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RIGHT L"‘EJLIHE}S THROUGH RIGRT JAZANS -
IYAGINATION & INCORPORATION
MU?HfTr.Y

mHE SQURCE OF ‘THE rafLlINGS
ACTOR'S BODY = HIZ, INSTRUMENT
THE FERLINGS

THE OBJECTIVEL

SICGNIFTICANCE

SUSTAINING

CONTACT OR fNSZFBLL

AING LEAR

GHT THE RIGHT FEELINGS THROUGH THE RIGHY ikahai

This is possible only by making & great psychological
offort inside yourself, and this effort must not + he made once,
but must be mads continuously. Only by this persistent, con=-
tinuous making of psychological efforts wlll we be able To zel

sults, if we are able to persuade ourselves that this 1is

the only way. whather the exercise is pleasant or unpleasant,
tiring or easy, we must shut our eyes to this question, 2nd
must realize that the only thing that ratters is that we go

on making new efforts in spite of all unpleasant things

LitAGINATION £ INCORPORATIONI

Tet us take the gcene when itingz Lear is on the
neath - "Blow winds..."” The ldea of thé exerclise is to get
the fgelingé thrﬂughhéhe imagination. At the moment when the
hero has reached the climax, through the imagining of this
special wmoment of the character we have to penatrate into its
inner life, and then we must incorporate this inner life or

feelings. Through the imagination we must get the inner 1 ife

of the hero and incorporate it.
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THE SCURCE COF THE FEELINGS:

Criticism: What yvas the aim of the exercise? It
is the same as yesterday - to awaken the source of the feelings,
to prepare the place in our soul which will be able later on |
10 receive the feelings, which will come from somewhera, and
will not be our personal feelings. You have made an effort
to awaken the feellngs by means of the imaginatiun. but this
offort has made so many difficulties for you.

First of all, the imagination itself is not yet de-
veloped enough to be able to catch the feelings of the image,
By exercising our imagination we will, in time, zet more and
more this ability to see something in our imagination, and
at once recoeive a prick in our heart., Imagination which does
not do this is not real imasgination, becauge artistic imagi-
nation is always full of these feelinzs and pricks.

Secondly, our bodies are still so stiff in a certain
special way - half puychnlngically gtiff - and this is the same
for overyone. Tho finest developed artist hag this stiffness
in his body; this special kind of stiffness which does not
vant to be permeated with the feelings, because they awaken
us too much. Cur body wantsto bé sleepy, and when we give it
such a strong medicine which requireg that it will arise, the

body vrotests azainst it.

EUYRHYTHNY

Lo the beginning of eurhythmy training there comes
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a moment when the body protests, and we have the same thing.
You must not think that the\exercigse ltself is unpleasant -

it is only unplecasant for our bodies which do rnot want to take
part in this awakening process, althouszh our creative spirits
want to perform it. Every actor vants to perform Lear, but

all the other things around our creative spirit whisper to us

not to do 1it,

THE ACTCR'S INSTRUMENT = HIS BCDYn
Thereforo, yﬁu nust do the next step conseliously,
and lay stress on it. By trying to imagine this piecture, and
penetrate into tho inner life of the image, try to find the
mogt suitable physical bodily moving forms, so that yﬁu 800
that you are responsible for the fornms. You must do the move-
ments because you vwant to do them, not because of physical
contractiong which are the recult of the protest of our
bodics. Imazine that you wish to do certain movemenis, because
you sce them in your imagination. In findinz this form, try
to f£ill your body with the feelings which you are able 1o sec.
liovr try to do just the moment of, "Blow, winds, and
crack your checks!" Imagine that you are so insplred, so
happy, that your whole body is burning vwith feelings. Then
you will never have the slightest feeling of bodily heaviness,
Your body will be your friend which you use with zreat pleasure
and frecdon,

2gcause of thig ability to sermeate your body with
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the feolingg, it will never disturb you. ‘hen your body is
full of feelings you will gét a ﬂtrang volce., iithen you are
Weak in your body and you try even to call someone, you will
0e unable to do 1t because you only have 2 Dody without feal-
ings. In a disaster, when you are really full of gtrong feel-
ings, you will never tear at your voice, beczause it comes at
onee into the right place if you are full of feelings, but

if you arc empty of feelings you will tear at it., Of course
We must have a technique because We are always in danger of

shouting, Imotional cmptiness can spoil the physical instru-

nenw,

THE FEELINGS:

Criticism: Feelings, or what we call feelings, are
not a vague thing., They are something upon which we can rely,
and to get this we nust work consciously, which means first
of all.to understand what we are 2iming at in our Method, and
seconidly, each tine when we are doing scme exercige, or When
We are rehearging, we mugt be conscicus of what we are aiming
aty and by which means., If we do not make this effort, we
will flounder in something which we eall vague feelings, which
Wwill not lead us to any results. You may zet much nleasure
from such floundering, but you will not.zrow up as actors,

Tou will only grow if you do the exercises consciously - what
am L alming at, and with which means? Flease remember this.

The task you were given was: [ must et the fire
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of the imagination and pour it into my bedy, by preparing in
my imasination this or that bodily form, and throuzh in-
corporation to f£1ill my body with the fire which 1 have seenin
my imegination. Quite clear? 32y doing such things very con=
sciously you will in time reach the momer:t when you will do
all theage things in the most beautiful way - unconsciously -

and then you are free, .

If you start with unconsecious or super-conscious
work, you will losae this conseious approach when your sub-
conscious will ba really poweriul, and you will be able to
rely on it, Iliow you are not able to do thisg, and as yetl you
have not the right to rely only upon your subconscious. In
doing the exerciges be very careiful to realize what you are
alning at, and with which means,

hepeat the exercise with King Lear, ~first, inmazine
the inner state, the psychology, the feeling, the life of
the charactor. Second, you nust lmagine it i1n a very clear
and well formed outer appearance of the nerson, and then you
nust incorporate it by £filling your whole bVody with the fire
you have scen in the inage, Vithout this sroundwork, this
saeing of your image in your imagination and then rchearsing

it, without this your are »sycholdzically lost on the stage,

THE CBJECTIVE:
et us continue the same work, but thils time you

aust add the objective, That means that you must {ill your
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oedy with the objective. It i8 only theoretical when wo speak
of the feelings and the objective as separate - we do it only
Tfor the purpose of approaching the nroblem, Therefore, try

to fill your wvhole body with the objective and consider it as
if it were another thing, The objective iz: “I want to
increase the power of the wind and the elements." You must
be prepared to go through this difficult stage because, later

on, you will have the result oi this work - it will work on

inside you,

SIGHIFICANCE:

1 have told you aany times that all points of the
Method are leadinz %o the Teelings, Cne of the differences
between real art and naturalistic art - which 1ls only photo-
graphie - ig that the smallegt thing on the staze or in any
art in general, is the significance., In raturalism every-
thing is ingsignificant, and orily the content is siznificant,
#hat I have tﬁ Say can be significant, if for instance it is
Shakespecare'’s words, but this ig shakespeare's work and rot
the actor's work to speakk significant wordes, But Qv to speal
depends upon the art, the kind of speoch, the kind of move-
~fAaentg, which are significant. Feelinzs are sisnificant in
art and significant in neturalism., It ie something very fine
and indescribable and we must not degerikbe What this siznificance
iz, but we can say that the same thing can be significant ang

can also bte insignificant - that is enouzh.
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Cur artistic nature nust respond to this request to
do everything whether speech, movement, radiation, etc., with
sisnificance, Through simﬁaa exercises we can awvaken 11 our
souls thig ingtinet for simiflcance. AT the moment when our
irstinct for significance is awakened onn the stage, feelings
are awvakencd at the same time because to do something sig-
nificantly, being capty at the same time, is impossible., 38y
havinz certain feeclings, overything can be done significarntly.
tn the other herd, if we have cortain feelings and vie are
going to perform on the siagze simply, naturalistically, it is
very possible that the feelings will not help, and the whole
performance will bve insignificant in spite of all the feoel-
ingg which are there. Therefore, it 1ls not the same thing to
have the feelings and to te significant on the stage, or *to
have ihe Teelings and to perform them signi BntiY.  But. if
we turn the nroblem wo will sse that to be significarnt means
to awaken the feelings.

rxercise: [Irom where you are sitting, get us with
significanca, 1t is a very simple thidg - you must rot
exaguserate avythlﬁ Yowr soul will be colored by this sig-
nificarce. If you will ray attention to what is going on in
you, you will see that some Ifeelings are soliig on ingide you,
jay attention to this and love 1t. It comes through, not only
to the audierce, but for the actor himself, Very oftes wheu
a8 part has been acted many tines by the actor and has been

well »nrerared, he feels that somethinz has heppenad to 1t, theun
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he will find that he has foryotten the significance,

Without knowinz that this signiricance is so important,

and keaps us always a little uplifted in a 3zood szeuse, instead
of this we begin to exaigerate and try %o strengthen things
Ingide of us which are quite opposite to this gignificarice,
The more the actor oxazzerates the less sipgnificant he is.

Se conscious of the wonder that happens ﬁn_ua when we are sige
nificant. Some actors have discovered this sisnlificance Tor
themgelves, and they use it all the time and in this way they

develop habits, Ingtead of thia we must have signlficance for

everythins,

Exereisor fIry adjusting your clothes with signifi-
carce, Then sitting dovn, do the same thing, This is the
safeat approach beatween the actor and the audience, If the
actor is able to do everytihlng significantly, then he always
has a connection with the audience, even by doins the smallest
thinzs, Hiow look into the next room with sisnificarnce. Walk
about fhn vroom with significance. Do it in different tempos,
but Xeep this feeling of sipnificance.

when you axe lost on the stagze it means thait you
have lost this significance, When you are significant you
are able to gtop thig disappearance. It will be a springboard

from which you can find the lost feélln’s, ete., It stops

£t
b

s disappearance on the siage,

SUSTAINING ¢
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to sustain gives us tho feelings. ‘ihis beautiful tail is the
Teeling, and to sustain with the right instinet means to rourish
the abillty to feel., Move and sustain as long as the content
of the sontence requires. The more right it 1s the more it
appeals to your feellngs, If we prolong the tail of the sen-
tence too long, we will xill the feelings, just as we will Iif
we do not sustain long enouzh we will kill our feelings, Ve
must develop this fine inmner sense, which is really the feel-
ings. You will sradually zet the sense for what 13 right and
what is wrong in this exercises, The length of the suataining
depends or the content of the phrase. This ability te sustailn
sives ug the abllity to feel, and vica versa.

jiow speak gsome sentences with a partner, Cne row
of partners will ask, "Won't you come with me?" and the answer

i r (1]

mnust follow on the bagis of this suataining, “Yeg," or "hLo,"
in a2ccordance with the musle of the questlon. You nust {ind
this music between you, If you miss the exact moment when the
angvier should be zZiven, then you are leost. You have the right
to build upon the gquestion that you auswer, if you have the
ear” to continue things - this 1s the ability To ilmprovise
on the stace. 'hen we have an ear which ig everywiere, then
We have the ability to improvise. Inside of you, wheu you are
doirg complicated things, you must do them as sure as when

you answer immediately on the ground of gsustaining. Jon't be
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afraid of breaking, or belng in 2 hurry - lead this 1line as

I.J

lonz as you like as long aslyou are sure,

=

CONTACT CR BHSENMBLE:
Another point in our method which leads us o the

feelinzs is that of contact or enseamble feeling, LExerclse
Get up from the Tloor together. ~ealize that if it 1s real
contact then the Teelings will be there. The more egotistical
a porson is, the poorer he is in the realm of his feelings.
‘he real ezotist has only & few nuances in his fealings wn
the othor hand the more a person 1is open to everyone, the moro

elings are flowing through his belng, Just 5o in our profes-
sion, if we are able to catablish the corntact we develop our
feelings. Whatever you do, iT it is dona with conrtact, it will
nover be cmpty. Yhat kind of reulﬁg;uill he avakened is a
differont question, hut_with +his kind of feeling you will be
able to do ithe exercise, The reason that the tempo olien
inoreases when you are working in this way is because +the fgel-

irezs grow. All o those roints are the doors to the feelings,



