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You know, of course, that during the last third of
the past century science -~ and later art - becane very materi-
alistic, anci scientists at that time made certain statements
telling us that everything was matter, and materialism. Of
course, the beginning of the fifteenth century saw the rise
of materialism, but the last third of the past century was
the c¢limax. The result of this is with us tﬂday; This mat-
erialistic point of view ig what we are now livipg through.

What hag happened to art and to the theatre is éha
fnlldwing thing: we have lost fhe whole poetry around our
art, and it has become a dry business. If we truly and sin-
cerely consider ourselves while on the stage, we must adnit
that we feel our bodies and voices as the physical things
which carry us to the audience. The whole theatre has become
so materialistic for us as actors; our attitude towards our-

selves, our bodies with voices, our aporoach te the new play
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is whether is appeals to our nerves, and if it does not
appeal, it is of no value, and so on.

The theatre now is not solving any problems. It
does not consider what the ethical, religious, or human
problemg are, or whether actors have any foresight. We are
not intereisted in what shall happen, Everythlﬁg is con-
densed to the present moment, and even more to the events
of the preaént moment, and even more to certain events., It

could not be more condensgsed, more gtony than it is now,

THE FUTURE THEATRE:

The future theatre cannot go along this wvay of con-
densing and making everything dry. There is no more space,
no more themes for ite Everything is exhausted. The theatre
must zo the opposite way, which is to enlarge Bveryéhingl the

point of view, the means of expression, themes for plays, and,

- first of all, the kind of acting.

THE FUTURE ACTOR:

The actor in the futufe must not only find another
attitude towards his physical body and voice, but to his
whole existence on the stage in the sense that the actor, as
an artist, must, more than anyone else, enlﬂfgﬂ his owvm Dbeing
by the means of his profession. I mean the actor must enlarge
himself in a very concrete viay, even %o naving quite a dif-

ferent feeling in space. His kind of thinking must be different,
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hig feelings must be of a different kind, his feeling of his
body and voice, his attitude to the gsettings - all must be
enlarged. The air around the theatre must be air. Let me

formulate it in a few wordss

"WHAT™ AMD "WHY"s  “"HOW®" IS THE aYSTERY OF ﬂETE_

There ig always a certﬂin'ﬁwhat" -~ the play is
"whﬁt,“ we have to deal with our p&rtﬂiﬂﬁ "whate" In scienco
evorything is "what." There are two ways In this "what.”

One ig leading to “why," and that is pure science. When we
take a play and try to discover "why" the author has done
this or that, we will never be 2ble to act it. The other way
ig "how," and that is our way as actors,

For instance, if we know how to become jealous on
the stage without knowing why, then we are artists. Under
the heading of "How I Pelieve the theatre of the future will
develop," I would say that the more the materizlistically--
minded world forces us to go the way of "why,"” the less we
are able to develop our abilities and talents., This ?why" is
very widespread in art in our present life, If you ask how
can I know "how"hif I don"t know "why,® I would say that it

ig a very materialistic question, because "how"” is tThe mystery

of arty if is the secret of the artist who always know "how"
without any explanation, any proof, any analysis or psycholog-
ical abilities. Quite simply the actor knows Hamlet, or Joan

of Arce Wihy? Eecause I am an actor. If we are unwilling to
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accept this point of view about "how" - because that is our
life = then all the "whys" will never relp us,

Ag an'examplﬂ. let us imagine we are talking with
a brilliant actor about these things. He may say that he is
not interesteds Just let hinm express himself, his own "how,"
because he does not need our justifications. On the other
hand, let us ask an abgolutely ungifted actor about "why" and
"how." Do you think it will help him? No, because he has-nu
"how" in his goul. In both these extreme examples "why" is
the mate:ialistic approach to a2rt which flamed in the last
third of the past centurﬁ. and from which we are suffering
the resultsz. VWe must make &ll possible miﬂfﬁkea in order to
break all these boundaries to our professional work. "How"

is our business,; and "why" is the business:of the scientists.

OQUR METHOD:

ivow let us look at our Method. Everything in it
has the tendency to break the boundaries of our bodies, our
voices, and other abilities leading to this "how." For
instance. the atmosphere, if curfectly expressed, is nothing
other than expanding our.own being in the space around us,
g0 that we become bodily less significant. With atmosphere -
something happens around me and in me, and ny body becomes the
instrument which recoives suggestions irom these things, and

begins to obey these influences coming from the outside. 3o
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if we oxperience the atmosphere properly, it enlarges our
beling. .

Let ug look 2t the objectiva, The objective is my

aim, my désire, it is what I want. Imagine it fulfilled. I
am already out of my skin, as it were, out of my outer part
of my being. I am somechow flying somewhere.

Or let us look at radiafinn. which means to give
out everythling I have.ins?ﬁe. Again my body becomes larger

and moreo artistic.

Preparation and sustaining is also something which
precedes wy hard bodlly way, then follows it and goes one. It
ig again 2 way to enlarge the actor®s nature.

The nsychological gesﬁptg,is purely a psychnlogibﬂl

thing, which leads us to ourselves ag actors. ﬁctually the
psychologicel gesture is above theatre, and goes on further.
Fach gesture is the way to enlarge ourselves, and to break
all these hard boundaries and obstacles which we have in our

materialigtic approach to ourselves,

THE ACTOR WILIL DISCOVER THE SPIRITUAL THEATRL:

hen I try to ?magine what the theatre can be and
will be in the future, (I speak neither in the mystical or
relizious szense at the mcment) it will be a purely spiritual
business in which the spirit of the human being will be re-
discovered by artists. We grtistﬂ and actors will write the

peychology of a human being, The spirit will be concretely
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gtudied, It will not be a spirit "in general,” but it will
be a conecrete tool, or means, which we will have to manage
just ﬁs easily as any other means. The actor must know what
it is, an@ how o talke it and use ite ,This will happen to

the spirit, and it will become again a very honorable thing

when we know how to manage it, and understand how concrete

and objective it can Le for us, It can be much more expres-

qtve*to our fellow man. fI belleve in the spiritual theatre,

in the sense of concrete investigation of the spirit of the

humen bheing, out fhu invaﬂtigatiaﬁ must be done by artists

and actors, but not by scientists.

It is interestiﬁg to know that what we are speaking
avout here, some sclientists are beginning to do, Already in
many countries this new science grows gradually, Even in the
field of mathﬂmﬁtics. vhich seemz to be absolutely stiff,
there are new, flexible things which they are discovering
and leaéing the culiture, and other fhings become real art.

Not long ago I visited a farm near Philadelphia based on this
l 5

new approach. - (SEW INSWRTION)

CHARACTERIZARION 1

Today I want to approach the question of characteri-

zation, and explore it more carefully. TFirst of all, let me

say that it secems to me that all parts are characteristic ones,

lHiowever, modern actors, in all countries, always try to act as
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much as possible as they would in everyday 1life, to kill every

possibility of characterization in the part, and %o adjust

the part to themselves. Very often, we see en actor or actress
acting'fhgmselvas in alllparts. without even trying to find
out how one.part can be different from another, which is quite
the opposite éﬁpruach. sodern actors, generally speaking, try
to kill the characterization and make it so that the part is
just as they are. This deprives us of the possiblity of gev-
eloping and showing to ourselves, and to cach othor, our "hows,"”
S0 1t is a blg mistake in the modern theatre to
exclude characterization. Charﬂcterﬂican be very fine, and
very delicate, or vory obvious, but it is only a question of
dimenslion. Still, there are always certain possibilities for
characterization. But how to approach it? Let us again
start by looking at the wrong way first. If we accept char-
acterization, or <try fa accept it, we may, first of all, rely
on our physical hﬁhy. Just as it is, and try to contort it‘
according to the idea which we have got from the parts Secondly,
vie may rely upon the costume and make-up. Or if the character
is a fat person, we rely upon the padding, or if it is a tramp,
ve rely upon the torn clothes, etc. .Evﬂrything'frnm the out-

side., I exaggerate, of course, but only to m2ke my point clear.

THE CENTER?
Fortunately there is another way which is much

better and much more appealing to ocur actor®s nature, and much
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more satisfying to our instinet to create something ﬂutanf 1t
and thon to see how the body, as a secondary thing, can adjust
itself to this first, spiritual, imaginatively~created char-
acterization., Ve have gpoken about tho imaginary center in
our chest from which, if it is renally cxperienced, we have got
accuﬁtoﬁed to the idea that we have a movable center from
which everything is depending. We conslder the normal person
(without characterizatiunj having the center in the chest, and
everything is centered there. | .

Let us walk around with this center in our chost,.

It is tho power which leads us forward, The only thing that

1s needed is that we pay a little attention to 1%, aﬁd gradu-
ally it will prompt us more and more to understand that we are
sound, healthy, and well-formed - still without any charac-
tﬁrizaticn,in the senge of the.theatre."Let ug i1t down,
paying a-littlé attention to this center, and you will sece
how it supports and helps you, .

One important thing must be considered. The idea
of the center is imaginative but algo concrete. It is artis-
ticaily gounnd imagination to have this impulse from the centers
Let us get up, being 1mp%lled by this center. [Now move our
handg and armg with the impulse coming from the center; Like-
wige, the impulse to lower the arms comes from the center -
everything from the centers. When we walk, our legs and feet

#et the impulege from this center in the most simple wey, without
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any special effort. When we exercise in this way, we get the
feeling that our legs are longer than we have experienced
them before. The center gives the impresslion that our legs
arg longer, becauau'they-are connected with this i;aginary

gentor in our chest,

I h&ve mentioned before that ﬁe have many locks in
ouxr bodiesg. Fﬁr instance, our fingﬂrﬂ can be so locked that
thﬁy do not take part in our actions. All these locks can .
be opencd by our understanding of tﬁe imaginary center, if
it is develaped until fhe whole body becnmeﬁ frea.ﬂ'This
impulse from our chest will unlock all these things, and our
bodies will become eXpressive, but 1if tﬁara is no esource
from which the gtreans can go through.lnur bad‘hahitﬁ will
aventually become 30 strﬂﬁg that we will have nothing to do
but keep our hands in our pnckefﬂ.

Now try to realize that the presence of the imagine-
ary center in the chestris actually pure psycholozy, because
having such a conter makes one feel aneéelf differently. 1t
is not a thing which is part of the actor's poychologye. EBvery
part of our body, our voice, reacté to these sugzestions in
the most subtle way. WwWhen we look at ourselves in the mirror,
ve become different people. We want to see ourselves as we
thing we should be, but with the mirror it is not possible fu
avoid a cortain gelfishness. With the center it is quite dif-
ferent - we recognize the fact that there is such a thing as

the psychological fact of this imaginary center.

o ¥
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How let us move the center to the storach, and see
what psychology you will get from this, Try to walﬁ vith
this center in your stomach, and listen to the new things
which will come from this imaginary center. Let us ﬁﬂyj
“Hello®, "It is alregdy a charanterizatiun, but we have ap-
proached it not frﬂm-tha outer, materialistic, inflexible
side, but from the purely actor's side where we are masters -
ifrom our warld of Emaginatian. from our creative abilitiles,
not from our body. How move the center to the right shoulder
and listen to what it tells you - no one knows hanyour'naturﬂ
will respond to this suzgestion, but your talent will renct
inmediately.

Fellow any aﬁggeations which may come from this -
a8 soon as you displace your center, you will see that there
is quite a natural desire in ynu,;as an actor, to adjust your

physical body somehow to this imaginary center. Ilow let us

try to put the center in the forchead. The center can have

~different qualities, hot, cold, sparkling, etc. Try to maﬁe

the center in the forehead contracted end cold, snd follow
The suggestions which will come from it. Jlow put the center
about two feet above your head., [ove about, spealk to each
other, sit down, get up, etc., payinzg attention to this POE=-
sible change in psychology. Now lot us dance, having the
center two Teet above our heads., Now put the center in the
kneez, and dance again,

This work of finding the conter is absolutely free

g &
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foxr the actor to try. Where is the center of Desdemona,

for example? It is up to the actor to find out, llow can

he do it? Only in this way: we have to imagine the char-
actor which we are going to perform, in different situations
in tﬁe play, 2and observe how it acts. Ve have to look at the
character, first in our imaginatiun.‘and see how the charac-
ter acts, and what it experiences.

In our imagination we are somechow artistically
clairvoyant, because we can geo the feelings of the. character
we are going to perform, when we are imagining it. Ve can
see King Claudius when he is praying - we eeo him fighting
with these evil powers. Ve can imagine this figure; and his
prayer only if we are clairvoyant in our imagination, and
gee what he feels,

when we ‘take Desdemona, for ingtance, and cee her
acting and living in the world of the imagination, we see her
utmost inner 1life, and if we put the gquestion as to where ler
centor is - in general or in a particular scene -~ the sugges-
tion will come and ve will know where her center is., If you
ace and hear Iago, being clairvoyant in yvour imagination, you
will seo whore the center is. Because if you do not find the
center firast, you may be ;oat Tor a very long time, trying to
grasp and incorporate in your body all the complicated and
sometines absolutely incalculable richnesses of the character,

Othello, for instance, is a most complicated character if i<t
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ig really imagined., There are so many things to be dizested
that we may become loste The way to overcome this, is first
to find the center, 2nd all the other things will follow more

Quickly afterwvards., Without this we may be lost.

'THE IMAGINARY BODY:

When finding, through meansg of the imagination,
where the center is - simultaneously with developing our ima-
gination for a particular part or character - werean algo
imagine, or invent, as freely as the centér éll other parts
of the VYody of the character. Buft before we touch our phys-
ical body - which is so stiff and full of habits that it
makes us very wuiiform on the stage - let us imagine first
the invisible body of the character. ILet ug say that we have
fﬂund the ceﬁter for the charactexr in the diaphragm. Now we
can Jjust as easily imagine the arms and hands to be longer
than they ﬁre - perhaps six inches longer., If we do not force
our phyaicﬁl arms and hands ~ which will only make an unhcal-
thy and bound impression - but let our imagination live with
these longer arms and hands, we will see how the arms and

nends will change of themselves, not because we force them to

become longer, but they will give the impression that they are

longer.s If we try to stretech them, it will only give the im-
pression that the actor is torturing himsell, but if we rely
upon the imaginative picture of these arms and hands, they will

zlve the impression that they are longer.




ile Chekhov Deceomber 15, 1941

in contrast, try to imagine that your imaginary
body is six inches shorter than it reﬁlly ige I you ima-
gine i%;'you will see that you are so.far from your own
psybhnlagy: anﬁ that you hava‘already plunged iﬁtn ancther
-imagina;y‘being, and you will have a}different psychology,
and will speak and move differently. Your whole temperament
will change, MNow, in.additiun. imzagine that your right
shoulder is higher than your left one. First imagine it,
then let your physical body adjust itself, as it were,
instantly to this imeginary body. The actor must éﬁ brave
enough to say goodbye to his own stiff body, and follow the
suggestions of the imaginary body. He must enlarge his
being and make @is being flexible. To answer the present
materialistic age means that the actor must find other flex-
ible, spiritual but conerete thinzs.,

Now let us change the imaginary body. The éenter
is not in the chest, the imaglnary body is one foot taller
and the center is in the neck. Try to move, and you will.aee
hov the physlcal body will gradﬁally want to merge with the
imaginary body. Be aware, too, of the different psycholezy
which comes from this imagination. In addition, imagine the
body ¢lim and slender, and the arms and hands longer, accord-~
ing to the tall, imaginary figure. Don't pay any attention
to your physical body - it will adjust itself to the imagina-

tion and will be nmore accurate, - Enju# the imaginary body, and
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everything will come of itself., How imagine thﬁt the fingers
are long and tapered.

If you wish to use this means while preparing a
part, 1 must remind you that imagination in generél about the
part would be necessary and simultaneous with your eflorts to
£ind out the risht place for the center of the characters
The legs and arms and feet andback and everything about the
character mustbeimagined as wells Then try to speak words:
{rom the »nlay, or improvise them quite freely, but one thing
must be held back - don’t attempt to foree your physical
body too carly to imitate the imaginary body. Let it be
lacking in uxpressiﬁn at first - have patience.

Wihen the imaginary body iiﬁea in you strongly
enough, then the phyaical body will obey more easily and
will imitate, as it were, this imaginary body. 1L you force
your physical body too carly, then the whole thing could go
to pleces, because you might rely upon your physical body
only, or repeat your old clichés, After cortain experienéﬂ
with the imaginary boedy and thelcénter. you will find that
almost at once your physical body will become like the ima=-

ginary one,

THE ACTOR'S EODY AKD THE ACTOR'S ARTISTIC SOUL:
Jo have to create our imaginary body in our fan-
tagy., On the stage today the physical body is mostly +the

enenmy of the actor. From the point of view of the theatre
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of the future, ags I try to imagine it, cverything will become
more end more spiritualized, in the sense of concrete spirlt,
If our physical body remains undeveloped, it will become more
our enemy than our friend. #We must make an effort to sepa-
rateo our:physical body, with its abiliﬁiea and innvilities,
from our artistic soul which is so rich in everyone of us, S0
full of desires to crecate this and that. If we can separate
our coul and our body for 2 moment in our fﬁoughts. we will
see what different worlds they are.

At the present time our creative soul is ﬁbaalutely
the ﬂlavq of our body, and we cannot fulfill what we want to
do. If we are ahble to incorporate, to act and fulfill one
small part of our artistic dreams, we feel that we are vic-
torious. But why not be one hundred percent victorious? It
is possible, if on the one hand we overcome the materialistic
conception of the theatre which sits in our whole being, and
on the other hand we work upon our badiéﬂ. Even if we have
been on the stagze for years, the physical body is just as‘
antagonistic to our creative ﬂpirit ag 1t is to that of a
student, or an inexperlenced actors

There is no neéd to be ashamed of making thege
oxercises, becauge it will do much more for our culijure in
the future than to ropeat mistakes, and remain with our stiff
physical bodies because we are ashaned of deing students. Ve

have such a beautiful future in the theatre, if such groups
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as this are brave enourh to come to listen to someone who
nas sonething new to say. It is already a great step towards
this culturee

Our bodies nust be considered a2s being our enemies -
they nust be doveloped not only by means of our imagination,
but purely physical exercises must be made tTo develop the body
as suche Then f{rom being an enemy, our body may become friendly.,
When this happens, 1t will be a great revelation to us, because
we will see that many beautlful creative ideag, impulses,
desirecs, and images have been forgotten, because the voice of
our stiff body -~ from our youth until today - has always sube-
conscioucly prompted ug not to try.

This intangible suggestion which we hear from our
buﬂy must be corrected by developing our body, then .our ima-
gination will become free, and we will see things in our ima-
gination and will be able to incorporate things which we cannot
even imagine now, because we are always under the pregsure of
thies intanglble prompter, our physical dody.

Here we come to the pﬁint that to develop our spirit
is just as important as to develop our body. That is why I
have surgested these stadeato and legato exercises, because
they are simple, but they can overcome certain difficulties
in our body, They must not be complicateds All these physical
exaerciges must be as simple a3 possible. If we start with
complicated exercisses, our body will change them so that they

will become comfortables. e must beat our bedy with simple,
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orimitive means., One zimple good blow of staccato is better

than a more complicated thing,

FOUR QUALITIES OF NOVERENTs
-Let ug imegine that we have four kinds of wmovements.

One of them we may call molding - whatever we are doing we

mold the air around us with this movement. Let us approach
the chair, moving in a molding manner. Then take the chair
and place i% in another spot, molding the cir all the time;
Then git dovm on the chaire. Iverything must e done wifh
this willl which ig molding everything around ug, as if the
air fills our whole being. It must not be strenuous. It is
a purely psychological thing which fille our body. We must
renember that the freer our bedlieg are the stronger they
arae. The will is something which does not need Gurfmuscleﬂ
at 21lls Actually our will is not in us but around us -~ i%
is a psychological thing. The real will on the stage takes
us from the outsides It is quite a different quality of
will - much stronger, nuch lighter, much more versuasive.
Light, casy bodiez in which the will permeates and awakens
uge Vhen we 2re in a hu?ry, it is not the will but a nervous
hysterical thing.- to do things quickly, thﬁt is the will,
e mugt not confuse these two thingsg.

I want to0 say that none of the suggestions which I
have to give you have anything to do with hypnotisme. When

trying to hypnotize another person, onc mugt have such a

A&
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gtrong imagination that you have done it. It is like the
objective but turned on the other person. The will of one
person has to:overwhelm the other person. HNO means in our
Method ever lecad to this. Hyonotism ig old-fashioned now

and it is seldom used, but psychoanalysis is used,; which is

atill more dangerous, In our Methed, for instance, xadiation

means that I am giving myself whether you want to accept it
oY NOGCe

Anothor kind of movement is flyinp. Do the same
exercice as before - take the chair, move 1t, 81t down, etc.,
exporiencing the psychology of flying. Again, our body will
get a good result from it if’ﬁe do it properly. Try to do
it continuously -~ the physical things will étop. but our
psychology will not stop -~ inwardly wé must g0 on. -These
movements will break our mpsychological and physical boun-
daries. If flying you feel physically light and easy, and
if radinting you will feel light and easy.

2
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(INSWRTION)
Thore they tackle these problems = they try to atisct
sciontifically all thoe forces which are around the earth,
the different influences of plants, and they plant their
sceds in the ground at certain timeas. Certain plants are
enemies and cannot be planted together. rFor instance, if
there are two enemieg with nothing between them, they will
oput & friondly plent there which will grow much more. The
difference is so grett, cven for the eye. The ocarth becomes
much richer, much more powerful, If they do not have these
conflicts between enemies, then the earth becomes exhausted.

In sach branech of science we have this new approach
where many thinge are taken into consideration which secen,
to the present sclence, nonsense., I &m sure that to many
actors in the world, what we are speaking about ag a-group
is Just nﬂnsensa.. If they have a text and costumeg, what
else do they need? I knew 4 famous French actor whom I
visited several times in his dressing room when he wag play-
ing different parts. I wag shocked esach time because he did
not do anything with make-up except to make two spoits, one
here and one there. So for him 21l these things would be
MEere Nonsenses

whatever points we take, each one ig leading us
cut of ourgelves. If you want to exercise these voints, i3
would be good to remember that if it leads me out of myself,

then 1 am on the right road,

9 o



