A Description of Rehearsal Techniques

Introduction

The techniques Netta Yashchin has been developing had their beginnings with Netta’s studies with Rina Yerushalmi, former NYU professor for experimental theatre and professor in Tel Aviv. Yerushalmi studied directing at Pittsburgh. She also worked as an opera director, as Moshe Feldenkrais’ assistant for 10 years, and lived with a guru in Japan for 2 years to study intensive performance techniques. 

The ideas and methods that resulted became a mix of eastern and western ideas, techniques and methods. The process recognises the importance of the group in the development of a show – the actor does not create in isolation, and also cannot always create at the same level every day. The ensemble does a lot of work in a circle (based on ideas form Japan and India) to emphasise the importance of creating in the group. The exercises tend toward the physical in an attempt to move the actor away from making familiar choices based on an intellectual reading of the text. By physicalising, following the physical impulse, and high levels of repetition, the performer taps into a fuller range of options to play the dynamic in the scene (see below). 

The process, and the ensemble that participate in it, also allow the development of the Theatre Laboratory (to the extent that it is possible with funding constraints etc.). The laboratory, as the name implies, is a place to experiment – not just for moments that can be made into performance, but also to develop actors as artists – through ensemble development such as physical exercises, meditations, the laboratory gives the artists the chance to create not just insightful entertainment, but to build on their own growth as artists and their ability to communicate truthfully onstage.

How The Actor Prepares

The actor should be ready for a lot of physical work. The process requires a lot of physical experimentation and building physical impulses into the performance of text – and, if the first experiments don’t work, the actor starts again from scratch.

Also, the actor should come to the rehearsal already knowing their lines, but with no preconceived notion of delivery. The process begins with the performer knowing ‘blank’ text to give, at first, a ‘white’ reading – a totally rote learning with no inflection. Even a small tendency toward an interpretation means the actor blocks the full range of possible directions that can be approached in rehearsal. 

Experimenting with impulse:  

Physical at first, then adding sound until the impulse has grown to the point that the actor accepts it as reality. Then apply it to the text to see what and how it works. In this way the actor isn’t imposing on the text, but using an impulse to try to find truth within the text that can be observed. Sometimes impulses suit the text and sometimes they don’t. A period of refinement is necessary.

The actor may think that the physical impulse they work from does not make sense – but the idea of the process is to move away from an intellectual ‘sense’ of the text and introduce, by means of the process and the actor’s willingness to enter into it, a fuller range of ideas for interpretation. Accessing a different part of the self creates more opportunities for the actor to explore, overcomes actors’ blocks by simply taking a different route in search of character, and helps the actor to simply play the words on the page, thinking the thoughts the writer has written, and finding the shape of the piece organically, rather than imposing an artificial structure onto the play.

Physical search for character:

The actor-text exploration provokes an original interpretation of character to avoid stereotypes, creating characters that are not borrowed from real life or remembered techniques.  Looking at the connection between actor and text using body and natural voice allows the body to be the focus of performance resulting in breaking through physical, mental, and emotional blocks. This approach utilises the whole human being to fully investigate the options of the text. 

The actor must find character within self, but in the most authentic way, without relying on what has gone before.  We must assume that we have whatever the character requires is within ourselves. The director is there to assist that process, but not to dominate. Like the sculptor finding the statue within the rock, the interpretation refers to the relevance of the character and the text to you now in your life.  

Ensemble: 

This must be a supportive environment to take risks in rehearsal and performance. As a result, actors’ patterns of speech, physicality and performance are broken and they find new elements.  The rehearsal and the performance have a live edge to them as the actors find new things about the show and themselves each time. This ‘breaking’ process does take a little extra time, but the freedom, exploration and creativity that then comes from the ensemble justifies this process.

Performances are very different from show to show, as the spontaneity that takes place in rehearsal is also encouraged in the performance. The show therefore evolves in front of the audience, who therefore play a strong part in creating every show; they are part of the creative process instead of sitting behind the fourth wall as passive spectators.

On furthering Netta Yashchin’s work in South Australia

The techniques described above were, when Netta Yashchin first came to this state in 1998, virtually unknown. The Yashchin Ensemble spent several years exploring those methods of experimental theatre making, and many of its former members were able to pass on some of this knowledge to other SA artists.

This project, THE GIGOLO… seeks to continue and consolidate that process. This is an opportunity to carry on the work and the reputation Netta Yashchin has established over the course of her career in Israel and Australia, and also to take it to its next level and apply these processes to an already established text.

This work is adding to South Australia’s cultural life by: 

· Providing a theatre experience that will challenge and excite audience expectations and understanding of performance, while remaining engaging and accessible for them.

· Introducing a new international writer of the highest calibre to this country

· Training a highly dedicated group of performers in new techniques as well as building on already existing knowledge.

· Providing employment and skills enhancement opportunities for SA theatre practitioners.

· Forming a catalogue of work from Yashchin, building from the foundation she created with handful of earth and Mnemosyne, 
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