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STYLE
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FEELING OF FASE AND SIGHNIFICANCE
SPEECH

PSYCHOLOGICAL PATTERNS

Romeo and Juliet Hurd and ary Lou
o Daphne and Blair
Merchant of Venice Dennis and Woody
Othello Yaleriec and Hurd
1

iary Lou and Sam
I want you to tell our young friends something which

will help them - suggestions which are more helpful than crit-
ical,

Today, I want to contact another point of view. To
a certain extent I was disappointed, and in. certain moments
I wag comforted. This is only speaking in general. Now I

want to speak more concretely.

SHAKESPEFARE'S YOLCANIC POVWER:
First, I would bring to your attention that these

are Shakespeare's plays, which must be performed as Shakes-
peare deserves. There are no actors at the present time who
are able to act Shakespeare. They are not born. Attemptls

have been made, but they are hopeless. lHere, in our school,

we are not pretending to play Shakespeare - it would be a
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claim which is not juatified\- but we will take these small
sketches as a very good way to develop ourselveg as far as
we are able,s Therefore, Shakespeare is taken as the best
means to develop ourselves, and to widen our inner scope in
every way - in outer expression and inner l1life - from this
point of view, as school work, Only this point of view al-
lows me to say something. :

Shakespeare®s imagination is the imagination of a
genius and we do not know what his genius was, It must be
something like a volecano, a double volecano, because we are
not able to imagine as he did, therefore, we are so helpless
trying to perform Shakespeare. But, if we will take his
vwords, his gsituationg, and his characters, and train our
imagination on rig work - éverything. text, gituations, char-
acters, then we will have the best way first of all to under-
gtand what the real creative imagination must be, and second
how to train it. Therefore, my first suggestion is that
everybody will please take small moments from Shakesveare's
plays, and imagine them agein and again, and again the same
small piece then you will get something which is so hidden
in Shakespeare's plays and so seldom seen. When it is dis-
covered, 1t is something like a life event in our actor'®s
goul. Try to discover it by doing these exercises of ima=-
zination on Shakespeare's plays..

If you will imagine a, very nodern play when two
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people speak about something, you can imagine for weeks and
months 2nd you will never approach this volcano power which
is in Shakespeare, In our actor's development, Shakespeare
cannot be substituted for the opening of real creative
things for us. £ach of us has had dreams about our future,
dreams about our acting - these dreams come from this point
which is able to understand Shakespeara. Then the concrete
things of 1life cover this place and that is why Shakespeare
is not understood, because the place is covered and hidden.,
Therefore, we must imagine Shakespeare's characters, works,
etC,, through the imagination and we will discover a most
important point - the real activity which lives in us as
actors and wants to lead us forth,

How, this is what I want from you in the next
fortnight:s First, I want you to confine your work to threec
points, and I want you to do it consciously; three things in
each sketch you do. 1. Quite definite and clear atmosphere.
2, I want you as 2ctors to know absolutely what objectives
you are fulfilling., Is it one objective for thuv whole
sketch, or ten or twelve., 3. I want you to pay attention to
the power of radiation and nothing more. We shall look upon
you from these points in three weeka®' time and we shall sce
how you are able to develop. Sketches nust be shown on the
staze, which is at your disposal, with lights, curtains, cos-

tumes, etc. You will create the atmosphere not only by the
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neans of your inner activity, but everything will be at your
\

disposal in the theatre. Now, for some suggestlons:

SCENES FRON SHAKESPEARE - CRITICISH1®

nomeo and Juliets Hurd:

It was better than last time, the words, the text
wasg more justified than last times I felt that there was
mora necegssity to speak these words. Thig is very good and
vory important, but you nust get nore. It was done in a
half-dream (althouzh you have justified) you have spoken,
you have moved, you have done everything half instinetively,
half agleep. HNow, I want you to continue this right instinect
by a vory conccious approach, and for this I will give you
three suggestions:

i1, Try to justify ezch word, on the basis of this
objective. Atmosphere gives the csame vower, which is the
power of justifying the text, and send i% out with your radi-
ations A spaeclal) task is to justify the words, You have
done this already but the desire nust be in you to do it
nore consciouscly. |

2o Your mistake is your body. Although you have
a very beautiful body, you are quite tensz - your body is not
yet at your disposzal, its tendency is quite opposite to Terry's
body which ig quite flexible and controlled, O0f course it can-
not e done overnight but it must be done. The result of this

unelaborated body is that you as a person are full of emotions
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ard feelings, but at the mum?nt when the feelings want to
arise, the body stops them and always leaves these things
you have inside of you - they can't go through this body.
You catch your owmn emotions in & grip and stop yourself,
Therefore, you nust do exercises - hours of simple eXer-
cises for the feeling of form, feeling of beauty, They

will free your body; and you must imagine yourself being free.

You must 2all do this when you are imagining - imagine your-
salf with a free and flexiﬁle body, When you imagine for
instance, that you are 0thello and other characters, ima-
zine for yourself: "Now I have a2 free body; now I have a
flexible body." This will help you very much.

3¢ itihat I liked very much this time., It seems to
me that you have a very good sense for the stage, which nust
be underlined and developed. Quite opposite from what we
have secen in Same. Sam has other zood qualities and other
mistakes - I am not blaming one and praising another. Con-

paring the Othello of Sam, it was like in a desert.

YOVEMENT: NEERDED IN ACTING SHAKRSPRARE.

It is, of course, a great mistake to imagine that
Shakespeare requires nothing because in his time there were
no settings. We are other a2ctors, other people, another
stage and age, and it is quite wrong when the actor thinks
ho hag to be stiff. Quite 2 different epoch. e are we, and

we must act Shakespeare as we are today. If we discover the
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real Shakespeare, we discover the world of movements. We
\
have not discovered them yet because we are too dead in our

movements.,

The humanity of today, in general, are newspaper
recadors and nothing more. If we want to become actors, we
must overcome this difficulty of the immovable life inside
and out. When we bring this immobility onto the stage (al-
though 1t is very comfortable) it has nothing to do with the
theatre, Therefors, I am very nmuch in fﬁvor of acting Shakes-
peare with movements, with feeling of space and human body
and composition in movements. Whether i+ is tragedy, whether
it is right, is another thing. But thst Hurd has made an at-
tempt to show Shakespeare in movement is a great thing, which
can awaken not only in yourself something which would other-
wise be sleeping. It will awaken in the audience certain
feelings for movenment on the stage, and the audience will be
disappointed in the usual stiff style on the stage, which is
like corpses standing before use. This is an offence; this is

not our way. Therefore, we must say this is not our way, ab-

e

1 - 2 2 i aCCChplsS ©O move in
Shakespeare,
From this point of view I want you to go on with
this movable interpretation but, and now comes another sug-
gestion, not only for this movable stage but for your speech,

Ior your inner life, will you please, in addition to these
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three things, objective, rad%atiﬂn,_atmoaphere. try to make
2ll your movements and speech and mise en scéne on bigger
vsychological gestures. They are sometimes too small, too
modern, too roccoco. If we try to imagine what kind orf psy-
chological gesture is underncath your Othello, we would find
it to be too small, (We will bring lir. Shdanoff's play as
near as possible to Shakespearean tragedy, and we will be
much more expressive.)

When we imagine Shakespeare, we are conscious only
of his gestureﬂ; If we imagine that Shakespeare consists
only of such big gestures, then we will realize how much more

impressivae the gestures must be.

JUSTIFICATION s

'ary Lout

This is quite opposite to Hurd., Your words are not
justified. You will ask me why, and I shall say on all points.

Therefore, I should say you nmuet try to think your part throuzh

againg to think in the sense of imagining all the points of
the method, and especially these three points which I have
given you, Jary Lou's appearance in this Shakespeare thing
is very characteristics She is less interesting when she
gpeaks than when she is silent in this play, In other plays
there is quite the other impression., ‘When she speaks easy
words, small gzestures, she sSpeaks beautifully. This means

that you have something to develop in your speech in connec-



tion with big Shakespeare plays. This is a point to be cor=
rected, as it will give you Mcertain things which you are not
yet in possession of., Hot that I want you to be a Shakeg-

pearean actress, but use this opportunity to discover sone
y

new things,

FEELING OF THE WHOLE - ANTICIPATION s

Zach actor, if ne has a foeling ﬁf the whole, is
from a certain point of view, anticipating each point, an-
tlcipating the end., This feeling of the whole was sometimes
strongz and clear, and sometimes very weak. I want you to pay
attention to this feeling of the whole. For eXample, vhen
Blair appeared as Romeo, fronm my point of view there was

great feeling of anticipation, because i+ seemod o me that

ne wag anticipating., He +took me with hin bocause of hisg
anticipation of the whole Scence Then gradually it was lost;
and this is another question.

Now, in Voody's performance it vag absolutely with-
out any idea of the feeling of the whole, of the coming scene,
of anticipation, Where was the beginning? VWith Blair, you
will see how important it is +o anticipate and +to promise the
audience something, When you start like Woody the audience

Wwill not zo with you, because you have not taken usg,

I would suggest to Blair to elaborate your npart in
two viays simultaneously, Something in general 1ike your ap-

pearance and the anticipation, and another Tthing for you
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especially, try to alabnrataawith very sm2ll pieces sometimes.,
As we have done with the appearance of the shovman, It is
good for you. He comes in, he tries to understand something -
such a chain consisting of s»all links. It is your personal
way and it does not contradict at all the iiethod, but each
person must take the Hethod in ﬁis individual way. In general,
such small thing must be your wayj you wcréhlacking today
these smz2ll things. It was very good that you tried to incor-
porate the music because this is a sinilar case to Hurd, that
to be a2 good actor, or being a good actor, one will always

try to create a certain ‘aura around him, This is 2 good
sim and you must do this, The idea to bring the music and

to use it is good and the music was well chosen, It was nec-
egeary to have the feeling for this visible and invisidble
aura, and not to think that the actor must be immovable and
alone. These are 0ld fashioned ideas in connection with
"stars!. TFor us there must be a big aura around everybody,

at eévery performance.

STYLE

For YWoody, I wbuld make the following suzzestions:
Paul's idea was very interesting to show this vnlay as a
comedy, but the interpretation depends ﬁpnn the actor. Today
it was neither comedy or tragedy - it was almost a little

modern play. You must find the style within the scope of
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Shakespeare's dimensions. You had actually only two colors
in the whole long dialaguﬂ.\ This is very poor. I would SUZ-
gest that you try to find new colors so that each sentence is

quite differant inccolor. This will develop you very much.

CHARACTERIZATION s

You apparently have some idea of the character,
This makes you gtiff. You have chosen nne‘pussibility from
the many for this character, and you zive the impression of
being bound. If you want to find a character, you rust find
it so that it is 2ble to move freely and in various colors.
Jou must find the charﬂctér not like a statue but living
and nmovable, and rich with pnasibility. Therefors, elaborate
your character much more, and show us unity with different
pogsibilities, If you are unable to draw in order to express
what you mean, we want to hear the description before you
start, of the appearance, dress, ctc. Ue want to see you
as a character, completely imagined through. fnu have ima-
gined quite clearly, If fﬁu will give some drawings, and
then explain something in.addition, I want you to explain or
draw it with all possible detail., For instance, if you de-
3cribe a beard, I vant to know what kind of beard, color,

Sil’-e. 'type. ctc.

FEELING OF FORKN1

Sam - Special Task: You have made a little prog-
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reas in being more movable and flexible than before. I want
you to be absolutely free iné&de and outwardly, and for this
aim I want you to start with inner freedom, and by this I
mean something special. ill you, therefore, throughout

+he whole scene, carry through the feeling of form for his
emotions, and this is the point from which you will develop
the freedom. I+ was not quite clear to me what real cxperi-
ence this character was feeling at the moment. It could be
anger, cynicism, tears, ectc. It was not convincing. Some-
times it was a mixture. I want you to differentiate., He is
ancry, he is suspicious, he is taking the impression, and so

on. It must be quite clear to you, and the feeling of form

being applied to the inner state of the character.

Danhnes

I want you to make a little effort to bind together

+he different states, to build bridges as it were. For in-
stance, Juliet is going to be awakened, without any bridge,
when she comeg back from this world where she was soIAr away,
and now she comes to this reality. This is a big, long, psy-
chological way, and then by looking at Romeo she must build
another bridge. She must realize that she is here, and

build another bridse to realize that she is dead. All the
+ransitions are onitted. Try to find ocut where the scene

lacked bridzes.
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Dennis:

\
Zspecially for you., Try to find your charccter

without any staccato, inwardly or outwardly, in your legs
and feet. It must be one big flow or wave, built ocn the

basis of deepest and profoundest friendship and devotion.

Yalerien

Will you please try to find Desdemona through
your imagination, and then other activities must join in.
This hharacter is the most active. Try to interplay her
character gso that ghe is not less active than Othello,

fou have all taken these scenes as if each one

were a commlete scene from Shakespeare. You must take it

with the feeling of the whole play. The inspiration nust
cone ifrom other scenes and characters in the play. Imagine
the whole play and then lead 2ll these atrings to the scene

you are doing,

FEELING OF EASE AND SIGNIFICANCE:

Peters

Contact and freedom. This morning I felt that the
contact was not stronz enough. The actors were hindering
Themselves by not having contact. The other thing, for in-
gtance, in the next fortnight when you have worked on your
o0bjectives, it might be helpful having zot your objectives

very fully, to take the feeling of sase, because +hat feel~
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ing, taken deeply, will help to free you, and make 1t a much

easier performance to loox at) and 21so take 2t that point

Ei@ifiﬂmcg °

Eleanor:

I wanted to sugczest the feeling of ease to combat
an inner hurry, and that the interpretation should be clearer
in all the scenes whatever they may be. There were many
times when it was not clear what the action meant. This

could be helped by imagining and by being very clear.

Katherines

I think it might be helpful if you had more feeling
for giving out something to the audience. You could find

this by looking at points of the method such as radiation,

Gaving

1t seened to me that often the settings were not of
very much help, and {hat the actors did not make the most of
theme In Hurd'!s Othello I thought they should have used dif-
ferent levels - I should have liked Hurd up and Valerie down.
At the time I falt the settings could have been combined in

the psychological zesturs of the character and the setting.

Terry:

I think in cach casa there was a little vagueness

about what was zoing to be done. If they had concentrated
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fully on the parts of the HMethod they were going to use, and
\
why, and had everything very clearly before them, it would

have given us a cleaner and less blurred impression.

Comments by I'rs. Elnhirst and iigs Crowthers:

[ir3, Elmhirst:

I have one or two points prepared, TIirst, I won-
dered if it would help you to see the whole scgne more in
terms of the outward form, 3o that we would Zet The feeling
the character wag working to a climax. TFor instance, when
you drinfi the poison, the drinking had no more importance
than any other movement. Then I could see what Xr. Chekhov
meant when he said that you use your space in a very inter-

esting way, but in the first Romeo and Juliet I felt that

you were using your space without your center being Juliet,
and that if she could always remain your center, you would
not wander around, so that Juliet is lost. I wondered if
with the mise en Eéﬁne you could arranze it so that the
focus was more concentrated for the audience. e could
never see Juliet'’s face while she was lying down, and it
made contact difficult between the audience and Romeo, It
Was very hard to center it with the two of you, but we were
able to center it with the othor, T should sugzcest trying
to find the different aimospheres. In the same scene the

différant atmospheres through which you move wntil the final

moments The different transitions of atmosphere,
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rFor lary Lou (Romeo and Juliet) I have nothing in-
A '

vard to suggest but when you say the words, "Thare is a noise

without" is did not have mueh meaning - we did not feel that

there was anything outside a2t all,

durdy
1t wag difficult for me to bring tho inward feeling
intc the outward expression. I folt that he was viorkingz har-

der for the outer expression than for the inner content, T

think he must have worked very much on the outer personal
form, but it was not filled with %the inner content.

“or Blair and Daphne (Romeo and Juliet), I would sug-

geat that Daphne try to imagine more what it means to suddenly
see him at different nmoments. And 2gain, the changes of at-
mosphere, the aitmosphere of awakening, and so on,

in Yalerie and Hurd (Qthelle) I felt there was very

little contaset, even in terms of your voices. They seemed to
be speaking from entirely differsnt reglons, so that the voices
were not meeting one another. Again, for ifurd, there vwas too
much emphasis on the outer form and not +the immer form. He
must increase the inner form 2nd diminish the outer form.,

There was no creative atmosphera. I wonder if Yaleris could

work for more radiation even in monments when she iz stil1l.

In lary Lou (Qthello) there was nothins inward fop

US. 5an was too much on the zame lavel all through, There

Wwas no climax., The inner form was confused and there was
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very little contact between Qim and iiary Lou, Her movenents
seened to have novhing to do with Sam,

Blair I felt had 2 very interesting quality of con-

centration, I felt that the whole of him was in those moments.

SPIEECH

¥iss Crowther:

Hurd has a great problem because he has no form in
his voice, or instance, today he ran through his words so
quickly that it became one big sound., There is phrasing,
yet no gesture in the word itself, and the placement is
wrongZ, it is dovm here and it 1is not possible for Hurd to
form his words., Very'uften when ne hag the most fire, the
most emotion, there is no means of it coming out, The words
become so jumbled together they become bound in the voice,
and 1t is impossible for the emotion to come out - it is
stifled insides It is curable, but it means a great deal of
haxd word, a tromendous amount of work. He must zet in
douole, treble the amount of work., No moment can be lost,
otherwise it will not Ve possible to 2ccomplish the work.

Huxrd has a zood natural quality in his voice, ray
I ask whether it would Dbe possible for Hurd and Yoody to con-
sider cpeech ag one of the most impurtaﬁf subjects for 2 cer-
tain length of time, bccauseil feel that their speech is

going to ba left so far behind that they will never be able
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catch ups It means not only time with me but special %ime

with themselves. )

_;“:I'- Chﬂkhﬂ‘f_l

1t may have to be arranged to have special lessons
for them here and special lessons at home. I hear it nyself,
therefore, I prefer to give them free time because without

-

this: all other things are in vain,

L

Jilss Crowther:

Fﬁr e, even now, <the voice work counts as nothing,
In the preparation of these scenes, how much time and thought
is put into the specech work? 1Is every phrase worked over
with as much of the speech method as you possibly can, be-
cause this morning it was .very difficult to find any one
thing that was carried through in the speech, and so much
that ir. Chekhov has mentioned today should come through in
the speech work. [or instance, did you find your way into
the style of comedy or tragedy? Did you try to get your
epic quality in the drama, and lyric in the comedy?

I felt that the sounds themselves did not count
for anything., ihenever you wanted a stronger, fuller quality
you shouted. Then everything is shattered as fr as the voice
1s concerned, ‘the moment one comes into ﬁ shout, '‘“he words
themselvos should have had a greater sismificance all the

way <throughes There should have been more feeling for rhythm.
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Sam's Othello was built up of long pauses all the way through,
There wasg no feeling for th; blankx verse. This jambic pen-
temetver, which is the most important form of all poetry for
the actor, lecads the actor through to the beautiiul speaking
of prose on the stage, and I felt there was not the freedon
of the form there in the lines. ¥r. Chekhov, may I ask
whether you would like me to help during the noxt fortnight,
or i3 it much better to have them work out sounds for then-

selves?

I think our friends are "second generation” and
they need your help more in general, but you rnwust decide

this question yourself because you know better which nelp is

neecded,

Mlsa Crowther:

As we are working today in the speech room, there
must be no senso of hurrying. ihen you have 2 passage in
which you feel the movement is quick, you must 50 through
your actions with activity but not hurrying so that tha
words are indistinct. Hurd very often gets a slight 1ilt in
his voice, 1lifting up at the beginning of a phrase whether
the vord is important or not. You nmust go with your rhythm,
Don't {eel that every line must begin the same, The gesturecs

stop ‘too soon with averybedy.
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rary Lou, I would tLuﬂ sSuggest your working for
rnythm much mores It will hclr you build your way into your
bigger passages, because somtimes you shout.

Blair, watech your "s" sound becauss that is still
spolling your soeechs Your gesture was zood at the beginning,
but when you want your voice to appear as if it iz dying,

wnere the gesture must be so definite ard do well formed +hat

inside you can allow the voice %o Z0. When you get the fire

ol your cmotions be very careful that you mold much nore,
because if the molding is not there it becomes jumbled,

baphne, I know you cannot work exactly as the
others. llowever, work with your rhythm, and watch your
phrasing a 1little more carefully,

In The lierchont of Venice, Woody, it was very much

clearer than a fortnight azo. You used your throat again,
Yhen 1t gets fight. Dennis, yours wes better but you nust
got »id of yvour “s".

mn the Othello, Valerie, +the voice is very thin

in gasture, You nmust have more zesturs o besin with - nore

Space, more vowels, nmore consonants, =2am, you must be care-

Tul thas you don't let your voice shout froem the beginning
©0 the end., %hen a thing is full of fire and emotion, and
it comes through on a hard shout, it has the guality of mak-

de IT won't allow your feelinzs o

D

g us fael cmbarracss

come Throuzh ftruly. If the voice is hard it makes everything
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hard, It makes tTihe auﬂlence,ﬁncomxu c2 001G,

“r. Chekhov: To the 01d Students:

when you are giving your criticism in a forinight,
I would suggest to you that you try to form your sugg estions
for each individual person. Try to find the approach to each

individual case which will be very useful to us and to then.

S X A e A& N 4

SYCHOLCGICAL PATTERNSt

Snanish Svoenling:

liew I want to touch cn some psychological patterns

in Henry's play and we shall start with the bridegroom. The

0

bridegroom has reached the climax to be almest deade. Hs 1
afraid that he iz not living, and at this moment he sees the
physician coming into the room with the mother, This time
the mother will not have her usual job, but will act quite
a different task. I want you 10 develop only how the phy-
sician, the showman, Tirom being nothing, gcrows into a suc-
cegsful magiciane. The psychological pattern must be that
they are so hopeful, snd they trust him so nuch that gradu-
2lly he notices this and becomes powerful. The mother and
the bridescroom are undar his spell,

I want the showman to concentratc on one small line
for the rehear=al, You are afraid and you are suspicious

that they have already discovered that you are only a showman.,
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Your psycholozy is, "Shall I run away or not?" The bride-
groom imagines that every monent the doctor is there it helps,
and ne iz gettinz batter,

The shownran has one thing to looX out for. e nmust
hesitate afier cach movement %o zee what effect it is having
on the patient. This is the first stage, then we have to
find the transition to the magic. You make certain movements
and from their reaction you will get the idea +o do some
magical tricks. lNovements must be Tull of poever and decizsive,
1 want you to try to find the charecter fron the ldea that
the shovman walks over the whole world - every limb is freco
because it has nothinz to do, e cones into the roon and
begins to create, Ivery movement he turns to zood use,

The young wife's gesture is o use every opportunity
to get nearer and nearer, and finally %o seduce the Sacristan,
The final idea is to kiss him like a tiger, and to rermain in
this state forever. The Sacristan's idea is to protect his
innocence. Ile tries to gzcape, not outwardly, but inside by
studying his theology each time she advances towdard him, ELven
when she is Xissing hin, he is studying his theology, ithen
he is first kissed he is the victim,. but being awakened he
realizes that he is a2 man, The wife must find actions to
entice him. The Saeriston is young, olushing and full of life.

The young mald and her lovers Simply - schematically -

d
his every movenent is wnreparation “or embrace - her stopping him
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is more active than her inv;?atiﬂn.

liow the march to the Church with muted music - very
stately - the bridegroom a2njoys his ability to walk, The
young girl is hoping he will break dcewn, The shovman is
walking not with the procession but leading - imagzine that

they are puppets undar his control,



