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One of the main trends in the theater industry of the 19 th century was the focus on stories
about men. Women faced restrictions regarding the types of roles they could perform on stage.
However, with the emergence of “new drama”, social and political issues were incorporated into
some plays, allowing for a more comprehensive portrayal of women and their place in society.

Among the relevant aspects of contemporary theater is the process of adapting 19 th and
20 th-century dramaturgy. One of the leading methods in this direction is devised theatre.

The purpose of the article is to demonstrate how this methodology can be used in
play production. It has been established that devised theatre technique includes a series of
methodological exercises that prepare actors for collaborative work during rehearsals. These
include warm-up games, body exercises, and acting techniques.

The research also analyzed the rehearsal process of the play “The Law” (based on the play
by Volodymyr Vynnychenko) with master’s students of the acting course at the Ivan Franko
National University of Lviv, during which the devised theatre method was utilized. Students
wrote internal monologues that were integrated into the play’s text, contributing to the creation
of its final script. They also directed the physicality characteristic of the characters’ behavior.
Various objects with symbolic undertones were also used during rehearsals. All of this indicates
the collaborative effort of the theatrical team in developing the final product, highlighting the use
of devised theatre methodology.

Keywords: devised theatre methodology, warm-up games, student productions, adaptation of
dramaturgy, role of female on stage.

The problem formulation. The choice of staged material is a challenging task in
itself. The directors must consider the context in which it is set and the main message that
will be delivered to the audience. With this in mind, directors also have to think about
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showcasing the exceptional acting qualities of their students which have been gained
throughout the course of BA or MA studies. Furthermore, directors need to concentrate
on their own artistic approach to the material and what valuable lessons students can
learn from this experience. The choice of material must align with the curriculum for
each year of the actor study program, which often requires staging dramas from a certain
period, which poses a limitation on freedom of the devising performances. Directors
might want to adapt certain things that don’t work for them in the play or adapt it with
current problematics.

The research analysis. This article will illustrate how to use the devised theatre
methodology in order to adapt the play for student production on the example of the
rehearsal process with MA Actor-students from Ivan Franko National University of Lviv
for the performance “The Law”, based on the play by Volodymyr Vynnychenko.

The purpose of this research is to demonstrate the significance of creating an
ensemble work in student productions. In dramaturgy, there are typically only a few
central roles, and directors have to choose the leading roles without overlooking the
rest of the group. Hence, this research illustrates the application of devising methods for
identifying equal roles for all members within the ensemble.

The context. The importance of building an ensemble. Firstly, let us understand
that devised theatre is “an alternative to the literary theatre tradition, which is the
conventionally accepted form of theatre dominated by the often patriarchal, hierarchical
relationship of playwright and director” [10, p. 5]. It is also important to acknowledge
that “devising” or “devised” work may look diverse with different practitioners or theatre
companies. Scott Graham and Steven Hogget, co-founders of Frantic Assembly, gave
a detailed description of their devising processes [S]. The process of devising enables
participants to make sense of themselves within their own cultural and social context,
investigating, integrating, and transforming their personal experiences, dreams, research,
improvisation, and experimentation. Devising is about inventing, adapting, and creating
what you do as a group [10, p. 3].

Directors often build a set of techniques which they use when working on the roles
with actors, while staging the production. Those techniques are unique to the individual
director and are based on years of practising their profession. Following practical exercises
serve as the foundation of the following methodology (based on the last ten years of
directing, performing and teaching).

During the first days of rehearsals it is vital to work on warm-up games, Lecoq’s
seven levels of body tension and chosen acting exercises.

Warm-up games are not just some games, they are aimed to form the foundation
of understanding within the group. One may argue that warm up games are for children,
but for them they work for their need to move around, as children have a lot of energy.
For adults, the same set of games aims to evoke playfulness and a willingness to explore.
Concentration, trust and — ensemble building games when used with actors help them
to connect with each other [2, p. 47]. Those same trust-building games help to move
physical and emotional barriers within the group; with their help, the limitations on
self-expression can be avoided.

One may begin with the ball games, in which a “real” element of communication (the
ball) is passed from one person to another. Students learn to pay attention and respond
appropriately. The ball does exactly (and only) what it is asked to do by its thrower. “If
we pay attention to it, we can see exactly what we asked it to do, we react to a ball coming
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towards us, we notice how we respond to something being asked of us. It’s that simple.
The reality of the ball shows us the reality of our actions” [2, p. 330]. With the basics
and knowledge of ball games, directors can then apply this knowledge on props moving
and scene transitions: they can stage choreographed sequences of bringing in chairs,
tables, beds or any other object that is needed on stage. Instead of aiming for invisibility
of transition somewhere in the background — the key for a successful transition is in the
joy of building and rehearsing a playful one: “The Lecog-trained ensemble ideally learns
to play not only with each other but with material, the space, the text, any costumes or
props, the audience and everything that surrounds them” [2, p. 40].

With the basics of Lecoq methodology, we can especially learn how to create comic
moments that are always built in contradiction. For Lecoq, the key to a successful clown,
for example, is in “the discovery of how personal weakness can be transformed into
dramatic strength” [3, p. 157]".

Then a certain methodology of an acting technique (e. g. Sanford Meisner’s
technique in acting that places a strong emphasis on active listening and emotional
honesty [8]; M. Chekhov’s “psycho-physical approach”, in which transformation,
working with impulse, imagination, inner and outer gesture are the essence of his
method [12]; K. Stanislavski’s method of emotional memory and the exploration of the
character’s objectives, obstacles, and tactics [9]; J. Grotowski’s method of focus and
awareness, that helps participants to break free from mental blocks that keep them from
reaching the full potential of their performing ability [15] or T. Kantor’s concept of “bio-
object” and “room of imagination” [21]) can be applied on students in order to connect
and fix the body and the mind together. This embodied knowledge of building a
dramatic character with actor-students could be applied on moving them out of their
comfort zone in order to be more present on stage. If an actor is way too comfortable in
their zone, they become invisible for the audience, as it loses interest in watching them.

Once played with the group on those three methodological pillars — warm up games,
body exercise and acting techniques — the foundation of an ensemble is set, and the group
is ready to begin rehearsing or devising. Britton in short summarises the qualities of an
ensemble: “«Ensembley is not a thing, but a quality of behaviour. A group is not «an
ensembley, but can learn to be «ensemble». Every ensemble is different. The intention of
the training is to encourage performers to be truly individual while also putting themselves
at the service of others. It is in the meeting of these two elements — self and others — that
ensemble emerges” [2, p. 49].

With those tasks completed, directors have then a freedom of choice whether to
devise a performance without a pre-existed text or (in our case) to adapt an existing
play to a script that will reflect the problematics of current society, while also using the
embodied knowledge of the above system.

The work on “The Law”, based on the play by Volodymyr Vynnychenko (1880—
1951) [18; 19].

Most plays written in the 19 th or 20 th century follow a male perspective: women
are rarely subjects of drama on their own, but rather in their relations with men. Even
though certain pioneering plays such as ‘The Law’ began to address social and political
issues, allowing female characters to engage with more complex themes, it was still
male-centred narrative [13].

! As an alternative to Lecoq can be used Laban Movement Theory.
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A brief description of the play: Inna is a cabaret artist, often undermined by her family.
She cannot have children and her loss of any hope for motherhood forces her to ask her
husband, professor Panas Mustashenko, to find a mistress Liuda, get her pregnant and
then take his child from Liuda and raise the child with her instead. Through the play, we
learn that the reason why Inna can not have children is, in fact, her husband’s fault, who
had previously insisted on her undergoing an abortion. Inna’s aunt, Maria Andriivna, is
the fourth character of the play who opens up a question of two generations living under
one roof, which consequently leads to unexpected consequences. Yurii Kruhlyk is a friend
of Mustashenko and is somewhat in love with Inna.

For this production, with a group of four students — three female and one male actors
— we decided to highlight the role of females within the current society. We reached
a decision to cut off the scenes with Kruhlyk, as we only had one male actor. We also
came up with a solution, that each of the female students will carry a certain quality of
behaviour on stage: Inna is sexy, flirtatious, manipulative, but vulnerable; Liuda is naive,
somewhat ambitious, responsible, but also has strong qualities of a mother; and as for
Inna’s aunt Maria Andriivna we searched for the solution for a longer time, until we
found that she embodies “The Law”, she has a quality of something beyond and above
humans, she carries the truth by which characters must obey”. Hence, by employing
devising methods in the process of working on a play, we established equal roles for all
four members of the ensemble. This was achieved without diminishing the significance
of any character and without altering the rhythm of the original play.

Each of the students, during the devising process of rehearsals, has written an inner
monologue about their role in “The Law”, and by interweaving those monologues into the
text we created a final script, which addressed the audience in a new way. For example,
an actress who played Liuda wrote in her monologue a line about age: “I am 34, who
would want to marry me, I was lucky that he looked my way”. Later, one of the members
of the audience gave us feedback about this particular fact, that this play for her was
summarised in just this one line, as she saw herself in Liuda’s position.

We also created a repetition of certain lines followed by a certain movement in order
to exaggerate the problem and deliver it to the audience in an unusual manner. Each of
the actors has rehearsed one particular movement that they repeated a couple of times on
stage with their lines, that formed in the audience an already-known pattern of physical
behaviour — a reflection of inner thoughts. This was rehearsed using Lecoq’s methodology
[6], when students learned to play with their movement around the stage.

The props and objects also played a vital role. One of the central ones was milk.
We found this image throughout the devising process prior to staging the performance.
The bottle of milk meant generational impersonation — from a mother to a child, from
a husband to a woman, from an aristocracy to a servant. At some point, the actress, who
played The Law, poured the milk and then Liuda drank it. In some ways it can be seen
as a sin, because Liuda fell for a married man and now is being punished.

2 First, we learned this method in 2014 during work on “Miss Julie” at DAMU (The Academy of
Performing Arts in Prague), our directors Karel Vostarek and Ales Bergman came up with a solution to split
Julie’s nature into three: one student has performed clever and aristocratic Julie (Head), the other naive in
love with Jean (Heart) and the third performed flirtatious and sinful Julie (Physical). This enabled us to use
all the female actors within our group and devise a play in a new manner.

In our consequent production of “The Law” we were also inspired by “Miss Julie” a contemporary
adaptation by Polly Stenham starring Vanessa Kirby titled “Julie”, that opened at the Royal National
Theatre in London in 2018.
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In rehearsing “The Law” we also based our finding on resemblances with Ibsen’s
Nora Helmer in “A Doll’s House” (1879), when Nora, for example, only sees her value
in performing “tricks” for her husband and serves only as “a doll” that he can play with.
Inna sees herself as a not-woman by not being able to fulfil her role of a mother. Nora,
instead, walks away from her family and children, forever leaving an imprint in world
dramaturgy, that a woman can do that, she has this right, identity does not have a gender.
Inna walks away from her husband and leaves him with his new family. We ended the
performance with a party, during which all the characters tried to give the baby to one
or another and in the end destroyed the baby, leaving the stage in a mess and with an
open question for the audience.

Conclusion. It is vital to contextualise and adapt earlier texts with a modern touch of
devising methodology. This provides students with a unique set of skills in approaching
their roles, skills that they will apply later in their careers. Those texts address the
audience on an absolutely different level: they evolve questions, educate, provoke and
leave a message to think about afterwards. In a certain way, it is a modern continuation
of the revolutionary work of above — mentioned playwrights of the 19 th century: who
tried to see the world around them through the current lens of the particular cultural and
political moment: they left an imprint on the identities of their protagonists that will always
be drawn from, as they challenged the time they lived in and reshaped it in order to tell
their stories for future generations. This task now falls on us, modern theatre makers, to
carry on the message in a new way.
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PO3POBKA MEJATOI'TYHO-PEXKUCEPCBKOI METO10JIOT'TT
I YAC POBOTU HAJI CTYJEHTCHbKUMU BUCTABAMU
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OnHi€ero 3 0OCHOBHUX TEHJICHIIH TearpainbHOl iHaycTpii XIX cr. Oyna opieHTOBaHICTB Ha iCTOPIT
npo 4oioBikiB. JKIHKM CTHKamucs 3 OOMEKEHHSMH IIOJO0 THIIB POJICH, SKi BOHM MOIJIH
BUKOHYBaTH Ha cuieHi. [Ipore, 3aBsiku “HOBIH Jpami” y 6aratbox I’ecax 3’sBUIJIACH COLIAJIbHO-
MOJITHYHA NpoOJIeMaTHKa, sIKa AaBajia 3MOTY HOTJISIHYTH Ha XKIHOYI ITEPCOHaX] Yepe3 ONTHKY
KOMIUIEKCHOT'O 300pa)KeHHS JKIHKH Ta 11 MICISl B CYCITIJIbCTBI.

Cepen akTyaJIbHUX acIeKTiB Cy4acHOT'0 TeaTpy € nporec aganranii apamatyprii XIX Ta
XX ct. OnHUM 13 OCHOBHUX METOIIB y IbOMY Hampsmi € devised theatre®.

Mera crarTi nonsrae B TOMy, 11100 IOKa3aTH, SIK MO>KHa BAKOPHUCTOBYBATH I[t0 METOJIOJIOT IO T
4ac TOCTaBH IT’€C. 3’ICOBAHO, [0 TEXHIKa devised theatre MICTUTh YMAJI0 METOJIOJIOTIYHUX BIIPAB,
SIKI TOTYIOTb aKTOPIB JIOKOMaHAHOI poboTH mij yac penernttii. Cepen HUX: warm up games (irpu JUist
PO3MUHKH), body exercise (pi3ndHi BIIpaBn) Ta acting techniques (aKTOPChKI TEXHIKN).

[IpoananizoBaHO peneTUIIHHUI mpouec BHCTaBU “3akoH” (32 MOTHUBAMM I €CH
Bononmumupa BuHHHYEHKa) 31 CTyAEHTaMH-MaricTpaMu akTOPCHKOro Kypcy JIbBIBCHKOTO
HalliOHAIBHOTO YHiBepcuTeTy iMeHi IBana ®panka, mig 9ac SKOro, BIacHE, BUKOPHCTAHO
meron devised theatre. CTyA€HTH HaIlMCAIN BHYTPIIIHI MOHOJIOTH, SIKi BBEJIGHO Y TEKCT I1'€CH 1
3a JIOTIOMOTOI0 SIKMX CTBOPEHO 11 KIHLIEBHH CLIEHapiif; 3peucepyBaln IUIACTHKY, XapaKTepHy
JUIsl TIOBEIIHKY repcoHaxiB. [1in yac peneTuiii Tako)X BUKOPUCTAHO Pi3HI IIPEIMETH, SIKi Malll
MEBHUI CHMBOJIIYHUI MIATEKCT. Yce 1€ CBIAYMTH NPO CIUIbHY poOOTY TearpajbHOI KOMaHIH

3 Devised theatre — METOX CTBOPCHHs TeaTpy, B SIKOMY PO3pOOISIIOTH CILEHapiii abo mapTurypy
B TIPOILIECi CITUTBHOT pOOOTH TBOPUOTO aHCAMOITIO.
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HaJ| BUPOOJICHHSIM KiHIIEBOT'O IPOIYKTY, 10 CBITUMTH ITPO BUKOPHCTaHHSI METOJIMKY devised theatre.

Kniouosi  cnosa: ““MeTONONOTiSE TBOPCHHS Tearpy’, TPEHAX, CTYICHTChKA IIOCTaBa,
aJIanTallis ApamMatyprii, poJib KIHKH Ha CIICHI.
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