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1. UvoD

V této disertaéni praci popisuji zplsob vzniku inscenace divadelniho studia
Farma v jeskyni Sclavi / Emigrantova Piser.

Na pocatku byl etnoscénologicky vyzkum v oblastech vychodniho
Slovenska, poznavani cizi rusinské kultury a zaznamenavani audio-vizualniho
materidlu. Primarné nebyl dQleZity zdznam, i kdyz bé&hem zkou$eni byl
nepostradatelny i pravé proto, Ze byl autenticky, se vSemi chybami, kterych se
napriklad nahravany zpévak dopustil, ale vnimani a sdileni pritomného momentu
z hlediska primé télesné Ucasti a uplatnéni vnitfné hmatového vnimani. Kazdy
hledal vlastni postup, jak si dané momenty zapamatovat, jak je zaznamenat.

Materidl z expedice - pisné, pribéhy, emigrantské dopisy, fotografie, knihy,
videa - jsme nejprve roztridili. Nejen dramaturg s rezisérem, ale i herci studovali
privezeny material a podavali o ném struc¢nou zpravu. Rezisér udélal konecny
vyb&r opét za Ulasti hercd, ktefi nebyli jen pasivnimi pfijimateli né¢eho pfedem
pripraveného, ale spolupodileli se na vzniku inscenace od samého zacatku.

Vybrany material jsme zkoumali pomoci napodobeni - 'mimesis'. To se
stalo vychozim bodem k vlastnimu tvofivému procesu 'poiesis', vyuzitim
komplexniho zazitku vnitfrné hmatového vnimani, tj. télesné zkusenosti: zrak,
sluch, vnitfni hmat. Nejednalo se nam primarné o napodobeni ve smyslu
podobnosti, ale o télesné osvojeni materiadlu, které nas priblizilo k jeho podstaté.
Napodobované jsme nepredvadéli, ale zkoumali a rozvijeli. Ve chvili, kdy jsme
presné a se vSemi detaily zopakovali napf. pisen, aniz bychom museli premyslet,
jak ji technicky zazpivat, mohli jsme na sebe nechat plsobit vztahy mezi
jednotlivymi tény, rytmus. Napodobena pisen vytvorila odezvu v téle a motivaci,
co by se mohlo stat dal. Tento proces nam otevrel dvere k tvofivé preméné
('poiesis'). Herec tuto preménu sledoval a fixoval do 'herecké partitury'.

Paraleln® s vyzkumem nespecifickych scénickych projevi se vyvijel

herecky trénink. Zde bylo predmétem zkoumani vlastni télo (tedy i hlas).

2. EXPEDICE

V bézném zivoté vnimame vnéjsi chovani (nespecifické scénické projevy)
bezdécné a podle O. Zicha je herec pro toto vnimani prirozené nadan. Na

vypravach do cizich kultur toto vnimani posouvame do roviny védomé. Nasim



cilem nebyl etnograficky prlzkum a sbirani faktl, ale patrali jsme po starych
kulturnich formach, po tom, s ¢im se v bézném zivoté v Praze, ale i v jinych
méstech Ize jen stézi potkat. Etnikum jsme nezkoumali jako celek, ale skrze
konkrétni lidi a vlastni zkusenost, kterou jsme rozvijeli pozdéji na zkusebné.

Ze slov jsme zachytili Udaje, ale z chovani, z toho jak ti lidé uchopovali
hrnicek nebo sedéli na pohovce, jakou méli barvu hlasu a tempo reci, jsme
vnimali hloubé&ji skryté véci. Spolecné zazitky z vypravy stmelily skupinu a
ovlivnily vznik inscenace.

Soucasti této kapitoly je i denik z expedice a stru¢né udaje o Rusinech.

3. TRENINK A ZKOUSENI

Trénink Farmy v jeskyni je mistem, kde se herec mize setkat s jinou
vyzvou nez pri studiu tvorivého Ukolu a kde se snazi o spontanni bytostné
vyjadieni vnitfnich procesl prostfednictvim télesné artikulace. Nejde vdak o
ustaleni hotovych estetickych forem a prvk{ vyjadieni, ale o rozvijeni citlivosti
smysld, reaktibility, o permanentni pokusy odstranit mentaini i fyzické limity, o
vyvoj spolecné techniky téla a hlasu. Podstatou tréninku je naudit se reagovat na
pritomny moment, zlepSovani dovednosti je jakoby vedlejSim produktem.

Soucasti tréninku je i jeho priprava a vedeni, kterych se herci aktivné
Ucastni s rezisérem. Herec je prirozené vyzyvan k sebereflexi i k reflexi celé
skupiny. UCi se Casové rozvrhnout aktivity na vice dni, stimulovat sebe i skupinu.
Trénink se tak stava samostatnou tviréi slozkou hereckého uméni.

Herecky trénink projektu Sclavi navazal na trénink projektu Lorca.
Zaroven se vyvinula Uplné nova cviceni. Snazili jsme neoddélovat pohybovy
trénink od hlasového, tvorbu od tréninku, ale naopak vSechny slozky propojovat.
Klicem ke sladéni skupiny a rozvrzeni vSech aktivit byl rytmus, ktery mél pozdéji

vliv na spolec¢né vnimani a vedeni rytmu predstaveni.

3.1. UVOD DO HERECKE PARTITURY 1.

Herecka partitura je v chapani Farmy v jeskyni strukturovany sled
vnitfnich a vné&jsich impulst, které vytvareji hereckou akci. Vnéjéi podoba akce

byva presné formalné zachycend, stejné tak i vztah mezi impulsem a vnéjsSim



vyjadrenim. Vnéjsim impulsem je napriklad akce partnera, hlas, zvuk, pohyb
scénografie, svételnd zména, prostor, povrch podlahy, kostym...; vnitfnim
impulsem jsou vyvolavané smyslové viemy zpusobujici vnitfni hnuti.

Podnétem k vytvoreni partitury je vSechno, co herec tvofivé zpracuje do
akce (pisen, intonace, text, fotografie, kostym...). Pro kreativniho herce se i sled

protahovacich cvi¢eni mGze stat impulsem k vytvoreni akce.

3.2. ZAKLADNI ELEMENTY TRENINKU

V této kapitole popisuji jednotliva cviCeni, ktera lze rozdélit do nékolika
skupin.

Individualné skupinova cviceni - 'uzemnéni', 'segmentace',

'individualni trénink'. V prvni fazi cvi¢eni je herec jakoby sam se svym télem a
prostrednictvim cviCeni své télo zkouma, v dalsi fazi zkouma vztah k prostoru a k
partnerovi a nakonec prechazi ke komunikaci s jednim ¢i vice partnery.
Komunikace probiha beze slov, herec musi naslouchat partnerovi a tzv. ho Cist
télem, reagovat na néj a odpovidat mu. Forma komunikace je urcena cvic¢enim.

'Uzemnéni' je zakladnim principem tréninku Farmy v jeskyni a vytvari
specificky tonus hercl. Byt tzv. uzemnény znamend citit centrum energie v
panevni oblasti. Herec posila (stlacuje) energii pres rozkrocené a pokréené nohy
do zemé a vyuziva pritom svou vahu. Energie proudi i v opacném sméru nahoru
pfes patef, kterd je uvolnénd a prodysna. Dochazi tak k plsobeni dvou
protikladnych vertikalnich sil. V pohybujicim se téle plsobi protikladné sily i
v horizontéale. Sily vychazejici z centra prirozené vytvareji napéti, zakladaji jakysi
vnitrni zapas, a davaji pocit rozpinajiciho se téla, aniz by byl herec prepjaty. Télo
je pripraveno k akci.

Partnerska cviceni - prace se sténou, 'vyvazovani', 'leader a slave'.

CviCeni nelze provadét bez partnera. Partnerem je v tomto pripadé i sténa.

'Leader a slave': jeden z partnery je leader - ten, ktery vede, a druhy slave -

ten, ktery nasleduje, a to vzdy a pouze prostrednictvim fyzického kontaktu.
Slave musi na leadra bez vahani reagovat pri zachovani zakladnich pravidel:
neprerusit kontakt a linii pohybu, nezatéZovat partnera vlastni vahou. Vedeni si
mezi sebou necekané predavaji. Zmeéna vedeni musi byt jasna a partnefi mezi
sebou o vedeni nebojuji. Herec se tak uéi byt otevieny vici zméné, kterd mize

prijit kdykoliv, neni fixovany na to byt jen veden nebo vést. Partner, ktery je



vedeny, se prirozené dostava do neobvyklych télesné tvarovych situaci, které
jsou pro n&j nezndmé a nebé&zné. V naprosté oddanosti vi¢i leadrovi vdak tyto
situace pfijima a prechazi pres né. Prekracuje nejen limity svého téla, ale péstuje
tim i zpUsob, jak se vnitfné otev¥it partnerovi.

Hlasovy trénink - Mariana Sadovska nas ucila techniku vychodniho
zpévu podobnou rusinské, kdy se vyuzivd predev&im hlavovych rezonatorl s
oporou Vv branici. Zde se vénuji jednotlivym cviCenim na rozezvuceni masky,
otevreni ténu, zvétSeni dechové kapacity atd.

Rytmicka cviceni a 'ikony' - Rytmickou artikulaci se u¢ime vnimat a
vytvaret v ramci kazdého tréninku. Rytmus napomadhd zapamatovat si urcity
vnitfni stav a dokonce ho mdze i vyvolat. Pracujeme s rytmem vytleskavanym,
vydupavanym, vyrazenym dechem, artikulovanym télem. 'Ikony' byl specificky
trénink vytvoreny z pozic taneénikl z Nizinského choreografie Svéceni jara.

Improvizace - Z improvizaci vznikla vétSina ‘'hereckych partitur'.
Materidlem byly pisné, intonace, pribéhy, fotografie a vyjadrovacimi prostredky

byly vétsSinou elementy tréninku ('ikony', 'individualni trénink', 'segmentace').

Soucasti tréninku i zkouseni je individudlni priprava, ve které jsou
zahrnuty dlouhodobé i kratkodobé Ukoly herce, jejichz individudlni rozvijeni ve
spoleéném tréninku by skupinu brzdilo. V ramci individualni pripravy si herec
posouva vlastni limity nebo pracuje na tom, co je potfebné se naucit ve vztahu k
novym Ukoltim.

Proces tréninku je pronikani dovnitf, do téla a vstupovani do jinég,
nepoznané reality. Herec by se mél dobre vedenym tréninkem zbavovat vlastnich
télesnych i myslenkovych kli§é a predsudkl, mél by se stavat celistv&jsim,
flexibilnéjSim a spontannéjsim. Tréninkem se snazime zjemnit smysly a probudit
je k vnimani co nejjemnéjdich detaild. Smysly ve cvi¢enich zamé&fujeme a
predstavujeme si napriklad, ze oci jsou jakoby v chodidlech. Nejde nam ale o to,
aby oci byly "jakoby" v chodidlech, ale aby se chodidla doopravdy divala a
komunikovala. Za rGzné ¢asti téla zamé&fujeme i udi a Usta.

Sluch jsme pouzivali i k tvarovani pohybu. Viliam nas instruoval, abychom
poslouchali, jak pohyb zni a jaké zvuky, vibrace vydava nase télo. Vibrace jsme
vysilali do prostoru, odrazeli je ode zdi, rozprostirali do podlahy. Citéni prostoru
jsme posouvali do védomé roviny.

Kazda zkouska - trénink se nesla v jiném rytmickém proudu, nezavislém

na individualnim biorytmu zucastnénych. Podle energie, ktera vladla na



zkuSebné, jsme se vrhali na sténu, zpivali pisné nebo pokracovali v
'individualnim tréninku'. Opakovali jsme 'ikony' a vydupavali rytmické struktury
ze Stravinského Svéceni jara nebo rusinskych pisni, prechazeli jsme na
partnerské improvizace. Nebyla Zadna hranice mezi tim, co je a neni dovoleno.
Museli jsme vSak dodrzovat nékolik zdsad: nenechat tzv. spadnout energii, a
bylo-li to nutné, zkousSet i prfes uUnavu; koncentraci zamérit na situaci, na
partnera, na detail cviceni, ale nikdy na sebeprezentaci; verbalné nevysvétlovat,

co bychom chtéli udélat ¢i zménit, ale jednat; za vSim hledat intenci.

4. MATERIAL

Materiadl, ktery jsme z expedice privezli, je prevazné zvukovy (pisné a
intonace). Dale jsou to dopisy psané z Ameriky na Slovensko a obraceng,
fotografie z expedice, Svéceni jara (hudba I. Stravinského a choreografie V.
Nizinského), vizudlni materidly a texty souvisejici s tématem emigrace,

scénografie.

4.1. PISNE
4.1.1. VESNICE NA VYCHODNIM SLOVENSKU

Na expedici jsme se potkali pfedevsim s hudebni kulturou Rusind, ktera si
uchranila aZ 300 let staré pisné. Vyznamné Zivotni okamziky Rusint jsou dodnes
doprovazeny zpévem, a to v mnohem vétsi mire, nez je tomu zvykem u bézného
vesnického ¢lovéka, natoz u méstského. Kazda z t&ch pisni ma svij pribéh, své
misto plvodu a interpreta. Je obrazem lidi, ktefi ji stvofili a zpivali.

Cit pro hudbu se u Rusinl pfirozené& rozvijel po cely Zivot a je pro né
prirozenym prostfedkem komunikace a prvkem spojeni v kolektiv. Pisni sdileji
momentalni radost i bolest, ale ani prozitek bolesti neni destruktivni. Naopak je

konstruktivni, protoZze emoci tvaruji pomoci pisné do estetické podoby.

Pisné jsem rozdélila podle mist, kde jsme se s nimi potkali poprvé.
Vétsinou to bylo i misto jejich plvodu. Popisuji, za jakych okolnosti jsme se s tou
kterou pisni seznamili a jak jsme s ni pracovali na zkuSebné. U nékterych pisni je

v Ve . o ré . Ve v v ré
mozne si poslechnout a srovnat puvodni verzi s verzi ze zkousky a z predstaveni.



K nejzasadnéjSimu setkani doslo ve vesnici Jarabina. Tam jsme potkali
zpévacky Annu, Danu a Hanu Derevjanikovy. Jejich zpév jsme diky vibracim
pocitili télesné. Nahrali jsme pres dvacet pisni: milostné, dratenické, balady,
vystéhovalecké, ukolébavky, erotické, svatebni, travnice. Ve vystéhovaleckych

pisnich jsme se poprvé stretli s tématem emigrace.

4.1.2. MARIANA SADOVSKA

V této kapitole popisuji spolupraci se zpévackou Marianou Sadovskou,
kterd vedla pro projekt Sclavi hlasovy trénink a spole¢né s Viliamem se podilela
na harmonizaci a hudebni dramaturgii. Rusinské zeny zpivaly casto na silu.
Mariana nas ucila jak silu nepouzivat, abychom o hlas nepfisli, jak ton otevrit a
rozprostrit do prostoru, jak docilit typické sytosti a barevnosti hlasu rusinskych
zpévl. Ke kazdé pisni nadla jiny kli¢ k uchopeni, takze jsme je dostali snadno do

téla. Prinesla také nékolik pisni z rodné Ukrajiny.

4.1.2.1. Vorobcici - herecka partitura II.

Mym Ukolem bylo osvojit si prostfednictvim partitury vytvorené z
elementd ‘individudlniho tréninku' piseft Oj letili voroblici (t&lem bez pouziti
hlasu). Musela jsem udrzet zaroveri rytmus plvodni partitury a rozdilny rytmus
pisné. Rezisér motivoval rezonancni kvalitu pohybu a zaroven hledal spojitost a
plynulost mezi jednotlivymi ¢astmi pohybu. Tim, Ze jsem zpivala pisen v pohybu,
dochazelo k montazi obou Urovni. V partiture Vorobdici se nakonec seslo nékolik
rovin: struktura z individualniho tréninku, pisen Oj letili vorobcCici a smich, ktery
byl rezisérem pridany az po nékolika reprizach.

Nejpodstatnéjsi pri montaznim vrstveni, které se déje paralelné, je
neztracet v mysli a v téle ani jednu ze slozek (smich, zpév, pohybovou
partituru), protoze jejich koexistence zhustuje vysledny vyraz. Pfi rozvijeni

partitury se vyraz rozvétvuje vic dovnitf nez navenek.



4.2. PRACE S INTONACEMI
4.2.1. PANI MITNIKOVA

V této kapitole popisuji setkani s pani Mitnikovou a jeji (nespecificky)
scénicky projev. Melodie, rytmus, barva hlasu a Spatna vyslovnost
spoluvytvarely silny, vnitfné hmatovy vjem. Projev pani Mitnikové srovnavam s
projevem hereckym a popisuji proces napodobeni intonace. Vyznam slov byl
upozadén a v tvorivém procesu se intonace stala pohybem a jednanim. Pouziti
intonace v situacich.

Pripravu intonace srovnavam s ucenim se textu role. Podtextem intonace
byla predstava, akce, rytmus, pocit, melodie, a to samé zprostredkuji divakovi.
Komunikace mezi jevistém a hledistém pak probiha na jiné nez znakové Urovni a
zaleZi na schopnosti divdka na takovyto zplsob sdé&lovani pFistoupit, otevfit se
mu. Znamena to také smifeni s faktem, Ze ne vSemu porozumi, ale postac¢i mu,

Ze to citi.

4.2.2. RUNINA

Prvni nahravka na minidisk pochazi z hospody ve vesnici Runina. V této
kapitole popisuji zaélenéni se do mistni komunity a zplsob, jak jsme s
nahravkou pracovali na zkusebné. Z nahravky jsme vybirali intonace a z nich
jsme vytvorili spoleCnou zvukovou kolaz k situaci 'Hospoda'. Vytvorili jsme nejen
zvukovou atmosféru hospody, ale intonacemi jsme zaroven vypravéli vlastni

pribéh.

4.3. SLOVA

"Slova se v inscenaci vyskytuji nepravidelné a uplatnuji se vic ve zvukové
nez vyznamové kvalité. Nékdy slova rostou z pisné nebo vytvareji kontrapunkt
akce. Zaznivaji v ukrajinstiné, rusinstiné, slovensting, vychodoslovenském
dialektu a cestiné a nemusi jim byt vzdy rozumét. Jsou to predevsSim citace

z dopis a promluv anonymnich vyst&hovalcd - ¢asto i citace intonaéni."*

! Z obalu CDSclavi / Emigrantova pige



4.3.1. EMIGRANTSKE DOPISY

Emigrantské dopisy jsme objevili az na druhé expedici u pana Lazorika.
Forma dopist se velmi ¢asto opakovala, protoze existovala dobova norma, jak je
psat. V&tdinou byly psané bez ha¢k( a &arek, bez interpunkce a velkych pismen
na zacatku véty, jednotlivd slova byla casto spojend v celek. K pochopeni
vyznamd slov pomahalo, kdyz jsme ¢etli dopisy nahlas. Zvuk jednotlivych
hldsek, jez napsana nedavala zadny smysl, nam casto odhalil spravny vyznam
slova.

Psany projev sméfuje k objektivité a ke ¢teni znakl a vyznamdi. Ctenar
potfebuje velmi silnou imaginaci, aby na né&j text zaplsobil, interpretuje si
vyznamy a predstavuje si je. Predstavuje si i zvuk slov, kterd bez hudebni linky
nemohou existovat, i kdyz obsahové néco znamenaji. I pfi ¢teni textu v duchu je
nemozné jakoby neslySet zvuk slov. Originalni rukopis emigrantskych dopisG
(vizudl) sdruzeny s prozodickou strankou, tak "apeluje na vnitfné hmatové
vnimani jesté ddraznédji: zatimco vizudlni vnimani je spojeno s odpovidajicim
odstupem a vytvari tak predpoklady k oddéleni objektu a subjektu (tj.
vnimaného a vnimajiciho), zvuk nam vnika pfimo do ucha", v pripadé cteni je
predstava zvuku v nds, "a nemlZeme se mu branit zavienim o& nebo
odvracenim pohledu..." (Vostry, 2008).

Kazdého zaujalo na dopisech néco jiného. PFribéh, grafika, rytmicka
nebo zvukova stranka, a dalsSi zvlastnosti, jako anglicko-slovenské novotvary
nebo stard zapomenutd slova. Rébert Niznik se pfi praci na herecké partiture
inspiroval tvarem pisma. Vnimal, "jak" je dopis napsany, ne "co" je v ném
napsané. V prvni fazi procesu se pismem stal. Prostfednictvim tvard a dynamiky
pisma, které ztélesnil, se podvédomé priblizil k pisatelovi a jeho sdéleni, k jeho
vnitfnimu hnuti, jez ho pfimélo dopis napsat.

Jeden z dopisi se vymykal tim, Ze byl napsany s hac¢ky a ¢asto se v ném
opakovala slova se souhlaskami S a ¢. Kdyz jsem cetla dopis nahlas, rytmus slov
a mékké souhlasky se ukazaly silnym zvukovym vjemem. Vybrané pasaze jsem
kombinovala s intonacemi pani Mitnikové. V obou pripadech byl vyznam slov
potlacen ve prospéch prozodie. Souvztahem intonace pani Mitnikové s dopisem

jsem si vytvorila zplisob mluvy, ktery je charakteristicky pro mou postavu.



4.3.2. JEDNODUCHA OPOVED

Jednoducha odpovéd’ je nazev dokumentu Borise Chykulaje o ukrajinském
exodu. V dokumentu ndas zasahla zpovéd ukrajinské prostitutky, kterd
presvédCuje nejen reportéra, ale i samu sebe, ze jeji prace "neni Spinava", ale
"umyvat zachody a podlahy" je Spinava prace, ze ma "krasné véci", ze "vydélala
tolik", kolik reportér nevydéld ani za pét let atd. Na konci rozhovoru se vsak
dozvidame, Ze na ni Cekaji doma déti, ke kterym se chce vratit. V této kapitole je

popsano, jak jsme zpracovali original dialogu do situace 'Prostitutky"'.

4.3.2.1. Prostitutky - herecka partitura III.

V této kapitole popisuji vznik herecké partitury, jejimz prvotnim
inspiracnim zdrojem byla fotografie. Na zakladé této fotografie jsem vytvorila
hereckou partituru, skrze niz jsem komunikovala s Majou. Vybrané momenty
jsme zafixovaly a kazda jsme si z nich vytvorila vlastni pfibéh, ktery se pozdéji
stal souldsti situace 'Prostitutky'. Partitura, kterd byla plvodné rozehrand v
celém prostoru, byla omezena na leh na zemi. Proslov prostitutky byl az posledni

instanci.

4.3.3. OSTATNI TEXTY

Novela Karla Capka Hordubal se objevila na zku$ebné az po pil roce
zkouseni. Dodala pribéh a postavy. DalSi texty slouzily predevsim jako inspiracni

Cetba k tématu emigrace.

4.4. VIZUALNI MATERIAL

Fotografie, kresby, malby, rukopisy a videa, tedy material vizudlni, jsem
rozdélila do ¢tyr kapitol: Expedice (fotografie lidi z expedice), Emigrace, Svéceni
jara (choreografie V. Nizinského, hudba I. Stravinského), Zdochynanie ovce.

Vizualni material jsme opét napodobovali a zkoumali vlastnim télem.



4.4.1. FOTOTGRAFIE Z EXPEDICE
4.4.1.1. Manzelé Priganzovi
4.4.1.2. Hana Priganzova - herecka partitura IV.

Pfedmétem téchto kapitol je setkdni s manzely Priganzovymi a
napodobovani jejich télesného vyrazu na zakladé fotografii.

Prvnim krokem je vnéjsi napodobeni. Druhym krokem je vnitfni
naslouchdni a hledani prechodl z jedné pozice do druhé. Ttetim je hledani
pohybu, ktery vyfotografované pozici mohl predchazet, a ktery nasledovat.
(Nejde vsak o logickou dedukci, ale ¢ekani na impuls z téla. Ztélesnéni vnéjsiho
vyrazu vyvoladva vnitfni odezvy, které ndsledné zase vnéjéi vyraz méni. Tvardi
myslenkové pochody se tak stavaji védomymi az nasledkem vlastniho fyzického
jednani.) Za ¢&tvrté jsme hledali chlzi a nakonec kazdodenni &innosti
fotografovanych osob. Cinnosti jsme rozehrali v prostoru a zacali komunikovat s
partnerem. Z vybranych momentd kazdodennich ¢&innosti jsme vytvofili
'hereckou partituru'.

Opakovanym napodobovanim, naslouchanim materidlu a improvizaci se na
partituru nabaluji nové a nové emoce a s nimi i nové pohyby a tvary. V partiture,
kterd se nakonec uplatni v predstaveni, zUstavaji "viditelné" jen nékteré z nich,
ale latentné jsou pfitomny vSechny ostatni. Vysledek je bohatsi o prozitky, které

se v herci béhem prace navrstvily.

4.4.2. EMIGRACE
4.4.2.1. Topic
4.4.2.2 Ellis Island

V kapitole Topi¢ popisuji, jak fotografie d&lnikd pracujicich v koteln& lodi
ovlivnila drzeni téla v nékolika situacich inscenace a stala se jednim z télesnych
symboll predstaveni. V postoji topi¢e se stfetdva tiha nakladu, ktery nese, i
odpor vG¢&i nému, mizeme v ném spatfovat i bojovnika ¢ekajiciho na ptileZitost k
utoku ¢i obrané. Topi¢ je délnik stejné jako my ve scéné 'Prostitutky’
predstavujeme gastarbeitery.

Z ostrova Ellis Island jsou fotografie emigrantd, prochazejici kontrolou

imigraénich Gfednikl. Na zakladé téchto fotografii jsme improvizovali.
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4.4.3. SVECENI JARA

Paralelné s rusinskou tematikou emigrace jsme se zabyvali i zivotem V.
Nizinského (byl to Slovan i emigrant). Pozdéji jsme tuto tematiku opustili, ale
studiem Nizinského jsme se dostali k hudbé I. Stravinského a k rekonstrukci
pGvodni choreografie Svéceni jara. Matejovym Ukolem bylo z rekonstrukce
vybrat choreografické prvky a napodobit je. Pojmenovaly jsme je 'ikony' a
zacClenili do tréninku. S ikonami jsme improvizovali a citujeme je v situaci 'Mezi
svymi'. V kapitole popisuji téz praci s rytmem. Uchvatily nas nepredvidatelné

akcenty a jakasi zemitost, coz jsou ostatné prvky vlastni nasi praci s télem.

4.4.4. ZDOCHYNANIE OVCE

DalSim materidlem byly osobni fotografie a videonahravky. Kromé dalSich

jsme zpracovali ritudlni tanec 'Zdochynanie ovce'.

4.5. SCENOGRAFIE

Kostymy jsme povétsing vybrali z &atl, privezenych scénografkou
Barborou Erniholdovou z vychodniho Slovenska. Hlavni prvkem scénografie je
prazdny prostor a hlinikovd maringotka. S maringotkou jsme nejprve
improvizovali a zjistovali jeji moznosti. Maringotka nebo jeji ¢asti se preménily v
hudebni ndstroj, vagén plny emigrantd, hospodu, dim, prostfeny stdl, svatebni
koCar atd. Technické ovladnuti maringotky bylo na prvnim misté, potom bylo
mozné akci s maringotkou rytmicky rozfazovat a motivovat tak, aby se z

manipulace s maringotkou stalo jednani.

5. CESTA K HERECKE POSTAVE

V této kapitole popisuji, jak jsme se dostali k postavam diky pribéhu
Hordubala, jak jsem vlastné Zadnou postavu neméla a odvozovala jsem ji od
toho, co se dé&lo kolem mne: od hereckych partitur, akci partnerl, od toho, jak
jsem se postupné szivala s jejich pribéhy, které jako bych dotvarela a

dopomahala k jejich uskutecnéni. Pozorovat a nebyt zpozorovana, védét o
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kazdém Sustnuti na scéné, komentovani situaci z vnéjsiho pohledu, spiklenectvi,
soustredéni na rytmus, tén, dynamiku atd., to vSe predurcovalo mé jednani,
chlzi, gesta, pohledy. Jinak jsem si poéinala v situaci, kdy jsem byla omezena
presnym rytmem nohou, nez v situaci, kdy se nohy mohou pohybovat nahodile.
Nebyla jsem zodpovédna jen za svij vystup, ale i za nasledujici, za to, jakou
jsem svym kolegim zanechala v prostoru energii. Délala jsem pomysiny most
mezi situacemi nebo mezi jednotlivymi partnery. Mentalné jsem se podilela na

situacich, i kdyz jsem byla uvnitf maringotky a nebylo mé vidét.

6. ZAVER
Od etnoscénologikého vyzkumu k inscenaci

Od napodobeni k tvorbé

V projektu Sclavi nebylo dopredu ureno nic. Nedostali jsme zadny text ani
role, nebyly ndm ukdazany kostymy ani navrh scény, neexistovaly postavy. Prvni
¢tenou zkouskou pro nas byla expedice na vychodni Slovensko. Vnimani
nespecifickych scénickych projevd jsme posunuli do védomé roviny: celé télo
bylo v jakémsi pohotovostnim rezimu.

Poznavani ciziho smérovalo k tomu, abychom je pochopili, sblizili se s
mistnimi lidmi a ptizpGsobili se jejich zvyklostem: nebylo moZné bez snahy byt
na chvili sou&asti jejich osudl, tedy bez empatickych schopnosti, které jsou pro
hercovu praci nepostradatelné. Etnikum jsme nezkoumali jako celek, ale na
osudech jednotlivcd, pfimou cestou zkuSenosti, kterou ndm predavali.

Zda se, ze staré pisné, a to samoziejmé nejen v kultufe Rusing, slouzily k
uleveni bolesti, k rozvinuti a tvarovani silné emoce do estetické podoby.
Neprijemné zazitky se tak stavaly snesitelnéjSimi a radostnéjsSi se naopak
nasobily.

Nespecificky scénicky materidl jsme zkoumali prostfednictvim herectvi a
prichazeli na to, co hybe ¢lovékem a jak to souvisi s télem. Prvni krok k osvojeni
materidlu jsme ucinili na expedici, kde Slo vlastné o priblizeni, druhym krokem
bylo jeho utfidéni, zpracovani a prozkoumani “u stolu“. Teprve po selekci
materiald jsme pFistoupili k tfetimu kroku, a to k jeho prozkoumdni na vlastnim
téle - napodobenim. Prostfednictvim napodobeni jsme se dostavali k jadru

materialu.
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Schopnost zapamatovat si vnitfné hmatové vjemy podvédomé rozviji
herecky trénink, a to detnosti nevSednich té&lesnych prozitkG (&asto
dezautomatizaci pohybu). Zkoumani vlastniho téla prostfednictvim hereckych
cvideni tak mélo zasadni vliv na vznik inscenace a na vyvoj hercl, ktefi se udili
vést a strukturovat osobni trénink, ale i trénink skupiny.

Tréninkem nevytvarime estetické formy vyjadrovani, ale rozvijime
plasticitu téla a schopnost vyjadrit, resp. rozvinout vnitfni impulsy
prostrednictvim télesné artikulace emocionaloniho procesu.

Herecka partitura Cini vysledné hercovo jednani a vyraz nendahodnym. Pri
praci s partiturou se vyuzivd principu montaze, kdy se kombinuje nékolik
rlznych partitur dohromady. Pro herce je podstatné neztratit v téle a v mysli ani
jednu z nich, ackoliv se vzajemné mohou negovat. Jejich spolec¢né trvani
zhustuje vysledny vyraz.

Nikdo z nas herch netusil, jak velkou & malou Glohu bude v inscenaci
'hrat'. Az po pul roce Viliam s Janou Pildtovou pustili na zku$ebnu pfib&h
Capkova Hordubala. Prvotni tedy byl vyzkum, jehoz herecké rozvijeni se rovnalo
spole¢né praci na inscenaci. Objevovali jsme pribéhy emigranti ne podle
hotovych konceptl a kli§é, ale hereckym vyzkumem emigrantskych dopist, pisni
a dalSich nespecificky scénickych projevl. Ne$lo vak jen o emigranty, ale
predev$im o Rusiny a jejich osudy zde a ted. P¥i napodobovani jejich projevi
jsme se angazovanim vlastni télové zkuSenosti i fantazie dostavali k pochopeni
»archetypalnich® zdroji téchto projevl a jejich tvaréi rozvijeni pro nds

znamenalo objevovani jejich obecnéjsiho smyslu.
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MIMESIS AND POIESIS

From the ethno-scenic research to acting in the performance of
Farm in the Cave - Sclavi / The Song of an Emigrant

AUTOREPORT



1. INTRODUCTION

The aim of this thesis is to describe the development of the performance
Sclavi - The Song of an Emigrant.

At the beginning we organized an ethnologic research in the east Slovakia
region to meet the then unknown Ruthenian culture and record audio visual
material. The recordings were not our principal goal though they proved very
valuable while rehearsing later on. The true authenticity of the recordings, all
sorts of mistakes that the singers made, directly sharing the moments and
applying the inner touch perception proved to be essential. Each of us was
looking for our own way of remembering or recording those moments.

At first we had to sort out the collected material - songs, stories, letters,
photos, books, videos. Both dramaturgist with director and the actors were
studying the material and were referring to the others. The director made the
final choice but again with the help of the actors, who were not just passively
accepting something prepared, but rather were actively creating the performance
from the very beginning.

We were examining the chosen material through imitation - 'mimesis’.
That became the starting point for the creative process itself - 'poiesis' - process
of using the complex experience of inner touch perception: sight, hearing and
inner touch. We did not mean imitation as being similar but rather as the
corporal assumption of the material and thus we were able to get closer to its
substance. The imitated materials were not presented but rather explored and
developed. When we were able to repeat for example a song automatically with
all the details and without any thinking, than we could follow the impression
induced by the relation between the separate tones and rhythm.

The imitated song evoked a vibration in the body and motivation to further
development. This process opened up the way for creative adaptation ('poiesis').
An actor was following this adaptation and fixed it into an actor's score. Together
with the research of the non-specific scenic expressions we developed the actor's

training. We were focusing on our own bodies (voice included) exploration.



2. EXPEDITION

In the ordinary life, we perceive behaviour of the others (nhon-specific
scenic expressions) unwillingly, and, according to O. Zich, actors are naturally
talented for such perception. When exploring other cultures, we shift the
perception into the conscious level. Our goal was not an ethnographic research
and data gathering. We were rather searching for old cultural forms, things that
are indeed hard to meet in cities. We did not explore the ethnicity as a unity, but
through understanding to particular fates and our own experiences, which were
later cultivated during rehearsing.

This chapter also includes the diary of the expedition as well as brief

information about Ruthenians.

3. ACTOR'S TRAINING AND REHEARSALS

During the training of Farm in the Cave, actor can meet different
challenges than while working on a creative task. While training, we are trying to
express the essentially spontaneous inner processes by body articulation. It's not
the aim to fix finished aesthetic forms and features of expressions. We are
trying: to develop the susceptibility of the senses, to get rid of mental and
physical limits, to develop the common body and voice techniques. The
substance of the training is to be able to react to a present moment.
Improvement of skills is a 'side effect' of this process.

Part of the training consists also in its preparation and leading it; both,
actors and director take part in it. Actors are naturally challenged to self-
reflection and reflection of the whole group. They are learning to lay out the
amount of activities into longer period, stimulate themselves as well as the
others. Thus the training becomes an independent component of the acting art.
The actor's training for the Sclavi project followed the training of the Lorca
project. At the same time completely new exercises were developed.

We were trying not to separate the body and voice training, and creation
from training, too but connect all the components together. The key factor of
harmonization of all activities within group was the rhythm, which Ilater

influenced the common perception, and also the rhythm of the performance.



3.1. ACTOR'S SCORE

The score, as we understand it in Farm in the Cave, is a structured stream
of inner as well as outer impulses, which create the dramatic action. The outer
form is usually precisely fixed, as well as the relation between the inner impulse
and its outer expression. The outer impulse is, for example, an action of a
partner, voice, sound, movement, stage set, light change, space, floor surface,
costume... The inner impulse might be represented by a sensual percept evoking
an inner movement. The impulse to create can be anything that actor transforms
into an action (song, intonation, text, photos, costume...). A creative actor can

transform even a stretching exercise sequence.

3.2. BASIC ELEMENTS OF THE TRAINING

Different exercises, used in our training, can be divided into several
groups.

Individual - group exercises - 'grounding', 'segmentation', 'individual
training'. In the first phase an actor is sort of alone with his body and is
exploring it through exercise. In the next step he explores the relation to the
space and a partner finally shifting towards communication with one or more
partners. The communication is wordless and the actor must listen to the partner
and so-called read him/her with the body, react and answer. The form of
communication is given by the exercise.

Partner exercises - 'working with the wall', 'balance' and 'leader and
slave'. Those exercises are impossible to do without a partner. The wall can be a
partner as well.

Voice training - Mariana Sadovska was teaching us eastern singing
techniques, which are similar to the Ruthenian ones. It mainly uses the head
resonators and diaphragmatic support. Here, I am focusing on practises to
vibrate the facial mask, open the tone, improve the breath capacity etc.

Rhythmical exercises and 'Icons' - We are learning to perceive and
create the rhythmical articulation during each training. The rhythm helps to
remember particular inner state or it can even evoke it. We work with stamped,

breathed out or body articulated rhythm. The Icons represent a special training



created from the positions of the dancers in Nijinsky's choreography of Rite of
Spring.

Improvisation - In improvisation we discovered most of the actor's
scores. Material included songs, intonations, stories and photos. To transform
and express them, we used elements of training (Icons, individual training,
segmentation).

The training included individual work as well. During that time, the actors
worked on long or short-term tasks, which would slow down the company if
worked on together. In the individual preparation, the actors push their own
limits or work on things necessary to master in new tasks.

The process of training involves entering into the body as into the new,
unknown reality. Within a well lead training, actors should get rid of their
personal body and mind clichés. They should become more integral, flexible and
spontaneous. We are aiming to sharpen our senses, make them ready to
perceive the smallest details. During the exercises we exchange the senses; we,
for example, imagine the eyes to be on our feet. We do not want to pretend
having eyes on our feet, but to achieve that we do indeed look and communicate
through our feet. We were trying to put our mouths and ears to different parts of
the body as well.

We were also using the hearing to shape a movement. Viliam (the
director) was instructing us to listen to the sounds and vibrations of movements
or our bodies. We were sending the vibrations into the space, rebounding them
from the walls and spreading them on the floor. We were shifting the perception
of the space into the conscious level.

Each rehearsal was carried out in different rhythm, independent on the
individual biorhythms of the participants. According to the energy that was
present in the rehearsal space, we were throwing ourselves against the walls,
singing songs or developing the 'individual training'. We were repeating 'Icons’,
stamping the rhythmical structures from Rite of Spring or Ruthenian songs,
moving to partner improvisations. There were no borders as for what is or is not
allowed. Nevertheless, we had to obey a few rules: not to let the energy fall
down, and, if it was necessary, to work being tired. We focussed on the
situation, partner or detail in an exercise, but not on self-presentation. We never
explained verbally, what we would like to change or do, but act and find an

intention in everything.



4. THE MATERIAL

The material brought from the expeditions is primary audio (songs and
intonations). Then there were letters written form USA to Slovakia and vice
versa, photos from the expedition, The Rite of Spring (Stravinsky's music and
Nijinsky's choreography), visual material and texts connected to the topic of

emigration, stage design etc.

4.1. THE SONGS
4.1.2. VILLAGES OF EASTERN SLOVAKIA

During our expeditions, we mainly met the music culture of the
Ruthenians, who kept songs sometimes 300 years old. The important moments
of their life are always accompanied by singing, by far more than is common for
an ordinary villagers or even city inhabitants. Each of those songs has its own
story, its place of origin and the exponent. It is the picture of the people who
created it and were singing it.

The Ruthenian's sensibility to music was naturally developing all their
lives, and is a natural way of communication and element of connecting the
community. They share both, joy and pain, through the songs, what makes the
pain sharing not destructive. It is rather constructive way, because, thanks to
songs, they can shape the emotions into an aesthetic form.

I divided the songs according to the places, where we met them for the
first time. Usually it was a place of their origin. I am describing, under which
circumstances we met the particular song, and how did we work on it during the
rehearsing. Some songs are given in more versions (original, rehearsal,
performance form), so it is possible to evaluate the difference between particular
versions.

The most fundamental meeting took place in the village called Jarabina,
where we met singers Anna, Dana and Hana Derevjanikovy. We could even felt
their singing through the vibrations. We recorded over twenty songs: love songs,
tinker songs, ballads, emigrant songs, lullabies, erotic songs, wedding songs,

and haymaking songs. In the emigrant songs, we met the topic of emigration.



4.1.2. MARIANA SADOVSKA

In this chapter I am describing the cooperation with the singer Mariana
Sadovska, who was leading the voice training of the Sclavi project, and, together
with Viliam, made the harmonization and musical dramaturgy. The Ruthenian
women were often singing with a lot of force. Mariana was teaching us to use the
force, while not losing the voice, to open the tone and spread it in the space,
how to reach the colour and satiety typical for the Ruthenian singing. She was
able to find a simple key to each song, and thus made it possible for us to

embody the songs. She also shared with us some songs from her native Ukraine.

4.1.2.1. VOROBCICI - ACTOR'S SCORE II.

My task was to acquire the song Oj letili vorobcici by making actor's score
based on individual training (just by body, without the voice). I had to keep the
rhythm of the original actor's score concurrently with the rhythm of the song.
The director was motivating the resonance quality of the movement, and at the
same time was looking for the connections and fluency between the separate
parts of the movement. According to singing a song by movement, both levels
created montage. In the score Vorobcici, we finally mixed several levels: the
structure from the individual training, the song Oj letili vorobcici, and laughter
added after few re-runs.

The most important feature, while assembling different layers, is to keep
all the components in the mind and body at the same time (laughter, singing,
movement score). The coexistence of all condenses the final expression. When

developing the actor's score, the expression is developing more inward then out.

4.2. WORKING WITH INTONATIONS
4.2.1. MRS. MITNIKOVA

In this chapter, I am describing the meeting with Mrs. Mitnikova and her
(non-specific) scenic expression. The melody, rhythm, voice colour and incorrect
articulation together created a very strong inner touch percept. I am comparing

the utterance of Mrs. Mitnikova with the dramatic expression, and I am
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describing the process of imitating her intonation. In the creative process, the
meaning of the words faded into the background, and the just the intonation was
transformed into the movement and action.

I am comparing the preparation of the intonation with learning a dramatic
text. The subtext of the intonation was an image, action, rhythm, feeling,
melody, and we are trying to mediate the same to the audience. The
communication between stage and auditorium happens on a different level than
the language of signs. It depends on each of spectators, if they are able to open
to such a way communication and to accept it. It also means to put up with the

fact that they won't understand everything but rather feel it.

4.2.2. RUNINA

The first record comes from a pub in a village Runina. This chapter
describes our integration in the local community, and our work with the record
during rehearsing. The record served for selection of the intonations to create a
collective sound collage for the 'Pub' scene. We no only created pub atmosphere,

but also at the same time, the intonations told their own stories.

4.3. WORDS

"Words appear irregularly and rather than meaning they convey sound
quality. Sometimes the words stem from a song or create the action
counterpoint. They are heard in Ukrainian, Ruthenian, Slovakian, East Slovakian
dialect, and Czech, and they need not be audible. They are predominantly
quotations - often intonation quotations, form letters and dialogues of

anonymous emigrants."?

4.3.1. EMIGRANTS' LETTERS

We discovered emigrants' letters at Mr. Lazorik during our second

expedition. The letters form often repeated, because there existed a period norm

! From the CD Sclavi cover / The Song of an Emigrant



how to write them. They often lacked wedges and accents, there was no
punctuation, nor capitalization, and words were frequently compounded. To
understand the meaning of the words reading aloud helped. Each individual
sound, although senseless when written, gave often meaning when uttered.

Written text leads to objectivity and to reading symbols and meanings. To
be impressed by a text, the reader needs strong imagination to interpret
meanings, and to visualize them. The reader imagines the word sounds, which
can not exist without musical link, even though their content carries some
meaning. It is virtually impossible not to hear the word sound while reading it.
Original handwritings of emigrant letters (visual) combined with the prosodic
aspect "appeals to internal haptic perception even more: while visual perception
is connected with certain distance and creates thus presumptions for
differentiation of object and subject (i.e. sensed and sentient), the sound enters
directly our ear"; in case of reading the idea of sound is already inside us, "and
we can not defend by closing our eyes or looking the other way..." (Vostry,
2008).

Everyone was interested in different aspects of the letters - the story,
graphics, rhythm, sound or other peculiarities such as English-Slovak
neologisms, or historical and forgotten words. While working on his actor's score,
Rébert Niznik was inspired by the shape of letters. He focused on "how" the
letter is written rather than "what" it comprises. In the first phase he became the
writing. Via the shapes and dynamics of the writing he embodied, he
unconsciously neared its writer and its message, to the inner force, which had
made the author write it.

One of the letters was exceptionally written using wedges and often-
repeated words with consonants S and ¢. When read aloud, the word rhythm and
soft consonants showed strong audio perception. I combined chosen fragments
with the intonations of Mrs. Mitnikova. Conjunction of Mrs. Mitnikova intonation
with the letter by the way created the specific speech of my character. The word

meaning was in both cases suppressed in favour of prosody.



4.3.2. SIMPLE ANSWER

Simple Answer is the title of a documentary film about Ukrainian exodus
by Boris Chykulaj. The documentary contains a striking confession of a Ukrainian
prostitute, who convinces both, the reporter and herself, that her job is "not
dirty," but wiping floors and toilets is; that she owns "beautiful things"; that she
has "earned so much" that the reporter cannot make within five years, etc. At
the end we learn that she has children waiting for her at home and she wants to
see them. This chapter deals with our realization of the original dialogue into the

'Prostitute' scene.

4.3.2.1. Prostitutes, Actor's Score III.

This chapter describes the creation of an actor's score, whose primary
inspiration was taken from a photograph. Based on the photo I created the
actor's score used to communicate with Maja. We chosen and fixed certain
moments that created our own story, later a part of the 'Prostitute’' scene. The
score, originally acted in the whole space, was limited to lying on the floor. The

'Prostitute’ speech was the last stage.

4.3.3. OTHER TEXTS

Hordubal, a novel by Karel Capek, appeared five months after our
rehearsals beginning. It provided stories and characters. Other texts primarily

served as a source of inspiration to the topics of emigration.

4.4. VISUAL MATERIAL

Photographs, drawings, paintings, manuscripts and videos, all visual
material, I have divided into four chapters: Expedition (photographs of people on

expeditions), Emigration, Rite of Spring (V. Nijinsky choreography, I. Stravinsky



music), Zdochynanie ovce. The visual material was mimicked and explored by

our bodies.

4.4.1. EXPEDITION
4.4.1.1. The Priganz
4.4.1.2. Actor's Score III.

The subject of the following chapters is meeting the Priganz, a husband
and wife, and mimicking their physical expression based on the photographs.

The first step is external imitation. The second is inner listening and
seeking the transitions from one position to another. The third is searching the
movements, which might have preceded and succeeded the photographed
posture (Rather than a logical deduction, it is a waiting for a body impulse. The
embodiment of external expression invokes inner echoes, which consequently
change the external expression. Creative trains of thought become conscious due
to the actual physical action). The fourth step was exploration of walk and
everyday routines of the photographed persons. We acted out their activities and
began to communicate with the partner. From selected everyday activities we

composed the actor's score.

Repeating imitation, listening to materials and improvisation brings to the
score new emotions, and thus new movements and shapes. Only some of them
remain "visible" in the final score used in performance, but even the unused
ones are, however, latently present in the final score. The actor's impressions,

experienced through the working process, greatly enrich the result.

4.4.2. EMIGRATION
4.4.2.1. Stoker
4.4.2.2 Ellis Island

The Stoker chapter describes how a photograph of stokehold workers
affected body postures in several play scenes and became one of the physical
symbols of the performance. The stoker posture represents the load weight he

bears, and the resistance against it; it may embody a fighter waiting for an
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attack or defence. The stoker is a worker like, us representing gastarbeiters in
the 'prostitute’ scene.
The pictures of emigrants passing the immigration check on Ellis Island
were used for our improvisation.
4.4.3. RITE OF SPRING

In parallel to Ruthenian topics, we also explored the life of V. Nijinsky
(both Slav and emigrant). Later on, we left the topic of V. Nijinsky, while became
interested by the music of I. Stravinsky and by reconstruction of the original Rite
of Spring choreography. The task of Matej was to select the choreography
elements from reconstruction and copy them. They were named 'icons' and
became part of our training. We used 'icons' for improvisation, and we quoted
them in the scene 'Among our own'. This chapter also describes the work with
rhythm. We were grasped by unexpected accents and certain earthiness, which

are also elements of our own bodywork.

4.5.4. ZDOCHYNANIE OVCE [Perishing of a Sheep]

The following materials were personal photographs and videos. Among

many we worked up a ritual dance 'Zdochynanie ovce.' [Perishing of a Sheep]

4.5. STAGE DESIGN

Costumes, put together by stage designer Barbora Erniholdova, were
obtained by gift or purchase in Eastern Slovakia. The main stage element is
empty space and an aluminium car. At first, we experimented with the car
exploring all its possibilities. The car and its parts turned into a musical
instrument, a wagon full of emigrants, pub, house, laid table, wedding carriage
etc. We primarily managed the car technically, and then we rhythmically phased

and motivated the acting with it.

5. THE WAY TO THE CHARACTER
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The chapter informs, how we created the characters according to the
Hordubal story; how I was missing the character, and had to derive it from my
surrounding actions, namely from: actor's scores, partner actions, from my
gradual familiarization with their stories, which I read into and help them
realized, to observe and not be observed, to know about all on the stage, to
comment on the scenes from the outside perspective, conspiracy, concentration
on rhythm, tone, dynamics, etc. These all things predestined my acting, walk,
gestures, looks. I acted differently, when I was limited with the exact feet
rhythm than in the situation, when my feet might move freely. I was responsible
not only for my performance, but also for the energy I left on the stage for my
colleagues. I laid an imaginary bridge between situations or individual partners. I
collaborated mentally on situations, even though I was in the caravan and not

visible.

6. CONCLUSION
From Ethno-scenic Research to Performance

From Imitation to Creation

In the project SCLAVI, nothing was planned in advance. We did not
receive any text, any parts, neither costumes nor stage design was known, and
there were no characters given. The first rehearsal was our first expedition to
Eastern Slovakia. Understanding the unspecific stage elements was moved to our
consciousness: the whole body was in certain stand-by mode.

The learning of unknown leads us to understand, brings us closer with the
local people and adapts us to their habits: without effort, without emphatic
abilities - so crucial for actor's work, it would not be possible to become a part of
their fates. We did not explore the ethnicity as a whole, but trough individual
fates, the straightforward way of experience, which they passed on to us.

Old songs seem, not only in the Ruthenian culture, to serve to ease the
pain, to evolve and shape strong emotions into an aesthetic form. Unpleasant
experience thus became more bearable and more cheerful.

The unspecific scenic material was explored via acting, and we learned
what moves man and what is its relation to the body. The first step to master
the material was on the expedition, which was in fact its approaching; the

second step was sorting, processing, end exploring "at a table". After the
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material selection we realized the third step, which meant exploring the material
by our own bodies - via imitation we reached the material core. Actor's training
subconsciously improves the ability to remember inner haptic perception thanks
to frequency of uncommon body experiences (often connected with the
movement dezautomatization). Exploring our own bodies via acting exercises
had a fundamental impact on the performance creation and personal
improvement of the actors, who were learning to manage and structure their
personal and group training.

The training creates no aesthetic means of expression, but develops body
plasticity and ability to express internal impulses via physical articulation of
emotional process.

Actor's score makes performer's acting and expression non-accidental.
Working with the score uses montage principles - combining several scores
together. The important for actor is to keep still in both, his mind and the body,
all scores, even though they might be contradictory or even negating each other.
Their mutual being enhances the final expressions.

None of us actors anticipated how major or minor role we will 'play' in the
performance. Half a year later Viliam and Jana Pilatova let the Hordubal story by
Capek enter the rehearsals. The research was thus primary, and its development
by actors' means was equal to the work on the performance. We explored the
emigrant stories without ready concepts or clichés, but via acting research of
emigrants' letters, songs and other unspecific scenic expressions. Not only the
emigrants mattered, mostly it was Ruthenians and their fates, here and now. By
imitating their expressions we engaged our physical experience and fantasy to
achieve understanding the archetypal sources of these expressions, and their

creative development meant for us exploring their more general meaning.
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