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combat As Actor Training
Parts 12

e Theatre Du Grand-Guignol De Paris:
Theatre of Terror, Shrieks ant
Horripilation

FORWARDING & RETURN SERVICE REQUESTED



THe 2008 NationaL

Stace Comsar WoORKSHOP West

presented by
The Society of American Fight Directors ..« The University of Nevada-Las Vegas

July 7 - July 25, 2008

Intermediate Actor/Combatant Workshop (IACW)

Take the next step. This workshop is designed for performers who wish to build on their exist-
ing knowledge. Students will strengthen their skills by focusing on performance and execution
of technique, receive introductory training in weapon styles not offered at the beginner level.
Students will be offered renewal testing and the opportunity to take additional Skills
Proficiency Tests towards advanced actor/combatant status.

IACW Cost: $1850 - Full tuition, $1757.50 - AEA/SAG/AFTRA members, $1665 - SAFD members, Room & Board is TBA

THE 2008 NationAL

STAGE ComBAT WORKSHOP £4s7

presented hy
The Society of American Fight Directors ana North Carolina School of the Arts

July 6 - July 25, 2008

Advanced Actor/Combatant Workshop (AACW)

Open to qualified actors who are well versed in a wide variety of weapons styles, this intense
workshop offers the opportunity to be challenged at a highly sophisticated level. Participants
will study technical and theatrical applications of advanced weapon styles. Scene work will be
an integral part of the training. Students will be offered renewal testing and the opportunity to
take additional Skills Proficiency Tests toward Eight Weapon advanced actor/combatant status.
AACW Cost: $2050 - Full tuition, $1947.50 - AEA/SAG/AFTRA members, $1845 - SAFD members, Room & Board is TBA

Introduction to Stage Combat (ISC)

Immerse yourself in introductory courses in all eight
disciplines recognized by the Society of American
Fight Directors. Explore stage violence ranging ,’,,g
from unarmed combat to sword and shield /7"
battles! Enrollment is open to professionals, = 4+,
college and high school students who are over w
15 and have completed 9th grade.

4
$1350 - Full tuition (High School students)
$1250 - Full tuition (College students/Professionals)

$810 - Room & Board

=S 1

For more information: www.safd.org/events.asp

Actor/Combatant Workshop (ACW)

| Specialize your training with an emphasis on Rapier and
\ Dagger, Unarmed and Broadsword disciplines.
[\ Supplement your training with introductory classes in
R e additional weapon styles. Students will be eligible to
' take Skills Proficiency Tests toward SAFD Actor
Combatant recognition on the final day of the work-

shop. Enrollment is open to adults 18 and over.

$1500 - Full tuition
$810 - Room & Board

For more information: www.safd.org/events.asp
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August 2 — 16, 2008 Le Theatre nu1|!rand-liuignnl

North Carolina School of the Arts De Paris: Theatre of Terror,
Winston-Salem, NC Shrieks and Horripilation

* DIRECTORS * FIGHT ARRANGERS * ACTORS * EDITORS *

The AFW is an Action Film Boot Camp that offers hands-on instruction and
practical experience in action filmmaking, with a focus on fight arranging, 1
stunt-player/acting, cinematography and postproduction. 5

Students receive training from working professionals through a variety of camera SIage comhat. n Means 0'

studio exercises and on-location production work. Each exercise demonstrates .
another component in the craft of action film work. Last year's students complet- "eln"lg n“]ers
ed 5 short films in 10 days!

Our student/teacher ratio of 3 to 1 means you’ll never be turned loose to work it
out alone. Teaching professionals monitor all exercises and film production.

Each workshop produces a variety of short films and action sequences that are 18 Fisticuffs, Stunts, and Swordplay
screened at a local theatre as an Action Film Festival. The screenings are open to for Theater and Film

the public. All students receive a professionally produced DVD of their work. ."Ie BIIIW lang"age n'

"Our mission is not only to train you but to make you look good in the process!" nggl’BSSiﬂll: Training the

Who Attends the Workshops? Comhatant Actor

The AFW attracts participants from around the globe including students, post
grads and working professionals who want to broaden their skills in action film-
making. SAFD and BASSC actors and fight directors, college teachers, theater &
TV directors, stunt-players, screenwriters, cinematographers, film & TV editors are 2 0

all included in past workshop alumnae.

Prices and Information: To The Point
* Deadline to apply: June 1, 2008 - In vo“r Fane= = EE cadl ol A
» Application fee: $250 (due with application) « 'I'ne ce“ic lea' swnrd A ol
= =Rl
Fight Arrangers - $1,950 + $450 housing = $2,400 == R
($950 deposit due 6/1) (Balance $1,450 due 7/1/08)
Actors/Stunt Players - $1,450 + $450 housing = $1,900 23
(8700 deposit due 6/1) (Balance $1,200 due 7/1/08)
DP’s and Editors - $1,250 + $450 housing = $1,700 Comhat As Actor Training
(3600 deposit due 6/1) (Balance $1,100 due 7/1/08) P 1 2 .
Housing: Students are housed in campus apartments. Housing is double occupancy, gender arts &
specific, air-conditioned, two bedroom, two bathroom, laundry & full kitchen. Apartments are
furnished (with linen, and kitchen supplies).
Discounts: Current SAFD, or BASSC members in good standing receive a 10% discount on 27
tuition (not housing).
Fighting and Flying

The AFW also offers 3 day Weekend Warrior Workshops.
Check the site for dates and locations.

www.ACTIONF lLMw ORKSHOPSoCOM The Fight Master # Spring/Summer 2008 ‘g




On the Front Cover:
Alex Kingston as Boudica raising her two swords. The sword on the right is a
replica of the Kirkburn Sword in the British Museum - ca. 300-200 B.C. Photo
courtesy of Roberta Brown. All rights reserved.
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EDITORIALLY
SPEAKING

This issue has articles from the past which are still relevant
today and some are stepping into the future of what stage
combat can be.

Ron Piretti’s “Stage combat: A Means of Helping Others” shares
his experience of using stage combat techniques as a tool to
work with autistic children. These students, who normally avoid
eye contact and touch, were able to get involved with using eye
contact and touch through stage combat training. This experi-
ence was further enhanced by the excited response from their
peers when they demonstrated their staged fights giving them a
much needed boost to their own self confidence. Who would of
thought of stage combat being used to help autistic children?

This issue reprints Hollis Houston’s two articles on “Combat as
Actor Training” which were published back in July 1982 in The
Fight Master. Today’s teachers of staged combat will find his ideas
still relevant today. Huston was the author of The Actor’s
Instrument, Body, Theory and Stage published ten years after this
article was first published.

Also in this issue is an article on the body language of aggression
by David E. Shapiro, John Hell and Linda Beltz that was printed in
The Fight Master in October of 1982.

Producer and director J.T. Marlowe takes a look at the Celtic Leaf
Sword and its function in To The Point. Celtic women fought
alongside their men and this article also takes a look at the female
warrior Boudica who led invasions not only into Roman cities but
also London before her defeat in 60 C.E.

Lee Soroko shares the experience of working on fighting and fly-
ing at a workshop with k Jenny Jones and ZFX Flying Effects.
Taking a look at what happens with flying and fighting on stage as
opposed to film may be a real eye-opener to some readers.

Brandon Burk reviews Jenn Zuko Boughan's new book Stage
Combat: Fisticuffs, Stunts, and Swordplay for Theater and Film which
came out in 2006. She is an adjunct professor of English and
Theatre at Metro State College in Denver and has performed
with the Colorado Shakespeare Festival, the Trouble Clef Theatre
and Frequent Flyers Aerial Dance Company.

And Dr. John Callahan shares information on the Grand-Guignol
of Paris in his article which was originally a paper delivered at the
American Theatre Association's national convention in 1979 and
printed in The Fight Master that fall. Everyone has heard of the
Grand-Guignol but not many know the real facts, some of which
are seemly gruesome. This was a popular form of entertainment
in Paris at the end of the nineteenth century and well into the
twentieth century. For nearly sixty-five years this theatre basical-
ly put on horror plays designed to terrorize the audience.

Articles for The Fight Master are accepted at any time. The dead-
line for the Spring/Summer 2009 issue is November 1, 2008,
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CONTRIBUTING WRITERS

Brandon Burk is an Actor/Combatant with the
SAFD and Theatrical Combatant with Dueling
Arts International. He holds a BA in Theatre
from Indiana University of Pennsylvania, and an
MFA in Performance from the University of
Nevada, Las Vegas. In 2007 he won the David L.
Boushey Award in unarmed combat.

John Callahan was an associate professor of
Drama at the University of Texas at Tyler when
No he wrote the article on Grand-Guignol.
Photo
Available
Hollis Huston, a former member of the SAFD,
N is the author of The Actor’s Instrument, Body,
o Theory and Stage in 1992. He has taught at
Photo . . N
Availabl Elmira College, Denison University,
vatlable [ southwestern College in Kansas and Washington
University in St. Louis.
J.T. Marlowe, a producer and director, recently
completed the documentary American Beauties:
No .
In Pursuit of Art about the contemporary art
P h_°t° scene of Southern California.
Available

Ron Piretti is a Fight Director with the SAFD
as well as an actor and director. He has staged

| the fights for over two hundred plays and several

| independent films. He currently teaches acting

1 at Marymount Manhattan College in NYC. He

| received his MFA from the Goodman School of

Drama in Chicago.

Lee Soroko is a Certified Teacher with the
Society of American Fight Directors and a lec-
turer in movement and acting at the University
of Miami, Florida.

Articles and letters for The Fight Master are accepted at any time.
Articles intended for inclusion in the Spring/Summer issue must be
received by November |. Articles intended for the Fall/Winter issue
must be received by June 1.

Submissions should be sent to:
The Fight Master
UNLYV Dept. of Theatre, 4505 Maryland Parkway
Las Vegas, NV 89154-5044
Fax: (702) 895-0833 & E-mail: linda.mccollum@unlv.edu

Submitted material will be edited for clarity and length. Articles should
be typed, and include a short biography, 50 words or less, about the
author. Please include the address, phone/fax numbers and e-mail
address in the correspondence.



GRAPHICALLY
SPEAKING

he Fight Master is always seeking active photos of stage
combat for upcoming issues. Black and white and color

prints (no smaller than 4” x 6”) will be accepted. All
photos should include the performers’ names and roles (if fewer
than five are pictured), photographer, play, playwright, fight
director, theatre company, and year of performance. Photos
should also include return address. Without this information,
pictures cannot be used. 8” x 10" prints with strong vertical
orientations are also desired for covers; these should be shot as
close up as possible (full bodies need not be visible).

Digital camera photographs must meet the following
additional criteria:

Cover Photographs: Interior Photographs:
4+ 1200 dpi (dots per inch) 4 300 dpi (dots per inch)
4 Vertical orientation 4 Any orientation
4+ .tif or .jpg file formats 4+ .tif or .jpg file formats

The deadline for graphic material for the Fall/Winter issue is july
31, for the Spring/Summer issue is January 3|. Submissions are
accepted at any time. Send all prints sandwiched between two
pieces of cardboard in an envelope clearly labeled “Photos - Do
Not Bend” to:

John Tovar
124 Lakeside Drive,Apt. 531
St. Charles, IL 60174-7910

If there are any questions, please feel free to call (630) 330-4293 or

e-mail john_tovar@sbcglobal.net. Again, exciting photos are
encouraged from all levels of the SAFD membership.

John Tovar

Workshop Coordinators
and Advertisers

The Fight Master advertises non-SAFD workshops and services,
including:

4+ Any Movement/Acting/Theatre-related VWorkshops

4 Training Institutions

4 Graduate/Undergraduate Programs

4 Theatre Companies

4 Performances

4 Books and Scripts

4 Publishers

4 Swordcutlers

4 Armorers

4 Martial Arts Suppliers

4 Period Clothing and Footwear

4 Fencing Suppliers

4 Other Theatre/Combat-related Training Goods or Services.
Workshops that have officially been sanctioned as SAFD
workshops as detailed in the Policies & Procedures are entitled
to a free 1/4 page ad in The Fight Master. Larger ads may be
purchased at a discounted rate. Non-SAFD workshop ads may

be purchased at full price. Ads can be designed by a graphic
designer for a slight fee. For more information please contact:

Tom Carr
1938 West Cornelia
Chicago, IL 60657
(773) 755-2271
tchjroscoe@aol.com

Notification for advertising in the Spring/Summer issue must be
received by December I; artwork due by January 5.
Notification for the Fall/VWinter issue must be received by July
I; artwork due by August I5. Please call for rates or other
information.

Visit the NEW SAFII Merchandise Website!

www.companycasuals.com/SAFD/start.jsp

Questions or Special Orders? Email Cathy Brookshire at

\Q\\\c U‘ra,,
N .

% cathy brookshire@yahoo.com

T-Shirts, Polos, Sweatpants,
Swordbags and much more!
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Editor

Associate Editor

Art Director

Associate Art Directors

Advertising Director
Consultants
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Linda Carlyle McCollum linda.mccollum@unlv.edu

Julie Artman artman@chapman.edu
John Tovar john_tovar@sbcglobal.net
Willie Meybohm wmeybohm@gmail.com

Elizabeth Ritchie knit | parry2@gmail.com
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Willie Meybohm: Testing/Dir. secretary@safd.org
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Board Members

Geoffrey Kent President@safd.org
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Ted deChatelet ACRep@safd.org
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Rod Colbin
Anthony De Longis
Richard Gradkowski
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Visit the blazing SAFD Website

4 Member Representatives
4 Regional Representatives
4 Certified Teachers

4 Fight Directors
4 Fight Masters

4 Membership Information
4 Regional Workshops

4 Upcoming Events

4 Directory

4 Links

www.Saftl.org

Call the SAFD Hotline
| -800-659-6579

For stage combat assistance, workshop information,

and general questions.

Call 9 am. to 5 p.m. Eastern Standard Time
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contact

Tom Carr
(773) 755-227 |

tchjroscoe@aol.com

for rates and
specifications.
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Want to get a job teaching movement at the

David S. Leong

Fight Master, Movement Coach

Patti D’Beck

SSDC, Choreographer, Director

Aaron D. Anderson

Fight Director, Movement Teacher

movement analysis

mask work

physical comedy = mime
husiness of theatre

period & contemporary unarmed
dance choreography = directing

teaching movement for actors.

Call or write:
David S. Leong, Chairman
804.828.1514 = dsleong@vcu.edu

http://www.pubinfo.vcu.edu/artweb/theatre/
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Metamorphoses, Movement Coaches,
Jonathan Becker & Tonia Campanella

university level?

... a comprehensive movement program focused on the application of
various movement disciplines to the craft and pedagogy of acting.
| developed a keen sense of pedagogical structure and artistry that

contributed to my employability and success in academic theatre.
Cara Rawlings Assistant Professor, Virginia Tech

Theatre VCU provided me with the opportunity to feed my scholarly
pursuits and helped me develop my artistic sensibilities. My education
at VCU helped provide a support and foundation for a

career in theatre and my life as a scholar.

Tiza Garland, Assistant Professor, University of Florida

My time at VCU was invaluable. Even after 14 years experience as a
teacher the pedagogy program helped take my teaching career to the
next level. | owe a lot to Theatre VCU and often recommend it!

Jamie Cheatham Assistant Professor/ Head of Acting, University of Wisconsin — Parkside

Other recent movement /pedagogy graduates:
Robin Armstrong - Collin County Community College
Jonathan Becker - Ball State University
Tonia Campanella - Oklahoma City University
Matt Ellis - Univ. of Oklahoma
Jenny Male - Howard County Community College
Adam McLean - Emerson College
Darrell Rushton - Frostburg State University=

&0, e

AT VIRGINIA COMMONWEALTH UNIVERSITY
Member of NAST - National Association of Schools of Theatre

922 Park Ave. m P.0. Box 842524 m Richmond, VA 23284-2524

LE THEATRE DU GRAND-GUIGNOL DE PARIS:
THEATRE OF TERROR, SHRIEKS
AND HORRIPILATION

by Dr. John Callahan
Reprinted from The Fight Master, October, 1979

paper delivered at the American Theatre Association
national convention in New York City, August 4, 1979.

Le Theatre du Grand-Guignol de Paris lasted for almost sixty-
five years, from 1897 till late in 1962, and although the term
“Grand Guignol” translates as “Big Puppet,” the theatre was not
for children, and was instead devoted to realistic horror plays
designed to terrorize its audiences. Since the Grand-Guignol’s
opening, the French have used the adjective gradaguignolesque to
describe any such fiendish melodramas. For most of its career, the
Grand-Guignol used pure terror to hypnotize its patrons, and aver-
aged four murders a night—probably the longest running crime
wave in history. “Aided by trick lighting, fearsome props and
make-up, the Guignolers [went] happily, if homicidally, about
their business of gouging out one another’s eyes, cooking villains
in vats of sulphuric acid, hurling vitriol and cutting throats, all to
the accompaniment of hysterical laughter and hideous shrieks.”

The depiction of horror, while simulated, was quite realistic, and
fainting spells were common in the audience. The Grand-Guignol
was where tourists, voyeurs, and native Parisians went to be
scared to death prior to World War II. After this war, the Grand-
Guignol was tame stuff and Paris audiences began to laugh, while
American tourists became the main clientele. The situation deteri-
orated until the theatre closed its doors in 1962.

The Grand-Guignol believed in the concept of la douche écos-
saise, or “the hot and cold shower,” meaning the alternation of
horror and humor plays. A typical Grand-Guignoler was a one-
act, and the Grand-Guignol usually presented four such plays a
night, two horror plays and two comedies. But while the Grand-
Guignol would present farcical comedies before and after their
horrifying plays, terror was always the main attraction of the
evening— terror achieved through the heights of stage violence
tricks. These tricks were basically simplistic, depending upon
illusionism and machinery and especially slight-of-hand. To act
at the Grand-Guignol was to be a magician. But the primary
ingredient of the Grand-Guignol was the recipe for the still secret
Guignol blood was which changed colors as it cooled, actually
coagulated and made scabs and came in nine shades! Many crit-
ics have hailed this last effect as the piece de résistance of the
Guignol’s stable of terrifying tricks.

For its patrons, the Grand-Guignol was a chance to be scared in
complete safety. Audiences enjoy being frightened, as the box
office receipts of movies such as The Exorcist (the original,
please) and the current Alien will attest. Most people are vicari-
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ous lovers of violence and danger, and the majority of people find
the realistic depiction of violence to be cathartic. People went to
the Grand-Guignol to be scared, to be able to hug their girlfriend
or boyfriend, to release their own sadism and/or masochism. It
was a great time for everybody. But perhaps instead of saying
people “enjoy being scared,” one should say people “enjoy being
not bored.” Horror plays are one way of achieving a state of
heightened consciousness, with little or no addiction problems,
and absolutely no withdrawal symptoms except a sigh of relief
when the play is over. People have enjoyed, and always will
enjoy, not being bored. The Grand-Guignol was able to last for
sixty-five years simply because it did not bore people. And when
it did bore, after reality had far outdistanced its horrors, it closed.

The building in which the Grand Guignol was located on the Rue
Chaptal in Montmartre was build in 1786 by the Jansenists, an
ultra-conservative Catholic Group, and was later made into a con-
vent. (Montmartre has since become the artists’ and bohemians’
section of Paris.) During the purge of religion under the
Revolution, the building was sacked, but the chapel survived
untouched, and it was this chapel that became the physical setting
for the Grand-Guignol Theatre. In 1880 the chapel was closed by
order of the Bishop of Paris. In 1896 when Maurice Magnier con-
verted the chapel into an intimate, 285 seat theatre, he retained the
chapel motif. Thus, some of the worst manglings, acid throwings
and vile murders have been witnessed by carved cherubs and
seven-foot angels, while the loges look vaguely like confessionals
and the balcony seats like pews.

The Guignol was begun as part of the art, little theatre movement,
and was dedicated to naturalism. André Antoine’s Théatre Libre,
located just off the Place Pigalle in Montmartre, not more than a
ten minute walk from the Grand-Guignol, was one of the early
inspirations for the Grand Guignol. The Théatre du Grand-
Guignol opened in 1897 under the leadership of Oscar Méténier,
a playwright who had had several of his works produced at the
Théatre Libre. Méténier served his public brief, naturalistic
“slices of life-in-the-raw.” The opening bill of the Guignol, on
April 3, 1897, consisted of seven short plays, including
Mademoiselle Fifi by Méténier himself, a play which would
become a Grand-Guignol classic with over 2,000 performances.
Mademoiselle Fifi tells of a young French prostitute who knifes a
German officer in the chest. Thus, from the first night of its exis-
tence, the Grand-Guignol dealt with violence, terror and graphic
representations of the seamier side of life.

In 1898, after turning over the management of the theatre to Max



Maurey, Ménéntier (who used to arrive at the theatre between two
bodyguards) simply disappeared. Maurey replaced Méténier’s
“slice-of life” plays with “slice of death” plays, and he decreed
that the staple of the Grand-Guignol was to be terror rather than
naturalism. By 1900 the Grand-Guignol was a thriving enterprise.

Max Maurey advertised the Grand-Guignol as the “House of
Horror” and he reprinted newspaper cartoons showing Grand-
Guignol customers having medical check-ups before purchasing
their tickets. One of his best promotional schemes was to add a
house physician to the staff of the theatre-—a doctor who would be
in attendance to administer to anyone overcome from fright.
However, on the doctor’s first night of duty a spectator fainted and
the ushers could not locate the doctor. When the victim regained
consciousness he meekly confessed that he himself was the doc-
tor.

Among the plays produced during the Maurey management were
these classics of horror: Le Systéme du Docteur Goudron et
Professor Plume, 1903, which features madness, eye gouging, and
surgery; La Derniére Torture, 1904, which deals with the Boxer
Rebellion in China, shows a Frenchman’s hands being cut off at
the wrist, and also features a father shooting his daughter in the
head only to find that the approaching army is French, not
Chinese, and he then goes insane; Les Nuits du Hampton Club,
1908, shows a self-inflicted gunshot to the head on stage (shades
of The Deer Hunter!); Une Legon a la Saltpetriere, 1908, pres-
ents a bottle of sulphuric acid being thrown in a character’s face;
and finally, L’Horrible Expérience, 1909, shows a doctor using
electric shock to restore his dead daughter to life, however, the
doctor only succeeds in causing his daughter’s arms to grab him
at the neck and choke him to death.

When World War [ began, Maurey chose as his successor Camille
Choisy, and it was under the Choisy management that the theatre
attained its greatest successes and world-wide fame. Some of the
more popular plays during this management were Le Laboratoire
des Hallucinations, 1916, which depicts insanity, open brain sur-
gery with the back of the victim’s head visible to the audience, an
extramarital love affair, and finally a chisel through a man’s fore-
head—this play, not surprisingly, became a Grand-Guignol clas-
sic. In Au Petit Jour, 1921, the guillotine beheads a man onstage,
and in Les Jardins des Supplices, 1922, the playwright shows the
flesh being cut off a young girl, and a red-hot needle piercing a
woman’s eye; In La Maison des Hommes Vivants, 1923, murder-
ers drink the blood of their victims; and in another Grand-
Guignol classic, Un Crime dans une Maison de Fous, 1925, one
can see an eye gouging with long surgical scissors and a woman’s
face sizzling on a hot plate; and in Le Baiser de Sang, a man
amputates his own finger onstage (for an idea of just how grisly a
finger amputation can be, see the Clint Eastwood movie, Escape
Jrom Alcatraz).

Between the world wars the undisputed Queen of the Grand
Guignol was a generously proportioned actress called Maxa. No
character in the Comte de Sade’s novels ever suffered so many
wrongs. Not an inch of her body was spared. She died more than
10,000 times in some sixty different ways, and was raped more

12

than 3,000 times. Only one other performer ever came close to
her, Maryse Leroy, who, as a resuit of her thousands of deaths,
came to be called ‘The Lady of the Pere-Lachaise’ (Paris’ largest
cemetery). This did not prevent her from fainting on stage one
evening when her partner was seized with a genuine nosebleed.

In 1930 Choisy left the Grand-Guignol and Jack Jouvin took con-
trol, and Jouvin gave up his reins in 1937 to an Englishwoman,
Eva Bergson. Miss Bergson fled to England after the fall of
France but the Grand-Guignol continued to operate during the
Occupation and was very popular with the Germans. Miss
Bergson returned in 1945, only to find that Parisians now laughed
at what had previously terrified them. The theatre became an
important tourist attraction, but was hopelessly out-of-touch with
post-war Parisians. Among the famous people who attended the
Grand-Guignol during this period were Herman Goering, Robert
Anderson and Ho Chi Minh (although not on the same night).
General George S. Patton, old “Blood and Guts™ himself, watched
a performance prompting Paris newspapers to write “‘Blood and
Guts at the Grand Guignol’ whereupon the box office received
large numbers of orders for tickets to the new spectacle—*Blood
and Guts.”” The theatre’s decline was further documented by
Time magazine in 1947: “It was not like the old days; there were
only three gruesome murders, and there was no torture more hor-
rendous that a barehanded strangulation. Nobody in the audience
even fainted. The spectator...lounged around on rough wooden
benches and had a modest emotional binge. A few couples in
screened baignoires had another kind of binge on the indifferent
house champagne.”

The Grand-Guignol continued to flounder after World War 11, and
in 1951 Miss Bergson retired. The Grand-Guignol went through
a series of temporary managements, then settled upon Madam
Raymonde Machard from 1954 to 1958. Fred Pascale succeeded
her, and after him came Charles Nonon, the last director of the
Grand-Guignol. The theatre closed in late 1962 and Time maga-
zine reported thusly on the demise of the venerable institution:

The last clotted eyeball has plopped onto the stage The
last entrail has been pulled like an earthworm from a
conscious victim....Only recently audiences watched a
nude and lissome actress nailed to a cross and carved to
pieces by a group of gypsy magicians chanting some-
thing that sounded like a Protestant hymn sung back-
wards.  Still another victim—popular with modern
fans—was bound, gagged, and whipped; then the tips of
her breasts were clipped off with hedge shears and her
eyes were scooped out with a soupspoon and a jackknife.
“We are very proud of that sequence,” said Charles
Nonon....”We consider it original, at least on-stage.”

World War 11 began the end of the Grand Guignol. “We
could never equal Buchenwald,” moaned Nonon. Where
audiences once cowered in fear; they started to whinny.

Technically, the postwar Grand Guignol was as good as

ever. First-rate viscera were made from red rubber hose
and sponges soaked in blood. Hand bulbs squirted blood
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through a hollow in the spoons that gouged out victims’
eyes. The blood really curdled. It came in nine shades,
and was mixed daily by Director Nonon.

In a sense, Charles Nonon was the Escoffier of the Grand
Guignol For eye-gouging scenes, he bought eyeballs
from taxidermists, coated them with aspic, and stuffed
them with three anchovies marinated in blood. In Paris
last week, there was a rumor that Nonon will soon open
a quiet little restaurant on the Rue Morgue.

Along with eyeballs stuffed with anchovies, the Grand-
Guignolers excelled in make-up tricks, with one specialty being a
“boiled, partly skinned head (the actor is wrapped in a silk stock-
ing and covered with putty, sponge, cloth and ‘blood’).”

Most of the Grand-Gugnol violence tricks were extremely simple
using trick lighting, mirrors, make-up, slight-of-hand and the
imagination of the audience. For example, in an Italian documen-
tary movie titled Ecco (1965), a Grand-Guignol actor cuts off a
woman’s arm at the shoulder while she is strapped to a table. This
trick was accomplished by the woman pushing her arm down hard
on a slat of the table made to roll over when pushed, the bottom
of the table prepared with a fake arm already attached, dressed to
match the actress’ real arm at the shoulder. Just before the
moment the table rolls over, the actor crosses in front of her, thus
keeping the audience from seeing the maneuver. He then pro-
ceeds to dissect the fake arms, with any blood coming from the
handle of the cutting instrument, being squeezed out through the
blade. A device similar to this has been used for centuries to show
the results of a decapitation.
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The girl whose nipples were cut off with hedge shears could have
been wearing a bra with a realistic breast and foam rubber nipple
placed on the outside of the cup, or an even simpler method of
doing this trick, and one favored many times in the movies for an
on-screen amputation, would have been to hire a woman with a
mastectomy, place a prosthetic breast over her scar tissue, and
then slice away the fake nipple.

In a trick that goes back to the middle ages, chewing on a bar of
soap could imitate the foamings at the mouth of a madman, or a
victim of rabies. Knives were used with collapsible blades, or
knives with dull blades which retreated into the handle upon con-
tact. The trick of having a bend or half-circle loop in the blade of
the knife or the shaft of an arrow is well-known, and even used for
comedy effect by Steven Martin, but as is the case with many
well-known tricks, it is still effective when used by actors who
play the scene realistically.

In 1856 in L’Orgie dans le Phase the Grand-Guignol hung a girl
on a hook, but hanging tricks have been done for centuries. In this
same play, fire effects were achieve with a lycopodium torch, a
device which Paris first saw in 1765, which produces brilliantly
bright red flames with little danger because it burns its vegetable
powder-fuel almost instantaneously. Lycopodium powder was
commonly used in the nineteenth century for lightning effects and
for when people needed to appear to be enveloped in flames.

For the sixty-five years the Grand-Guignol entertained audiences
through terror and laughter, stage trickery and realistic acting. [ts
end was caused by reality outstripping the imaginary horrors of
the little theatre, but le theatre du Grand-Guignol de Paris left the
theatre world with many fond, if gruesome, memories. +4+4
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THE UNITED STUNTMEN’S ASSOCIATION
IN CONJUNCTION WITH ON EDGE PRODUCTIONS

INTERNATIONAL
STUNT SGHOOL

JULY 28-AUGUST 16, 2008 (Standard Class)
AUGUST 18-23, 2008 (Master Aerial Class)

The UNITED STUNTMEN’S ASSOCIATION will conduct a one week master aerial class and
one three week intensive training class with an emphasis on......

* FIRE WORK * WIRE WORK/RAPELLING

e MINI TRAMP/AIR RAM * MARTIAL ARTS

* HIGH FALLS * JERK HARNESS (RATCHET)
® STAIR FALLS * SPECIAL EFFECTS

* PRECISION DRIVING
* WEAPONRY

* UNARMED COMBAT
* FOOT FALLS

STANDARD CLASS:

TUTION. ..occsvsisnisssnssssmmussansscens* 000,00
(/2241 | ———. | (X} |

MASTER CLASS:
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Balance DUe.......esssesanssenss July 27/August 17, 2008

LIMITED ENROLLMENT

¢ 150 Hours of Instruction (6 day weeks)

e |nstruction from 11 stunt specialists

e All cars and equipment included

* Video-taped critiques

e Acting action for the camera

* Seminars on networking the stunt business
e Guest stunt legend seminar

e Certificate upon completion

« Affordable housing (Two Options)

REGISTRATION

To register for the workshop, call or e-mail

UNITED STUNTMEN’S ASSOCIATION
2723 Sarato%a Lane ¢ Everett, WA 98203

(425) 290-9957

bushman4 @prodigy.net

Cashier’s checks, money orders, & credit cards accepted.
(Mastercard and Visa, please)

NOTICE TO APPLICANTS

With your deposit, submit a Full Body Picture and Resumé
including height, weight, acting training,
and any special skills you may have.

The United Stuntmen’s Association reserves the right to refund
any deposits and exclude any applicant who the
Association feels is not suitable for such a
”””m m ' physically demanding profession.

The International Stunt School is now an accredited vocational school in the state of Washington
SEE OUR WEB SITE: www.stuntschool.com

Download our application form or call/e-mail and request one.

STAGE GOMBAT:
A MEANS OF HELPING OTHERS

by Ron Piretti

sword was as an apprentice at the New Jersey Shakespeare

Festival in 1972. Since then stage combat has been a part of
my life. I never thought of using this discipline for any other rea-
son than as part of my skill as an actor and then, later, as a direc-
tor, fight director and teacher. As I became more proficient and
felt it was time to pass the discipline on to others, my goal was to
teach others how to safely and effectively execute the techniques.
[ always emphasize safety. In fact, more than one group of people
had nicknamed me “Safety First.” For those who wanted to go on
and excel in this discipline, | sent them to SAFD workshops and
teachers where | knew they would get excellent training. But
mostly, | wanted actors to know that there was a way to perform
stage violence in an exciting and safe way which tells the story of
the play or film.

I have always loved stage combat. The first time I picked up a

Along the way, | have had the great, good fortune of using stage
combat as a tool to help others who have not had the same breaks
[ have had. In the mid to late 1980’s, | was part of the theatre com-
munity of MCC (Manhattan Class Company) in NYC. For quite a
few summers, members of the community would go up to
Newport, Rhode Island to put together a show for an organization
called “Shake a Leg.” Shake a Leg was founded “to support indi-
viduals who experienced spinal cord injury and other disabilities
to develop the skills needed to live up to their highest potential.”
I was asked to go up and stage a fight for a show that MCC was
putting together. We used both disabled and able-bodied partici-
pants. Those who could do more did. The sense of fun and creativ-
ity was satisfying and rewarding for me as well as all those
involved in the show.

I was also asked to work with “at risk’ high school students. Some
of the students were at this school because it was their last chance
before being kicked out of the school system. I discovered that the
discipline of stage combat worked very well. In today’s society
we are inundated with violence on TV, film, cartoons, etc., so
there is an interest in how this violence is done. The basic element
of stage combat is working together in a safe and effective way. In
stage combat, we take care of our partners.

In January of 2007, and again in May of 2007, Ann Reinking at
the Gateway Academy in Scottsdale, Arizona called and asked me
to conduct a stage combat workshop where her son was attending
school. The school was established for students who have been
diagnosed with high functioning autism. | do not have experience
with special needs individuals but when Ann Reinking has invit-
ed me in the past to work on a project, I have always been won-
derfully challenged and [ have grown as an artist in ways I never
could have imagined. So I said, “I’d love to.”

According to the Columbia Encyclopedia, “Autism is a develop-
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mental disability that comes from a neurological disorder that
affects the normal functioning of the brain. It is characterized by
the abnormal development of communication skills, social skills,
and reasoning.”

Those who have high functioning autism often spend time alone,
because they are bullied and teased by typical children. They want
friends but do not have the social skills to keep friends. Another
characteristic of autism is what some people describe as “sensory
overload”: Sounds seem louder, lights brighter, smells stronger,
and they do not like being touched. Autism is known as a spec-
trum disorder because there are a broad range of symptoms.

| have learned that those who have autism have difficulty with eye
contact, physical contact and trust. In stage combat, eye contact
and touching are paramount in the execution of the actions. I
decided that my approach would be no different from any ot<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>