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13TH PRAGUE QUADRENNIAL RUSSIAN NATIONAL EXPOSITION 

June 18-28, 2015 Prague / September 29, 193% Moscow 
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Scene: Moscow, 12 Brusov lane, appt 

Weather: Autumn. Drizzle. 

Date: 29 September 1933, 1.42 pm 
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He is Meyerhold. 
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1 often wake up at night in cold sweat at the thought that I'm getting banal, 

wat everything is 100 well m my life and that will die under a thick bed quilt. 

I think I've stopped being inventive”. 
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A director-reformer, actor, educator, theatre 

researcher, creator of the acting technique 

called “hiomechanics™. Meyerhold is daring, 

unpredictable, incomprehensible, like Russia 

itself. A tireless experimentalist, he challenged 

the traditional theatre and spent his life 

searching for his own, new one. 

Meyerhold was an ideas man and tried practi- 

cally everything. “My rival” — Picasso jokingly 

called him. Almost every performance created 

by Meyerhold is a new theatre. In 1907, in the 

performance of “The Puppet Show ~ by Blok, he 

drew audiences’ attention to the methods of 

theatricality and literally “undressed” 4A¥{1 
the stage. Audiences were outraged. Starting 

from 1917 he put on innovative “Soviet plays” 

like “Mystery-Boulfe “ (author Mayakovsky, 

artist Kazimir Malevich) and performances- 

rallies. In 1922, together with the artist Popova, 

he hoisted on stage the constructivist setting 

for “The Magnanimous Cuckold “. He thought of 
constructivism not as a new style of the stage 

design, but a way of destroying the stereotype 

of the audience’s perception. Meyerhold did 

things to the fullest, as he passionately plunged 

into the extremes. “He who hasn’t given 
everything to art has given it nothing.” 

He and Lissitzky conceived an y 
helix-shaped set. He made sc 
" Bubus, The Teacher " (1924 anzn;rzusgg’t”c‘.’ 0 
matic techniques to the theatre- closeups "¢ 
dissotves, and titles in “The Government Iflsngc- 
for (1926). Meyerhold was successful in find- 
ing novel approaches to a performance, as he 
grasped the importance of associative moves 
in the theatre and the need to think of 3 space 
as a whole, as a ‘model”. “The audience’s 
perception is richer when it is subconscigys 
I met artists who help to awaken the uncon: 
scious, and the soul conceives a new world.” 
Once, Meyerhold appropriated the name of 
the Hoffman’s abductor of reflections and was 
referred to as Dr. Dapertutto. It was 
a transparent pseudonym, ironic, but actually 
more than serious. Meyerhold was one of the 
first to see through the tone of the play which 
can be not only primitively domestic, but also 
musical: a certain state can be awoken in a view- 
er by the rhythm of action, tone of voice, 
pauses, color of the space, light, and sound. 
“The Wonderland’'s doors stood ajar” for him. 

nNprecedented 
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Once, walking along the street, the husky 
Meyerhold slipped and, while falling down on 
his left side, he had to tilt both his hands 
and his head to the right. “I realised then - 
Meyerhold said, — that the driving nature 
of movement is always based on the loss of 
balance and the restoration of balance.” 

This law of motion underwent an artistic 
development in the biomechanics classes, 
defeating the inertia of an actor’s body. “It’s 
good to apply a production process to acting; 
I work on the verse in a same way,” — appro- 

ved Mayakovsky. AHLY



Around Meyerhold there is always an element 

of scandal, insults, surprise, and delights. A%¥d 
He was both hated and worshiped. Actors re- 

proached him for turning them into puppets. 

Others looked for any means possible to get 

in touch with him. The great Kommisarzhevskaya 

got annoyed and fired him, after she had invited 
him to her theatre. The atmosphere during dis- 

cussions of his performances could get so tense 
they resulted in fighting. While, on the other 

hand, one theatre magazine advertised among 
its subscribers to collect funds for the con- 

struction of two aircrafts: “Yermolova” and 
“Meyerhold"”. 

His life constantly changed with the wind, 

from the height of admiration to persecution. 

Life events were flitting by. His life wasn't al- 
ways a fairy tale. But defeat and disaster made 

him rise unusually fast, he became saturated 

with energy. 

Meyerhold searched inquisitively for 

everything that could be useful in the theatre, 

reading newspapers “for the future’, looking at 

prints and reproductions “in store”. He strongly 

recommended that his actors shouldn’t pass 

by the scene of a street fight, but stay and 

observe, even if police tell them to leave. Ak 

...................................... 

* A K. Gladkov 

** M.A. Chekhov 

He drew inspiration from everywhere, and he 

dragged all his observations back to the theatie 

He sought his colleagues among the most 

advanced Meyerhold felt fine changes in the 

environment and attracted the leaders of new 

art: Vladimir Mayakovsky, El Lissitzky, Kazimir 

Malevich, Lyubov Popova, Pablo Picasso, AR} 
Alexandr Rodchenko, Dmitry Shostakovich, 

Alexandr Golovin, his student Sergei Eisenstein, 

as well as Petrov-Vodkin and Andrei Bely, 

who would be teaching the Mastery of Stage 

Production course. Meyerhold insisted that the 

director be an artist and an actor, and a car 

penter. Demanded his students learn to draw and 

invent their own space for the performances 

Meyerhold was always laughing. He 

had an excellent sense of humor and self-iro 

ny, he presented on the topic: "MEYERHOLD 

AGAINST MEYERHOLDNESS. “In the art 
he was a rebel, but more often he rebelled 

against hus own, yesterday self, and even 

against his own rebellion.”* 

Meyerhold dreamed of a “round theater ", 4% 1 
looked forward to moving to a new GosTIM 

(Meyerhold State Theatre) building which had 

an unprecedented architectural design. But 

being a powerful artist, he realised that it is 
the environment which directs which path 

the creation will take. 

The pace of his career slowed down in the 

1930s, as if he started to choke. Not enough 

air. The atmosphere in the country has changed. 

The regime began to impinge upon the freedom 

of drama productions, the press and various 

ideological bodies were opposed to almost 

every talented play. Time was suddenly fractu- 

red. Cosy rain outside turned into the flurry 

of the regime and the atmosphere became 
suffocating. 

The word "Meyerhold” itself during his 
time was more than just a name, even though 
the man actually existed, ate, slept, wore 

a Jacket, rehearsed in his comfortless theatre, 
and carried out debates. “He could not wait, 
there was something in him i a hurry,” ** 

Meyerhold was discovering and leaving the 
discovered all the time, as if leaving the doors 
ajar for his successors. 
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. A ih i 3. Picasso 1. Alexandr Golovin 11. Sergei Eisenstein 12. 
: q ccitzky 3 r Malevich 4. Lyubov Popova . Pablo | 2 : 

1. Vladimir Mayakovsk7y :l Elarl;ljsrsggzzh;ntgzt".n[')mitry Shostakovich 8. Konstantin Stanislavsky 14 Vera Komissarzhevskaya 16. Sergei Prokofiev 17. B. Varvara Stepanova /. Alex S 
Kuzma Petrov-Vodkin 13. Andrei Bely 14. Erast Garin 

Zinaida Reich 18. Igor Ityinsky 19. Leon Bakst 
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THE BaslC Low or PBIDMECHANICS 
IS VERY SIMpPLE: THE ENTIRE BODY 

PARTAKES TN EVERY MOVEMENT. 

| ALWAYS Look FoR. THE 
ASYMMETRY OF MOVENENTS 
aND KEEP (A MYOUR ARMS 

7 NoT AT SIDES 
BuT ATDIFFER 

ALl 
(T'S GOOD To QAfPLY 

d PRODYCTION PROCESS 

To acTinG ' 1 WoRK 

DN TWE VERSE€ IN 

Q SaMe way. 

Sl 
"BIOMECHANICS was a system of actor training, which relied on motion rather than language or illusion. The techniques of Biomechanics were developed 
during the rehearsals of a series of plays directed by Meyerhold in the 1920s and 1930s when Socialist Realism was at its height in Russia Biomechanics 

system was a precursor to the 20th Century's physical theatre and has influenced its development immensely 
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NOT AT ALL, HE 1§ DELIGHTED! 
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" "Moscow” by Andrei Bely. Sketch of basic set (not realised).
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"I want 3 Child" by Sergei Tretyakov, Set model by EL Lissitzky {not realised). 
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To have horror 

of making 
a mistake means 

to never know 

a fortune. 

oooooooooooooooooooooooooooooooooooooo 

If I see a scandal in 
the street, I always 
stop and stare. You 
can peek the most 
diverse and intimate 
human traits. Don't 
listen to the policeman 
if he asks you to go 
away. Walk around 
the crowd, stand on 
the other side and 
watch. If I ever miss 
a rehearsal and you 
will see some action in 
the street, be sure — 
Meyerhold is there. 

Do not try! Trust the audiencel It is a lot smarter than we tend to think of i R o | The audience’s perception is richer when it is subconscioys b 
There are no sucker punches in the arts. There are only miscarriages 
The greatest misfortune in my life was when Stanislavsky once qot 
me. It was just before | quit Moscow Art Theatre. |t Was all the re angry with 
ordinary theatrical scuttlebutt. He stopped talking to me. | wishedsult of an 
out with him but he didn't want to see me. Eventuauy it all cam to have jt 
wash and he was nice to me like never before as though he felte Opt in the 
| fully realised how much Stanislavsky's attitude mea Quilty. Thep Nt to me, 
My favorite associations... Look for associative mg i ves. Work wi 
just getting aware of the enormous power of figurative associati:,hnthem. | was 
it's a vast range of opportunities. S In theatre, 

Prettiness is the bitterest foe of beauty. 

Mastership is when the "what” and the “how” occyr simulta 
In art to fathom is more important than to know, 
Don’t confuse “tradition” with “cliché”, A cliché is a hollow tr 
In a drama the story is a system of regular surprises, 

The most exciting thing about the art is that at eve : n ; an apprentice. ¥ New stage You feel like 

Use short words to scold a person: “bag” . G : i PCOI™; and use : fantastic’, "magnificent”, “extraordinary"... long ones to praige: 

neously, 

adition, 

The cadence of the dialogue must be maintained during pauses 
My creed is to use simple and brief theatre lan uage t 
associations. In this way | would like to sta o e ) ads to co 

ge ‘Hamlet" ang LIPLEX Simplicity is the most precious th ‘Boris Gadunov: \City Is the most precious thing in art. Byt eve : . of what simplicity is. Y artist has his own idea 

When | was directing “La Dame aux Cam 
saw the play would fly better afterwards 

No, | don’t like working at the desk. | just don't like it. Th ' has ately disliked it too... - [ey say Stanislavsky 

elias” | dreamed that every flier who 

A master differs from an amateur in tha t there is nothing neutral is his work, Every little thing works as a unit even i h f this is not all that abvious. 
When Iim told: “You are a master!” | smile inside. Before each premiere | am very agitated as though I'm passing an exam to take the vacancy of the sec- 
ond violin. 

Mayakovsky once abserved: “One has to have a face to be a 
said. Very well said! 

| dream of a performance rehearsed with the music but performed without it 

Some people facing an abyss think of profundity, the others think of a bridge. 
| belong to the second type. 

ble to laugh” Well 
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