2048

Chekhov Theatre Studio
Rid{_{ﬂfiﬂld y Conn.
January 16, 1939

THE OPENING OF RHE CHEKHOV THEATRE STUDIO IN
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January. 16, 1939

. THE STYLE OF THE CHEKHOV THEATRE STUDIO
CHANGE IN APPRCACH TO OUR. #ETHCD
CONSCIOUS WORK : .

CHAKGE IN ATTITUDE TOWARD WORK
IFAGINATION

CONCENTRATION

THE FOUR BROTHERS
CRARACTERTIZATION

NEW APPROACH: LFADING TO RHYTHM

Hr.'and Krse Elmhirst
Beatrice Straight

King Lear
TIris: Tree

To_0ld Students:

“Ag 21l of you know, it wag a great 8tep for us to
move here, for évnrybudy. for lkirs., Elmhirat, for lir. Elmhirst
and for biddy, Zor each of you, and for mﬁself. It was a
difficult time, and during all this time frs, Elmhirst,
although it was part of her heart and because Dartington is
her heart, and our Studio was part of her - during this very
difficult process of tearing the heart to pieces which I have
observed from the beginning - was able to let us g0+ In our
thnughts we havae to send our gratitude for her great patience,
for her great heart, It was really a great experience fnr me
to see lirs. Elmhirst in these days.

Beatrice was quite a different thing - she suffered
but she has been so active in preparing for our new life, and

we know that without Beatrice we would not be able to move -
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what Beatrice has done I do not think anybody else could.'do,
and ﬁnbndy else would do. Cnly Beatrice®s strange spirit has
done it. Beatrice has prepared ceverything for our future,
which we must appreci&te.. We must concentrate on this thing
for one single moment. Ve nust ﬁake thiﬂ point and thank
lirs. Elmhirst, lire. Elmhirst, and Beatrice for all they have
done for us. Beatrice's spirit is responsible for our being

together. I want to thank Beatrice for all the things she

hag donce.

THE STYLE OF THE CHEKHOV THEATRE STUDIO:

As we move to this other country, I want to move
the style of our School - the style of our life. We have a
certain style, and I want you to maintain and keep it and not
lose yourselves in insignificant things. Always remenmber that
we belong to thls Studio, and there is something bohind us
which must somehow radiate through us into society, when we
come in touch with other worlds. It must be developed. For
the new students - how we behave in our profession, it is
very important -~ not to make jokes about the serious work in
the class, FEach of you will lead the new students, and when
we invite guests, it is important to show our style.

These are the four leading pointas:

mrss Elmhirst, Nr. Elmhirst, and Biddy. The style

of our School,

L B - - R~
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CHANGES IN APPROACH TC OUR KETHOD:

L

Duringz these two and one half years perhaps the old

stu@enta have learned something from me = I have learned much

.w.... more from you, and for which I am very thénkful to you, and

one of the results of my lessons which I gnt'from you ig that
I have changad aoméwhat my approach to you, and I have cre-
ated a differuntnplan for the work. I will tell you today
what it is. '

1. “he main point in this new plan is that you
have to fulfill definite tagks which I will give you. Of
course, I have given you tasks in the past, but this time
it will be our main and guiding principle to prepare very
quickly the tasks which I will give you.

CONSCIQOUS WORK:s

2« You know that in our School we have very often
had students with talent, gifts, inspiration, and so on. OFf
course, this is important, that iz why we have our auditions
to try and find out whether our new friend hﬁﬂ'enaugh talent
to join us. But we must remember that talent is something
which is not in ouriﬁawar. Actually, we may say that it does
not concern us at all whether we have talent. If we have no
talent, then our destiny will say to us, "Stop, and leave
This school.” If we have falent, destiny will say, “Stay, go
on." | |

wWhat is interesting for us in our School is whether
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our future actors are able to work or not - this is the only
point which interests ms, and which should interest you.

Because, through conscious work, through knowing how to do

aﬁd what to do, and whaﬁ tﬁ reach, we can do much more than
talent can do if it is simply there hidden somewhere. Talent
aﬁd genlus véry often mﬂkes people uncertain and conceited.
(WQ know from the biographies of great people how much they
have suffered with their genius and talent when they were

not developed,y But in our School, as a prineciple, work is

first, talent is last, I Have the right to appeal to your

ability to work. .Knowing how to do it, and what to aim at 1
have the right to ask you to work, and to bring me the results

of your indeépcndent work.

CHANGE IN ATTITUDE TCWARD WORK:

The usual psychology that you aro working in the
school and are quite free when the class is finlished - this
usual psycholozy is wrong for our School. If one 1is an

| . being free
artist-actor and thinks that he can go onpwhen he stops his

work, he is wrong. This is all right in the business world -
from eleven to one and five to seven - here, it is impossible.
If you have the idea to develop yourselves as actors you must
work - on your tasks, your paft, your development. Younmust

pay attention not to losgse your time during your free tima, and

I must insist on it because I have told you that I have changed
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gomething in my Method, and that is more and more conscious

works You cannot fulfill this work if you feel that when you

nave left this room you are free -« one is never free when one

is an artist, and not & businessman. Vork, work, and workl

To 01d and New Studentsi

Now we shall start and I shall distribute first the
tasks which I will give you to prepare.

I would like to start our first lesson by saying
that what I am going to give you through a long period you
have to take. This is the most important thing. If I give

oue.. you something, and it is not taken, i1t will be between us

and never in you - my only aim 1s to give you things which

you will absorb and make them your own things and ideas. If
not, you will always know something and will not be able to
do anything., To be able to do, that means: To take something
which is given and to make it your own.,

For this aim, as I have told you already and will
repeat mony times, you have to work hard, concentratedly,
decisively -~ you have to decide, "I must get these things,
and after I get them I can modify them and apply them in an
individual way." But before you get them you cannot apply
them in the individual way,

If you will remember your first lesson today in
Eurhythmy, you will see that there are a lot of things that

you thought you knew (I mean the 01d Students), but if you
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were right and qulet and peaceful, you would see that there
are many new things in these old and simple things which were
given you, There is always something there to be accepted,
£o Lo understood, to be taken and adjusted to yourself, and
yourgelf to be adjusted to it S0 never enter this roon or
go to ¥iss Crowther's lessons with the idea, "This is an old
story." Come every day fresh with the idea, "what can I get
today from the samo thing?" Then you wlll grow and develop
your ovm talent.

The first rule, and the most lmportant, I give you

today: Tq_pqrable_tu_ﬂgrk upon_old things ag if they were

news It will help you and me 2nd our wWoOrke

In addition to the hard work which I expect from
you, you have to be patient and wait for things I am going
to give you, and do not expect to get all these things in
. one week, in one month. I will give to:you élﬂwly and see
if you are able to get it and then I wiil éﬂ one If I see
you are nop yet able to get it, I nmust walt until you do get
it In our work in Ingland, I applied the different prin-
ciples which I have always ugsed in Russia and other countries
before I entered England and America, and it was right for
thega countries but apparently wrong for England - I zave too
much at once -~ many rules and they overwhelmed us. You have
taught me to change my vrinciples - one thing slowly, but it

must be taken.,
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IVAGINATION 3

Now the first thing I am going to give you, and you

have to take, is the idea that the creative abillity in us as

artists is based on one thing (one for the time being) which
we call the ability for imagination. ZIEverybody has the

ability of imagination - without this ability, for instance,
no one would have his meals, Imagination is the thing without

which a person is spiritually and mentally ill,
The artist must not be satisfied with the amount of

“3 0y -

imagination he has from Nature -/ he has to develop it, through

the School, through exercises, through many efforts we have
to develop our imagination. There is no 1limit to developing -
the imagination. If we think we are able to imagine overy-
thing we wvant - if our imagination is very vivid - that means
g0 one. This ability can be developed to such a state that

the imagination will be the artist, It must be so powerful,

and so beautiful and inspiring that you become the eternzal
student.of your own imagination. This ls the ideal. One of
us may have more imagination than another, but what is nore
important is how much I can develop my imagination. It is
very comforting to know that imagination can be developed fu
an unlimited degree. With thls idea 1 want you to work on
imagination.

: Imagination is connected with many things which,

before we start to explore the problem, seem to have no con-
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nection with us. ' But the more we work th;ﬂ way, the more we
seo that nmany things are in close connection with this mar-
velous ability to imagine., For instance, when we imagine we
think that this is a purely psychuiugical process, which is
true, but if you will explore the question you will see one
interesting thing, and that is the humen being, or actor, or

artist imagines very much in accordance with his body, If I

an slim, all my imagination is inclined %o be slim, If I am
fat, all my imagination becores fat and clumsy. If I think,
for instance, that I have the right to tell everybody the
full truth, and am always speaking the truth without raying
attention whether anybody needs it, the imagination thus
becomesvery limited and very narrow-minded, If you have an
illness which you have not had before, and you compare your
imaginﬁfinn before and after this ilInegs which does not
allow you to move as quickly as before, you will see your
imagination is different because of this thing. If you have
certain family connections, happy or unhappy, you will see
that this family life Influences you.

Imagination is connected with so many things, and
if we say to ourselves:s I imagine as I, that means that I
kill my own-ability to be an ﬁrtiﬁt. If I am going to train
my imagination, that means that I am going to defeat my ill-
ness, my family problems, my bodily difficulties and all

these things. iy imaginatlon has to be powerful enough to

‘{"-5\5
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dictate to my heart, to my body, to my narrow ideas. To
develop our imagination meang to 1lift it up over 2ll the
things which are usual in and around us - to 1ift it so high
that it is inspiring me as a free thing.

I want you to try to remember this talk - try to

elaborate it. - This 1s what I require of you as it concerns

- the theoretical part. It is very good for the-old students

to zo0 over these things as if they are new for them, bezause

it will glive you very much.

First Exercise in Imasginations

Will you imagine things which I will tell yous
Imagine a very small whitg flower - Imagine a very big red
Flower. If you imagine fwa things which are not psycholog~
ical things, simply physical things - one small white flower
and one big red flower, you can see that they are not only
different from each other, they are for you as an artist

psychologically dAifferent - the small white flower awakens

S NA VL.

in you a different psychology from that of the big red flower.

S0 you have to add your psychology to your imagination. If

you will develop your imagination, your psychology will follow

your imagination, and your imagination will awaken your

peychology.

Exercise:

Imagine again these two flowers, and try to pay
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atiention to the small white flower and the big red flower,
By tfying to do so (and this is the exercise which I give you
ag a task) you will see.-ur foresee, or anticipate that when
you have a part and are free enough to work on this part (not
only for four weeks, which is impossible from the point of
view of art) your imagination will lead you into the outer
and inner life of the character. = How can the actor create a
part in four weeks any more than an author can write a new
Faust or a new lacbeth? If you have time +o develop the part,
you have to imagine your character and +o g8ee his outer
appearance, just as in the case of these two flowers, you
have to pénetrﬂta into the inner life of the character you
are going to portray as well.

For instance, imagine LKing Lear, and see the whole
costume, etc; Wihat is King Lear's psychology? You must rmake

the effﬂrt to see his psychology, his soul, how he feels,

“how he thinks, how he wishes and desires - his mood, is he

loving, is he angry? The real actor is able to see the psy-
chology. It requires tremendous power of the imagination to
plunge into this character and know it. Through the power
of my imagination I have to be King Lear immediately. The
ability to imagine into the character.

When we Start imagining ag beginners, then we see
that our imagination is very weak. If we imagine, for instance,

two pieces of wood in the most simple way, in the form of a
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cross, you will see how helpleas these thiﬁgs are when they
nmove. This cross cannot be a real cross until you fix it,
otherwise it will make you dizzy. Try to imagine the cross
ag it really is. Yﬁu see how weak your imagination is be-
causelyuu cannuf stop it - you cannot fix the object - and
this requires long and patient work to develuﬁ the will
power which will not only give you the pictures, but will be
able to fix the plcture in you.

| If you will imagine not such a simple thing as a
cross, but 2 charactef. you will see that for this aimyou
require great will power which can come throuzh the exer-
cises, If.théﬁe exercises are really taken, you will eee
that they aré the life itﬂeif, the power itself, the idea
itself,

CONCENTRATION ¢

To be able to start this long way of developing
the imagination we have to pay attention to the fact that
the great weakness in our imagination lies in our inability

to be able to concentrate. We are so distracted in our life

that we cannot really keep our attention on one voint as

long as we need. Ve concentrate on something as long as it

is interesting or a necessity; but the ability to be able to
concentrate on things which we, as artists, choose is not
there. Very often artists and actors try to escape the nec-

esgity to meet this problem of concentration by saying

AR
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consciously or unconsciously, "The artist must be free,” and,
therefore, under the guise or disgulise of freedom they actu-
2lly do nothing. The artist can only be free when he has his
own power psychologically and physically, One must be able

to control and master his own being. DBut to be able to have

one’s own psychology and body and everything in one's own

. power, one has to develop the ability to concentrate without

which all efforte will be almost in vain.
This is the beginning, and I want to give you cer-
tain ideas about imagination, 2s we understand it in our

school. The problem must be taken absolutely seriously,

Y A

otherwise your time is lost, and my time is lost, and Beatrice's

confidence in ué is loste.

THE FOUR BROTHERSH

Exercéiset Feeling of the Whole:
" One thing which the artist must have continuously

in his ertist®s nature is the feelines of the whole. The

_hﬁ-__

artist, whatever he does, must do it with the feeling of
completeness or wholeness. 'If he enters the stage, he nust
feel the complete thing. If he speaks, it must be a2 complete
thing - no floundering or vagueness - everything must be done
as a whole thing, physically and psychologically. This mar-
velous feeling of the whole must be awakened in each of us
through exercises. Then you will feel how beautifulis this

feeling of the whole. It is like the ground on which you can
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be firm, and the audience will absorb and take everything
because you give it to them in such a beautiful form. Try
to take it as if it were & new thing. Try to awaken this

feeling of the whole by & simple movement.,

ixercise:

Lift your hands up, ﬁnd then dowvn, and conslilder the
whole process as one whole thing - a small ﬁiucu of art. Try
to take pleasure in doing these things completely.

| Start kneeling dovm on one knee, thenllifting.the
hands and then getting up. This to be considered as one
unbroken thing which you are ablé to prsdute ag artists.
Recall and realize this pleasure which comes from the human
nature - completeness of everything we do.

. Now the same movement absolutely complete, with
the feeling of the whole, but in a very quick tempo. Over-
come tﬁe protests of the body with this feeling of the whole.
I need-this thing, therefore, I force my body to be obedient.
The feeling of the whole - make it complete - recall the
beauty of this féeling-of the whole.,

If you will do such exercises, you will gradually
and naturally get a certain distaste for vague and unelaborated
things nn-thﬂ stage: which is very importnat. We have to love
our art, but we have to hate some things in our art so that
we will never confuse this feeling of vaguely being on the

stage. It muet be eliminated., If I am going to "perform” a
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vaguoe person, it must be dong - I have. to imagine the person
liko thig - I have to imagino a whole for this unewhole

persons

Exercisos

KrESY Sentences “To sea, tu‘éeai the calm iso n!ﬁr.“ g o
Will you opeal altogether thiﬂ:ﬂentencai 50 that Eﬂﬁhiﬂf you
has the same feeling of thn whole when yuu'ﬂro ﬂpbnking the
ﬁﬂntnhcﬂ.

Cambinu two thingo:s Invent a certain movement
Which can have gone connoction with this aentences,  Produco

Inagine for a moment what kind of novenent you want to do.

Spotlk and move at tho came timces Hava enough potionce +o

R N

s ntaccuﬁﬁ'ﬁifhkpgusun ﬁhiuh ds not hregk the form - staccato =
legato with pﬁuuena
. The féqling1nf tho whole iz able to embrace ﬂvdry-
thing whether it ls gstaccato or lhgﬁtu. then you do your
exercises on the foeeling of the whole, the feeling of the
whole not only embraces the exercise but the whole life. It
io é grﬁat-gift when ﬂcidﬁ#tiﬂtn or arfists are able to
embrace their whole profession as one big whole ﬁﬁiﬁg.
Here is the thing you are going to do: anticipation -
feeling of the whole - sustain. You have awakened in your soul
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thingo which will alwvays be thores You must do it consclously.
Tha tecachor muot know what shall be awakened in the student
and vhat shall be dropped. This ability to antlelpate - to
do onc wholo thing - ©o gugtain - focylng of tho wholo.

Now I ghall givo you tasko.

Hnw1Studnnﬁnl

For tho young studonto the {t2sk muot bo baged only
and ¢xelusively on tﬁo’imnginntlon. go that the things I will
agk you tq‘ﬁrnpnrc and will work on with you, and on which
you hﬁva to worlt alono, try to bage only on the imaginotion.
Im;gina things and charactors and through your imagination
try 1o ﬁnvalop tho character. 41l thingo which will disturb

... your wzgmmmﬁ try to d'?l;::cardi

01d_Studentos |
The task muot be daoed on throe thingos
Imagination
Groundo
Qualities
ilhen you show no your work, you nuot be able to tell what
qgalitinu-ynuxwaro trying to get - what grounds you took.
Ao vio are going to preparc two plays, I will ask
you alﬂb to work on your paris., We mugt wait for lirs
shdanoff for rohearsalg, and prepare for him our parts separ-
ately and individually. Vo are not eblo to do the whole

work because ho hags re-written the play, and secondly, I

necd his help physically.
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TASKS

DON_QUIXCTE -

Don Quixote
Hogt

1st Harlot
2nd Harlot
1ot Shepherd
2nd Shepherd
sancho Panza

January 16, 1939

John to be Author

Sam
WWarner
Doirdre
Erika
Alonzo
Hurd
Woody

a4 % 0 4 H &+ &

FISHING SCENE

- Iris to be Author Eris Trea

Woman who loses her husband Erika

Fisherman who ig saved
0ld Fisherman

Alonzo
Wfarner

4 2 R 2 & > H
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CHARACTERIZATION
Shdanoff .Plag: [/_T_hu_goﬁsiesaeﬂt

 Tho Character of "Slim mike" [Tor'Fedka’ |

Will you iﬁagin& quite freely while I tell you the
thingg about the character. Will you all imagine the same
thing- | .

Characters Escaped convict (try to imagine the
egcaped convict, and try to change the image in
accordance with new things. This is the technique
'to be able to see everything changed and elaborated
until you will get the desire to express, and this
is the right way - to be so rich in our imagination
that we get the desire finally to act. Start with
imagination and finish with acting),

A shameless person, without any conscience,
young, handsome, able to kill people as easily as
moving his hand. .His nature is very crude and
rude =~ he tries to hide his nature under the guige
of politencssg in all his movements, in speech, in
everything - ho tries to weer his costume, even
though 1t ia old, in the most gentle manmmer. He
has always a knife with him - when he takes his
knifo we see that this knife and his hand are one
thing ~ ho manages this knife as a painter would
‘his brush or a playwright his pen - it is a thing
which belongs to him and he loveg his nife and he
works with it skilifully and beautifully.,

Through his outer image please look into his soul
and mind. Let him move before your mind®s eye and follnw'his
movemenis, and try to picture his soul. If he were able to
analyze hig own psychological attitude toward the whole world,
and the people around him, he would say perhaps, "liy desgire
is to make everybody around me sleepy - my desire is that
everybody sleeps and I am walking alone through the world, and
I am managing everyone, killing and stealing." This main
psychology has created in him a certain kind of walk., He
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valko beautifully so that cach gtep shovs, "I want you to be
pleepy and I want to be alone in my world." All his move-
ments are in a2 certalin way beautiful.

. Imagine this character along the lines I give you,
and try to elaborate his speech on the basis of the imagina-
tion T give you. His speoch, his manner of walking, how he
keopo his shoulders, neck and arms. When I ask you next time

....t0 pleage show me how ho walks, runs, speaks, listens, how
he is thinking, how he 1s looking, everything must be absol-
utely clear to you because of this offort to imagino him.

Henry Young's Plav: [EggniqglEveninﬁzp

The Character of IThe Earharﬁ:

Small village or twon in Italy or Spain., There is

a barber shop and the character is the Barber. He
thinks himself as beautiful as a lion -~ powerful,
strong, handgomes; that there are no girls in the
whole world.who will meot him and not fall at his
fects Actually he has a very naive and stupid

face, at the same time, @ very childish and very
charming person. He thinks he is very gracious

and cach movement he does he thinks it is beautiful,
but actually cach movement hoe doeg is very stupid,
prinitive and neive and not beautiful at all. He

ig patisfied with himgelf absolutely. When he meets
a girl he becomes immediately very aggressive, and
he cannot think of any other conneftions with.girls,
He feels that it ig almost his duty to be aggressive
with the girls. He has invented a very sirange
coiffure which ig at the same time an advertisement
and the means %o attract girls. He loves and dosires
his own body and thinks he is go strong - he crushes
everything he touches - when he embraces the girls
they suffer. The whole world for him is divided
into two parts: girls and wives and husbands. The
hugsbands?® world frightens him tremendously, and he
becomes powerless and his muscles are weake. He
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" becomes very strong in the company of the girls,
He has a very quick and tempestuous naturece

The Character: *The liothor® in Shdanoff®s Play -~ The Pogsessed 1

‘The lother is an old lady, an‘old-fashioned lady.
Everything in her is expressing the mother's.atti-
tude tovard the world and especially toward her son.
Her wholo life and meaning could be expressed in the
following ways To take care '
~ To protect
To defend:
To encourage people who ara weak

Not at 2ll sentimental - nothing of usual sofiness,

" quite the opposite - she is & very girong person
with a very clear brain - she penetrates into the
psychology of the person with whom she has to speak
or help and says and does everytiing with absolute
gurencesg. She is the widow of & General, of very
good family, and in the town where she lives she is
ag important as the Goyernor himself - hor influence
§g unlimited. ©Sheo is absolutely responsible for.
each word she says, for each movement she makes, for
ecach thing she does bec2uge che knows how important
it is. She does not allow herself to speak too
much, or to speak things which she cannot justify,
otecs She has a very strange son whom nobody can
understand; that even she is not able to understand,
it~ and this is her tragedy - this is a really
tragic person. She feels and knows that her son is
unhappy; that he expeoriences deep tragedy, but what
tragedy she cannot guess because he has so many
masks and guiges that even her mother®s heart cannot
got . thore to help. Two different and contrasting
sitiations - she ig weak and lost when with her son -
only her heart dictates to help him but she cannot.
She wears only black clothes.

Try to imagine her not so much thinking about things
she has to deal with as meditating everything, even when saying,
“"How do you do."

Character! Daniel’ || The Strangeﬁ] in Shdanoif's Play = @he
Pogsesged 't e 2
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We have tried to find this character in a2 very seril-
ous vays, we have spoken about the person who, through
hig great spiritual experience, his consciousness, has
“the abilitv to understand and feel the whole cosmic
lifes Tor ingtance, we know thore are people who are
much interestdd in small things, such as a gtamp col-
lection, with no-other interest for things. There

are people who have interest in many things at once,
and there are people who have interest in things which
arge not material or visible and tangible, but thay
foel thoy exist and they get interest from these
things. A plant grows (tho stamp collector will be
satlsfied that the tree grows) but such a.character
ag “"Danlel~ has interest for Tthé procesn: of grovwith,
Horhas interest for all the plants of the earth, .
trees, roots, leaves, and ﬂn one Then it con be some-
thing which interests a person in the stars - dimen-
sions which are too huge to realize = when they try

to roalize these distances and thiz world of planis,
and the procesg of the thunder storm, they sometimes
get a shock which opens their congclousness gso that
there is eternity. Once he gets this feeling for
eternity and is not frightened, then it is Enmﬂthing
which we call cosnic consclousness, and then the
person is always living the life everywhere, That

ja what we try to get. Thiﬂ percon cries becauge

he is happy - he is gerious bacause he lives in eveory-
one. So when Nicholas enters the room, it is as if

he knew before that Nicholag would coms because thils
person who lives everyvwhere knows beforehand things
which are going to occur. Before it happens he knows
vhat is going to happen. |

Now add to this character which we will try to
elaborate, that he tries tb laugh. His consciousness is
... cosmic, but he cﬁn laughe Cnamic'cnnécinusnesa at the end of _

his days.

& 4 o 4 % I &

FOUR QUALITIES - FOUR.BROTHERS: '
The four qualities which I want to awaken -~ the

four qualities which we muat have in our nature are:
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1 Feeling of the whole

2 Feeling of form

3« Feeling of beauty

i, Feeling of ease

whatever we do on the utage must have definite
form - nothing vegue or floundering in forms The feeling
of form in speech you will get from Niss Crowther. The
feolingz of form in our movements, partly from Burhythmy and
partly here. Soliloquies you will get from Niss Crowther

which will give you the possiblity to find form. From our

| pnint of view we have alwaya to try to speak with the fﬂel-

ing of form.

Pay attention to your body which has been given
you by Nature. Remember that the body is a beautiful form.
The head is a form, the neck is a form, the chest, every-
thing is form which is given to you - you have only to appre-
ciate these things as an artist and especially as an actor -
we have to show our art through our bodies, therefore, wé
must know the body and appreciate it. For instance, if I
love of hate on the stage, I express it by using my form, my
body. If my body is something about which I know nothing,
how can I express my hate or love on the stage? Now try to
gee how interestingly thig form (the bnﬁy) can bag muﬁed. I
go Pforward - I can go backward -~ I 1ift my hands - this is ny
profession and my body is beautifUl. Everythiﬁg from the
point of view of form. Realize that the body is a beautiful
form and that it can be ugsed freely. Even the fingers are
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very interesting - thay-are able to create different forms
and make different interaesting moods,

Now do the followings Having this feeling of form
becauge of your body, you hav;igeneral ground for this thing
wo are trying to dos Each movement must be experienced by
the actor as a form. For instance, will you take something
and put it back where you took it from, and experience this
simple and naturalistic movement from the point of view of
forme This is a form which I create each time - do it with
the feoling of form. Be sure that you are able to keep it.

Keeping this feeling of form, please say the

...sentence: "The snow ig falling." Try to speak 1t without

exaggerating your speech - the feeling of form in general,
Wow try to do it individuzlly.

Try to combine the sentence with the movement. For

jnstances I am sitting down - movement and sentence.

Exercise:

walk from one side to another and when you cross the

middle of the room, drop something and pick it up and then

wall to the wall - one whole thing - beginning, anticipation -

end,-- sustaining. Now do it again with the feeling of form.

T ENC

Now please add this sentencey "I have dropped my handkerchief,”

and the sentence must be inclfided &s @ whole,

If something disturbs and stops you from fulfilling

your aim, it must be painful. If you get accustomed to
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unfinishéd things and it does not torture you, that means
you hﬁva gspoiled ynﬁr*artiﬂtic nature. .The artistic actor
is always suffering if something is not started right and
not accomplished - bé awvare of a certain unpleasant feeling .

and encourage it. Artists must enjuj what is good and must

suffer from what is bad, without this suffering we are

gomehow blind - I will look at it and find how painful and
dfeadful it ises The beauty of art and the uglinéﬁg of art,
If you do not Imow the ugzly you will nevef knuw when you do
ugly thingss When things are done on the stage which are
not accomplished, without any form, you must stop and see
how d}eadful it is,

Now the same thing with the sentence for the feel-

....Aing of form. Now: combine the feeling of form and the feeling |

of the whole.

Please remember that the idea of all <these exerclges
is not the exercise itself, but to awaken in our nature the
constant aﬁility to be always able to build forms on the
stage; to re-create dur—nature.- You must take these eXer-
cigses with the desire to tﬁkﬂ them, and to awaken your nature
by means of the exercise. Do nat-taka them being somehow

apart - try to be one with the exercises, then you will awaken

gomething in your nature.

Feeling of eased
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That means tﬁﬂt everything we have to do on the
stage must bedone easily. The audience cannot bear too much
effort -~ more effort fhﬂn 18 necesesary always makes the
igpreﬂﬂion that the audlence does not like it. Spend just
a little less energzy than is necessary., The feeling of ease
can ﬁa developed in everything you do (2lmost losing your
yeight)a When after the pnrfurmcanca the actor feels much.
mora Ifree and alive, this is hﬂﬁ it Bhuﬁld be done. You
mus# go throuzgh tﬁé ﬁhule performance as though you had
done nothing. | |

Feeling of form:

Wy body is light and easy. It is possible to
experience the body without using it, just as well as we
can experience it as a heavy thing. Light, easy boedy —I
feeling of ease - move, walk, run, walk, stop. It is by

psychologically having the desire to-ba light and eagy thet :

you will get it,

Exercises

Lie dovn and éet up - light and easy - psychology
and movement lighter and lighter. Try 1o be so light that
there is no noise at all - so light that you will not hear
yoursgelves,

Now, quicker tempo without weight and without

noise. Now, try to speak the sentences,

e S A\X
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Feeling of beauty:s

The danger is to seem to be beautiful - the feeling
of beauty is inside of us - we do such unbeautiful things on

‘the stages We have to develop this feeling of beauty so that

the voice in us will stop us from doing unbeautiful things.
Hﬁﬁ to do it? It deoes not mean thﬂt I want you to go about
always as angels -'the'mnst ugly thing must be done with this
feeling of beauty, then it becomes art. It does not mean to
ghow the beauty, but inwardly I must not be ugly. Do not

DRSNS

... Bhow beauty - be beautiful, Tho only dangér_iﬂ to"show offs" .

ﬁxerqigq:

Cross the room and drop the handkerchief with the
feeling of beauty, without showing beauty.

Try to combine fhﬂ feeling of the whole, feeling of
form, feeling of easa, feeiing of beauty = a;l Four Brothers

which we must have continuously,

INAGINATION

- New Studentss

Imagination is thé.bgais for all the following work
and preparations 1. Imagine everything you are told and
givens 2. Through your imagination try to develop the charac-
tere 3¢ Try to discngraga everything that will disturb your

imaginatinﬁ °
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0ld Studenta:

Work is to based on the following three things: 1.
ovodmaginations 26 Grounds.e 3o Quﬁlitiea. You nmust be able to
dafine what qualitiEB you are trying to get, what grounds you

have taken, and the results of the work in imagination.,

I

Work upon the parts in the two plays. Ve will pre-
pare the parts individually for Shdandff*ﬂ play, Thg_Pdssessqgr-

Frances (Paquie)
Fary Lou

Alonzo

..The following are the parts you must work oni

Beatrice Lisa |
Spanish Evening
Deirdre Spanish Evening
- Jean Spanish Evening
Liga
Hurd Kurilov
Warner Slim Kiike
Barber
Captain
John Flynn Stavrogin
Ufﬂcer [:Drozdmﬂ
Peter Stavrn &
Officer Ebruadaiz
Pricst .
Tergence Officer [hrnzdn&l

martha.

Drozdov
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hlﬁn | S Spﬁnish Evening
Erica | Motheor (irs. Stavrogin)
. | Spanioh Bvening
Woodie. | Daniel

San 'Garpcntcr
| ~ MBETING oF ASSISTANTS
NEW APPRDACH T0 OUR ME"HUD: ;
. In thﬂwnnw plan va nuut not be concentratod only
on ﬂpﬂﬁiﬂl tagkos Evoryﬁndylnuﬂﬁ do everything - leaﬂqnu an
imgimtlcsn. rohearaing, 'otc.s otcs Evoryone nust bo in the
plptﬁrn-ull tho ting, ﬁnﬂxmnsi ﬁnap cach other informed of
tho qﬁrk that.in being dano.__ﬁna work for 21l assiatanto.
It will reauire certain ntteﬁtiﬁh to cach othor'c worlk,
which wag not necessary boforcs |
| T havo choscn.nnly-tha follﬂwiﬁg thingﬂ in %ho

Ilethod to bu useds
1, Imagination
as 0Objoctive
g; Atnogphore

o Poychological Gesture (very lata)
Be Signif*canca {proacnco, radintiﬂn)

We will try to uonfina ourgelves ‘tra theso five
pnintﬂ. but will try e puﬂh .ﬁﬁ:n 'them ﬁvery‘thing which will
halp, For*instﬁncu. in the work on innginatinn'un nust try
tu_inirodﬁco cﬂﬁcentration and,iﬁdnfﬁnfﬁtiuﬁ.- it will bo

undor one heading, whorcas bofore wo made separate things of

eAchh ONoa g
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A geries of extra exercises will lead to the feeling

of rhythms

Oe

The four brothers - feeling of form, whole,
eage, beautys

Dynamic - diminuendo & crescendo, legato &
ataccato, rhythnical waves.

Clinaxes.

Pesychology of the pauses

Variety of repetitions (as a rhythmical
Glemmt) a

Threeo parts ~ beginning, middle, and end.

For ‘tho moment this ié all.,. Yo will be able to

make our Method much more compact, and be able to concentrateo

on each point nuch nore. Ve will not jump from one thing to

another, but will work on the imagination for weeks if nac-

essary, until we get it. The rhythmical exercises will be

intorspersed.

INAGINATION

It is a very good sign when our imagination somo-

timeg shows ug two contradictory things - it meang there is

a third thing somewhere which we must try to find. Original-

ity i3 a combination of things which cannot be combined by a

person who ig unable to combine contradictory things. Only

a great artist can do original things, because his creative

spirit allows him to combine things which another artist will

not be able to do.

Exerciges for Imagination:

1,
2o

Concentration
Iragine the thing you have to concentrate on.
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g. Imagine something that does not exist.

» Change the image and let it affeet you,

5, Incorporation, ' -

6, Imagination then becomes inspiration, The
image then leads you. | '

To develop the imagination you combine impossible
things, and this is the way to become original.,



