) Ih.- DcmIi oj Soi

I [H rtorimn^. K';i(

71. K J:icque,s-bn

1 ill ilivliniki;ii)iic i- d'arte icMtnili- (LcN.s«>ns in

> n.iviJ (Louvre MiiMrum. P.ins).
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7-8. Harlequin and Pantalone: details from a engraving in the Recited 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

hearing. The basic postures ot the actors who play Pantalone and Harlequin are

determined by a pre-expressive body definition which is in stark contrast to their

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 cliches,

but it is also true that these cliches 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 basic 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.

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 ver>' different inter-

penetration between acting and dance.

Let us take a look at the drawings of Italian 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 Librairie Theatrale, Paris). These drawings show actors

perftirming at the French court from 1575 to 1589. The most

astonishing thing one notices in the pictures ot these actors

drawn during scenic action is the scant emphasis placed on

their ridiculous appearance. To become aware of this, it is

sufficient to compare these drawings with the illustrations by

Callot in / 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 desequdibre which implies an

ahindance rather than a lack of energy.

If we cover the face of one of these Pantalones from the

Recued Fossard, we discover that when the mask and the long

beard are no longer part of the image, nothing is left of the

cherxu vedlard (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 begging 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 ability to maintain two different levels of organisation and

to re-assemble this dichotomy into a living contrast.
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9. Pniit;iK>iH\ \ik ryt Ml l.insuago': A. CimieJic <ii( /iiivc dc sk pc-rsomuigL's or P,me.i/(mf i/i<; cmkoU: cngnivins bv H. Liclnnck in llic Kiviicii ^^l^^.lt.i, B. I'lmiuiim dc Bintgnia

anonvminis cni;M\ mi; in ilu- Rcaicil Fossani, C. Puiilu/raie in Icn'e: anonymous engraving in the Reciicil Fossdrii; D. Detail ol an etching bv Jacnues Honer\»gt (early 17th

centur,) m the K'a ii.il f .ss.irJ; E. Sle/une/lo Bomnga: old man character in the Reciieil Fossurd; F. Piim.ilmie: detail of an engraving in the Fii:william Museum m
Cambridge; Li. H.I. Pimailnnf; detail of an anonymous engraving in the Rcciieil Fossard; L. Piintiilone escu/ws: anonymous 16lh century engraving kepi in the National

Library, Paris; M. Piiniulimes life, fall and disappointment: engraving made in Rome between 1560 and 1580 by academician Loix-n:o Vassato.
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Stanislavskfs '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 ot two year's work:

'AH that you have learned in these two years now lies

confused in your minds. It will not be easy to assemble and

fix 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

foot 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.' (LA. pp. 607-8)

There are many biases concerning Stanislavski's 'system': it

has to do only with identification with character, it is useful

only for naturalistic or realistic actors, it is the ct)nsequence 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'.

'The simplest human condition':

the organic body-mind

An unbiased reflection on Stanislavski's 'system' inevitably

results in a change of perspective. The point of departure

cannot be 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 Creatmg 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. Hctwever, 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, based on

'psycho-physiological procedures which originate in our own
natures', can be defined as the 'organic body-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.

10. Stanislavski in the role of Ast
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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 itselt.

It loses the organiry 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
life, 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, tor

Stanislavski, means intellect, will, and

feeling in reciprtKal relationship.

In daily lite, 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, ot 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 ij 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 only when the

context ot rational, volitional and

emotional justitications has become a real demand. At this

point, reaction, while not yet developing in movement, is

already active. For Stanislavski, perezhivanie is already

'impulse to action' or, we would say, 'action in impulse', even

thoiiyh it is not yet in action.

The body responds appropriately: personification

The personification techniques are what make the transition

from the 'action in impulse' to the 'action in action' possible.

There is an apparent incongruity here. The more that

perezhivanie is necessary and basic to Stanislavski's 'system',

the more personification seems gratuitous. In tact, if the mind

succeeds in creating a real demand, the body can do nothing

other than react appropriately. What is the point, then, ot

training it'

ll-12.Tlie tiny tlu-.urcat Ljubiimnk I. - : : ; ;i m.. where Si;im>hi\>ki. in hi^

yiHith, pracijsed theatre with his relatives anJ IneiiJs: It was siiiiwiicr .iiiJ we, ilie acinrs. were all livinc at

Ljuhiinovka, sn we could rehearse constantly. anJ pertomied every time we had a chance. And we ii»>k every

advantage ot this possibility. We would get up in the niominR. have a swim, and then rehearse a comedy. Then

we'd have lunch and rehearse another play, then go lor a walk and rehearse the first play .igain. In the evening,

if someone came for a visit, we would immediately ask, "Would you like us to perlorm something.'" "Ot course",

the guest would say. The oil lamps were lit - the sets were never taken down - the curtain would Iv lowered,

someone would put on a blouse, someone else an aptxm, a bonnet, a kepi ... and the perlomiance wmild begin.

for just one spectator.' (K. Stanislavski, My Ufe m An, 1925).

One must not forget that /x.'re;/iit'4iiiit" is not a real demand

but only functions as if it was so. This is the piiint. In order to

function as a real demand, /vrt'^/iu'iinie cannot K- simple,

linear: it must be complex and dynamic and include contrasts.

It must conform, that is, to those situations which in daily lite

are exceptional situations, or better, extreme situations.

In a famous passage, Stanislavski urges the actor always to

search for the good in the bad, the stupid in the wi>e, the sad

in the happy. It is worthwhile restating Stanislavski's

conclusion: 'This is preciselv one ot the methiKls for dilating

human passion.' (L.A.P., pp.^2)

This is valid for the character in its entiret\-. just as it is

valid for each element of (K-rczhivame. But it is not an

expressive choice. On the contrary: on stage, in order to

function as a springbt>ard tor action, passion must he 'dilated',

amplified, vitali.sed by complexity.
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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 he

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, role

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 role:

1. construction of the organic body-mind;

2. construction of the character starting from the (written)

role;

3. construction ot 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 ot 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

beyond 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

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 role, does not imply it, is not implied by it. The character

is only the role's 'condition tor meanmg'^.

If the actor loses (or has not found) the character - these

are Stanislavski's reflections - the role loses meaning. It 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 body-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 ot 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.

IVlb. Stanishivski with his

'nniiiteur' actiirs in scenes

from Gilbert and Sullivan's

Mikutli) (1887). The body

positions do not reflect the

stereotyped image ot realism

which is generally associated

with Stanislavski. The com-

ptisition ol every position

and even' detail - notice the

balance and the equival-

ences - is the result ol the

search tor lite on the stage,

life which must flow, new
and fresh, every night, tor

both the actor and the spec-

tator. These images are also

a long way from imitation ot

the positions used by Japan-

ese actors: at the time these

pictures were taken, Stanis-

lavski had not yet seen

Japanese actors, and what

may be taken for 'Japanisnvs'

are conventional (uslni'in)

elements on which Meyer-

hold in particular would

later base his research.
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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 ot the director's

poetics and/or aesthetic choices.

Stanislavski affirms this peremptorily. Stanislavski the

realist, the naturalist, the founder of a poetics, speaking ahout

the 'system' says: 'It has nothing to do with 'realism' or

'naturalism', it is a question of a process indispensahle 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 ot the

meaning exist.

Equally, for the construction ot the conditions tor 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.

psychological states, must make his model stand or lie 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 variations: to

create a way for the actor, before perftirming and in order to

give meaning to his performing, to be really and truly, seated or

standing, organically present on the stage.

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 Tariuffe, 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 roles while working on one role; 'Art

begins when there is no role, when there is only the T in the

given circumstances of the play'^

Before the role, there is the character. And betore 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 believable.

Therefore, the painter, before he can think ot embodying

his painting with the most delicate and complicated

/. In kalian. 11 iavoro dcll'attore, Lalerza. Ban. 1968. 1975: in English. An
Actor Prepares, and Building a Character, Eyre Melhuen. London. 1980.

The English eJitioni are incomplete and revised versions of the original Russian

edition. For this reason, the cjuotatums have been taken from the Italian

ediiion, abbreviated in this text as 'L.A.'

2. Creating a Role, Evre Me[lu(e7i, London, 1981. the English edition of the

third volume of Stanislavski's uorks. This hook corres/xmds lo the Italian

ediiion, II Iavoro deli'attore sul personaggio, Laterza. Ban. 19HS. The

English edition is an incomplete and revised version of the onginal Riissum

edition. For this reason, the qiiotatwns have been taken from the Italian

edition, abbreviated m ihis lexl as 'L.A. P.'

3. The Russian term pere:hivanio is (raiislaled into luilian as reviviscenza. Il

IS sometimes translated into English as return to life, ui other limes it is more

or less apfnofniately paraphrased. In order to avoid confusion, (he Russian

tenn is used here (cf. Dilation).

4. 'Conditions for meaning' are all those physical and psychic elements which.

on the whole and in their interrelation, give the actor the ()ossihilit> to make the

character (and then the role) coherent and not meaningless.

5. v. Toporkov, Stanislavski in Rehearsal. Theatre Arts Books. Neu' York.

1979.

6. Ibid, 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 ot the last century. He is one of the

pupils chosen to be a member ot 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 1905, 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 {plastikxi)

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

Othelb or Hamlet. Plasticity itself is not new, but the form

which 1 have m 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 1 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 relatu)nships 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 each 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-IH. McycrholJ in F. Shcntan's Acrobats (left) and in H. Heyermans' Hiipc,

(right) while he was director of the 'New Drama Association' in Kherson from 1 902

to 1905.
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physical rhythms must he hroken. Until

Meyerhold made this distinction, the acti ir

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 totality. During the work process,

the actor can separate the different

levels, work independently on each ot

them, and reintegrate them in the result.

The actor can proceed in this way. But

why.' The answer is in another te.\t in

which Meyerhold writes about:

'a scenic rhythm which frees the actor

from the arbitrary demands of his own
temperament. The essence of stage

rhythm 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? hi

dance. Because dance is the move-

ment of the human body in the sphere

of rhythm. Dance is to the body what

music is to thought: form artificially

yet instinctively created.' (1910)"

The actors ot the uslovny theatre give up

an essential part of their personality, the

organic synchronism between vocal and

physical rhythms, and thus arrive at a

scenic rhythm. They give up those habits

which belong to their usual way ot

moviiig 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 ot.' The ballet which one could

see at the Marinsky, or something else?

Angelo Maria Ripellino, the scholar

who has most poetically evoked

Meyerhold's productions, describes his

Dim]uan (1910):

'He removed the footlights and

manoeuvred the characters on a

projecting semi-circular torestage

where not a single gesture, not a single

grimace, not a single wrinkle ot the

actor was lost. The torestage required

an accurate Nuancespid from the

micro-mimicry intensified by the bright lights on the stage

and from the auditorium. The actors had an adroit way i>t

continuously balancing their poses, w'ea\'ing the web ot

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 different: 'the web ot

movements'. Dance as a 'pattern', as a 'web' whose dynamic

diies not follow the laws of daily life.

The grotesque

What weaves a web? A spider. And it does not weave its web
tor aesthetic reasons, but to catch something. Meyerhold

explicitly names wh.u the actor wants to attract into his 'web'

19-20. Two scenes ironi Macli'rlmck'j Sisicr Bt'dlntf. ptrlornicJ hs \ ct.i Kxiii

Meyerhokl. 1906. Even though the compi>sitJon has tlie apptnnince of .1 t.ihle

is ol^vioiis in the direction ol the eves, the p<Kition ol the h.nnjs. .tnd tension 1

ss.ii:he^sk.i|.i .iilJ Jllected h\

VI. the dxTianii-sni ol the pl.isticit\

I the neck.

subtle o( movements thrt>ugh his dance: the spectator's senses.

'We can stimulate the spectator's brain and persuade him

to reason and to argue. This is just one ot the things the

theatre can do. It also has another, quite ditlerent property-

it can stimulate the spectator's sensibihrv (c/iKtstio) and

steer him through a complex labyrinth of emotions.'

Meyerhold explains that it is not a questiim ot an emotional

sensibility, but o( sensorial .sensibility, as, for instance, when

one says, '1 feel cold'.

'And once again the actor stands as the main transmitter

of energy-.' (1929)"'

Meyerhold wants to provoke an effective reflex in the

spectator which is not necessarily conveyed thnuigh

intellectual channels, but which relies on sensorial sensitiviry,

on kinaesthetics.
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21-23. Example ot tnkaz ('refusal') in the biomechamical exercise known as 'shooting i

tor 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 s-ynon'ym 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 ot 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

ot 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

himselt 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.'

(1912)^

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,

Nob, 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 1914- 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

theatres, the conventions ot Indian

drama, stage and acting conventions

from Japanese and Chinese theatres.

In 1922, after the revolution and the

civil war, Meyerhold presents the latest results ot his research:

biomechanics.

Biomechanics

'It 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 toundry

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 Ilinsky, at that time the main actor in Meyerhold's

productions, participated in the development of biomechanics.

v'(cf. i!I.Wp.l02
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24- Meyerhold and Mei Lanlang. I he great Chinese actor Mei Lantang met many Russian artists in 1935 in Moscow. 1 hese historical meetings were immortal as were

the many photographs that were taken. When Meyerhold was taken prisoner and later shot in 1940, all his photographic archive disappeared including this photograph ol

Meverhold with Mei Lanfang which suddenly reappeared in a photographic album dedicated to Mei Lanfang recently published in China.

the actor's pattern of movements.

Bios means life; mechanics is the branch of physics

concerned with the balance and motion of Kxlies. What
Meyerhold calls biomechanics are the laws of the b<.Kly-in-life.

A decade before, he called them the grotesque.

'The fundamental rule of biomechanics is very simple: the

whole body participates in every movement.'

He says this in 1939, trying to defend himself against the

accusation that biomechanics is a tormalistic device. But it

was something which he had discovered and practised in

Stanislavski's Studio in 1905.

The principles of dance, that is, of scenic life, which

Meyerhold had searched for in the past and in the Orient

were revealed to him by the present in the Occident through

the rules laid down by Frederick Taylor, the pioneer of

scientific management and work productivirv'.

Meyerhold spoke o( unstable piistures, of precarious

balance, oi the dynamics ot opposites, ot the dance ot energ>'.

He merely used other terms. He used to say: 'In art, to guess is

better than to know'. But the principles ot the grotesque or

biomechanics were not a fortuitous guess. They were a subtle

insight into the same principles which tixlay, in the light of

theatre anthropology, we find at the base ot the pertormer's

pre-expressive level.

'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, ot 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, throw^s

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 oikaz, 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

' I .m action, but a tortuous, zig-zagging procedure. The
•ccond line of action is the repetition of a three-phased

dynamic sequence, a dactyl which progresses from (1) a

neutral standing position to (2) an upward motion stretching

the spine while standing on the balls ot the feet to (3) bending

the knees in a strong downward motion wiiile throwing the

arms back and transferring all the weight onto the front leg.

When we scrutinise the biomechanical exercises, we

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 ot the centre ot

gravity, with a change from one perspective to another. It is as

if the actor is embodying the Lws of vwiion, not learning to be

dexterous. The actor is weaving a dynamic web where theme

and action do not always coincide. This contrast-rich

swinging ot the centre of gravity' gives a dance-like quality to

1 ) v. Mc-vcrhold, First .Attempts at a Sr>liscd Theatre. pf>.49 - 58. m Mewrhold On
Theatre K EduurJ Br.iun. NUl/iuni, Lnulm. 1969

:) \' McycrhM. ibid. Tnstan and ls.>lde. pt< SO - 98.

i) Angclo SUmi Ri(vHmi>. II Tnicco c I'Anima. p l!^l. Enuiidi. Tiinii. 1%.''

4) \'. MeviTholJ. ibid. The Reconstruction ol the nie.itrc, ;>f) J.'^.' -274

.^) Le grotesque au theatre, pf> 104 - 109, m Le Thi'atre ihealral, hi Nnut

Ciourfmkd tuiilniwrJ. Pom. I9t)3,

f) V. WcycrhM. ibid, Biomc-chanics. pp I9« - .W
7) I Djiiulu. ranuetnik .Aktoni,

()f>
177, Wuiiuiuctuu .Air<st>nie i Kiimiiue,

\XaTuiu: 196.'
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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

(cf. 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

performer 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:

Trom 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 ot 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 ot montage does not only imply a

composition of words, images, or relationships. Above all, it

implies the montage ot rhythm, but not in order to represent or

to reproduce the movement. By means of the montage of

rhythm, in tact, 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 ot the paintings, torcing 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 ot 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 ot 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 beautitul facade, even though it is not actually visible

from the angle from which the the painting has been made.
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1-2. (above) View and Map of Toledo, painted by El Greco hetwcen 1608 and 1614 (tl Cireco Museum, Toledo), (below left and ni;hl) WailinK tor ilie baiile on the lro:cn

lake: sequence from Sergei Eisenstein's film, A/c'IcsunJr Neislci) (1958). The audiovisual diagram shows the relarionship between the shots, the music (b^ Prokofiev), the

scenic composition and the movement. Eisenstcin used this example in order to show that the greatest degree of cxprcssiviry is attained through the svnerK>- ot the plastic

element of the movement and the movement of the music: 'The art of plastic composition', he wrote, 'consists in guiding the spectator's attention along a precise trail, in

exactly the order desired by the work's author. This is brought about by the movement of the eye on the surface of the canvas if the comptwition is in a painting, ot on the

surface of a screen if wc arc examining a film shot.' {Film Form, New York, 1949)
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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 ot

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 ot the performer's actions, the words of the text, the

relationships, the music, the sounds, the lights, the use of

props.

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, igncired

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 ot the performance) which they

are about to present, they can make use of 'materials', already

prepared tor other scenic situations. These 'materials' are then

remounted in the new context. I have myself seen an onruigata,

who had never performed a certain role, 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 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 ot the performer who must

invent and fix his way ot 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 that 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 formalisations recreate, by means of very

precise rules which dictate how the eyes should move, an

equivalent to the continuous lite 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 ot film. Each piece of film must be

re-systemised, reconstructed. This is independent of the

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 rhythm. 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 tor the gaining of

knowledge. She took its fruit and ate 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 ot 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. (ill. 5) 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 truit is brought to the

mouth; 9. (ill.l 1) 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: Kosiike Nomura in sequence A: lunv one picks anJ eats a Iruil in a Kyosen scene.
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reality, would he 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; 11. (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 to repeat each single action, each detail of

each 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

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.

(ill.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 I, scene x).

Seen in the light of their new Strindberg context, the

performers' interwoven actions would have to change, small

details would have to be modified, in order to make these

actions consistent with the meaning they have now acquired.

Above all, the rhythm 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 I walk, I

walk and nothing more. If I sit, I sit and nothing more. If I eat,

I do nothing more than eat. If I smoke, I 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 secoiiJ montiigc: Hticnne Dccroux in sequence B: liovv cine picks a llower In mime
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28-37. Director's montage: the new sequence obtained through the elaboration of

the two actors' sequences, A and B, and the possible content variations: Genesis

3,6, and Strindberg's The Father, I,ix. If we apply this montage to our theme,

Adam and Eve, here is the meanmg of the new situation, a few short moments m
the overall story: (28) Adam looks incredulously ... (29) Eve has picked the

forbidden fruit and is about to eat it. (30) Adam: 'We have promised not to eat the

fruit of this tree!' (31) Eve persists, and brmgs the forbidden fruit 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 it!'- (35) Eve eats the lorbidden fruit. (36) Adam falls ... to the

floor (37); Eve is drunk on knowledge.

The same montage which we have applied to the Biblical story 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 o( 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 1, 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 eighteenth cen-

tury, hy a Dutch doctor. He coined the term to to define that

particular illness which afflicts people who are k)rced to li\'e

away from their homeland tor 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 it

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 Italian poet Niccolo Tommaseo introduced in his

famous dictionary ot the Italian language, in which he defined

the term as 'the noble privilege of poor nations'. In this sense,

nostalgia is a characteristic of the artistic activity ot the

twentieth century and is particularly germane when used with

respect to the theatre.

The study of performers of the past or ot other cultures, the

study of their scenic behaviour and their techniques, dates

from the beginning ot this century, when theatre

practitioners, faced with the rise of mass communication

media, began to search tor new forms ot theatrical language

and a new identity tor the theatre.

Actors, dancers, and directors looked to heritages which

were historically and geographically distant from the Europ-

ean 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 tor the pertormer'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, tar

distaiit in time and space (whence their mythical and

legendary character) inspired nostalgia in the artists'

imaginations. In a time of change, they saw these distant

sources as 'golden ages' ot the theatre. It was less the eternal

desire for a return to origins than technical research tor a

point of departure; less a vague nostalgia tor the infinite than

a search beyond the limits and borders ot 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 ot theatrical art and had a decisive

influence on Occidental performance.

These theatre forms had certain characteristics in ci>mmon

which could be used both to oppose the bourgeois theatre o\

the nineteenth century and to revitalise the then current

tradition of the performer's language. It was first ot all a

question ot retusing a certain naturalism in tavour ot an

lodiclii. I\i>cd not on iuunc-i> I'ut i>ii .1 >>-ii.-ii. 1 .i ^igii^,

secondly, the elimination ot the harrier between performer

and spectator - the tamous 'fourth wall' - in order to discover

new possible relationships between the pertt)rmers and their

audience; and finally, the rupture ot the dramatic unities by

means of a montage ot symbolic spatial and temptiral

sequences.

Actors and directors, dancers and ever^'one 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 perfect and yet ,so sutticiently ti>reign

that they could be taken up and reversed, even invented,

w ithout the anxieties which more familiar models induce.

The Commedia dell'Arte and the Oriental theatres in

particular proposed a pertormer's art which .seemed tree ot all

psychological conditioning. In addition, they were based on a

meticulous body technique which was the pertormer's only

element and instrument, able moreover to represent emotions.

The Commedia dell'Arte tradition was interrupted in the

eighteenth century, but Oriental performers were still

incarnating their most ancient traditions, and one can readily

understand how they could become the only mixlels which

were not only different hut also living and therefore directly

exportable.

Obviously, this nostalgia was not without its risks and

pittalls: tads, the temptation ot the exotic and novel, and

superficial interpretation were also facets ot a Utopia of total

theatre which dreamed ot a symbiosis with its audience. These

phenomena were often the origins ot more or less fertile

misunderstandings, many of which have influenced recent

theatre history. But we must not lose sight ot the essential tact

that direct contact with distant theatre cultures helped

theatre artists to discover that the pertormer's art is the

keystone ot performance, and that the theatre exists only

because performers exist. This was the beginning ot a priKess

which directed theatre research in the Occident towards

performer pedagogy free ot the demands ot production and the

market, (ct. A/)/)reiitices/ii/))

The Occidental performer, who up until that time had been

classified into different genres - mime, dancer, singer, actor -

dreamed ot unity and artistic dignity.

This was one ot the first historical results ot nostalgia: pro-

vided that the premise, or point ot departure, is always

accepted as being the actiir, who beyond being someone who
feels, is solely someone who appears on stage; a Kidy in actiim.

Then we can better explain the surprising analogies between

position and gesture ot actors, distant in space and time,

which would never be corroborated were it not tor what is

contained within the.se pages. Nostalgia tor integrity led the

'individual' actor to become known etymologically as the 'indi-

visible' actor.

The second possible result ot nostalgia took longer to

become apparent. It was the need to rediscover the origins ot

European Theatre, and the rough historiographical research,

10 tind out when the split between dancer and actor actually

happened.

Recent studies confirm that the divisiiin occurred in the

W'll century-, when ballet and d.uice professionally separated

the actor from the dancer. In the Renaissance porioil, and

above all in the perfiirmances of the Commedia dell'Arte, the

performers sang, danced, recited, as did the actors i^( the

K.ibuki ,ind the Peking Opera.
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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 actt>rs of Kahuki 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-comedies of

Moliere 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 ot Moliere's work culminated in the

ballet comedies which, with the collaboration ot 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.

Theophile Gautier, however, back in the XIX century, had

complained that the works of Moliere 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 Lc' Maladc bnaginairc (The Hypocht)ndriac).

There is a close resemblance between the compositional

methods of the Commedia dell'Arte and ballet. 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 dis-

cipline and a way ot scoring codified action, steps and

movement.

The performance was in tact the fruit ot 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-

tory of Occidental Theatre had given priority not to an idea

and conception of theatre which was based on the original

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 ot

the XIX century, pride of place was given naturally to the

dramaturgical and ideological quality ot the work rather than

to the art of the actiir.

Continuing on this line, theatre hisiory has chosen to

ignore the treatise of Domenico da Piacenra (Sull'Arte de

Rallare e Dan:are, 1435), by for example relegating it to the

history oi 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 movement as form-

ing the foundation ot the actor- dancer profession.

;. Is;uli>ni I'uncon (1«7«-W27) m .1 d.mcc in>rircd In cI.i-mc.iI linxxc I 'uiu.iii

interpreted tile myth of Greek dance in an anti-academic way, if* a return 'id ihe

origins', a means of giving dance a new orientation without offending the tradition

of classical ballet, hut rather by wiirking with other dynamic principles.

Apart from these important assertions - the need for tech-

niques, for set movements, for full extension ot movement in

the performance space - Domenico da Piacenra suggested two

fundamentally different t>pes oi dance step: the 'natural' and

the 'accidental'. The first grew trom natural mtnements whilst

the second was a prinluct oi artificial and artistic

investigation.

From the point oi view of theatre anthropology it is not dif-

ficult to recognise in these definitions the distinction between

'daily' and 'extra-daily' movements. In tact, Domenico da

Piacenra, with his definition, tended ti> establish Kith the dif-

ference between the popular improvised dance and the more

refined, noble dance ot the courts, as well as the profession ot

the dancer, who by learning set steps - extra-daily - could

place them in a sequence, in a personal and distinct choreog-

raphy, thereby creating new interpretatit>ns.

His students, Antonio Ctirna:ano and Gugliclmo Ebreo,

followed in his ftiotsteps and were aKne all concerned with

the 'fabricated' dance, which was constructed not on a simple

reorganisation ot the steps, but fri>m the basis of a tale, a stcirs'.

So what were the basic characteristics ot these first dance

performances in the Occident.' Music, actors, scenic move-

ment, and story; together these formed a unique whole, which

could be repeated without loss oi the t>riginal creation and

with all the advantages of the actor-dancer's prtifessionalism,

the audience and the producer. In fact the set and learnt

movements could change and be combined to make new sto-

ries and new performances, without having to go back to a

clean page and find totally new steps each time. In all, it was a

method, an ect>nomic and professional compnisitional tech-

nique, very similar to that adopted later by the Ciimmedia

dell'Arte players, and which was at the rinn of the theatre

profession of the Oriental actor-dancers.
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8-9. (top) scene from the production ot Racine's Phacdni directed hy Aleksandr

Tairov (1885-1950) at the Moscow Chamber Theatre (1921). The tendency of

early 20th century European directors towards the so-called modernisation ot

classical texts, which led to many combinations of ancient plays with modern art, is

clearly recognisable in these images. Here, specifically, the Greek theme taken up

hy Racine is presented in a design which, while respecting Greek simplicity and

geometry, is based on cubist futurism; (bottom) 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 ot Commedia dell'Arte was considered to be

an element of pure theatricality; nostalgia for the past, introduced into a

reconstruction which is neither superficial nor mimetic, tends to become a longing

for the future.
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10-1 1. U"n K-nl ( .inc.mirc ot Nijinski's cluia-osrapliv tor ilic Kilk-t Li' s.iciv du

;iiiMk'?n(vs (J.iiKcJ 1.1 iiniMC hy Stra\'inski), hy Jcicl, in l-c TIkmk li Curis en Wl 3.

IIk' text « liitli acLiinipanicJ the Jniwing rcniarkcJ that the choreography seemed

to have interehaiiKed the parts of the hojy, in particuhir, the head with the

extremities. Anti-academic attempts to reform the dance were not ahvays accepted

and understood hv the piihlic and the critics: Le Sucre dii primntips was considered

to he Nijinski's most resoundini; faihire as a choreof;rapher.

(top riKhtl \ .i^Lu Ni|in~ki ( l>>'v.- l>'i>.l m I- -^/'ua ini.li j iin Mniu U-.Micl.<n. r'iJI.

Nijinski, like Duncan, was inspired h\ classical Greece and made use ol mi.iBes

which could help him break with classical ballet's academic approach. The
culmination of this research was the choreocraphv for L'.A/iresiniJi J'liii laww.

which created a scandal because of the realism of ii> physicalitv. (bottom led) Ruth

Saint-Denis in an Indian inspired peacock dance;(lx)ttom rii;liil Ted Shawn in

Shiru's Ci«mic Dunce choreographed diinni; IVni^ .ind Shawn's lour ol India.
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OMISSION
Paintings were unce begun and finnlied in

phases. Each day brought something new. A
painting was a sum of additions. In m\ case, a

painting is a sum of destnictiuns. I first do the

painting, then I desinry it. In the end, however,

nothing is lost. The red I removed from one

place is used somewhere else.

(Picasso)

Fragmentation and reconstruction

'Seen from afar, a city is a city and .1

landscape is a landscape; but, little by

little, as one approaches, there appear

houses, trees, tiles, leaves, blades of grass,

ants, ants' legs, ad infinitum.'

Commenting on this statement by Pascal,

the film director Robert Bresson says:

'Fragmentation is indispensable if one

does not wish to 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 ot

isolating and accentuating certain actions or

fragments of actions. Richard Schechner

defines this process as the 'restoration ol

behaviour' (cf. Restoration of Beliaviour) . 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 ot the

movements of actor's or dancer's actions

seem much more complex than daily

movements. An actor's score is the result ot

dramaturgy 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 simplihed.

Omission is the principle which becomes

Immediately evident as soon as one begins to

eliminate 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 (ound in all

human cultures (ill. 1-4). To play the

transverse flute, it is necessar>' to force the

trunk to assume a particular slanted 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 comtortabh'

on the pipe's openings. This position echoes

the Indiiin trihhangi (ct. Etjiiii-iileiice). 1-4. Tlu- transverse flute in lour Jillercnt cultures: the i;oJ Knslm.i (Irnni .1 h.isreliel in the Kes.iv,i Temple .it

Somn;ithpur, lnJi;i); tile Rixl Hanxian:!. patron iif miisici.iiis in thin.i (Inmi .1 |>>pul,ir t'liinese print); the s«Hilh

Alriean flute, the fxaka ya lel/iluke; and the flautist in a Krench militan KinJ in tJmi.irJ Manel's T/ie I'lftcr

RcgmiaM (18b6).
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The flute position is 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

instrument: 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 maintain all

their organiry, they can acquire 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 flute (ill.6). 5. Medieval public

availability, but tbe y

, Germany. The omisMon ot the llute gives the positiun a new valu

intact and could be used as a tragment in a completely ditterent

6. Young Kathakali theatre stude ; Krishna playing the flute.
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7. k'cms/m iir h:inJ penetration tcchnkiuc in Chinese and Japanese martial arts

The virtue of necessity

The virtue i>t omissinn is not just a thentrical

Kamc. It IS the logical rule of a synlhesii. In

Chinese and Japanese martial arts, the

positions of the finders - the characteristic

articulation of the hand as a claw or

stretched flat - are evidence of an omission

and a synthesis used K)th in traininj; and

practice which help the practitioner control

his muscles, even the less frequently used

muscles of the hand. This is the technique

known as kanshu or "penetration with the

hand'.

One of the origins of this technique lies in

the Japanese occupation of Okinawa aKmt
four hundred years ago. The inhahitants of

the island were forbidden to carry any lorm

of weapon and so, in order to he able to

defend themselves against the invaders, they

developed karaie to such a high degree that

they were able to break armour and deflect

sword blows with their bare lists (ill. 8).

Kiinshu technique also originates in an

ancient Chinese training method (111. 7a. 7b):

a vase or jar is filled with light powder and

the student trains plunging his hand into the

powder in different 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 is

trained: the student picks up a large

terracotta jar by the rim and holds and

carries it for a long time (ill. 7c). At first the

jar is empty; as the training progresses, it is

tilled with sand or water.

ot weapons in ka e: the head, the arms, the lists, and the t'eet as natural weapons.
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OMISSION

To perform absence

We have already noticed, when dealing with

the principle of equivalence, how in mime
the arms are considered as non-essential

with respect to the rest of the body. Decroux

often uses a process of concentration of

energy in the trunk alone; the same is done

in many Oriental traditions. An action's

superfluous elements are eliminated so that

its necessary, essential aspect can become

more clear. The opposition thus created

between the force pushing towards the

action and the force which holds a certain

part of the action back produces that

particular kind of energy which we have

defined as energy m lime. This is what

happens when the performer eliminates a

prop or a part of himself; but what happens

when the performer eliminates himself

entirely, yet 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
assist and facilitate the performer's actions

(ill.9) and also accept that the performer

turns his back to them. This action was

severely prohibited in Occidental theatre

where frontality forced the actor to walk

backwards m order not to 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 showing the kimono's decoUetage

(considered erotic and elegant) 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

(ill.ll).

9. Katsuko Azuma performing the dance of the Sliojo, a kind of lion-monkey In Japanese mythology. I he

hufterflies, attracted by the flowers, flutter around the Shojo and irritate him. They are attached to a ilexil

hamhoo pole and are manipulated by a kmogo (or kuromho), literally, 'black man' or 'nothing'. A silent stai

servant, the kumgo is a highly appreciated, essential element in the economy of classical Japanese theatres

presence, indispensable for costume changes in full view of the public and for the placing of properties on

stage throughout the performance, eliminates the illusion of realism from the Japanese stage.

10. Performing absence: a stage servant {kuroga)

adjusts Katsuko Aiuma's costume in view of the public

during a transition between two scenes.

1 1 . Sanjukta Panigrahi absents herself from the

pertormance: turning her back to the public in ;

theatrical way, she performs her own absence.
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OMISSION

The virtue of omission

The virtue of omisMiin in the theatre, but

alsi) in martial and figurative arts, is a

necessary condition for achieving a

synthesis: in the case of martial arts, it

reinforces functionality; in the case of

theatre, it reinforces scenic hios, the actor's

presence.

Dario Fo, famous for his work as

actor/playwright, compt)ses his characters by

carefully selecting certain physical actions

and reactions, or even fragments of actions.

He omits all the explicative passages and

behaviour which would Kr necessary for the

composition of a link between these actions

and fragments: he has then created a

dramaturgical synthesis of which he himself

is the material, the instrument and the

author (ill.l2).

It is perhaps not a coincidence that

comics are obviously the result ol a choice

made by the cartixinist: lo urip also means to

tear to pieces, and a comic stnp is therefore -

also - the result of a series of cuts and

omissions (ill. 1 3).

12. Dario Fo in a series of physical actions and reactions which illustrate the synthe

S1017 of a Tiger (demonstration at the Volterra ISTA, 1981).

^ in his pertormancc. Tht'

1 3. The richness and power of Dario Fo's score (ill. 1 1) make it possible for him to isolate each single action and

then to reassemble them into a new synthesis. In the new sequence, the four positions are used in a different

story with its own new dramatic composition and its own new meaning, exactly as happens in a comic strip.
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OPPOSITION
Munel IS hetier than all o] iis: he crcaics l(,i;/u l^y

using the dark.

(Camille Pissarro)

The dance of oppositions

'It we really want to understand the

nature of dialectics at the theatre's

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,

m order to look at a person seated on

their right, an Occidental performer

would use a direct, linear movement ot

the neck. But the Chinese performer, and

most other Oriental performers, would

begin as it 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 principle, if one wants to go to

the left, one begins by going to the right,

then suddenly stops and tutns left. It one

wants to crouch down, one first rises up

on tip-toe and then crouches down.

At first I thought that this was a scenic

convention used by the Chinese performer

to amplify actions, thus rendering them

more perceptible, creating an effect ot

surprise and guiding the spectator's

attention. And this 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.

It one watches a Balinese dancer, a Noh
acte)r (even when carrying out the simple

gesture of holding a fan in front of the

face), a Kabuki actor in the aragoto or

wagnto style (ill. 7 p. 36), a classical Indian

or Thai Khon dancer, one notices that the

movements do not proceed in a straight

projectory, but in sinuous lines. The
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 Anthn ijv ili nTy: First

Hypnthesii)

anticipation/action/reaction

SPEED - FAST ACTION - IMPACT

'^BACK TO STRETCH
ANTICIPATION SHAPE

SPEED ACTION CHART PAsr OBjscrivE

JLTIPLE -IMAGE - BLLURR. N y

1 . In t-irder to move in a given direction it is necessary' to start in tlie opposite direction; or rather, one

accentuates tlie effect ot a movement by anticipating it. From Preston Blair's manual on animation tor

cartoonists. According to Meyerhold, the otkaz ('refusal') technique, which was part of the training used in his

school, was "a movement opposite to that which one wanted to make and came immediately before the desired

movement in cirder t(t accentuate expression'.

2. The principle of ual for Peking Ope
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OPPOSITION

3^. (left) Pen sketches by Paulet Thevenaz which illustrate certain phases of and movement had considerable influence on the theatre, and especially on

Dalcroze's eurythmic method: the 'anticipation' of the movements is clearly modern dance, at the end of the 19th century, (nght) Exercisvs on the Kisic types

visible; the movements begin in a direction which is opposite to their final of opptisition from the book of Alfonse Giraudet ( 1 895) a student of Francois

direction. The research done by Emile Jacques-Dalcroze (1865-1900) on rhythm Delsarte.

5. A example of opposition being used by a European actor: notice the non-lmear way ot passing trom a reaction

of fear to one of disgust. From G. Austin's Chinniomiu (London, 1806).
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OPPOSITION

6-8. Peking Opera actor ZhanK Yunxi photoRrapheJ by C:echoslovakian scholar

Dana Kalvodova at the school for Peking actors. The sequence shows the

movements used by the actor to make an entrance as a military hero (wu-sheng).

Having made two steps on to the stage, the actor stops (1) and picks up the sides of

his costume-weapon (here, however, the actor is working without costume), bends

the left leg towards the right, at knee level (2), then bends the same leg towards

the left, at pelvis level (i), m order finally to move slra.t;hl .ilie.id towards sla^e

centre. This entrance, based on a series of oppositions, is also typical ot other

Peking Opera roles and is combined with a way of walking across the stage (cf.

following illus.) which is also elaborated according to the principle of moving in

directions which are opposite to the final destination.



OPPOSITION

10-1 3. (Ictt) Balinesc- dancer Swasti Widjaja Bandem
in a demnnstration of gait at the Holstebro ISTA
(1986). The Balinesc way of moving across the stage,

which makes use of continuous variations of positions

angled and cut according to series of oppositiotu,

made a tremendous impression on Artaud when he

saw Balinese theatre at the Pans Qilonial Exposition

in 1931; noiicmg how these movements and gestures

mipregnatcd the playmg area, Artaud spoke of 'a new
physical language' m the theatre, Kised on sigrvs and

not on words. He compared the Balinese actors to

"animated hierogh-phs*.

(above right) Outline drawings of performers which

are a leitmotiv in this book: here they illlusttate the

oppositions created inside the performer's Kxl>*- (top)

Kabuki actor, Commedia dell'Arte character,

(underneath) Balinese performer. Odissi dancer.

(K>tiom ot page) In dance, symmetrical pi>sitions

result in balanced figures without oppt«inons;

asymmetrical p^»sitions. on the contrary, tend to

result in unbalancc\i figures and pi>wer1ul

oppositions. Dancers must be familiar with and use

b>nh pissibilites while respecting the flow of line.

Diagrams trom Dons Humphrey's The Art ofMakmg
Dunces (New York. 1959).

SYMMETRICAL

cL-^

ASSYMMETRICAL
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OPPOSITION

The beauty line

In India, the opposition ptinciple takes a

chatacteristic form in both dance and the

other figurative arts: it is called trihhangi,

which means three arches. The dancer's

body takes the form ot the letter 'S' (head,

trunk, legs); the result is a precarious

balance, new resistances and tensions which

create the body's extra-daily architecture

(lU.Hand 19).

The serpentine line ot trihhangi is also

found in the most remote Occidental

tradition.

It was the Greeks who discovered that a

body's beauty is not only the result ot correct

proportions but also of a particular

anatomical posture. The sculptor Polyclites

was the first to establish a law tor the

sculptural representation of the nude body,

determining the exact proportions which

should be used, and, in particular, the

relationship of 1 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 temained unchanged tor

centuries.

What we wish to underline here,

however, is less the body's proportions than

the body posture common to all Greek and

Hellenic statuary from Polyclites' Ephehus to

the Venus de Milo. This posture is char-

acterised by the lateral displacement ot the

hip caused by the body weight being

supported on only one foot, and the lateral

displacement of the head caused by the

twisting of the torso.

This dynamic undulation ot the body

around an axis, which is the reason why the

the figures seem so animated, was taken up

by Florentine sculptors in the fourteenth

century as a reaction against the immobility'

ot Byzantine and medieval figures. Naturally,

it was refused by Renaissance artists, who
took their inspiration directly from classical

art. The artist's personal taste, as well as that

ut the epoch, certainly plays a decisive role.

It was Dijrer who affirmed that there is not

just one type of beauty but many types.

Nevertheless, the dynamic representation of

the body by means of motion which winds

around a central 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 (ill. 1 8). A
combination ot movement and rest, balance

and asymmetry, a dance of oppositions.

1 5. Macuilxochitl (or Xochipilli): Aztec goddess of

music, song, dance, love and spring (Borgian Cycle

Codex). According to Mexican sct\oIar Cayuqiii

Estage Noel, the goddess' black face is a masl<.

14. Tribhangi (three arches) in a statue ol

Vajravarahi, 7th to 8th century Tibetan j

(Newark Museum, United States).

17. tarlv dynamic use of /umJlcniL'HI uIi-|-Lk.mrni ,i|

the hips) in Eumpean sculpture: 1 5th century- -.tatue <>l

a prophet (Pistoia Cathedral, Italy), attributed to

Florentine architect Filippo Brunelle.schi (1377-144(i)-

18. The 'line of beauty', or 'variety', in an engraving

made m 17'i! by English painter William Hogarth

(I697-17M).



OPPOSITION

Tribhangi, or the Three Arches.

The Trihli.inyi iDrm.ition which is immedi-

ately iJcntili.ihle in tlic Jance and statuary

of India, also manitests itseit in the work ot

actors ot other cultures. Here the 'dance i>l

oppositions' is expressed more internally, or

within the Kniy. Lix)k at the positions of

Sanjukta Panigrahi, an Odissi dancer and

the classical ballet dancer, Natalia

Makarina (ill. 19-20).

The contrast can he perceived immedi-

ately: Natalia Makarova gives a sensation ot

grace, lightness, almost like the levitation of

an ethereal K-ing, whilst the Indian dancer

has something earthy and sensual aKuit her.

Beyond these external appearances, K)th

dancers are using their spines in the same

way, and differ only in the manner in which

they display the result. The classical dancer

is using a dynamic which produces a long,

streamlined - one could almost say up-

reared - body shape. The force of t>pposi-

tions working in the Odissi dancer are

aiming at a paroxysm ot sinuous movement.

(For example, the series ot angles which

fracture the form ot her arm are sublimated

into a gentle fold in the wrist ot the classical

dancer.)

With Natalia Makarova, the oppositions

are revealed through the emirmous effort of

precarious balance, the way she lixiks to one

•ide 'resting' her chin with a resistance and

tcnsiiin so great the left shoulder is lifted.

The position of the chin breaks the sym-

metry ai the vertical thrust and the balance

IS precarious by virtue ot the position - but

more so with this twist ot the head which, by

coming to rest on the shoulder, creates an

asymmetrical opjxisition between the two

shtKilders.

19-22. (tup) SMiiiukta PamKnilii "i .1 cl,l^MC.ll l.\li>si J.iiui- inhlumgi. (Kiitnm Icli)

Classical ballot J.inccr N.ii.iha Makarova m .Su-.m Lilic (clioRMsrapliy H' Petir-i.

tiius.c bv Tchaikovsky), (cciittc) Isor llmsky as Scliastlivtsov in A. N. Ostrovsky's

The Forest, directed by Mc-ycrbold in 1924. The actor's basic p^vsition is a tnh(um«i.

Uinsky, who worked in Meyerhold's theatre from 192C until 1935. made

lundanicnt.il contributions to the development ot biomcttvinics. (n«ht) It is

interesting to see how the presence ol this '.ictress' is Kiscd on an alteration ii<^

balance and on a retincd tnhkmgi. She is a fashion model, not ir^in); to express

anythins, merely 'presentini;' a I9M Coiirri>Kes desi)ni.
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OPPOSITION

23-25. Occidental performers' oppositions: Franca Rame i

ballerina Mary Wigman in Tan^esdnge (1935).

ot her monolofiues. Henry Irving as Cardinal Wolsey in Shakespeare's Henry V71/. and the Ge



OPPOSITION

2'), Sl-iukmucuI tlic scene 'small K«ts in the port of Odessa' trom Eisonstein's RiIiWiip P.iiniifcm (1925). The cniirc sequence has hccn planned s<> as lo criMtc nm only ,

montage based on ilie oppositions between tile various shots hut also oppositions between the lines ot direction in the shots themselves. From B. .Xmancual's Qiie \'iiu

Eisensleiii,' (Lausanne, 1^80).
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OPPOSITION

The shadow test

The performer develops resistance by

creating oppositions: this resistance increases

the density of each movement, gives the

movement altered 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;

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 verif>' that

their drawings are compre- hensible and

effective (ill.36).

Ingemar LinJh demonstrates here that a

gesture designed to represent pointing

(ill. 52) and to illustrate the opposition

principle is not ver>' clear when seen from

the ffont (ill.33). The front view does not

pass the shadow test and is just as had for the

performer as for the cartoonist. Walter

Benjamin quite correctly observed: 'The

30-36. (above right and centre) Mime, Ingemar Lmdfi, in a demonstration ot tlie

various ways of 'showing' and 'pointing' in Decroux mime, at the Volterra ISTA
(1981): the opposition created by the body's oblique line makes the action dramatic,

(at right) A dancer must find positums and directions which give the spectators a

complete view. According to Dons Humphrey, a direction is 'wrong' when the

dancer's body is oriented in a way that does not give the spectator the full impact

of the action; the direction is 'right', on the other hand, when the dancer succeeds

in showing all the sides of, say, the arms and legs, (bottom) The shadow test in

Preston Blair's animation manual.
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OPPOSITION

_>> ^ ^ r

^^ .^^

^SHr «^^ \
i7-48. Three exercises from Oc :riux mime r.iteJ K InKcm.ir Li.

nctor must space out his gestures like a

typusrapher spaces out his weirds. He must

work in such a way that his gestures can he

quoted.'

Here are some Decroux mime exercises.

I hey are based on the principle according; to

which one creates ajjirmauon and

cmi/irnuKioii oppositions in the body. From
the basic position (ill. 37,4 1,45) to the first

movement (ill.42,46), which arc identical in

.ill three exercises, one passes on to the

third, decisive position (ill. 3Q,4 3,47). These

exercises clearly demonstrate the function of

opposition and show the role of broken and

oblique lines, which are more interesting

than straight lines (ill.40, 44 and 48).

The.se mime exercises, which recall

Meyerhold's biomechanics, seem to be a

simplification ot the complex architecture of

Indian triWumgi. In their simplification,

however, we rediscover the clarir\' and rigour

of a work whose aim is to disco\er rules ot

nunement for the performer in the light ot

what is perceived by the spectator.

fct. ,.ontri»diciu>n (Kntom).

A//iniuili()n, Cdii/intuiliim, and ciniiriiiJictKm

are an explicit way of fixing the spectator's

attention on the monosvllables 'yes' and 'no'.

185



PRE^EXPRESSIVITY
As a person, the dancer has a body oj flesh and

blood, whose physical weight is controlled by

physical forces. He }\as sensory experiences of

what happeris inside and outside of his body,

and also feelings, wishes, goals. As an artistic

mstrumenl, however, the dancer consists - at

least for his audience - of nothing but what can

be seen of him. His properties and actions, are

implicitly defined 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 dragonfly. His yearnings

are limited to what appears in posture and

gesture. He has no more and no less of a soul

than a painted figure in a picture.

(Rudolph Arnheim, Art and Visual

Perception)

Totality and its levels of organisation

What did Etruscan discipline mean to the

Rtmians.'

The Romans understood Etruscan

discipline or 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, hut 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 rationality 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 caused by the

collision of the clouds. They believe,

however, that the clouds collide in order to

create lightning. They give everything a

divme justification and this leads them to

believe that events do not have a meaning

because they have occurred, hut that they

occur because they must have a meaning.'

Many spectators believe that the

performer's nature depends on his or her

expressivity and often also believe that

expressivity in turn derives from the

performer's intentions. 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 specific 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.'
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PRE'EXPRESSIVITY

When wc bce an organism alive in its totality. »c knuw trum

anatomy, biology and physiology that this organism is organised on
various levels. Just as there is a cellular level ot organisation and a

level of organisation of the organs, and of the various systems in the

human body (ner\'ous, arterial, etc.,). so we must consider that the

totality of a performer's performance is als*.) made up of distinct levels

ot organisation.

Theatre anthropology pt)Stulates that there exists a basic level of

organisation common tt) all performers and defines this level as

pre-exlnessive.

The concept of pre-expressivity may appear absurd and paradoxical

given that it does not take into consideration the performers

intentions, feelings, identification or non-identitication with

character, emotions... that is, psycho-technique. Psycho-technique

has in tact dominated professional training and corresponding

research into theatre and dance tor at least the last two centuries.

Psycho-technique directs the performer towards a desire to express:

but the desire to express does not determine what one must do. The
performers' expression is in fact due - almost in spite ot them - to

tlieir actions, to their use of their physical presence. It is the Jomg and

how the doing is done which determine what one expresses.

J. Conventional position in Buddhist sculpture cillej mahaTajalilitma, literallv 'the

king's comfortable position', characterised by the feet being on two different levels.

In Indian art of the classical perttHj, and still UKJay, particularly in theatre and

dance, all actions and emotions arc represented by means of a vast range ol

gestures (muJrd and hiisui) and ctxjified p*.»ses. A cimventionalised language,

predetermined gestures and poses, then, as now, understiHKl only by inmates and
specialists, was used tor a simple reason : to portray the Buddh.i with .1 ^i•^es of

well-defined and universally recognisable gestures. These coditicd gestures made it

possible for the devout to recognise immediately, in narrative, sculpted or painted

scenes, the most memorable moments of Buddha's life and teachings.

.^>^'-"

3. Kuan Yin, goddess of Mercy, one of the most beloved of Chinese deities, otten

similar to the figure of the Christian Virgin Man', is a Buddhist divinity of Indian

origin. Tlic p.irticular way in which this version of Ku.ui Yin (.1 porcelain from the

Qing Dyn.isty, l(i44- 1'>1 1) is sitting reveals not only if- Buddhist origins but also

its nobility: portr.iying a seated figure with the teet on t«o diliercnt knels is in tact

a com cmioii of Buddhist art used only for superior, roy.il or divine char.icters.

4. lliiring a rche.irsai ot CiiKKl-litT-iunhii\fi fixm «iiui His i u*> t<n.th*-n. taken Irom the

stor>' of the same name by Tolstoy, \'akhtangi>v shows his jctots how to play an

imp (drawing by B. Zakhava, I '•I 9). V'akhtangov uses the staggercJ leg piwition to

render the chararacter's energy scenically alive in a way that will immediately

catch the spectator's attention. In this phase of the work. X'akhtangov docs iH>t

work on the charactet's psychology but on the quality of the actors' actioivs which

create presence. This is the level of organisatii>n which theatre anthn>pology

defines as pre-expressive.
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According to 'result logic', the spectator

sees a performer who is expressing teeUngs,

ideas, thoughts, actions... that is, the

spectator sees a manifestation of an

intention and a meaning. This expression is

presented to the spectators in its totaUty:

they are thus led to identify what the actors

are expressing with how they express it.

It is of course possible to analyse the

performer's work according to this logic.

This does, however, lead to a generalised

evaluation which often does not offer an

understanding of how that work has been

done on the technical level.

The understanding of the how belongs to

a logic which is complementary to 'result

logic': 'process logic'. According to 'process

logic', it is possible to distinguish between

and to work separately 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 totality

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 therefore an operative level: not a

level which can be separated from

expression, but a pragmatic category, a

praxis, the aim oi 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 o{ the result

meaning.

Thus theatre anthropolog>' confronts and

compares the techniques of actors and

dancers at the transcultural level, and, by

means of the study of scenic behaviour,

reveals that certain principles governing

pre-expressiviry are more common and

universal than would first have been

imagined.

PRE-EXPRESSIVITY

5. Cambodian dancer costumed as a prince: e.vample ot accullurated techniqu
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Inculturdtion and acculturdtion technique

'In order to K- more ettective in his

context. in order to make his

historico-hio(;rapliical identir>' emerge, the

performer uses (orms. manners, behaviour,

procedures, guile, distortions, appearances

... what we call 'technique'. Tliis is

characteristic of every performer and
exists in all traditions. Making an analysis

which goes beyond cultures (western,

eastern, northern, southern), beyond

genres (classical ballet, mixJern dance,

opera, operetta, musical, text theatre,

body theatre, classical theatre, contemp-
orary theatre, etc.), going K-yond all this,

we arrive back at the first day, when the

student K-gins to learn how to become
ettective relative to the spectator. And we
find two points of departure, two paths.

On the first path, the performers use their

'spontaneity'. elaKirating the behaviour

which comes to them naturally, which

they have absorbed since their birth in the

culture and siKial milieu in which they

have grown up. Anthropologists define as

inculturation this priKcss of passive

sensory-motor absorption of the daily

behaviour of a given culture. A child's

organic adaptation to .the conduct and life

norms of his culture, the conditioning to a

'naturalness', permits a gradual and
organic transformatit>n which is also

growth.

Stanislavski made the most impiirtant

methtKJological contribution to this path

o( elaborated spontaneity, or 'incult-

uration technique'. It consists of a mental

priKess which enlivens and dilates the

performer's inculturated naturalness. By

means of the 'magic it^, by means of a

mental codification, the performers alters

their daily K-haviour, change their

habitual way of being, and materialise the

character they are to portray. This is also

the objective of Brecht's alienation

technique or stxial gesture. It always

refers to a performer who, during the work
process, models his or her natural and

daily behaviour into extra-daily scenic

behaviour with a built-in stKial fabric or

subtexts.

Acting technique which uses variations

of inculturation is transcultural. TTie

'peasant' theatre of Oxolotliin, performed

by indigenous people on an isolated

mountain in Mexico, uses a technique

which is based on inculturation. It is the

same technique found in the Living

Theatre of Khardaha on the outskirts it(

Calcutta, where the performers arc

farmers, workers and students. Tliere arc

ways of being a performer in Europe and

ill America, in Asia and in .Australia,

which are manifest through inculturation

techniques.

6-7. (.iKive) Iiali.in .icior Rukrciv RuBRcn (1871- WS3)
.!> Alim in D'Anniin:io's liini>'s l^uighlcr (1904):

example of inciillur.ilcd Irclmiquc.

(below) A scene Irom the Pina Ritiscli pertormancc Tun
C"(giirelic's m the IXirh (W85). Ii is intcresiini; to notice

liow dancers trained in the precise acculluraiion

lecliniijue of classical Killel search for wa>-s to free

ihcniselves ot this technique by turning lo mixlels of

inciiluiratcxl technique.
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At the same time, in all cultures, it is

possible to observe another path for the

performer: the utilisation of specific body

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 scenic

behaviour. They have undergone a

process of 'acculturation' imposed from

the outside, with ways of standing,

walking, stopping, looking, and sitting

which are different from the daily.

The technique of acculturation artific-

ialises (or stylises, as is often said), the

performer's behaviour. But it also results

in another quality of energy. We have

all experienced this other quality ot

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 successful

in modifying their 'naturalness',

transforming it into lightness, as in

classical ballet, or into vigour, as in

modern dance. Acculturation technique is

the distortion of usual (natural)

appearance in order to recreate it

sensorially in a fresh and astonishing way.

The 'acculturated' performer manifests

a quality and an energetic radiation which

is presence ready to be transformed into

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 intensities 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

classical 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 Kank of the River)

8-9. Demonstrations at the Salento ISTA (1987): improvisation by two performers with acculturated technique, Odin

Teatret actress Roberta Carreri and Balinese dancer 1 Made Bandem on foreground; Iben Nagel Rasmussen (top) and

Ni Putu Ary Widhiasti Bandem (below) improvising vocally.

190



PRE-EXPRESSIVITY

El



PRE-EXPRESSIVITY

Codification in the Orient and the

Occident

The search tor a codification which could

give the performer a pre-expressive body has

been carried out in both the Orient and the

Occident. In the Occident, however,

because of the traditional categorisation of

performers as exclusively either actors,

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

theatres, because of the continuity of a living

tradition represented by the master,

codification has been transmitted without

interruption, based on the process of

imitation which is typical oi all forms of

direct theatrical pedagogy.

The respective histories of the various

theatre cultures aside, however, one often

finds 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 certain

fundamental rules: the hands had always to

be kept above the waist; when pointing, the

hand had to 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 at

the sides of the body, but must always he

held above the 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 better,

naturalism, and psychological rather than

physical bases for action have gradually

destroyed a heritage of rules fixing performer

behaviour. Such rules certainly existed in

European theatre at 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 to fix body

movements into 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 codification 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 tendency to connect the performer's

expressivity with psychic criteria, since they

were often made by men who had little

contact with theatrical practice.
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Hic tendency U) cunnect

expressivity with psychic

criteria is une ot the reasons

«ln, in Occidental culture,

the paradox ol the performer

«h<> is ahle to elicit einotion

without necessanly teelint;

the einotion himselt is still

misunderstiHid. At the same

time, this misunderstanding

often heen very fertile,

precisely because of the

inclination in European

theatre to investiKatc the

performer's emotions.

The proximity ot the

enjjravin^; frt)m C/urononuu

(1806) hy G. Austin (ill.24)

and the diagram ot the hasic

Odissi dance position

(ill.26-27) is not intended to

establish a parallel between

the two. Rather, we wish to

draw attention to the need

which has long existed in

European theatre to find and

fix all the performer's

possibilities, to discover the

aspects of bios on stage.

Looking at these two

diagrams in the light o( what

has been said above, one has

the impressittn that these two

bodies are not yet expressing

any feeling, any reaction; but

at the same time, one

perceives that they are ready,

able to act, mi the Uxylumt.

This is scenic bios, pre-

expressivity, that is, a life

ready to be transformed into

precise actions and reactions.

20-27. (i«p) Ruj..ll Win LiKin's

icos^ihcdron (.i h^IiJ h>^irc with

rwcnt>' t.\)ual f:KC^) . used to

measure a Janc<rr'» actions in space

(f92C). The metfiixl oljance

notation invented K \'i>n LaKin

(1879- WW) u. tfie only attempi

m.ide lo dale Co iran!.cnfv cixfttted

mo\'emenl ^raphicallv U't- in.)2.

p. 1%. (second row) Sp.nial-)n^phic

dia>:rams hv dance ht.'.uinan ,iXhi

(heoriM Lincoln Kirsiein (l''i2) ol

two classical Killet nun-ements

executed K t-arlu> l\er. (third

row left) Spatial anah-sts ol a

Kestiire. in Gilhen .AuMinS

(.:/unm.imw (London. 1806). (third

row nj;ht) Oi.icr.im ol the

pro|»rtion> ol ihe human Kvlv in .i

drawing: hv LevMiardo da \'mci

(I4'>21'>W). Louvre Museum
(Pans). (Krttom mw) Sp.)tul

an-ih-sis of the auiu, a Kuic CVliss)

dance position.
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COMJCO
10 uo ucndendo altrui JrotXolc.e fole

rur ncm contratto mdi jenxa hdtletta;

E per ptil far la merfaruxa pcrfetta

,

«_^ ceresCO it capital di capnole .

J^fOUTE
D alxarlo mio til perjottrarti,i salt

rnuan di tua comedia usi,6faceto_

Ej'alti inuan,ch' iofafti far decreto

jvella Traaedia mia j'alti Mortali .

28. The Jilaied body: Harlequin in a print by Italian painter Giuseppe Maria Mitelli (1634-1718).
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The tictive body

'Occidental theatre, or, at least, 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 easily

perceive an intermediate level, a level

between the performer's daily body and

what we could call the character's

uiiaginary body. Let us consider a simple

example. When a Nob actor leaves the

stage because to all extents and purposes

the performance is over, he has a singular

habit; he moves ver>' slowly, as if his exit

was an integral part of the performance.

He is no longer in character, because the

character's action is finished, but neither

is he in his daily reality. He is in an

intermediate state, hi a certain way, he is

pertorming his own absence. But tliis

absence is performance and is therefore a

present absence. Expressed in these terms,

this technique would seem to be a

paradox, but when practised it is ver\'

clear. The same thing occurs in Kabukir

195

2''. The fictive biidv: actor

Motom.isa Kan:e in ifie Nt^h pinv.

Hd^onimo.

I he actor must not fade away, he must

show himself and keep himself in a fictive

state. (...)

Rather arbitrarily, because I have not

yet found a more fitting definition, I have

called this phenomenon the ftcuic hxiy:

not a dramatic fiction but a KxJy which

commits itself to a certain 'fictive' :one

which does not perform a fiction but

which simulates a kind ol transfomiation

of the daily Ixxly at the pre- expressive

level.'

(Moriake Watanabe, Beturen Onenl and

CVciJcm)
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^0. Scene from a performance by the Nyt Piinsk 1 Im-cTL-.iKT of Copenhagen.

Classical Jance, known as ballet, regulated by priiuii^ks iiiJ techniques based on

predetermmed movements and steps, is the iMily chJiIilJ pertormance form in the

Occident. While the first movements and first rules emerged from the the work of

Italian theorists in the 15th century - Domenico da Piacenza, Antonio Cornazano,

Cuglielmo Ebreo - the codification of classical dance was laid down by the

Academie Royale de la Danse, founded in Paris in 1661, which also designed the

terminology which is still in use in dance schools and academies. It is necessary to

note, however (cf. Nostalgia) that when modern Occidental theatre began,

between the end of the 16th and the beginning of the 17th centuries, the dancer's

art was not separated from the actor's art, as is manifested by many examples: a

prmie example is that ot Moliere. playwright and actor but also author of and

performer in many very' well-known comedie-ballets, produced m collaboration

with composer Giovambattista Lulli.

il. Scene from a Wtmmg Wong (literally, 'a play with human beings')

performance. Javanese dance-theatre began in the court of the sultan of

Yogjakarta in the second half of the 18th century and recounts the deeds ot the

heroes of the Mahahharata, the Ramayana and the Panji cycle. Although the

Wayang Wtmg is a relatively new form, its performers move and dance according to

an ancient codified system inspired, it is said, by the movements of the puppets and

figures in the xvayang kulii shadow theatre.

L\ GwniTL uc

^ ^^m

i.

A >: « *

^ J J
I

J

^^

t=r

ti
-t.^

igpEfrtHoueiia.jrI.tiotesacinq mt

fiirfacomcilappcr!,

iJii b ((bit) i!2b

H311c8am.iricr jj.rccii.iioics.i.ii.'.

H bfffiM (TnibCTiOK biT a:

i!_l!:

viba 6 nj b.

B^-r
l?Im.ii(lrc(Te.i.v!ii.iioti-5.i.\3.ili.

32-35. Four different dance notation

systems:

32. Rudolf von Laban's system

(Labanotation): 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 into

abstract symbols, without however

taking the music into consideration, it is

possible, as in this case, to transcribe

any codified movement whatsover,

irrespective of the tradition to which it

belongs.

33. The Gavotte by Vestris, accorduig to

the Theleur system (1831), one ot the

first systems to make use ot abstract

symbols.

34. First pLige of L'Ari ct Imtmcikm df

Bioi DunsL-r (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 century:

below the musical pentagram appears

the title of the composition, the rhythm,

and certain letters of the alphabet,

which indicate the steps to be dancc^l.

35. Choreographic notation ot a i

score: the beginning of Debussy's

.A/ires-jnif/j d'un l-aiinc. drawn by

Niimski (M12);

:al
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What is che 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: Kalaripayattu, 'the place where

one trains' from the Sanskrit khalonca, the

word for a field where military exercises are

done (ill. 39). Kathakali has taken from

Kalaripayattu (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, in 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 treatise, Natya-

Shastra.

If, finally, one considers traditional

theatre in China and Japan, such as Peking

Opera and Kahuki, 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 training, but are also

performance elements blended with the

original forms and presented with the most

elevated and refined extra-daily body

technique.

39-4 1 . (top) Stick combat between two performers of

kahirif)ayanu. the martial art of Kerala (India). The
skill of the fighter on the right makes it possible tor

him to maintain a ver\' stable position and yet be fulK

ready to throw himself into the fight,

(centre) Katsuko Aiuma and Kanho Azuma durini^

the ISTA session at Hostelhro in 1986 in a scene of

Nihon Buyo requiring the use ot traditional weapon^,

the sword (kataitd) and the halberd (iiaginata)

.

(bottom) Chinese doctor and surgeon Hua To, who
lived during the last Han Dynasty- (25-2ZO B.C.), in ;,

seties of positions based on the combat strategy of ti\ c

animals: ftom lett to tight, a deer, a bird, a tiger, a

monkey and a bear. These positions are still in use in

China today, as starting points for the vatious martial
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42. The five basic techniques iif

Hsnvj-i. a particular form iif

Chinese c\mniistic> knuwn as

T'oi chi (litcrallv. the summit of

Kixing):

a. P'l ihuan (JiviJinc).

elevation anJ descent, like

when one chops with an axe;

h. Pni^ c/i'ii*iii (cttmpressirm).

simultanei>us exp,ii\sit>n and

contraction;

c. Ts'uiiii ch'iidn (souinc).

llvminK cuned currents;

d. P'lji) ch'iion (walkiri);,

sloHinK). sudden flames like

(;unsht>ts;

e. Hcryich *ii*m lcn*ssin>:). Ntws
struck forwards with a circular

eneno- p;ittem. These blows,

are usuallv practised firM with

the lelt ami only and then with

the niiht arm only, later, the

arm actions are cttt>rdina[ed.
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Martial arts and theatricality- in the

Occident

The relationship henveen theatricalif\'

and the arts linked to tight-techniques has

also been documented in Occidental culture

since antiquity-, especially with respect to the

role these arts have played in the

development of dance.

In ancient Greece, battle commander-

were called 'principal dancers'; Socratc-

maintained that 'the man who dances best is

the best soldiet'. The pyrrhic, a Greek dance

of Cretan origin, represented, according to

Plato's description, the various phases of a

battle. In Greece it was first danced in

Sparta, by a single dancer, then later in

Athens, where it became a gtoup dance m
which two rows of dancers 'confronted' each

other. One of the most famous performance^

of the pyrrhic dance took place when

choremes (dancers) mimed protecting baby

Zeus from the attacks of Chronos-Satum.

In ancient Rome, during the annual

testi\al in honour of Mars, the god of war,

armed priests of the Sali caste made a

ptocession through the streets. On a

command from their leader, the praesid, they

began a dance which consisted ot three steps

and a series ot 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

armed and soldier dances. In certain cases

these dances were also the basis of actual

theatrical performances. In Italy, for

e,\ample, la danza della spada (sword dance),

\ery commonly found in both the North and

the South, reproduced the armed conflict

between Christians and Turks and was often

transformed into populat performances m
which the dancers also spoke dialogue.

First performed in the 16th centur\', the

Italian danza della spada was based on the

moresciJ, a medieval dance found throughout

Europe (as the monsca in Spain, the

mauresijue in France, the morns dance in

England, the mohrentanz in Germany), itself

originally a representation ot the conflict

between Christians and Moors (Saracens)

and a symbol ot the conflict between the

Occident and the Orient, between

civilisation and barbarity'.

In the 16th centur\% the moresca

developed away from its war-like origins and

became a court dance, although it did not

lose its tolkdance character. In some cases

the highly mimetic actions of the moresca

wete ccimbined with dialogue between the

dancets, resulting in actual dramatic

performances; in other cases, it was danced

in the interval between performances of

comedies and tragedies.

The danza della spada in Italy, the bal du

sabre in southern France, the moresca

throughout all of Europe, all of these dances

show that in the Occident as well as in the

Orient there existed a close link between

techniques ot attack and defence and the

origins of the actor's extra-daily art.

PRE-EXPRESSIVITY

43-45. (top) Occidental etching from the nineteenth centur>' shtming the training in Jiftercnt martial arts

taking place in a t>pical Japanese open-air training space called a Do-Jo ("Do" means way. 'Jo' means place;

literally; the place where one studies the way), (centre and Kntom) Trainmg duel and performance duel in

Kabuki theatre, in two I9th century Japanese engravings. Notice how the pertormance duel is made more

dramatic by the use of ditterent weapons: a fragile paper umbrella against a steel sword- The reciprocal tension

in the actors' bodies nevertheless remains identical.
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4(>-47. (aKwe) Man doing a 'fencing dance', pcrl'ormcd only on the feast day of San Rikco in

Torrcpadiili (Lccce, Italia). This form of danced duel, which is extremely old, is fiHind thnHight>ut

iithcrn Europe and is perlormed with precisely cixiified. fixed gestures: usually it is .1 duel with

weapons (often knives). Here, the knife has been replaced with a hand, held with the p.«lm

straight, (below) Greek /rvrr/uc (war) dance on a cup by the painter known as Poscid*»n.
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8-50. (top) Exercise called danda (in Sanskrit, danda means arm) or stretching as a cat, practised in

Indian and Pakistani martial arts to develop the strength of the arms and the upper part of the body,

(centre) In the early Sixties, Jerzy Grotowski's Polish Teatr Lahoratorium (then called the Theatre of

the 1 3 Rows and located in Opole), developed a series of exercises. In the photo, actor Antoni

jaholkowski doing the exercise called 'the cat', which was invented at the Teatr Lahoratorium.

(bottom) Duel with sticks which obliges the actor to react by jumping quickly: a training exercise

developed by Odin Teatret actors, inspired by Peking Opera acrobatic exercises. Seen here are actors

Torgeir Wethal and Iben Nagel 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, hke a kind

of immediate reaction, precedes all cultural

interpretation. This state could be defined as

pre-interpTeialiim. 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 seeing. Even it 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 seeing, 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 certain

dynamic. The theatre spectator who reacts

to the perception of forms in movement is a

much more special and complex

phenomenon.

Those studies whose results can be best

applied to the theatre spectator are those

concerning the way of ltK)king at works ot

figurative art. An and Visual Perceplum by

Rudolf Arnheim is such a study. Professor of

art psychology at Har\'ard University,

Arnheim bases his hypotheses concerning

the spectator of a work ot art on the

psychological principles of gestali (which

could be translated as pattern). He analyses

art (painting, sculpture, and architecture, as

well as movement forms such as dance and

film) on the basis of a series of principles,

such as balance, form, development, space,

dynamics. These principles, or better, these

rules, are historically repeated in various

latitudes and determine the creation of the

work of art, but they also organise the way

the work of art itself is seen.

There are surprising affinities between

Amheim's work and the criteria of our

examination of pre-expressity. We refer

throughout this book to concepts such as

balance and dynamics, or the opposition of

forms. Aware of the similarities and

differences between various phenomen-

ologies of 'art', we quote here Amheim's

comments on that particular spectator

reaction which precedes interpretation: that

state of seeing which Arnheim defines as

inductive perception and which precedes

logical inferciKC.

'Visual experience is dynamic. What a

person or animal perceives is not only an

arrangement ot objects, ot colours and

shapes, of movemenis and sues. It is,

perhaps first of all. an interplay ot directed

tensions. These tensions are not

something the obser\'er adds, tor rcasims

of his own, to static images. Rather, these

tensions are as inherent in any percept as

si:e, shape, liKation, or colour. Because

they have magnitude and direction, these

tensions can he described as psychological

forces'.

TTicre are, then, more things in the

tield of vision than those that stnke the

retina of the eye. Examples of 'induced

structure' aK)und. An incompletely-

drawn circle Kxiks like a complete circle

with a gap. In a picture done in central

perspective the vanishing ptiint may be

established by the convergent lines even

though no actual point t)t meeting can K-

seen. In a melody one may 'hear' by

induction the regular beat from which a

s>'ncopated tone deviates, as our disk

deviates from the centre.

Such perceptual inductions differ from

logical inferences. Inferences are thought

operations that add something to the

given visual facts by interpreting them.

Perceptual inductions are sometimes

interpolations based on previously

acquired knowledge. More typically,

however, they are completions deriving

spontaneously during perception from the

given configuration of the pattern.'

(Rudolf Arnheim, An imd Visual Perccjnum)

51-5!. .-Vtrcs
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Body architecture

Kamac (ill.54-56) , the basic body position

in all forms of traditional Japanese theatre

from Noh through Buyo dance to Kahuki,

literally means 'attitude', 'body position' and

thus attitude par excellence, the body's basic

architecture. The ideograms with which the

word is composed in Japanese are in fact

used in other contexts to indicate 'structure',

'construction'. The term is also used to

indicate the correct basic body position in

Japanese martial arts.

In the theatrical terminology ot Oriental

cultures, there are numerous terms which

are connected to other art forms: painting,

sculpture, architecture. One such example is

the Indian word sutradhara, literally, 'door

string', 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 the threads' of the play,

like the puppeteer (who is also called a

sutradhara) holds his puppet 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 ,i

'door string' insofar as it is he who holds the

sutra of the dramatic art.

Investigating these various meanings,

Gordon Craig, a great admirer cif Indian

theatre, succeeded in capturing an image of

the director as the architect of both a

performance and a super-marionette actor.

54-56. (top and riKht) Two variations (standing and kneeling) of the basic position

(or Japanese actors, called kamac. illustrated tiy Buyo dancer Katsuko Azuma at the

Bonn ISTA (1980). In the drawing above, the details of the arms and hands clearly

show the tension in the arms and the work done by the spinal column to maintain

the position.
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RESTORATION OF BEHAVIOUR
Wc publish here an extract of the essay nj the same tale in uhich Richard Schechner annpares the restoratum uf behaviinir in varunis

parts of the warld: jrtnn traditional theatrical forms to ritual to hisunical situations such as the reconstruction of ancicnu villages, h is

interesting to note that what Schechner calls the restoration of behaviour (with 'resunation' undersuxni as both restituiiim and

reconstruction) depends on a series of Liws ivhich are necessarily based on pre-expressiiity. The definitiie ivrsioii ii/>;i<.-iir<.-J m B<.-t\veen

Thcarro and AMthropology, (University of Pennsylvania, 1984)-

Restoration of Behaviour
Richard Schechner

Restored hehavioiir i> luinf^ heha\iour treated as a tilni

director treats a strip of film. These strips ot behaviour can be

re-arranged or reconstructed; they are independent ot the

causal systems (social, psychological, technological) that

brought them into existence. They have a lite ot 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 tradition.

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 hut things, items, 'material'.

Restored behaviour can he of long duration as in some dramas

and rituals or of short dur.ition ,in in >ome gestures, dances,

and mantras.

Restored behaviour is used in all kinds of performances

from shamanism and exorcism to trance, from ritual to

aesthetic dance and theatre, from initiation rites to social

dramas, from psychoanalysis to psychodrama and trans-

actional analysis. In fact, restored behaviour is the main

characteristic of performance. The practitioners of all these

arts, rites, and healings assume that some behaviours -

organised sequences of events, scripted actions, known texts,

scored movements - exist separate from the performers who
'do' these behaviours. Because the behaviour is separate from

those who are behaving, the behaviour can K' stored,

transmitted, manipulated, transformed. The performers get in

touch with, recover, remember, or even invent these strips of

behaviour and then re-behave according to these strips, either

by being absorbed into them (playing the role, going into

trance) or by existing side by side with them (Brecht's

Verfrcmdungseffekt). The work of restoration is carried on in

1-2. Two basic positions in the Injian Jnncc form kn > Bliar.ua Natvam.

205



RESTORATION OF BEHAVIOUR

rehearsals and/or in the transmission ot 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 ot

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

ot 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

tor two years.

Restored behaviour is symbolic and reflexive: not empty

but loaded behaviour multivocally broadcasting significances.

These difficult terms express a single 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. It 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

before movies, rituals were made from strips of restored

behaviour: action and stasis co-existed in the same event.

What comfort flowed from ritual performances. People,

ancestors, and gods participated in simultaneously having

been, being, and becoming. These strips of behaviour were

replayed many times. Mnemonic devices insured that the

performances were 'right' - transmitted across many
generations with few accidental variations. Even now, the

terror ot the first night is not the presence of the public hut

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 ot choice is not easy.

Some ethologists and brain specialists argue that there is no

significant difference - no difference of any kind - between

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 frt)m 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 ot 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 ot bishops,

master performers, and great shamans do: change

performance scores. A score can change because 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 Stanislavski 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.

Bharatanatyam

lndi:in scholars trace Bharatanatyam, the classical Indian

dance, back niH 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 ot these

sculptings is the group at the fourteenth-century temple ot

Nataraja (Shiva, the king of dancers) at Cidamharam, 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 tor ages.'
'

Whenever the contemporary forms of Bharatanatyam

and Manipuri and Odissi evolved, twii things are clear:
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'first, th;it they were broadly tollowini;; the tradition of the

Natyasastra and were practising similar principles of

technique frt)m their inception, and, second, that the

stylisation of movement began as far back as the 8th and

9th century ... Some contemporary styles preserve the

characteristic features of this tradition more rigorously than

others: Bharatanatyam uses the basic adhcmumduli

(postures) most rigorously.''

Vatsyayan's opinion is shared by virtually all Indian dance

scholars. But in tact 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 iiac 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 Iyer and 'lawyers, writers,

artists, and even the dcvadasis themselves joined the tray'.

'The upshot of the brouhaha was that Krishna Iyer and

his confreres emerged triumphant. The anti-;iui(tc/i

(devadiisi) movement, which is how Dr Reddi's crusade

came to be called, was left in the lurch. The dance must

survive, even it 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, Iyer, tor

the second time (the first was in 1931, but this earlier 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 art: a number of them -

Balasaraswait, Swarnasaraswati, Gauri, Muthuratnambal,

Bhanumathi, Varalkasmi, and Pattu, to name a few -

readily 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 ot

this old/new dance B/ui = Bhara or feelings; ra = rasa, or the

aesthetic flavour; Id = tala, or rhythm; Natyam means dance.

Long before 1947 when Madras state finally outlawed the

dei'dclosi system, the dance moNed out of the temples. People

who were not devadasi families, even men, danced. Rukmini

Devi, 'a singularly high-placed Brahmin and vvite of the

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 assiKiates

codified Bharatanatyam.

(...) Devi and her colleagues wanted to use sadir luic but be

rid of its bad reputation. They cleaned up the devadasi dance,

brought in gestures based on the Natyasasira and temple art,

developed standard teaching meth(.>ds. They claimed that

Bharatanatyam was very old. And, ot course, a conformity to

ancient texts and art could be demonstrated: every move in

Bharatanat>'am was measured against the sources ot which it

presumed to be a living vestige. The differences between sadir

nac and the old sources were attributed to degeneracy. 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 Bharatanaf>'am as a

kind of finishing school. It is danced all over India by both

amateurs and professionals. It is a major export item.

The 'history ' and 'tradition' of Bharatanatyam - its rixjts in

the ancient texts and art - are actually a restoration of

behaviour, a construction based on the research of Raghavan,

Devi and others. They saw in scjJir ruic not a dance in 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 it KH>ks like because we have

Bharatanatyam. Soon people believed that the ancient dance

led to Bharatanatyam when, in fact, the Bharatanatyam led to

the ancient dance. A dance is created in the past in order to

be restored for the present and future.

Purulia Chhau

Purulia Chhau, a masked dance of the arid region of West

Bengal adjoining Bihar and Orissa, is an athletic dance-drama

featuring many leaps, somersaults, struts, stamps, and

iconographic poses. Stories usually are drawn from the Indian

epics and Puranas and almost always depict duels and battles.

Drummers of the Dom caste beat huge kettle-drums and long

207



RESTORATION OF BEHAVIOUR

oblong drums, taunting the dancers into tren:ied 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 1 visited an interior village in the Purulia

District with a batch of students of the Calcutta University

and for the first time observed a regular performance of the

Chhau dance ... 1 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. I 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 Delhi, and as Bhattacharyya

delights;

'I attracted the notice of Sangeet Natak Akademi, New
Delhi (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, 1

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; 'inx'ited

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.

Covernment comes up with the cash.

Chhau, 1961 and after, is a creation ot the mi.xture 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 ot Seraikella and

Mayurbhanj (related forms of the dance). These festivals -

once paid for by maharajas - are now sponsored, less lavishly,

by the government. In 1976 I 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 together charpois (sleeping cots made of wood and

twine) and jerry-built a theatre. Women and children

watched, and slept, sitting and reclining on the charpoii

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

tour 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 ot short skirt over leggings decorated in rings ot

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 1 attended a non-Bhattacharyya Chhau performance in

a town near Calcutta. There 1 saw energetic dancing of stories

from the Mahabharata. This same group of village dancers,

while performing tor 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 wii stay m bidia,

We will go ti) England.

We will nnt eat what is here

But we will eat cookies and bread.
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We will not sleep on ton\ 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 Mahahharata 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 1972: nineteen people went to

Europe, sixteen to Iran, eleven 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 role 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 /crises.

Then the men of the club proudly announced to the film-

makers the changes made for the special filming. The film

9. Balinese dancer in trance in the fcris d

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, seated,

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 modifying 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. Kapilii Vatsyayan. Indian Classical Dance. PuhUcatioiu Dmsion. hAintsiry of

Education and Broadcasting, New Dehli 1974.

2. Kapila Vatsyayan, Classical Indian Dance in Literature and the Arts, ^angcet

Natak Akademi. New Dehli 1968.

3. Milton Sm^^er, When a Great Tradition Modernizes, Pall Mall Press, London 1977.

4 Mohan Khokar, The Greatest Step in Bharatanatyam, Sunday Statesman, New
Dehh, I6]anuury 1983.

5. Ibid.

6. Ibid.

8. Ibid.

9. Ibul.
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RHYTHM
[ rhyihrn, therefore I am. (Marcel ](>ussc, L'antropobgie du geste - The Anthropology of Gesture)

Rhythm ti an emoiUm released m ordered movements. (Plato, Tirrwn).

Carved time

'The ;ictor or dancer is she who knows
how to carve time. Concretely: she carves

time in rhythm, dilating or contracting

her actions. The word rhythm comes from

the Greek verb rlieu, meaning to run, to

flow. Rhythm literally means 'a particular

way of flowing'.

During a performance, the actor or

dancer sensorialises the flow of time,

which in daily life is experienced

subjectively (and measured by clocks and
calendars). Rhythm materialises the

duration of an action hy means of a line of

homogeneous or varied tensions. It

creates a waiting, an expectation. The
spectators 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

tree to arrange the syllables of a word or

the notes of a pentagram in any way we
like, there similarly exist successions of

duration which give rise to the sensation

of rhythm and other even more numerous
successions of duration which give no
sensation of rhythm at all.

For example, the ear receives a

rhythmic impression when, in certain

languages, short and long syllables follow

each other in a certain order (according to

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

hy more or less regular silences.

When one says rhythm, one therefore

implies silences and pauses. Pauses and
silences are actually the supporting fabric

upon which rhythm develops. There is no
rhythm if there is no awareness of silence.s

and pauses and two rhythms arc

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 ol

fluidity becomes monotony and has the

consistency ot concentrated milk. This

latter fluidity does not keep the

spectator's attention alert, it puts it to

sleep.

1-2. (tup) MiuiiiJ ij,-.is (I*)?!): Mi'xicin JoiiniK
Eiscnsiein. (hclim) A MmiKhi line, nctf.iiin); tiM.ll.

k'ciimes tcnsmn: Posi/ji- (I^J-M). fiicr.ivcd linolcuni.

Hcnn M.itis,so (186<»-1<»S4).
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RHYTHM

The secret ot a rhythm-in-Utc, like the

sea's waves, leaves m the wind, or the

flames of a fire, is tounJ in the pauses.

These pauses are not static stops hut

transitions, changes between one action

and another. One action stops and i;-

retained 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 its

retained pulsation, a pulsation which

struggles to continue, it coagulates and

dies. The dynamic transition becomes 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 in a sequence

and also models and directs the spect-

ator's perception. Playing with the

dynamics of rhythm makes it possible to

break the influence of both inculturation

and acculturation technique and therefore

the way in which our culture or ,i

particular technique has taught us to use

our organism's postural or kinaesthetic

possibilities. We manifest our presence in

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 professional

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

anticipate, and this automatically induces

a physical process which influences their

dynamics and which is 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 sensorial level, we have already

perceived what the actor/dancer is about

to do.

The problem is: how can the performer,

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 continuing 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 it means inventing an infinity of

micro-rhythms within it. And this obliges

one to be one hundred per cent in the

action one is carrying out. The successive

action will then be born as a surprise for

the spectator and for oneself.

'^
'̂^2 '̂^

3. The rhythm in this scene results from a fixed hne. Buyo dancer Katsuko Aruma perbrming a male role, being

m contrast with a fluctuating hne, the onnagala (performer of female roles) Kanichi Hanayagi. Together they

create an image of simultaneous rest and movement in a scene about the meeting of two lovers.

4-^- The performer becomes 'rhythm' not by means of

niovement alone but by means of an alternation of

movements and rests, by means of a proportioning of

body impulses, retentions and supports, in time and in

space. In these drawings, Doris Humphrey indicates

three possible developments of a dance phrase:

A. A climax at the beginning 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

.ihruptly ends.
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RHYTHM

This citect is due id kinacsthesis: our

awareness ot our lx)dies and their

tensions. Kinacsthesis also helps us

perceive the quahrv ol tensions in another

person. It helps us kucss another-

intentions: whether they are approaching;

us to caress us or to hit us. Kinaesthesis

helps us avoid bumpintj into other people

when we walk down the street. It is a kind

ol physiological radar which makes us

iware ot impulses and intentions and

which motivates us to react hetorc

thought inter\'enes. Kinaesthetic sense i^

essential in ever>' kind ot performance. It

helps the spectator tollow, perceive and

often even foresee the actor/dancer'^

intentions, yet without the spectator Kmhl
completely aware that this is happening

Kinaesthetic sense often makes thi

spectator discover what an actor's inteii

tion is before she herself realises it, thu^

destroyint? the surprise eHect that the

action ought to have had.'

(Eugenio Barha, Silver Horse)

7-8. (top) Tlie sec transforms itself in rliytlim opening out to become like a piano keylHi.irJ in tiiifcuj ilw Te,ic/ki fiy MeverlioU, 1925. (Ivlow) The p-iu.-* .is dynamic

transition: what will the next action be? Spanish actor Toni Cots and Indian dancer Sanjukta Panigrahi in a demonstration at the MalakofI (France) ISTA in 1985.
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RHYTHM

Jo-ha-kyu

In Japanese, the expression jo-ha-kyu

describes the three phases into which every

action performed hy an actor or dancer is

divided. The first phase is determined hy the

opposition between one force which is

increasing and another force which is

resisting the development of the first (;('. to

restrain); the second phase (hu. to break, to

interrupt) is the moment when the resisting

force is overcome until one arrives at the

third phase (kyu, speed), when the action

culminates, releases all its power and

suddenly stops as it meeting an obstacle, a

new resistance.

In classical Japanese theatre, the p-ha-kyu

rhythmic phrase has 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 their

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 hy

the belt. The student, restrained, must make
an effort in order to take her first step: she

bends her knees, presses her feet to the floor

and leans her torso slightly forwards.

Suddenly released by the master, she moves

quickly forward until she reaches the move-

ment's pre-determined limit, then suddenly

stops. In the second photo (ill. 10), the pro-

cedure is similar, but done from in front of

the student. The master creates a resistance

hy 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:

'Stanislavski 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 in 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 completely

different rhythms, and Konstantin

Sergeyevich was able to carry out these

exercises in any order: by increasing the

rhythm, by diminishing the rhythm, by

sudden change. I saw the mastery, 1 saw

the technique, the tangible technique of

our art. He had mastered all this thanks to

persistent work on himself

(V. O. Toporkov, Stanislavski m Rchciimd).
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RHYTHM

J-r^l, .„Au

i^

3f3f4jf3f Jf)f

^^^!m^f^!^f^^^H^j^j^j^j^ji^j^jL

3i0i0i0:©i(

I o o o o <
U-1 2. (top) Antimusicnl rhythm: anitiiation of the notes of Beethoven's Enoica, by French caricaturist Jean

Grandville (1803-1847). (helow) Synthetic rhythm: Fischinger's 'band drawings'. The research on animation

conducted by Gernvm artist Oskar Fischinger led him to the creation of a very particular musical world. He was

:ittroctcd by the hvpoibcsis that a drawing laid out according to a 'decorative' rhythm ought to be able to

produce sounds. .'\iid in inct the 'reading' of his drawn compositions prixJuced surprising effects: many of the

new sounds, obtained by the tepctition of geometric motifs, did not resemble any sounds he had ever heard

before, and moreover, the drawini; oil he 'row ol tobr.is'. b.iscd on Egyptian sr^lisation. prinluced sounds similar

to that made by the snakes themscKes. Concentric rmj^s produced ringing sounds ol many kinds, and a chain of

pearls produced ,i h.i-s,.,in hkc sound. These experiments were the beginnings ot synthetic music: piwirioned in

iront of phi 11.' i U l iik 1 1 lis Fischinger's drawings could pnxiuce a vast range of synthetic sounds. For example:

1. ,1 .stc.iMi ulusili
, J I Imis horn; 3. an electric bell; 4. ;>n alarm clock; 5. a telephone bell; 6. an alarm siren; 7.

Morse code; H. ,i ..hip's whistle.

Biological motions and the body's

micro-rhythms

'Huniiin beings share with the other

;inim;il species the ability to perceive the

presence ot lite. Numerous observations

made during experiments with men and

animals show that the perception of a

congener, or of an individual of another

species, induces tonic, motor, humoural

and K'havioural variations. iMany

experiments have proved the tact that

certain types of movements can be

asstKiated with the characteristics ot

living organisms.

When a number of small luminescent

pellets are placed on the limbs and joints

of a human K-ing in movement, tlu

displacement of these points ot light,

which Johansson called biologic;)!

motions, are immediately recognisable to

;idult obser\'ers as human activity.

Complex combinations ot mobile visual

signals can also be deciphered as bemg
related to specific human activities.

Researchers believe that this is an innate

perceptual behaviour ot the vision system

rather than knowledge acquired through

experience.

Performance arts and performance

sports are partly based on the organisation

and evaluation ot biological motions. Tlie

codes which sustain the actor's, dancer's

or athlete's activir>' seem to restore the

organisation i>t corporal micro-rhythms of

efficient behaviour as it iKcurs in the

animal world, although in man this

behaviour is mtxierated by the effects of

cultural experience and the principle oi

economy. In tact, cultural development

renders the efficiency ot the primitive

body secondary: ttxlay there is no longer

any need to hunt down wild prey in order

to have something to eat. On the other

hand, the pleasure ot seeing trained Kxlies

in action endures.

It IS likely that the success ot various

publicity films which make use ot dancers

and athletes is due to this visual impulse

generated by living beings. The perception

ot bodies in movement induces a kind of

echo ot subtle tonic variations in the

observers, who respimd to the perceived

movements with their own Kxly. TTiis

motor response to transmitted stimuli -

during a religious ceremony, a pi>litical

demonstration or a pertormance, tor

example - results in the setting up ot

particular Kinds K-tween spectators and

performers. This also iKCurs during film

projections and television transmissions ot

sports events - especially athletics and

tennis - when it is manifest as reflex leg

movements.'

(Jean-Marie Pradier, Elc-mejits d'niu- /)/i>si(i-

logie tie \a seJiiclidH, - Elements of a

Physiology of Seduction, in L'oeil. L'oreille, Le

cenvtJK - The Eye, The Ear, Tlie Brain -

Paris, 1989).
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RHYTHM

Meyerhold: rhythm is essential

From the very beginning of his theatrical

activity, Meyerhold was obsessed with the

problem of scenic movement and its

mterweavings with rhythm. He began to use

music to induce an extra-daily technique in

his actors.

'Music, which determmes the tempo ot

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 life. In most

cases the art of the naturalistic actor lies

in surrendering to the dictates ot his

temperament. By prescribing a strict

tempo, the musical score frees the actor in

music drama from the demands ot his own

temperament.

The actor in the music drama must

absorb the essence of the score and

translate every subtlety of the musical

picture into plastic terms. For this reason

he must strive tor 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 ot the human
body in the sphere of rhythm. The dance

is to the body what music is to thought:

torm artificially yet instinctively created.

Thus 'visible and comprehensible action'

embodied by the actor implies

choreographic action. (...)

It is principally through the actor that

the music translates the dimension of time

into spatial terms. Betore 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 betore had

dwelt only in time was now manifested in

space.'

(Meyerhold, Tristan and hnldc)

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 essentially on a

continual 'dance of balance' (cf Balance)

made it possible for the actor to create 'that

scenic rhythm whose essence is 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 become

an actor without it.

E.xcitability is the ability to realise in

feelings, movements and words a task

which is prescribed externally.

The co-ordinated manifestations of

excitability together constitute the actor's

pertormance. Each separate manifestation

comprises an element of acting.

Each element of acting comprises three

invariable stages:

1. INTENTION
2. REALISATION
3. REACTION
The intention is the intellectual

assimilation of a task prescribed externally

by the dramatist, the director, or the

initiative of the performer.

The realisation is the cycle ot volitional,

mimetic and vocal reflexes.

The reaction is the attentuation of the

volitional reflex as it is 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 Emplm, in Meyerhold, E. Braun,

London, 1969).

1 3-1 5. A basic biomechanical exercise, the slap in the face, an example of the

rhythm of an action divided into three phases: (A) beginning with a preparation,

then (B) going in the opposite direction, and finally (C) the slap itself The change

in the position of the torso influences balance and the result is a new posture and

new muscular tonus. Notice how this action is developed by means of the

biomechanical principle called mluiz (refusal): to act in such a way that an action

IS hei^un wtrh its opposite (ct. Balance and Oplnmuans).
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to 000 b -u-O

(-hZMUyUif-yiiJ

k i^iiM
"MiJiM tUu. *l~

V—y^

.M^
\t>. The actor (.lanne in the rtile of Klestakov, the protagonist ol The Gmcmmnii liu/itvlor by Gogol/'MeyerholJ. Tlie drawings hv Ivan Bie:in show how Mcvcrhold's
actors danccil ciMitlmiously. As Gro:diew wrote; 'All the Kxly has a tendency to go down towards the p»\sition of the comfortable st'ta, but the Kviy fights .igainsi the
gravitational pull and meeting this resistance transforms itself into a sort of dance".
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SET AND COSTUME DESIGN
k IS mn a question ofpainiing 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 ot 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 Kahuki's complex set (to which

Occidental theatre is indebted for the idea of

the revolving stage, among other things),

one can say that the scenic space used by

Oriental actors has a fixed background,

whether it be part of the closed space of Nob
or Peking Opera, or the natural, open air

decor provided by temple walls or the houses

ot a village in Kathakali, Balinese dance or

any of the other dance forms of south-east

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 ot 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 accepted 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

pantomime and were also tound in the

traditions of the past. They remind one of

Commedia dell'Arte performances, of the

rudimentary mise-en-scene of the mystery

plays ot 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 'setting in movement',

represented in this case by the performers's

costume.

1-4. Tfie costume as moving set: a Peking Opera actor as a general (top leit): a Ba
actor (top ngiit); a traditional Indian sari, worn hy Odissi dancer Sanjukta PaniKra
kimono, worn by Buyo dancer Katsuko A:uma (bottom rii;ht).

:-k tbeatre)

a,..,..;,.,

5. Tbe costume which dikites the pertormer: Hmdu Yakshag,
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SET AND COSTUME DESIGN

Proportions, colours. scintillatiti^

costumes, masks and other props traiisform

the Oriental performer into a 'miniature set'

in constant movement on the stage, and

presents an infinite succession ot

perspectives, dimensions and sensations.

The origins o( these costumes are unknown
and possihly date back to mililarv' practices

which doubled the size ol the warrior's

armour and clothing in order tti impress and

terrify the enemy. Peking Opera costumes

(ill.l) have inherited some of this armour:

the shoulder flags indicate, like our pips and

stripes, the officer's military rank and the

number ot battalions under his command.
Similarly, the long strips of costly fabric »)n

Balinese costumes recall the glory of ancient

warriors.

But whatever their origins, and even

when they were K)rrowcd from daily life,

such as the Indian stin and the Japanese

kimtnu) (ill. 3 and 4), Oriental performers'

costumes are not just an embellishment, not

just a gilded covering for the Kxiy. In the

Orient, and sometimes also in the Occident,

I lie principle is that one uses the costume

)1.L- a living iMTtncr. The spectator is then

•iblc to visualise the dance ot oppositions,

the precarious balances and the dynamic

web created by the performer.

A greal deal of care and attention is given

to these costumes and the effects which they

can create: the costume then becomes a

jnothesis (this is the term which was used by

Grotowski in the tirst years ol his Teatr

L.iboratorium) which assists the performer's

body, dilates it, and conceals it while con-

tinuously transforming it. Hence the effect

ot power and energy which the performer is

able to manifest is reinforced and heightened

by the metamorphosis of the costume itself

in a reciprocal relationship of exchange:

pertormer-body, performer-costume, perf-

ormer-in-the-costume.

(v-7. (top) Costumes wliich Jil.iic ttio performer:

IV-rlin St;i:ilslc.iilivr priKliiciion i>l Bcrt<<ld Brcchl's

M.m« M.m (1911). with Poict L..ru- (l*.M-l"«>4).

(K>iiom) L..11- Fuller (18^M'>28): the l.im.ms

American J:inccr. nmsiJcteil .i ptccur>4>r ol modem
vl.\nci', seen hero m :i perlorm.ince in which, thnnks

lo ilii- skillul use of Kinds ol colinircd Imhi. she

succeeded 111 hrincini; .i lonu c.ipe of while cloih to

lilc. Loie Hiiller »:is one ol ilic lir>t d.inccrs to

•ihindon the Wih ceniim perspective stage, tumin);

insiciid lo the use ti! cosiume .is set piece .ind to

innov.mvc us<- ol lithl.



SET AND COSTUME DESIGN

S-l 1. (top) English actor David Garrick (1717 - 1779) as Sir John Brute in John

Vanbrugh's The Pnimk'd Wife. This painting by Johan Zoffany, kept in the

National Theatre Collection in London, shows a male character dressed as a

woman for comic and satiric 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 glimpse the man's costume he is wearing underneath,

(bottom left) Costume for a shepherd-dancer drawn by P. Lior, who worked in

Eni>land from 1725-1750. Until the end of the 19th century, stage costumes in

Europe retlected contemporary fashion and in most cases were therefore far

removed from the historical reality ot the characters represented. Before the

theatre oi the romantic period brought the taste for historical accuracy on to the

stage, which mtluenced costuming and sometimes also stage behaviour and actions

(cf. ill. 7 p. 121), theatrical costumes were simply more beautiful and more

sumptuous clothes than those worn in 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 typical

apparel for a dancer from the nobility. This particular skirt is a male garment, a

carry-over from the tunic which in earlier times was worn under armour. The skirt

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 maiiiam, the large skirt worn by dervishes, spreads out into a cone

during the dancers' frenetic whirling.
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12-l(v (top Icit) Stcnc tnmi K;iihnkali thcairc with actors

M.P.S.uikar.m NanikHxliri anJ K.N.V'ijayakuniar, playing male anj

Icmalc roles rts(H:cii\clv. The wijth ot the skirt, which is not supporicd

by a framework but by multiple layers ol underskirts, can be varied with

the help of the knees and legs. Costimie and actor continuously conspire

against monotony and Kiredoni. (top right) The use of particular

costumes and props such as ^lilis help the performer change the daily

nature of an open and not ~pei. ilit.illv theatrical space: Julia Varley in an

Odin Teatret street perforni.u>LC m New York.

(bi>ttom left) Harlequin on stilts: detail from an engraving in the Rcviicil

FossurJ (Stockholm Museum), (centre) Mayan actors on stilts ...(right)

Actor on stilts: detail from a Wie Dynasty (220 - 265 B.C.) wall painting

in Ounhuang. China.
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1 7-22. The Shop is a mythical lion

of Chinese origin. Here Katsuko

Azuma is seen swinging the lion's

mane. Balinese, Indian and

Japanese 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 oi the entire body. The
Shop, 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 increasmg size and by the

mane-wig which is whipped

around and up, intensely,

energetically.
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1 V Tlic iiltcnititin oi ihis Mayan
J.mccr'> Kilancc. ciuscJ hy the

pv>situ>n o( the head (c!. ill. 16. p.40)

i> mm- more cicnrlv unJerstandaWc:

I he J.ineer i> pix4\iHv shtmn in the

.ic! ot swinpnc the t>m;mK*nt on Kis

hcadJrcNs. in much the same

nuHiner .is the j.ip.incMr Sho^' swings

)t> ni.uie.
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24-26. (top) Else Marie Laukvik, Odin Teatret actress, working with props during

The Book oj Dances. The props, two flags, continously change function: at one

moment they are weapons, at another moment a cloak, then a curtain which can

be raised to hide the face. A continuous and elegant play of metamorphoses in

black and white, (bottom left and right) Lin Chun-Hui as Yu-chi, a female warrior

in Peking Opera. The actress uses the same costume with two different props.

creating two very different effects: a cloak, whose large volume focusses attention

on the performer's face, and two swords, held in a guard position, which also frame

the face. In both cases, the eyes look in the same direction, the legs are bent in the

same way, the arms are held above the waist: but in the first case the effect is

extremely soft (notice the delicacy of the raised little fingers), while in the second

case, the effect is one of extreme vigour.
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Daily clothinj;, extra-daily costume
Tlic 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 modifies the

spectator's perception.

The kimono transforms the proportions of

the performer's body, thanks to the belt

(obi), placed well above the waist. It also

conceals the bending of the legs (ill. 28). The
wide sleeves create contrasting proportions

between the solemnity o( the pyramidal form

and the narrowness of the wrist (ill. 29, 51).

When Kyogen actor Kosuke Nomura
demonstrates the same positions without the

kimono, one has a completely different per-

ception oi his body (ill.30,32).

Clearly, one cannot 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 ot this and

ctmsciously exploit it.

27-52. (top) The chansc in tlic position of the let;

moditics the spectator's perception of the \olume of

the dancer'.s costume: Katsuko A:uma in a

Jemonstration at the Bonn ISTA (1980).

(centre anj Kittoni) Kyogen actor Kosuke Noniuni
in a demonstration at the Volterra ISTA (1981): the

same ;Ktions with and without the kimono civstiime.

225



SET AND COSTUME DESIGN

The water sleeves

Nothing gives performers more trouble than

their hands and arms. All the positions they

invent tor them - hiding them in their

pockets, smoking a cigarette to give them

something to do, clasping and folding them -

disturb the spectatiir even more. Peking

Opera performers, or rather, their traditional

costimies, have 'water sleeves': an artificial

extension of the costumes' sleeves made ot

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 remain in quasi-immobility

so that their high pitched voices can be

heard. The sleeves slide, flow and plunge

like the waters of a mountain torrent. The
performer uses his/lner arms to control the

fluidity of the extremely slippery silk,

following 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 natutal

grace. The 'water sleeves' are an invaluable

tool for the Chinese performer, but

Occidental performers are also familiar with

their use, as is shown by a number of old

engravings (ill. 34).

This costume detail, the arm's taithful

partner, acts as a counter-weight. Actual

sculptural elements, these sleeves seem to

ha\'e a life of their own and can adapt to the

movements and oppositions created by the

performer. The energy needed to master

their bulky and cumbersome \'olumc dispels

and suhliminates the uncase which the

performer often feels \-is-a-\'is arms and

hands.

lUH. (lett) Pekins Opera .ictor in ,i tvpic.il pnsiti.m.

workms with the lonj; « hitc silk sicev o cillcd s/im

Mil (water sleeves), (helow ) 'W'atei -.letAcs' in various

tr.iJltions. From lett to rii;ht. teln.ile role m Pekint;

Opera; Pulcinella in a 17th ceimir\ print, Pierrot in a

I'^th century French print; Pulcinella in an I.Slh

centur> print.
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Hami IS mine/, TcclmUjuc is l/ie seed

Zeami, Fushikadam

The Notion of Body Techniques

The ways we use our KiJies in Jiiily lite are

substantially ditterent trom the ways the

body is used in performance situations. In

everyday hfe, we use a body technique which

has been conditioned by our culture, our

social status, and our profession. But in .>

performance situation, the use of the body is

completely different. 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 Jouma/ ofPsychnlngy (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 I mean the ways in which

from society to society men know how to

use their bodies. In any case, it is essential

to mt)ve trom 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 ti) speak of instruments, man's first

and most natural technical object, and at

the same time technical means, is his

body.

Biographical Li.st of Body Techniqties

I shall simply follow more or less the ages

of man, the normal biography of an

individual, as an arrangement of the body

techniques which concern him or which

he is taught.

I. Techniques- of Birth and Obstetrics

(...) The forms of obstetrics are very

variable. The infant Buddha was horn

with his mother Maya upright and

clinging to the branch of a tree. She gave

birth standing up. Indian women in the

main still give birth in this position.

Something we think of as normal, like

giving birth lying on one's back, is no

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,

of holding the baby, cutting and tying the

umbilical cord, caring for the mother,

caring for the child.
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2. Techniques of Infancy - Rearing and

Feeding the Child

Attitudes of the two inter-relateJ beings:

mother and child. Take the child -

suckling, etc., carrying, etc. The history of

carrying is very important. A child carried

ne.xt to its mother's skin for two or three

years has a quite different attitude to its

mother from that of a child not so carried;

it has a contact with its mother utterly

unlike our children's. It clings to her neck,

her shoulder, it sits astride her hip. This

remarkable gymnastics is essential

throughout its life. And there is another

gymnastics for 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 tor dancing and

music.

It acquires the notions and practices of

physical exercise and breathing. It takes

certain postures which are often imposed

on It.

3. Techniques of Adolescence

(...) The big moment in the education ot

the body is, in tact, the moment ot

initiation. Because of the way our boys

and girls are brought up, we imagine that

both acquire the same manners and

postures and receive the same training

everywhere. The idea is already erroneous

about ourselves - and it is totally talse in

so-called primitive countries. Moreover,

we describe the facts as if something like

our own school, beginning straight away

and intended to protect the child and

train it tor life, had always and ever\'where

existed. The opposite is the rule. For

example: in all black societies the

education ot the boy intensifies around

the age of puberty, while that of women
remains traditional, so to speak. There is

no school for women. They are at school

with their mothers and are trained there

continuously, moving directly, with few

exceptions, to the married state. The male

child enters the society of men, where he

learns his profession, especially the

profession of 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

of the body that they will retain tor the

whole of their adult li\es.
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12-17. BoJv c.irL- techniques: (top left) Japanese wiiman at her bath; (top rii;ht) lt,ili,ni l.iKnirers attcr work.

Eatlnt; techniques: (centre left) 18th centurs' Japanese catint; inKiJles; (centre rij;ht) customer at the bar ol an

American saloon at the end of the 19th century'. Movement techniques: (Ixittom left) Oerman soljicr's ijiMse

step; (bottom right) English athlete in a race at the beginning of the century'.

4. Techniques of Adult Life

Ti) list these we can run thriiutjh the

variDus moments nt the Jay amimy which

cii-orJinated movements and suspensions

ot movement are distributed.

We can distinguish sleep and waking,

ind, in w;ikini;. rest and activity'.

Technif^ues of Sleep - The notion that

tiomn to bed is something natural is totally

inaccurate. It is possible to distinjjuish

between those societies that have nothing

to sleep on except the "tlixir'. and thi>se

that have instrumental assistance.!...)

There are people with pillows and people

without. There are populations which lie

ver\' close together in a ring to sleep,

round a tire, or even without a tire. There

are primitive ways ol getting warm and

keeping the teet warm. (...)

Finally there is sleep standing up. The
Masai can sleep on their teet. 1 have slept

standing up in the mountains. 1 have

i)tten slept on a horse, even sometimes a

moving horse: the horse was more

intelligent than I was. The old chroniclers

ol the invasions picture the Huns and

Mongols sleeping on horseback. This is

still true, and their riders' sleeping does

not stop the horses' progress.

There is the use of coverings. People

who sleep covered and uncovered. There

is the hammock and the way ot sleeping

hanging up.

Waking: Techniques of Rest

Rest can be pertect rest or a mere

suspension of activity: lying dtiwn. sitting,

squatting, etc. The way o( sitting down is

tundamental. You can distinguish

squatting mankind and sitting mankind.

And, among the latter, people with

benches and pet)ple without benches and

daises; people with chairs and people

without chairs. (...)

There are people who have tables and

people who do not. The table is t;:r from

universal. Normally it is still a carpet, a

mat, throughout the East. Certain

societies take their rest in very peculiar

positions. Thus, the whole ol Nilotic

."Mrica and part of the Ch.id region, all the

way to Tanganyika, is populated by men
who rest in the lields like storks. S»ime

manage to rest on one loot without a pole,

others lean on a stick.

Techniques of Acrifity, of Moieineiit

By definition, rest is the absence ot

movement, movement the absence ol rest.

Here is a straightlor\\ard list: Movements
of the whole Kxly: climbing; trampling;

walking.

Walking - The /ui/'ilit.'i oi the KvJv K-mg
upright while walking, breathing, rhythm

ol the walk, swinging the lists, the elKiws.

progression with the trunk in .idvance ol

the KkIv or bv .idv.incing either side ol

the Kxly altern.itely (we ha\e got

accustomed to moving all the Kxly

forward at once). Feet turned in or out.

Extension of the leg. We laugh at the

'gixise-step'. It is the way the German
army can obtain the m;iximum extension
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ot the leg, given in parciculiir that all

Northerners, high on their legs, like to

take as long 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 ot

aesthetics, but also of bodily games.

Dancing - You have perhaps attended the

lectures ot (Erich Maria) von Hornbostel

and Curt Sachs. 1 accept their division

into dances at rest and dances in action. I

am less prepared to accept their

hypothesis about the distribution of these

dances. They are victims of the

fundamental error which is the mainstay

o{ a whole section of sociology. There are

supposed to he 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 ot 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 to say this has

stopped. Now people jump, fortunately,

from one side. Jumping lengthways,

sideways, up and down. Standing jump,

pole jump.

Climbing - I can tell you that I'm very had

at climbing trees, though reasonable on

mountains and rocks. A difference of

education and hence of method.

A method of getting up trees is hy using

a belt encircling the tree and the body is

of prime importance among all so-called

primitives. But we do not even have the

use ot this belt. We see telephone workers

climbing with crampons, but no belt.

The history ot mountaineering methods

is very noteworthy. It has made fabulous

progress in my lifetime.

Descent - N<ithing makes me so dizzy as

watching a Kabyle going downstairs in

Turkish slippers {babouches). How can he

keep his footing without the slippers

coming off? I have tried to see, to do it,

but I can't understand.

Nor can I understand how women can

walk in high heels. Thus there is a lot

even to be observed, let alone compared.

lH-25. Relaxation techniques: (top row left) Chinese opium smokers in the middle ol the 19th century; (top

row riKht) Etruscan couple at the hanquct table (1st century A.D.); (second row left) old Dutch seaman;

(second row right) Polynesian man; (third row left) Javanese woman; (third row risht) Indian musician;

(bottom left) Arab at prayer; (bottom riKht) techniques of reproduction: tantric union in India (10th century).
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Siiimminj; - Divini^, suimming; use nt

Mipplemcntan' means; air-floats, planks,

etc. We are on the way to the invention

lit niivit,Mtion.(...)

Consumption Techniques

Eating - You uill remeniK-r the stor>'

(H;ir.ilJ) HiitlJint; repeats ahout the Shah

ot Persia. The Shah was the ^uest ot

Napoleon III and insisted on eatinj; with

his tinkers. The Emperor urfjeJ him to use

a golden lork. "You don't know what a

pleasure you arc missing," the Shah

replied. Absence and use ot knives.

Drinking - It would be ver>' useful to

teach children to drink straight trom the

source, the fountain, etc., or trom puddles

of water, etc., to pour their drinks straight

down their throats, etc.

Techniques of Reproduction - Nothing is

more technical than sexual p«isitions.

Very tew writers ha\'e had the courage to

discuss this question.

General Considerations

(...) 1 believe that this whole notion of

the education ot races that are selected on

the basis of determinate etificiency is one

of the fundamental moments ol histor>'

itselt: education ot the vision, education

in walking - ascending, descending,

running. It consists especially of education

in composure. And the latter is aK)ve all a

retarding mechanism, a mechanism

inhibiting disorderly movements; this

retardation subsequently allows a

co-ordinated response ol co-ordinated

movements setting off in the direction ot a

chosen goal. This resistance to emotional

seizure is something fundamental in s«>cial

and mental life. It separates out, it even

classifies the so-called primitive s*Kieties

according to whether they display more

brutal, unretlected, uncon.scious reactions

or, on the contrary, more isolated, precise

actions governed by a clear consciousness.

It is thanks to siKiet>' that there is an

intervention of consciousness. It is not

thanks to unconsciousness that there is an

intervention of siKier>'. It is thanks to

j.Kiet>' that there is the certainty of

pre-prepared movements, domination i>l

the conscious over emotion and

unconsciousness. (...)

My friend Granet has already piiinted

out his great investigations into the

techniques ol Taoism, its Kxiy techniques,

and breathing techniques in particular. I

have studied the Sanskrit texts ot Yog-a

enough to know that the same things

iKCur in India. 1 K-lieve precisely that at

the Kntom ot all our mystical states there

are bixly techniques which we have not

studied, but which were studied tully in

China and India, even in ver\' remote

periods. This socio-psvcho-biological study

should be made. I think that there arc

necessarily biological means of entering

into "communication with Gixl".'

2(1-10, txir;i-Jnilv tcclinimics in dniitc: (top Icit) .AnKTicnn Juo in tlic Tliinics; (top right) Kossac dancers;

(si-coikI row) diMMsli J.inccr.s in Turkey. Tccliniqucs ol control of Kxly and mind: (third row) two liathayoga

positions. TcchnK|iics ol control and retention ol energN- (hottom) Taoist K\mn.istics (Nci-K'mv;) in a 19th

centur\' Chinese treatise. Each exercise hiiilds hrcath control.
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The spine: energy's helm

The quaUry ot 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 ot 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 ot or

connected to codified theatrical torms, are

based on the mastery of a particular posture,

that is, a particular placement of the spinal

column and the parts ot the body connected

to It: the neck, the back, the shoulders, the

abdomen and the hips.

The various theatrical forms are

distinguished by the difterent ways the spinal

column is used to aftect muscular tonus.

Attentive observation reveals that a

pertormer trom 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 pertormer's

temperament. Still in India, in another

classical dance form, Odissi, the spinal

column is 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 (ct. TnWuing! in Opposition).

In Java, the origin of Wayang Wong lies

in puppet theatre. This perhaps explains why
the spinal column is upright and uplifted.

Imperceptible movements forwards create an

eftect 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 ot the neck.

Every extra-daily technique is the

consequence ot a change ot a point of

balance in daily technique. This change

effects the spine and theretore the way the

upper part ot the body is extended, and the

way the pelvis is held: that is, the way ot

moving in space.

NORTH AMERICAN INDIAN

BHARATA NATYAM

JA\'A KATHAKALI

5 MO. P,>sition of the spinal culiimn in v.inoiis J.ii

dance; she practised and taught the techniques thi

cecultures. selected bv.An
uit;h.,ut Eun>pe and Amen

Russel Meriwether Hughes, kno ^ La Men, an avid student niethn
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:, •; ,
i
i|Miu~<.- vilui.ilioii in the kncclnif; ptisitmn, JcmnnstratcJ K KoMitc Ni'mur.i .11 llif \ I'hcrri

IS 1 A ( WM ) .1 July [ccliiiiv|uc which ha,- Ken ir.mslcrroJ intact to the theatre. The -pinal column is ciirieJ

opposite to it> natur.il poMiion, };iving tlie action a creat disnitv- In European actors who imitate the action in .

superficial « ay. « ithout physical awareness, this Ji^nitv K'comes serv ilitv (the actors ot the Paris VaiiJe\ ille

Theatre in Judith Uautier's T/ie Priiicc.w i)/b«v (W07) (K.ttomlV
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The silent scream

At the end of the third scene in Brecht's

Mother Courage, the soldiers carry

Schwei:erkas' hody onstage. They suspect

that he is the son of Mother Courage and

want her to identify the body. According to

Brecht's te.xt, when her son's hody is laid

before her, Mother Courage shakes her head

twice, indicating that she doesn't recognise

him. The soldiers then carry the body away

to bur>' it in a common 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 hody was not that of her

son. When they forced her to look at the

body one more time, she again refused to

recognise it, maintaining a fixed and absent

expression. But when the body 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 Guenika.

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. Sterner, Decit/i 0/ Trageti^i, 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 bazaar, mounted on a revolve

which represented Mother Courage's

world and which carried her around the

stage in her various scenes. She managed

to avoid being 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 body 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 characters; and she developed

other details 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 of her subconscious came an image

she had once seen in a newspaper photo,

45-47. Th^

En.semhle(1949).Tlv
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that i)t an Indian woman cr\inK >'^'<-t the

murder ot her «>n.'

(Claudio Meldulesi, BrL'i./il in Ke/u-jrsul in C.

Meldolesi, L. Olivi. Brec/ir Registj. HrcJu tl\e

Director).

A propiis of the same performance - in the

vime Kxik, in the diar\- kept hv Hans Bunge.

Brecht's assistant - one reads: "Weiyel. for

example, had worked out Mother Courage's

way ot walking not hy theorising, hut by

wearing the character's dress and shoes from

the ver>' first rehearsal'.

As can he clearly seen in the photo

(ill. 45.47), Weigel's "silent scream' is based

n tension in the spinal column by means of

which she conveys an energy equi\'alent to

(hat of a scream.

The understanding ot the emotive eftect

of the spinal column, and especially the

attention given to concrete physical details,

is also clear in the tollowing episode, told by

Helene Weigel to Ekkehard Schall, one ot

her collcages at the Berliner Ensemble:

'Helene Weigel once told me the

following story. As a young actress she

once played at the side oi the great AlK-rt

Bassermann, in one of Ibsen's plays, I

think. In one scene in which she was on

the stage with him, he recei\ed i>ne piece

of catastrophic news alter another: tather

dead, mother dead, children dead.

(Liughter) To take in these catastrophic

bits ot news, Bassermann chose to stand

with his back to the audience. One day

Helene complained to him that his tace,

turned away trom the audience, did not

show any emotion, and what was worse,

tixik on some private expressions. .And

she qut>ted him as having replied: "So

what, the audience diKsn't see my face."

He played everything with his back: he

played every shtK'k he received with his

back.'

(Interview with Ekkehard Schall in .\'eu'

ThcMrc Qiianciiy. no. 6, May, 1986).

48-49. (ti'i^t r..,!",. [hir.l rcnJcniKot HlmJ.i/.i .NVisfims Hone (I'^IT). Muviv i..r C.Mmu.i (IV-,i>m. Mu
MaJriJh (K.tt,.nil tlx mIciii scrc.iin' oI Hclciic Weigel.
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ISTA and the Theatre of Sources

From October 24th to 26th, 1 980, an Internationa/ Symposium was held us pan of the first pubhc session of ISTA in Bonn. Among the participants was

Jerzy Grotowski, who, in an interview with Franco Ruffini, commented on Barba's investigation of the principles for the performer's technical work.

By introducing the furictional concept of the pragmatic luiture of these principles, Grotowski established a fertile parallel with his own investigations in

the Theatre of Sources. According to Grotowski, there exist in various cultures certain states (such as trance, ecstatic phenomena, etc.) which injinm us

about, or help us explain, the states of the performer: origins or sources which are found at the base of various theatrical cultures.

Pragmatic Laws
Jerzy Grotowski

Barha has formulated three essential principles in the tield ot

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 I 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 ot 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 or 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, a 'luxury

balance', as Barba calls it.

The second law is the law of the opposition of the direction

o{ 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 between

contraction and relaxation. In a performer who is completely

relaxed, nothing happens; on the other hand, completely

blind contractions, which are neurotic contractions, are, as we
know, impediments.

But there is a particular interplay of contractions and

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 ot 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 lite, 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 that

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

tc:> 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 ot 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 ot the sats, t)ne also

understands that the process has had the time to be absorbed

as form, form understood as shape. But how can this be

studied in the various extra-daily techniques, in the

performance situatiiin? Differences can be observed between

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 ot these types of classical

Oriental theatre relates to a specific daily body technique but

has a physiological base which causes what is observed to 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 theatre 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 perft)rmance situation,

in spite of different specialisations, one can obviously deduce

that the laws which are in operation are, tout anal, universal.

There is no codification of the performer's art in European

theatre. The performer improvises, but according to

stereotypes of daily life, or according to a misunderstood

spontaneity, where to be spontaneous means to be wild, to

move violently, to shout, to act violently towards others or to

embrace. In fact, improvisation really begins when the

performer chooses certain very concrete and precise limits.

For example, for the character of Kattrin, the mute daughter

of Mother Courage, Iben concentrated only on her way of

walking [Grotowski is referring here to Moon and Darkness,

the performance presented by Odin Teatret actress Iben

Nagel Rasmussen during the International Symposium]. Only

then can the performer go beyond his or her own sociological

and biological 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

precise, definite themes. The performers then have a point of

departure for their improvisation.

Logos and bios

When I speak ab<.)ut socio-biological objectivity and aK>ut

subjectivity, I am also speaking about the problem of /ojjos and

bios. There is logos and there is hiiis. Liigos is linked to

descriptive, analytical reasoning. In a different way, it also

relates to the Oriental performer. The Oriental performer,

rooted in his tradition, uses his body to express words,

sentences, speeches ... and is therefore logos. But it is as if,

due to the strength of his tradition, his logos has preser\'ed

certain principles of bios. And this is why the Oriental

performer appears to us to be alive. Logtis and bias represent

division, and therefore it is very dangerous to talk aKiut the

performer's expressivit>-. Barba rightly talks only about the

performer's pre-expressive level. If the performer expres.ses, it

is because he wants to express. And so, division once again

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 i.s

doing in ISTA and what 1 am doing in the Theatre of

Sources: we are both concerned with transcultural

phenomena. Culture, any specific culture, determines the

objective bio-sociological base because every culture is linked

to daily body techniques. It is therefore important to observe

what remains constant when these cultures vary, what

transcultural elements are discernible.

f

50. Dano Ho, H.hjL-iiio Barba aiui Ji.t:v C.rot.nvski at tho Wiltcrr.i IS lA ( lOfJl).
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TEXT AND STAGE
The Culture of the Text
AND THE Culture of the
Stage
Franco Ruffini

Text, imsc-cn-sccne, 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 ot the most well-known koans is

the following: the master asks the student to make the sound

of twa) 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 in this koanl Upon reflection, one

realises that the paradox arises out of the logical and rigorous

application ot a premise which is so spontaneous that it does

not even need to be verbalised. The premise is the following:

if the sound ot 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: if the 'two-handed theatre'

exists (and it does exist), then it cannot be anything other

than the sum ot 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 collaborate as partners.

I therefore propose to call theatre the i^roduct 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 ynany 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 ciillaborate are theatres

born. And it is this particular relationship which determines

the varied typology of theatres throughout history. This does

ikIci- , U.nA1 ^ 1 Ik' icxr-stat^e rclationshi]

pioL^i.iiniii.ihlc/non'pnif^rammnhlc, uni\'iii.al/\'ariL\l relationship: Shakespeare's

Hamlet through the ages. As Hamlet: English actor [5aviJ Garrick (ahove left);

(above right) American actor Edwin Thomas Booth; and Italian actor Tommaso
Salvini (page 239). Garnck (I717-I779) was one of the first actors to restore the

Shakespearian text, reinstating much ot the text that had not been performed

since Shakespeare's time. Edwin Booth (I8i3-iy93), endowed with a heautifiil

xoite ;ind line piesencc, played 1 himlet tor :i I

I.SM-hS se:ison, :i record which helped establish him :is llie hrM AmerK:in actor

heioine lainons in Europe. Tommaso Salvmi (1829-1915), as well as another

laiiiMus "Shakespearian actor, Ernesto Rossi, succeeded in making Shakespeare

po|inl 11 wiih Italian audiences: in fact, his interpretations of Hamlet and Othello

were highly successful throughout Europe.
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not, however, jeopardise ihc c.\ira-tliL-atrn..il iiuiti\;Uions

(political, social, or ot any other kind) which, on the contrary,

often contribute to the orientation and definition ot the

relationship itself. In the light of all that has been said up to

this piiint, 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 different tempi and in

different ways, proceeding along parallel lines or diverging.

C")ne is often ignorant of the existence of the other. Each of

them has established individual relationships with other

ci\'ili:ations and sometimes, under particular historical

circumstances, they hax'e established specific relationships

between themseK'es, giving birth to theatres. Among the

uiany relationships, there is one which has played an

important role in historiographic reflection: the relationship

between rcpcriory-tcxt and the cicadcmic stage, whose statutes

became hegemonies in Europe's great capitals from the 1600's

to the 1800's. The result ot this relationship is the rather

hoiiHigeiieous grouping which we could call the traditumal

tlwatres, whose ideological hypostasis is THE Tl IH.XTRE, or

the theatre-institution ot generic speeches.

Obviously, there are many different forms ot relationship

and cultural relativism, that pre\ent us from saying that one

form is a priori better or healthier than other totms. The form

we ha\'e called the theatre-institution gi\-es us the opportunity

to extend our investigation a little further, e\en if on\\ in a

negative way. What Is the 'impelling reason' for its hegemdny?
It is the presumed functioning of its two partners, which in

turn is based on 'adherence to reality'.

But are repertor>'-text and the academic stage really so

healthy.' Let us consider the former tor a moment, already

.iccepting that each ot the following affirmatiims will have at

least one exception, a fact which merely confirms their

\alidit>' as rules.

In repertor>-text there are no silent characters who are

important in the overall plot, no characters which, while not

being prevented tnim speaking, choose to be silent. There are,

on the contrary', characters who declare their silence, that is,

characters who speak of their desire not to speak.

In repertor>'-text there are no disassociated, schizophrenic

characters who concretely manifest a contradiction between

thinking and doing. There are, however, characters who,

speaking, expo.se the often piercing contradictions of their

thoughts and who from time to time act in a way which

conforms to direction.

In repertor>'text there is no simultaneity ot actions, that is,

there are ni) differing (but equally important) actions

occurring at different places at the same time. Neither is there

temporal displacement: the before 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, hut

this would not be particularly helpful to us. It is useful,

however, to point out how all the above mentioned

'pathoKigies' (which are, I repeat, only true as statistics or

maxims) are explicable and necessary' it one observes with a

less than normally pious eye the state of health of the other

partner, the academic stage.

The absence of silent characters in repertor>-text

compensates tor the pathology' of the academic stage, where

an actor regularly and tor consistent periods of time can K' on

stage and in a scene only when he is speaking. Another
characteristic of the academic stage is equivalent to the

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 either too subtle to

be significant, or, e\'en worse, deleterious to the general

action, like a noise in the background.

Are the 'to oneself^ and 'aside' 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 ot the

curtain between one act and another.' It was not by accident

that the curtain was adopted in the second halt of the I700's

just when the statutes of the theatre-institution were being

established. It is obvious that each ot these pathologies, and

others, are equivalent to and compensate tor, with respect to

an adherence lo reality, a symmetrical pathology in the text.

The fact that they can be legitimately called conventions

takes nothing away from the fact that they are, however,

conventions motuated bv the specific collaKirativc

rel.ulonship between the text aiiil the stage.

'Poor' text and 'rich' stage

Etienne Decroux, discussiiig the relationship Knween mime
and words, wondered aKuit the chances tor a successful

meeting betweeii the two, and generalising, concluded that

the two could contract .i profitable rel.ulonship onlv it one of

the two is 'rich' compared to the 'poverty' of the other: two

richnesses are not complementary. Let us trv to explore this

Idea a little further..
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4-8. Hamlci through the ages: interpretutums iif the play by Gordon Craig (top lett);

Andre Antoine (below left); John Barrymore (right); Sarah Bernhardt (p.241).

Gordon Craig's directorial inventions - we see here his design for the Hamlet

produced at the Moscow Art Theatre in 1911 - revealed new possibilities for the

use of light and space in modern directing. The 1908 mise-cn-scene at the Theatre

Antoine in Paris had actress Suzanne Despres (first on the right in the photo) in 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-book, 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 ot a curved line or of a pattern-book. 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

flexibility, as variety, ordered and living disorder.

In the context ot the definitions which we have tried to

delineate here, Decroux's affirmation appears to be something

mtire than a tempting metaphor. It is perhaps a general

principle which, upon reflection, can be seen to define the

internal dialectic of every vital and artistic process in its state

ot being and becoming. The foregoing will be considered here

as a regulator^' hypothesis.

of star-worship went hand m hand when it came to Sarah Bernhardt (1844-1921)

and John Barr>'more (1882-1942), seen here m a photo from 1923. With

director-oriented theatre came the taste for a modern and expressionistic

mise-eti-scene of Shakespeare's tragedy, a tendency represented here by a project of

Meyerhold's According to Alex Gladkov. Meyerhold was to have inaugurated his

new theatre with a Ham/el designed by Picasso and played by actress Zinaida Rajkh

(1894-1939), seen here in a photo from a rehearsal (1937).

Seen in the light ot this hypothesis, the text-stage

relationship must be considered as a poor/rich relationship,

that is, developing the concept by means ot 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 ot programmability, the barrier which (because of

friction or resistance) allows the scenic factors ot variety, of

non-programmability, ot disorder, to express their own energy

as richness. Paradoxically, tor those theatres throughout

history in which the text has totally dominated the stage,

what is expressed is not a richness of the text but actually its

austerity, its intransigence, the predomination ot a program-

ming which submits the entire lite 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

inelasticity.
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One must ask oneself it the same dialectic might nut alsii be

found at the synchronous level and at the very ci>re ot the two

poles which define it: it perhaps the 'life' ot 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 ot 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', betore meaning spoken or written, printed

or manuscripted text, meant 'weaving'. In this sense, there

is no pertormance without text. That which concerns the

'text' (the 'weaving' or 'thread') of the pertormance can be

defined as 'dramaturgy', that is, 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 ot

text, let us try to develop the considerations more specifically

with respect to dramaturgy.

Dramaturgy is seen as 'work' in a way that seems to me to

be totally consistent with the meaning ot the word as it is used

in physics, hi physics, work is not synonymous with cnerg>'.

Energy expresses the capacity' to carr>' 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 ot a force, and it is the phase which makes

it possible tor energy to be explicitly modulated. Dramaturgy

understood in this way thus appears as the filter, 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 belong

to the stage.

One can therefore affirm 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 pertormance, in which both the actions ot the text and

the actions ot the stage are interwoven. Dramaturgy seen from

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 elusive terms

that which has often been called 'lite' whether it K; the lite ot

the text, the stage or the pertormance.

But let us return to the principal argument. Both the

actions of the text and the actions ot the stage carr\- out

'work': but where di>es the energy' cinne from which makes

this work possible.' The answer to this question lies in what

was discussed previously with respect to the text/stage

(poor/rich) dialectic. Both the energv' ot the text and the

energy ot the stage are actually determined by the friction or

resistance between the opposed and complementary pities ot

the dialectic. Barba defines the two types ot 'plot' as:

'concatenation' and 'simultaneity''. We can add a further

refinement to this proposal, synthesised as toilows.

Theatre is the result ot the collaborative relationship

between the text and the stage: this was the initial hypothesis.

We then questioned the nature and dynamics ot this

relationship, propi^sing to consider it both diachronically and

synchronously as a relationship between a pi>or pole (rigid,

programmable) and a rich pole (flexible, non-priigrammable).

We then proposed the hypothesis that the [xxir rich dialectic

is not established only /leticec'n text and the stage but alsii

within both the text and the stage. The definition ot

dramaturgy priiposed by Eugenio Barba has permitted us to

see this dialectic (the dialectic of the text, of the stage, of the

entire performance) as the work ot actions, work made
possible, in terms of necessary energ>', by the friction,

resistance, or opposition between the pix^r element and the

rich element ot the relationship. The concatenation and

simultaneity poles thus m.ike it [Xissible tor us now to name
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and dperatively define the twci pules of the dialectic.

Concatenation = poverty, rigidity,

the essential, programmahility = the text.

Simultaneity = richness, fle.xibili*7, variety,

non-programmahility = 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 element, is the character

and all that has to do with the character (dialogue,

micro-situations), above 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

smiultaneity 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 say, with greater semiological

correctness, that the text has a communicalion function, while

the stage has a sigiiificative function, or that the directed pole

has to with sigtis while the non-directed pole has to with

iigruili.

Briefly outlining the dramaturgy of the performance, we

could suggest that the textual pole (deriving from both the

text and the stage) ,
performs the function of guaranteeing a

semantic anchor for the spectator and that the stage pole (it

also deriving both from the text and the stage) performs the

function of guaranteeing an opening, a zone of profound

fruition, 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

actor and the character which meet at a point halfway

between 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 insensitiviry, hot and cold, technique and

talent, possession and division, the 'absurd profession' ... one

ct^uld 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 roles

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.

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)

each of which was given to a particular actor. The actor took

on a certain role because of his physical appearance, voice

type, etc., 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 role 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, both in relationship to the

specific part and in relationship to other analagous parts

contained in the same role. The parts of the role, as an aspect

of the phase of work, constituted the 'pattern-book' of

variability which has often been referred to: a variability,

then, which was not indiscriminate but controlled by the

relative rigidity of the role. Perhaps the relationship between

part and sub-text in Stanislavski's 'method' could be

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 harrier, 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 tine 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 elimination 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 difference 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 con\ention,

and scholars, because of laziness and prejudice, are wary of

entering.

242



TEXT AND STAGE

i-" ^^ -^



TRAINING
From Learning' to
Tearning to Learn'
EUGENIO BARBA

W'liL'Ji it comes to observing the Noh, those who truly understand

the an watch it with the spirit, while those who do not merely

watch it with their eyes. To see with the spirit is to grasp the

Substance; to see ivith the eyes is merely to observe the effect. Thus

it is that beginning actors merely grasp the effect aiui try to imitate

that.

(Zeami, Shikadensho)

The myth of technique

During our tirst years of work, we too believed in the 'myth ot

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 ot the eyes, for example, in order to increase their

expressiveness. They were exercises I had observed in India in

1963 while studying Kathakali actor training.

Like in a melting pot, where the most disparate metals fuse,

1 began by trying to blend together, inside myself, the most

diverse influences, the impressions which for me had been the

most fertile: Oriental theatre, the experiments of the Great

Reform, my personal experience in Poland and with

Grotowski. I wanted to adapt all this to my ideal 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 terminolog>' and Grotowski's

interpretation of same. I believed that composition was the

actor's abiliry 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 ChampoUion. 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 rhythm, others a slower one.

We began 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

voice tones 'resonators'. In Oriental theatre training, the

student learns entire roles mechanically, with all the vocal

nuances, timbres, intonations, exclamations - a complete

fabric 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 ot

timbres, tones and intonations, and exercised them daily.

This period of calculated work, ot pure 'technicity', seemed

! . Iben Nagel Rasmussen in a de

(Holstehro 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 1 said to each

of my actors: 'Go your own way, there is no common method.'

What 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 to give the

spectator not only a different 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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cri and Julia Varley durin;; trainiriK at Odin Tcatret, 1982 - 84. 3. Toni Cots dunng training at Odm Tcatret, 1962-1984.

is like a child learning to walk and move and must repeat the

simplest gestures ad infinitum in order to transform his inert

movements into action.

Our social use of the body is necessarily a product ot a

culture: the body has been incultured and colonised. It knows

only the uses and perspectives tor 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 torm 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 gti 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 stilve this

problem, he must find an exercise and repeat it.

Another exercise might be the result of trying to solve the

prtiblem 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 find a counter-impulse in

niid-tall which enables one to avoid falling forward and to

lower oneself to the side so as to absorb the shock of meeiint;

the grtuind, gradually, alotig the side of the body.

The meaning of an exercise resides, finallv, in:

1. beginning with a precise action which projects ,ill

energies in a determined direction;

2. giving a counter-impulse in mid-process which prcxiuces

a deviation of direction and a change of dynamics and

3. managing to conclude in a precise position which

contains the impulse (the iais) of the next action.

In this way, one builds up a whole series of exercises which

one can learn and repeat, just as one repeats the words iif a

language. At first, the exercises are repeated like the words of

a foreign language one wants to learn, in a mechanical

fashion, but later they will become absorbed, will begin to

come on their own. Then the performer can chouse. It is

possible to make a long training with even a very- small

number of exercises. The exercises can not only be repeated

in a different order, they can also be done with difterent

rhythms, in difterent directions, in an extroverted or

introverted manner, by putting the accent on one or am>ther

of its phases. It is like the meaning of a sentence which, in

spoken language, is not only the result of syntax but also of

the stress and the tone which underline certain words. So it is

in training, where the same chain of exercises takes on various

logics, depending on the accents used.

It is the rhythm which is important, the linking of one

exercise to another, and the organic way in which the

performer directs the resulting chain. It is the same priKess

which occurs in spoken language, where one divsn't

pronounce words in a staccato fashion, but makes the end of

each word coincide with the beginning of the next, in a series

of waves which reflect emotional and ratiiMial rhythms, the

moments of slowing down and of suspension, the moments of

force and incisiveness.

Total presence has nothing to do with violence, with

pressure or with the search for spoed-at-anv-price. The
performer can be extremely concentrated, motionless, hut in

this immobility keep all energies in hand; just like a dniwn
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bow, ready to let the arrow tly.

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 find 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 ot 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 ot 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.

between 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 suffocate the performer's

future development, sometimes arise for unnoticed reasons.

In the period ot 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 urumus-energy and the soft animij-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 roles, 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 ot

the performer's particular energy becomes tangibly evident.

The balance between the two energy poles, vigorous and sott,

animus and anima, is preserved.

The period of vulnerability

The first days of work leave an indelible imprint. In the first

days ot his/her apprenticeship, the performer has all his/her

potentialities intact: S/he then begins to make choices, to

eliminate some potentialities in order to develop others. S/he

can enrich their work only by narrowing the territory of

his/her experiences, in order to be 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

behaviour, that is, physical and mental technique, and ethos as

a work ethic, that is, a mentality modelled by the

environment, the human setting in which the apprenticeship

develops.

The nature of the relationship between master and student,

between student and student, between men and women,
between old and young, the degree of fixity or elasticity in the

hierarchy, 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

T/iesi' /our texts b^ Eujjcnid Burba are excerpts from the /nllmcni^' articles:

1. 'Words or Presence', in Beyund the Fliiatini,' Islands, /Vj/()n7i/n^' Arts

Journal, New York, J 986.

2. 'Seminar on Training ut the University of Lecce', m F. Tariioii, 11

Lihro del'Odin, FeltrinelU, Milan. 1975.

3. 'The Way of Oppnsites' m BeycmJ the Floating; islands. Perjormmfi

Arts Journal, New York, 1 986.

4. 'The Actor's Energ^i: Male/Female versus Animus/Anima' m New
Theatre Quarterly, Vol. f/I, No. II, Cambridj^e UniversUy Press.

Cambridge. 1987.
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Training
INTERCULTURALLY
Richard Schechner

Wh;it is training k>r.' I tlimk ot ti\c tiinctinns tli.it Jn nut

always exist separately. They overlap. In Nt)rth America we

train performers so they can interpret dramatic texts. That is a

Euro-American cultural need. For this joh of interpreting of a

variety of texts from many periods in different styles you want

flexihle 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 he transparent, as clear as possible.

The second functit>n of training is to make the performer

into one who transmits a 'performance text'. The performance

text is the whole multi-channel process of communication

that makes up a performative act. hi 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 music, gesture, dance, methods

of recitation, and costuming. We must look 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 to translate performance

texts into written texts. All attempts at 'notation' can be only

partly successful. Training for the transmission of performance

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

America, Japan, and elsewhere - is the preservation of secret

knowledge. Methods of performing are valuable and they

belong to specific families 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, offered 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 beyond

entertainmerit to getting at the core of the culture. The
shaman is a performer v\-hose personality and tasks put him or

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 shamaii - to get use of his bow society

must put up with his stinking wound.

The first two fuiictions of training - the interpretation ot

dramatic texts and the transmission ot performance texts -

can be abstracted and encoded. But this third - the learning

of 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 iif individualism.

This kind ot training specialises in getting the inside out - it is

4-5. (uip) liiu-rpri'i.itioii ol a Jramaiii. Itxi: lV(ci Bn^•k'^ priKiuciion >•! Murm
SiiJcby Ptficr \Vci» (WM). Transmis.-ii>i> ol a pcrtomiancc text: (hclim) Biilini-

dancer Swastt W'lJjaja liinjcin fr.u Imiu: Iut J.uicIiut .An.
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6-7. (top) Transmission ot the secret: page from the manuscript by Zeami, the

tounder of Noh theatre, on the mterpretatitin of female roles. Zeami's treatises,

written in the 15th century, remained a secret kept by Noh actor-families until the

beginning of this centur>'. (below) Self-expression: 'plastic' training by Rysiard

Cieslak (1971) . one ot the actors most representative of Grotowski's Teatr

Laboratorium. Beside him stands Tage Larsen. at that time just beginning his work

with Odm Teatret.

more concerned with psycholog>' than behaviour. This kind ot

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, hut 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 hut 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

expression ot the performer is somehow twisted and kneaded

into the interpretation of the written text. The text takes on a

distinct personal tlavour. And thereby, audiences enjoy both

the sense of a collective act and the participation in a private

revelation.

The fifth function ot training is the formation ot 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:

1. interpretation of a dramatic text

2. transmission of a performance text

3. transmission of secrets

4. self expression

5. group formation

This text by Richard Schechner is an excerpt from a talk given by

him at the University of Toronto, Canada, in 1981. Subsequently

expanded, it was published as The Per/onner; lyamxng mtercuh.ufa&-j,

in Betu'een Theatre and Anthropology (University of Pennsylvania

Press, 1985).
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Training and the Point
OF Departure
Nicola Savarese

h IS one's first day of work u'/iic/i dcwrmmcs the meaning oj one's

j()un\cy in ihe theatre.

(Eugenio Barha, Beyond the Floating Islands)

Preliminary considerations

Qintrary ti) what one might think, Oriental pcrkirmers do

not, strictly speaking, undergo training: starting in early

childhood, they often learn a performance score by imitating a

master, and repeat it until they have mastered it perfectly and

can both perft)rm it on its own or can link it to another score

without becoming contused. The learning thus takes place

during the accumulatitin of the part and usually ends up by

determining the roles or types of roles best suited to the

performer's physical and aesthetic qualities. The time taken

tor this learning assures the quality of the result; because the

performances have been repeated tor centuries, the sci>res

have become very sophisticated and their exact execution is

guaranteed by the transmissitm of a living tradition from

father to son.

The same must have been true for European actors'

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 role and took on larger and more

important roles as they gradually became more experienced.

The actors would perform one play and rehearse the following

^-10. Actoi

Design).

nlkniK on tluir h.inds: (top) Jiipani'sc ;icrol\iis ill ,i I.Uc Will ccntiin' prmi; (below) Harlcmiin m .in cnKr.ivinj; troni the Riviicil FiisMni (cf. Set anj Gisliinic
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11-12. (left) Peking Opera actor Tsao Chun-Lin helping a participant at the Bonn ISTA (1"580) fmj tin

Panigrahi doing the 'bridge' during her apprenticeship.

: poMtiiin for the 'bridge', (right) Odi^M dancer Sanjukt:

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 exceptions 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 schools 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

and beyond the professional level. It 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

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 became 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

temperature 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 of 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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1 1-15. (top) rill- 'hriilm-' in the tuiiiiii!; i\ti\i~tv .it Grotowski's Tcatr

Labiiratiirium. Thi; actor on the ri^lu is l\vs:,irJ Cicslak. (bottom left) Kathak.ili

students at the Kalamandalam School (Kerala. India) in the 'bridjje' exercise;

(bottom riyht) Egyptian dancer: drawing on stone found in the Siiqqara nhuuihi.

energies. At the end of a certain period of time, depending on
the actor's individual abilities and the 'temperature of the

process', the actor was no longer executing learned exercises

hut controlling something more complete and deeper: the

principles which make his body live on the stage.

Once again, these are the principles ot balance, of

opposition, of variations ot rhythm and intensity- (as Decroux
would say, 'dyiiamo-rhythm') which become a kind ot second

conditioned retlex, the base on which the actor can build his

power and his ability to attract the spectator's attention. It is

also tor this reason that any exercise can be used, as long as it

respects certain elementary rules.

It is therefore interesting to note that one ot the tirst

exercises used by Grotowski and Barba, the 'bridge', is also

one ot the first, preliminary exercises learned by Oriental

performers (ill. 1 1,12,14), 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 ot the body. This is done coldly by means

ot exercises, without excluding the possibility ot giving these

exercises a performance dimension, ot using them in a

performance, as is show^n by this stone engraving of an ancient

Egyptian dancer (ill. 15). But as we have said, the objective ot

training is not utilitarian, at least not directly. The 'bridge',

handstands, etc., are the basis tor the development ot any

form of training, but especially training in an acrobatic

context.

Acrobatics

When one .mends ,i Kabiiki or Peking Opera perlormance,

one is struck by the perlormers' physical virtuosity. Actual

acrobatics litt the bodies and make them tly above the gnnmd
with an extreme lightness. The music, the costumes and the

props make these actions even mi>re spectacular, but what

most attracts tine's attention is the exaggerated and

unexpected repetition ot these acrobatic exercises. Then, tt>

our great surprise, the pcrtormcr stands up and in the most
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natural way imaginable, speaks without giN'ing 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 ot a slow-paced scene with a

surprise effect.

E.xamining this phenomenon more closely, one realises that

it is actually a process ot an actum 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

fend off 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

ot 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 ot 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 the law of gravir^\

Above and beyond the exercise, these victories reassure the

performer: 'even it 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)

16-19. (t(ip) Acrobat: sculpture from Tlatilco (National Museum ot

.Anthropology, Mexico City)- (right) .Actors and directors at the Bonn ISTA
(1980) during a practical session of acrobatic exercises. (above) Kabuki actor

acrobatic exercises in an 18th century print.
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20-22. (lop anJ Ix-Knv Iclt) AcroKuK tr.iuiini; iii ihc LMrlv years olGnUiwski's TiMir L.iKir.it.'

acroKitic exercise durins; Ms .ipprenuceship (I'HiS).

U''o>) llvl,'« n-l.n
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Training with the master

One does not usually see a director

working on training; it is equally rare tor

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, hut

must find resistances or he 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

\'ersa, the actor supports himself but at

the same time must he ready to avoid

tailing (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.

23-42. Eiit;cnio Barba guides the traininR ot

Colombian actor Juan MonsaKe, making hin

and develop a rhythm through precipe action

ISTA, 1980).
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Views of the Performer
AND THE Spectator
Ferdinando Taviani

1

Hisuirical and theoretical investigation ot the theatre is made

particularly usetul 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-

fuse and apparently obvious opinions about the theatre and its

history are in tact 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 ot them succeeds in trans-

mitting thoroughly to the other what sAie 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 to

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.

I believe that common sense demonstrates exactly the

opposite; it is the divergence, the non-connection or even the

mutual lack of awareness between the spectators' view ot the

performance and the performers' view of the performance

which makes theatrical art an art and not an imitation or a

replica ot the known.

It would be possible to demonstrate that those exalted

moments which have become legendary instances ot com-

munion between performer and spectator are moments in

which, in spite ot 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 nor 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 been 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 ot seeing into this

lite and will be able to make their discoveries.

II

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 ot 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 ot 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 ot 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

Garnett in 1908: 'I have a morbid horror of the theatre, and

it's getting worse. I 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-

ion 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?

Ill

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 serious when one examines the theatrical phe-

nt)menon a l>ostenori. They become extremely serious,

however, when they are examined a priori, from the point of

view of the makers of theatre and from the point of \iew of

the artistic process.
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1 . The art of seeing

... Tlic slowness ot tlic gesture makes all interpretations possible: tor example, the

woman wants to cry and so moves her hands up to her eyes, hut this action can

also be the image of her grief, which she brings closer so as to see it better. She
seems to draw up the water of her tears, the weight of the pain, then comes the

withdrawal from the cup of bitterness which she has drunk, the abdication from

life.

(Paul Chiudcl, Jnimw/, February, 1923)

The art of representation

When vou en in Noh, you put your hand in front of your face, but this is not ti>

show that you are cr>'ing, it is to dry the tears. The actu>n is completely neulnil and

consists ot drying tears, nothing more. It diKsn'i matter how yi>u do it, s<imc actors

lower their eyes, other actors lixik up. The simple action of drying tears h.is been

chivien as a paradigm tor the act oi cr>'ing. All other iinnccessiir>' gestures have

been eliminated.

(from an intcr\iew with Noh actor Hidci> Kan:e, 1971)

2. A paradoxical example ot the double projection of meaning: the Latin inscription on the Roman arch in Orange (France). According to the opinu>n commonly held by

epigraphists from 1866 to 1957, this inscription meant '."KUGLISTl F Dl\'l IV'Ll NEPOTI .-XL'GUST', but recently many scholars have decided that the 'iiiscnption' is

nothing more than a series of holes, part of the garlands and ornamentations car\ed on the arch.
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IV
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 ot artistic

expression, one can no longer maintain that a work has or

(Joes not have a meaning. In this case one must be 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 see 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 - is

understood even by thcise 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 centur\-.

i. The ancient spectator: an audience of courtesans watching jugglers perform

1 700 years ago. Drawing taken from a relief on a tomb in the province ot

Szcchwan. China.

4. The elegant spectator: The Lkc .monymous Enghsh engraving from 1781

(Theatre N4useum. London).

It is common knowledge that under certain ccmditions, 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 tine 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 become '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 basic meanings, the zones of

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 ha\e

its own and independent views.
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V
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 useful for

those who must begin at the beginning, that is, for the authors

of the performance, whose final goal is what the performance

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 combination 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 ahso 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'.' It 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 a 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 composition process. In addition, the result will

coincide with the totality of the instructions tor the use ot

theatrical means. In the second case, the process, the use of

the theatrical means, cannot be deduced from the desired

result but must be developed independently ot the theatrical

means, each i>ne dealt with according to its own principles.

The first case implies a centripetal prtncedure: the various

parts are collected and unified in the ctmtext of a plan. Jn the

second case, the process is centrifugal, it is developed and

ramified starting from one or more nuclei.

While the final state of a machine is 'gixxi', 'works', it it

corresponds exactly to the original plan and if each part func-

tions correctly and at the right place at the right time, the

final form a plant takes never corresponds to a plan, it is the

result - imaginable but unforeseeable - of an organic priKess.

I believe that it is more fitting to compare the work on a

performance to an organic growth rather than to the con-

struction of a machine. I believe, that is, that the results of

the analyses made by those who seek to understand how a

performance is .seen by the spectators are not ver\- helpful to

those who must make the performance live. This is another

way of putting the question concerning the divergence

between the views of the creator of the performance and

those of its spectators. It is, in fact, a block to the creative

process.

Examining a performance starting from the end of the pro-

cess reinforces the risk of becoming superstitious, ot believing

that what can be a sign in the spectator's eyes is not only a

sign in his eyes but a sign in and of itself

.

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 critical way or

otherwise - enjoy them, is an obvious distance and is ulti-

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 win) make the performance work.

The solitary- artist can have many preconceived ideas and

many superstitions but he will be saved by his instinct (that is,

by an experience which operates without needing to he for-
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mukited 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 tree to operate through trial and error hut must co-exist

with the experience and the willingness ot all those involved.

Under these conditions, theories and ideas about scenic art

become instruments tor orientation.

The possible autonomy ot the performer's view relative to

that of the spectator (and in specific cases, as we will see, rel-

ative to that ot 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 ot 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 ot theatrical actions.

Since it seems that the theatre must interpret, it also seems

'v:::

•^/^O Vt-(1^ /y^Si^:?!

. 'Jt^'-^i

7. The protesting spectator: Fighting lor room in an Engh^h the;itre at the beginning ot the 19th century (caricature print from 182 1).
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yrrtahL ft itd>nUihi<- fiu/i-

y..- A-/.''"

(^^arL'i Cf.yff'

-9. The spectators seen hy tlie actors: (above) tile peephole in the cm' : i

and (page 2ti2) in a Kahuki theatre from the same period (print hv Ippir i n ! ,:i ;

that its meaning must be given, Icnuwn, hetorehand, right trum

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 u'/iic/i remain sipis in their eyes only, while for

other people they are only interesting details, things, li\'ing 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.

VII

Some people thiiik that in order to make a performance

which says interesting things it is 'necessary to have some-

thing interesting to say'. Therefore, 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 themselves 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 oi work which

one prepares in order to receive them. They respond to an

ecology' of thought which programmed thought cannt>t

manage'.

In theatre, as has already been said, the situation is more

\\ the.itre at the be^'innint; ot the 18th century- (cnnravmj: hy Ch.irlcs 0>ypcl. i 72M
1770)^

delicate, more fragile. Awareness must be more acute because

the ecology of thought has to do with the minds ot 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, ot 'difficult

thoughts', is not found in the search 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 ot the artistic

process caused by the illusion that this process can be regu-

lated and oriented by the final meaning.

Many anecdotes have to do with what the person who goes

into a theatre experiences when no spectators are present: it

certain people appear by accident on the bare stage, it they

then look around and even speak, it seems as if they are in a

performance, it seems as it their actions have a presence

which transforms them into extra-ordinar>', spectacular,

theatrical actions. Max Frisch (in T/ie Pre-Pctae Diurv, 1950),

telling the story of an episode ot this kind which he expe-

rienced just after the war in a theatre where one ot his plays

was being rehearsed, says that this impression is caused by the

apron and the proscenium. He claims that they function like a

cornice and seem to say: 'Lixik here and yi>u will see some-

thing worth liH^king at, something which neither chance nor

time will be able to change, here vou will find the /asriiij; mean-

ill,;;, not fading flowers but the image ol flowers, 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

261



VIEWS

262



VIEWS

transtorm things into sigtis in their eyes. The apron and tlie

proscenium arch are, moreover, definitely weak artifices: their

effect doesn't last long. So temporary is their effect, in tact,

that when they seem to function almost because oi their own
power, transforming a casual fragment of daily life into per-

formance, they become the object of oft repeated anecdotes,

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 be

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-

prehensibiliry of a performance, and, on the other hand, its

life, is the degree of relationship between two zones: the rone

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.

VIII

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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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 m the

performance, a meaning which is equal tor 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 he 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, Monmge,

Restoration of Behaviour) . This case, however, is not an excep-

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 st>'le or professional

convention. The relativism of meanings is in fact more evi-

dent in those theatres which are not based on a written text

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 role 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 ormagata actors Kikugoro and Kawai Takeo as a princess and as Koume (Lictie Plum), respectively. Cancature by painter Okamoto
Ippei (1886-1948).
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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 hizarreness or craziness of the great master ot 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 Ivanov,

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 tor the actress who had to appear at the window.

It is strange that episodes ot 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 yet 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

ot 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-

ttirmers, 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-

fiirmances 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 be 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 self-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
observations, 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.

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 rt^le 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 ot the communication is essential,

that zone which is different from that underlying zone where

the two different meanings can separate, determining the pro-

fundity ot 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 vicissitude 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 been

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 lite.

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 he 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 he a dead

laboratory, a laboratory in ruins: it would tall prey to the

superstiticin according to which everything that has a meaning

tor the performer can magically acquire a meaning tor 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 ot the

themes which are inherent in the discussion ot the two views.
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When i)ne wishes to refer to something which is devoid ot

meaning and therefore open to all the meanings which can he

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

u ho 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,

Psychodiagnustics (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 ot 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

ot 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 ot

spatial rhythm. It 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

blots", and refuse to attempt to interpret them', it is singularly

interesting that a French translation ot Rorschach's work uses

the term 'tableau' to describe what are usually referred to as

'formless blots', as if to emphasise how little influence acci-

dent has had in their composition and how much influence

artifice has had.

From the initial selection ot images which met specific spa-

tial rhythm conditions, Rorschach made a further choice of a

series of ten images, each one ot which, in addition to having

its own internal rhythm, became an integral part of a general

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 comprehensive 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 ot the

images had a certain probability' ot 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 different

and unexpected view which, when the test results are ana-

lysed, is defined as 'particularly gtxxl'.

This aspect of the Rorschach test demonstrates, almost like

a model from a scientific laboratory-, what can be achieved by

the establishment ot a dialectic relationship between two

views which are strongly bonded to each other without an

accord necessarily having been imposed between them. This is

because Rorschach and his team, wanting to place the

cibserver in a position which would enable him to see plants

and animals, hunting scenes or family scenes, daily images or

mythological scenes, worked neither 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 ver^- precise and tested

\iews. 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 rhythms, montage of colour and symmetry, but

in order to elicit personal and unforeseen meanings.

16. Plate V from Rorschach's Psyc/uxtiognoslic: '... often, for example, task number five is intcrrrcied as a Kit. which it alsvi seems to resemble
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There exists a secret art of the performer. There exist

recurring principles which determine the life of actors and

dancers in various cultures and epochs. These are not recipes

hut points of departure which make it possible for an

individual's qualities to become scenic presence and to be

manifest as personalised and efficient expression in the

context of the individual's own history.

If we were to propose one single image to sum up all the

recurring principles which are the basis of the actor's and

dancer's pre-expressivity, it would be this Salome, a Eurasian

figure, between Orient and Occident, in St. Mark's Basilica

in Venice.

The figure's gentle yet sprightly gait is due to the precarious

balance produced by high-heeled shoes. A series of

oppositions divide the body into planes and project its energy

in various directions. This energy, neither masculine nor

feminine but vigorous and soft at the same time, animates the

chaste crimson tunic. The white vertical decorations dilate

the body, whose tensions are retained, and yet flow in

sinuous rhythm. The arms open asymmetrically: one hand

claims victory, the other negates the weight which it is lifting.

The mask'like severed head seems to duplicate the soberly

inexpressive face.

And somewhere between this persona and the dancer's T,

the cruelty which Artaud called 'rigour, perserverance and

decision seems to lurk.
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Marianne j0rgensen (Denmark), Christine Jouen (France),

Aderbal Junior (Brazil), Brigitte Kaquet (Belgium), Hossein

Karimbeik (Iran), Rolf Kassalicky (Germany), Takashi Kato

(Japan), Marianne Koning (Switzerland), Christoph Kiinzler

(Switzerland), Elsa Kvammc (Norway), Danielle Labaki

(Libanon), Flaura Liuten (Cuba), Francois Lauzon (France),

LeIio Lecis (Italy), Alain Legros (Belgium), Pierre Le Pichon

(France), Jaques Livchine (France), Eduardo Llanos (Peru),

Anna Maria L)liva (Italy), Rosato Lombardo (Italy), Juan
Mandli (Argentina), Philippe Malassagne (France), Giuseppe

Manzari (Italy), Liura Mariani (Italy), Carol Martin (USA),

Serge Martin (France), Daniele Mart>' (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 (Italy), Akira

Mark Oshima (Japan), Raul Osorio (Chile), Pascale Oyer
(France), Marco Paolini (Italy), Sonia Martha Paramos

(Argentina), Helene Patarot (France), Patrice Pavis (France),

Claudio Pedone (Italy), Ingrid Pelicori (Argentina), Brigitte

Pelissier (France), Bodil Persson (Sweden), Lynda Peskine

(France), Nicolas Peskine (France), Patrick Pezin (France),

Vernovika Piankino (France), Silvana Pintozzi (Italy),

Roberto Plebani (Italy), Netta Plotzki (Israel), Francois

Ponthier (Belgium), Nasrin Pourhosseini (France),

Jean-Marie Pradier (France), Nobertojose Presta

(Argentina), Ricardt) Angel Quiroga (Argentina), Luc

Quistrebert (France), Teresa Rally (Peru), Bernardo Rey

(Colombia), Vicente Re\uelta (Cuba), Hector Gustavo

Riondet (Argentina), Janne Risum (Denmark), Victor Rotelli

(Argentina), Katrin Riitger (Germany), Sergio Rubino (Italy),

Miguel Rubio (Peru), Franco Rufhni (Italy), Luis Octavio

Sartori (Brazil), Massimo Sarzi Amede (Italy), Nicola

Savarese (Italy), Nicole Sawaya (USA), Renata Scant

(France), Mirella Schino (Italy), Claudia Schneider

(Germany), Lilli Schwedhelm (Germany), Nin Scolari (Italy),

Beatriz Seibel (Argentina), Thomas Simpson (USA), Hanan
Snir (Israel), Andrea Soldani (Italy), Ileana Solis Palma

(Panama), Polona Sosic (Jugoslavia), Regina Steyaert

(France), Susanne Strasser-Vill (Germany), Klaus Tarns

(Denmark), Ferdinando Taviani (Italy), Costantino Themelis

(Greece), Alessandro Tognon (Italy), Francesco Torchia

(Italy), Toni Tordera (Spain), Salvatore Tramacere (Italy),

Matteo Trovisi (Italy), Rosario Uribe (Colombia), Tor Arne
Ursin (Norway), Gabriele Usberti (Italy), Gabriele Vacis

(Italy), Cristina Valenti (Italy), Jose Luis Valenzuela

(Argentina), Statania Vannucci (Italy), Pilar Varona (Spain),

Etelvino Vazquez Perez (Spain), Gaia Veron (Italy), Renzo
Vescovi (Italy), Ugo Volli (Italy), Philippe N'uilleumier

(Switzerland), Irmi Paggen W'abnitz (Germany). Gerdi

Wagner (Germany), Moriaki Watanabe (^lapan), Ian ^X'atson

(USA). Victor Weijie Yu (China), Christel VX'eiler

(Germany), Arne Worch (Germany), Masao Yamaguchi

(Japan), Walter Ybema (Germany), Giuseppina Zaccagnini

(Italy), Stephane Zissermann (France).
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- the authors, designers and printers of the following books;

La grammaire des formes et des styles: Antiquite; and La grammane des formes et des styles: A.sie (Office du Livre)

* We would also like to thank the following for having lent their photographs: Bihiioteca Teatrale del Burcardo (Rome), Eugenia Casini Ropa, Toni Cots, Sanjukta
Panigrahi. Mrinalini Sarabhai and the Darpana Academy of Performing Arts (Ahmedabad, India), Teatro Schahrazad (Stockholm)

272





A Dictionary Of Theatre Anthropology - The Secret Art of the Performer subtly juxtaposes the visual

demonstrations of the performer's craft, from a wealth of Oriental and Occidental sources, to uncover knowledge of

action in the heightened context of performance - from combat to religion and ritual. Whereas most Western reasearch

is concerned with naturalism and psychological realism in acting, the Dictionary focuses on the performer's arduous and

eclectic craft.

More than just a dictionary, however, this is a handbook for theatre practitioners and a guide for students and scholars

of transcultural performance. It is a result of ten years' research conducted by Eugenio Barba and the International

School of Theatre Anthropology (ISTA) based in Denmark. ISTA works with practitioners of theatre and dance from

the major Occidental and Oriental traditions to study the underlying principles of the performer's technique. It aims to

expand our knowledge of the possibilities of the scenic body, and of the spectator's response to the dynamics of

performance. The Dictionary has practical sections on balance, opposition and montage among other techniques, and

discusses other issues including The Text and the Stage, The Dilated Body, and Energetic Langiujge.

The visual essay of photographs, drawings and diagrams which runs parallel to the text is skillfully constructed to

compliment the textual argument. The result is not only a lavishly illustrated sourcebook on Western and non-Western

theatre - much of it until now little 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 as a

welder and sailor. From 1960-64 he studied theatre in Poland, spending three years with jerzy

Grotowski and writing the first book about him. In 1963, after a journey to India, he published

a long essay on Kathakali, a theatre form which had not previously been studied in the West.

He founded Odin Teatret in Oslo in 1964- He was awarded an M.A. in French and Norwegian

Literature and History of Religions at Oslo University in 1965. In Denmark in 1979 he

founded ISTA, the International School of Theatre Anthropology, and was awarded Ph.D.

honoris causa in philosophy from the University of Arhus in 1988.

He has directed the following productions with Odin Teatret: The Birdlovers (1965),

Kaspariam (1967), Ferai (1969), M>| Father's House (1972), Come! And the day will be ours

(1976), Anabasis (1977), The Million (1979), Brecht's Ashes (1982), The Oedipos Story (1984),

Marriage with God (1984), The Gospel According to Oxyrhincus (1985), Judith (1987), Talabot

(1988), The Castle ofHolstebro (1990).

Nicola Savarese
was born in Rome in 1945. He teaches History of Theatre and Performance at the University

of Lecce. He is among those theatre scholars who combine research into the past with a direct

participation in performance life. His studies deal with both the theatre of the Italian

Renaissance and the complex dynamic of the meetings between Asian theatres and

Occidental theatre. He has travelled widely in the Orient and particularly in Japan, where

he lived for two years. On the relationship between Oriental and Occidental theatres he has

published, among many other works, 1/ teairo al di la del mare (The Theatre Beyond the Sea

- Turin, 1980) and Teatro e spettacob fra Oriente e Occidente (Theatre and Performance

between East and West - Bari, 1989).
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