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Lecture to lembers of “Actora' Cuo”
CRITICISIH OF SCENES SHOWN BY MEGDERS
FERLING FOR STAGE SPACE - DIRENSTION
THE ACTOR®S FMOVEMENT AND SPEECH - THE WHOLE BEING
PEDANTIC TRAINING OF BODY AND SPLEECH
FIRST APPROACH TQ THE TBEXT
THNVENTIVENESS = IHGENUITY
THE INVAGINATION
THE. CREATIVE SPIRIZ
THE ARTIST WORKS IN THE WORLD OF INVISIBLE

THINGS
CONTRASTS - VARIATIONS
RETLAXATION _
TEWARD AND CUTWARD ACTINCG
THE ACTOR'S INNER POWER
THE ACTOR®S INDIVIDUALITY
RHYTHM AND HETER

iing Lear
Hitler

Thank you very much for letting me see your skeiches.
Were they dirccted by onyone, or is it the result of your cwn
indepondent work? I have So many {mpressions that I must ask
you how long I should speak, 1 will giart with some general
suggestiong which all of you can apply <o your wafk. 1f you
wish, Then I shall gpeak aboutcertain indlvidual 1mprusﬂiﬁns
which I recelved tonight. Pluasé follew me, trying to seo
vhat I have gcen &g positlve or:nngativu things, and Try to
find what you feal about it, and what you feocl and what I feel
w11l be something which will give the fight impression - your
opinion and mine together, |

FEELING [FOR STAGE SPACE - DIMENSION:

Don't you think that all the sketches we have seen
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vere vory limited from the point of view of uzslng the gpace.
Reeall as many impressions as you can, and then wo will under-
gtand each other. I got the impression that the space wag

not taken into congideration, and whether the actors walked

or sat dnwn‘nrgwﬂrc standing quictly, They werce unawarce I
think in our profession, whether we have the director with us
or it ip our independent work, we should never allow ourselveso
4o bo cn the stage and not have connection to the space in
which wu afn. I4 glves the impreasion that the whole thing
hengo ihwthn aiy senohow, and whether you act well a}*nnt_nq,_
well, overyshing is somohow not pregert, not there, not lncor-
. porated on the atngu, Bacauso nubﬁﬂy can d&éoccard or igncqgj
the fact that the audience is theru.«ﬂnd the actor is hﬁru.

If we don’t feol these dimensions, we are somehow Wrong psSy=

chologlcally, eoven if we act well.

Por instance, if on this stage (I will speak about
the audicence later on) you are going to act King Lear, and you
don't take into cnnuidufatiun the space, you will @act in auch
a way that 1t is tactlegs because the space does not allow
$t, and you will look like a2 wild animal. The space doos nov
allow such pg#siun. Juot' as in the same space you can just
whiﬁpef. anﬁ 14+ will be wrong - only your aunt or uncle will
hear. So, even before we have the director, our instinet, our

actor's intuition nust tell us what is the nysterious gpacc

of tho stage. It io not @ space ve cin neasure = that is not
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acting. . When we are acting, it [?he stage space| is our whole
world, and that is tho secret. Of course, there are rany

more gecrets of thic strange stage spacee here, but concentrate
only on the feeling of dimension nows You will seec how many
creations we can always get from the space, from the dimensions
themselves,

Quickly recall all the siketches we have secen and try
to detormine whothor thle was the fact, Sometimes I saw soma
of the actors working in a ﬁmﬁll gpace, ulthuughpwdﬁwcfﬁkJi
shown a bigger spaca, and sonechow we couldn®t adjuet ourselves.
Sometines it wag big when the space wag really smali. If you
only believe what I gay or not, it will not bde useful to you,
but if'yuu will really imagine and recall the scenes and seao

whether it is true or not, it will be of great use to you.

THE ACTOR'S LOVEMENT AND SPEECH < THE WHOLE BEIHGI

Tho sccondiimprossion is also negative (praising
does not help very muche If you want to hear what io wrong
with open hearts, I think it will be more ugseful)., I have
heard many words from the stage, and words followed one
another in quick or glow succession, but very often I got the
impression -~ where is the person who gpeaks? I don't see the
bodies -~ I heard the voices, but when I looked, I got the im-
pression that there were helpless bodies standing and voices

: |
coning from figures which were not here on the stage. 'I'wo
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beings - one cpesks, and I cannot see 1t, the other I see, but
it dees not apeak.

That 1is not only your mistake - i+t ig the mistake of
all the actors throughout the whole world, The mistake is
that for decades vie have become 2ccustomed, under certiain bad
influences, %o think that to play the part meanno only to

Speak the words which the zauthor gives us. Not at all. The

Authors, generally, speaking, have no idez about
acting, and they interfere wifh our profession., They insist
'upﬂn their words, and they have no idea thnt they are gotting
poorer und.ycaknr under the influence of their words, but
Where 1s the acting? When we rely upon the werds only, what
happens? Pleoge recall the scenes while I am speaking, and
you will see what I mean,

All the words, if wvie rely only Upﬂﬁ them, accumulate
in our head, and they remain there, and thern we have dead
plays because our ﬁnﬂd is the deaﬁest part of our being., we
cannot make gestures with it, We can only make grimaces which
are tasteless and not artistic. ‘hig dead, round thing ig
our Zempiler, and we begin to Speak out of the mouth - not even
ouw of our lungs.

The right speaking on the stage comes from our hezrt,

from our hands and arms, from our torso, from our leps and
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feot., then the whole human beinsg beging to speak - you don't
even have to move - but when the impulse for speech comes from
our whole being, except the head, then it appeals to the
audience beckuse there in the audience are sitting beings with
arms, hﬂndé. legs, and hearts, and lungs,

hen we hear something even in our everyday life,
wa undergo the illusion that we hear with our ears. It is
not ﬁn because if wo did hear only with our ears, we would not
. hear or undefﬂfnnd. ie would just look at the perason who
gpeaks and gee what is happening to him. We hear with our

whole beinge If you are attentive to yourself when you are

somehow free in your fnﬂlingg, you will gee that you hear
with your arms and handg, and your whole body, and you prepare
your answer from your whole being, too.

when we are on the stage, under the influﬁncn of the
author’s lines and other people around our profesaion, then
we spedk from our heads, Now I willl give you an example. Ve
have no right to a2ct and to speak using only our heads.
Therefore, what can we do to nvniﬂ this thing « and, by the
way, I mugt tell you that when we are speaking out of our
head only and not including the whole being, then there are
two things seen on the stage - either it is bad and not har-
monious and it is slow, or it is the oxXtreme nervousness
which has nothing to do with art. OGur nerves are wailting to

kill our art because our art lies in our heart, our arms, our
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legos and feet and not in the head or tho solar plexis. When
wa speak out of our head, we use our nerves, If you act a
nervous person only from the head, it iIs like a clinical
cagos It 1o very unpleasont and ono must be cured of this,
and the ﬂuﬁicncn nust be cured.

0f couraec, yﬁu do not gshow it to zuch an extreme
degree, but to a certaln extent when we execlude our bedy to
that extent, our head pnﬂﬁcﬂnéﬂ us. So there is no hope to'
avoid thisc clinical businecss in us if we don't pay §ttcntinn
to ocur whole body. What shall we do? I can only hint at two
suggestlons. COne is - while you are preparing the part,
spend 2 little time or much time for creating and reviving all
your movements on the stago. That means to be responsible
for how you stand, how you gsit, whore your arms and hands are,
if you are inclined this way or that way = uvorything nuct be

considered by you.

PEDANTIC TRAINING OR ACTOR®S BLODY AHD SPEECH@

iow let us go over the gketches we have seen, and
ask ourselves whether the actors were really respensible for
their arms, and hands, and -shoulders, and whole beings? Not
quite. Very much was just as thbugh it was accldental, or it
was a geries of hablts. When we don't force - I say force
because at first we have to force our bodies, hut later on we
will get it easier and enmsier, and the body will becone

inventive of itself - but first we''have to force our body to
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ba inventive on the stage. W%e have scen one actor today
make three simple gestures and that ig all. Vhen we do not
usae our body, we do not revive it, and this devil immediately
SAY3, "ﬂhﬂ..nnﬁ I have you." And this quasi-humor comes.

To le% our bodies be free on the stage, we have
not yet the right becausoe we live in such 2 rude, materialistic
epoc ~ in an epoc when we have to think of Hitler and ugsolini
it does not make us finer, i1t makes us somehow "Hitlnrinhé
bacauge we have to think of it. Thic business is much more
prnfaund than we kxnow. He killo our mental abilities becauso
ha attracta our attention to hime. ile kille our hearts
because - porhapo you will not remembor - I remembor even
bafore the first world war how dlotresoing it was to hear
about something which happened, somebedy was carried off by
gomebody, somebody died gomewheros And now thousande, per-
haps millions are being killed, yet wo are all right. Why?
Because Hitler has killed our minds and our hearts and all
that part of ugs which is the actor in us. And, therefore,
in this nmaterialistic time, we cannot let our bodiea do on
the gtage vhat they want to. HNo. VWe have now to avaken them,
to revive them. We have éﬂ force our bodies at Tirst 1o _be

reaoonsible for each position we have on the stage. Faybe it

seema to you a bit pedantic - how can I put all ny movenments,

aven those of my fingers, consclously in the right place

without killing my inspiration or spontaneity? But this is
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the question - is not our spontanelty already killed by =
"Hitler?” (let us use this word ag a symbol)
wo have lost our spontancity to a great cxtent, but

we do not cee it because we think that speaking the words on

~_the otage is enough. But it is not. When you meet each

other in life and have certain persenal connections to each
other, don't you often feel that you &re more alive in your
overyday life than on tho stage? And when you come on the
stage, you accept - or someone ig aeccepting for you - that
you are puppets, and you have to gpeak words, and you den‘'t
even sce your partners, or have the feeling of space, and
your bedy is just hanging there. That 1s so wrong.

We must start to awaken our bedies and then the
inspiratien will come. Spontaneity will come back, but much
richer than it is now. Then ono part of this "Hitler" jodb
will be defeated. A littlo gpontaneity is not worth relying
upon, for it wmust b2 like @ fﬂuntniﬁ and then it will glve
gomething to our audience and ourselves. Otherwise it is one
of the materinlistic illusiens. 7o have 2 little spontaneity
is not ecnough,

Let us gay you ﬁre preparing the part. Take R

short sectien of it and try to rehearss it with imaginary

_partners , and go over the tcene absolutely pedantically.

Don't ba afraid of it. You must know whether it 1is right.

and you must create it. Cnly then, aftor this little
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torture, can you begin to feel your tody, and you can act
without ma%¥ing unnecessary movements, but like electric
sparks are everywhere. Then the "Hitler® is killed in your
body. Then the ingpiration will come - not from our head,
where we afu very stupld because we can't even undefﬂinnd”
that there is 2 war gning one I hear so often on the radia
that we are at war, but the whole world dnnﬂ not undoratand
it. Even Hitler doos not understand that he is at war beeauge
he does not know what tho war is. He has an idea about hin-
self, but not about thevar. In our head thero is no help
for understanding the war - aeven the part on the stage or the
way wo gilt on the stage, we cannot underetond in our head,
We have %o understand it in our body.

IT God wﬂntad1to punish Hitler, e would awaken
his heart and body, then he would underatand ﬁhnt hﬁ is
doing, and that would punish him. Cur profaession requires

that we awaken our hearts and boedies 2nd to de this means to

g0 Through a period of absolutely pedantically controlling

our hedies.

FIRST APPROACH TQ THE TERT:

Another meana for the sams end. Vhen you begin to
wark an your text, don®t start to speak it too loudly. IBefore
you come to the first reading, first hear the words. First

see yourself speaking the words on the stage, but don't speak
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in reality, only listen toc how you speak them. Listen %o
geveral sentences at least, and listen to them until you
hear what he, (that is you) speaks in your imagination, from
his or her heart. This experiment will awaken Things in you,
not at first because it in 2 difficult thing %¢o hear your

own voice. Ferhaps you will not succeed at first, but ir

you succeed, you will seec that you are re2lly speakine,

For axampia, whcn we say "hello"™ to each other
every day..do Vie really maoan this senaelqsﬂ ”nello.j? Arao
We o crude and rude? Ye are not, but when we do it it
means we roly upen this dead habit and forget that I am a
living being, and that he is 2 living buing. 1f weo would
really see how painful it is to get from gomebody thig
"hello," we would see that - again symbolically npeuking - the
"Hitler” has done hig jub. He hag killed uur human connect-
long. This extreme cage of this street "hello® we bring on
the stage. Yo are Speaking o gorieg of “helloc” instoad of
our part. |

Therefore, we nugt Tirot hear ourselves in oup ima-
gination speaking these wordad., Ve nust reverse the whele
problem. Yhen we are gpeaking, somebody else is listening,
tut in our imagination we must reverse it and become the
listener while comebody olse is speaking. Then the whole
thing may be cured - T fay cured consciously because the
"Hitler" is 2 diseaun - if we go the other vway round. Re-

viving our body is casier than hearing ourselveg speaking,
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90 don't be discouraged with the results,

INVENTIVENESS - INGENUITY:

Let us try once more to recall the scenes, and
you will gee that in tho Whole series of sceneg wﬁich we
have geen teday, we have the feeling that they could have

been more ingenioun, more inventive. The possibilities are

given by the author, and, Tirst of all, by yourselves ag
Actors, but my impression was that you have not uged 2l

the possibilities, Sometimes it bYecano mﬂﬁﬁtnnnus fn—evary
- 8enge - in tho monner of speaking, of moving, and in'thu__
manner of. expressing cne's emotiona, You get the impressioen
thaf at ffrﬂt it is interesting, and then comes the game

thing, and the sano thing, and then the sketeh is finished,

IMAGINATION

Not enough variety, not enouzh inventiveness, Why?

There are many reagons, but I will montion one point - I don®t
think you usge your imagination very much whon you are praparing
your parte I think you must uge it moras 7o uge the imagina-
tlon means to seo with your mind®s eye your part, your charace
ter, acting beforo you and waiting only until this imaginary
RCTOr or actress (which in you) develops the part in the world
of the imagination, where there are no heavy, undeveloped

bodies, 1In your imagination you can juggle very well, In
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that it goes marvelously. So your imogination is a better
actor than when you are using your body. Let this bettor
actor work for us first., Let ug enjoy this better actor
playing the part in our imagination, and you wiil see that
you, yourself, while looking at yourself acting the part, how
inventive you are. Otherwise, you would not be actorc.s Some-
thing led you through your whole life to +the staze. What wag
it? Your ddﬁiro to juggle with parte. but we cannot do iﬁ.‘
if we linit our imagination. We cannot do it if we-roly only

upon our volce, ocur outer appearance, and our habitso.

THE CREATIVE SPIRI?;

Our inventivenecs will be a groat ravelutiun for us
if we use our imagination and learn what we actually are. Heore
azain is a great nmistake. We think that we are nctﬁru. having
our bodles, costumes, voices, and m2ke-up, bui these are only

tho tools or the meanos of expression. The real actor in us

iz an invisible beings, an imaginary activity, or the activity

of our imagination, which ig aur'creqyivu spirit, which cannot

De ageen or felt. Ve cannot put on our creative spirit these
things. Ve can put thcm on our physical budy. which is only
the iInstrunent for conveying to our audience our gpiritual,
imaginary ideas or visiona. And the mistake is that vwe think
that f% 18 enough to take the part and to réad the lines and
to move our hody accurding to the director's suggestions. Wo

rob ourselves of oursclves.
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THE ARTIST WORKS IN THE WORLD OF INVISIBLL TriIRGS)

#e must come back to this orizinal idea which all
the great masters had tafcere this Terribly materialistic ora
started - I think it was somewhere in the last third of the
pagi century - thie materlalistic businese started in the
world and developed more and more. e artists - paople who
ares born to use their imaginations, their fantasy - we have

forgotten that we are people workinz in the world of irvisible

tnin«s. Because we have forgotten this - it ig the mistake

of the whole of humanity at the present %time - our inventive-

nese snd ingenuity has become weakX because we cannot get the

right, the rieh inmagination ocut of ecur physlcal surroundings
or our physical bodiea. We have to use something else - not
the head, never the head - our imagination. Ve Will'ﬂae how
Wwe can get prepared and rehearse our parts while we are free
from our bodies and can sece uursalvaé objectively speaking
this or that line. Then again cur actor's nature, our cre-
ative nature, will respond to this invitation to become alive

and sound agein. That is the z2im.

Criticism of scenen:

Scene 1

CChNTRASTS - VARIATIONS:
Having scen you only once, I nay be very wrong in
my suggestlions, but the positive tﬁihg. the good thinz in your

performance was that you were freoe inwardly and outwardly, and
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this freedom was c¢nough to have beon able to develsp more

variety, but variety was the weak point in your performance.
It wag monotonous because you did not know how to create
thig variety.

If you would take your spcech and, hgihg fre¢ ao

you are, itry to find the goentrasts in every sence. Try to

Justify each word se that you will make as many contracts as

possibles TPsychological contrasts too. Your character ig in

such a mood, for instance, then try to find ocut how you can
make aach incident Justlthe oppotite,

This 1is also true of your movements. When you aro
holding your hand in your pocket, it is not true to think
that wo are satisfied with that. If your hand ig all the
time in your pocket, we feel that you, as an actor, &o not
know how to use it. You don't need to move all the time, but
you must find the momont when you take your hand out of your
pocket. It must be part of the acting so that it will satisfy
ug. If you don't want greater variotions in movement, then
find the way of using your hand and arm., Try to use contrasts

in every £cnse.,

Scene IX:

RELAXATICN s
In your case I would say that you have a very goeod
ability for acting. Rely upon the acting and not upen tensione.

In these two performances it was very pleasant to see thad
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you could both be on the stage without words and that you
could hold the audience's attention because you were doing
certain things on the gtage. But your mistake was that you
didn't entirely believe in yourself or you have beon somehow
wrongly 1c& in the theatre. Instead of freeing yourself,
you became very tence, just when you should have been free.
Try cimply to relax your miscles, AT first you will feecl
ag if naked, but go through this stage when you are afraid .
that you are teoo froo. 1

You have a very strong, rich, juley tcmpﬂ;ﬁmunt-
If you will drop cortein hadbits, you will have 2 cnnnéﬁfinn
botwoen yourself and the audience. You think that perhaps
they will not goet your temperament and powver unless you
impoge it on theme. You know inztincetively that you'ﬂra
powerful on the stage butidon®t make tho next wroné step,
which 1l to force your power on tha audience. e will get

it without this forcing.

Scene IIIs

INVARD AND QUTWARD ACTING:

Thig wag a verg’guud example of a posgitive thing.
Soth actors felt that gomchow there were deeper levels in
The scene, and you tried to dig deeper and deeper, showing
ug the seriousness of the situation. The human geriousnesso.

ut you spoiled this good work because you simply didn®t
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know what to do on the stage, or hew to express these profound
things which were looming somewhore. You were gimply stand-
ing, and that is not possible on the stage beczuse it was not
expressing what you had in your heart. These profound heari
connections - you killed it by dolng nothing outwardly.

You cannot precsuade the audience to believe that
you are sericus, dbut you don't want to show us anything, We
are looking, so you must satiasfy our eyes and ears ag well,
You appealed to my heart, but ny oyes didn't sece any?hing[ |
#hat you had inwardly didn't happen outwardly. In the othor
case 1t wag difforent. You chose & meang of expression much
lighter and wore primitive and superficial than your intenticn
wag. All your answers were in the same way. Your heort
vanted to do something more expressive, more alive.‘but the
form you had chosen was all the same. You walked this way
and that way, but I could not understand what connection it
had with what you were experiencing. It was unjustified
because you didn't want to cﬂtabl;ah a connection botween
your heart and your outer expression. ¥You didn®t use the
right words because you used more superficial ones that you

wanted.

Scene X711

e e ey

THE ACTOR®S INNER POWER
You have great power. You can make out of yourself

many things. You can order yourself to move, %o spedk, even
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to feels You manage yourself ﬂfrﬂnﬁly, but you use it in the
wrong way. rirst of 211, if I mzy be absolutely frank, your
whole entrance vias wrong, I will tell you why. We actors
gometimes act in life, and this is 2 very detrimental thing.
Tho more wn-act in 1life and not on the stage, the more we
vagte our inner pOWOTe

| The whole situation, the whole psychology of an
actor who usez hisg acting abilities while among hisg friends -
does not inecrease his power, but diminishes i%. I cannot
praove it to you in a minute, but if you understand what I
mean, you will szay to yourself, "I_must not act when I am
not on the stage.® Either to hide, or to impersonate, or %o
make a pleasant impression on ﬁthnrﬂ. or to snmuce your friends.
I¥ is o logs, and you will becoms weaker and weaker un'thu

stage. What you do when you aet en the stage requirés great

Inner powver,

Scene VIII:

THE ACTOR'S INDIVIDUALIMY:

You have 2 certain feeling, yecu guess what humor en
the stage 1B, You guess wpnt your individuality wants to do.
fou guess what is youth, what is life on the stage. How to
be light on the stasce. You know how +o drop sentences so

that they become significant, just because you have dropped

them. But you know it too well, and you stress it. You con-

fine yourself to three things, three means of exXpression,
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whereas you could use inumerable things to express this thing
which your individuality is lenging for. You usa things
whicﬁ you are sure th& audience will accapt, but the audienco
iz not the judge. The audienco can be very misleading. You
have to find something betteor and that is yourcelf,

fou have %o criticize yourself, asking whether your
means of exprecsicn are rich cnough in comparison with your
inner hidden desire. And here, for inatance, cne of the con-
fusing things fnr'yuu is, and always will be if you don't
stop it - you confuse the laughter of the audicnc&.t #hen the
audlence lﬁughﬂ bocauso of the author®s words, you think it
i you., You muat distinguish whother you ara acting humor-~
ously or whether it is the author. You lose your control.
You must always know whether is ic the author who recoives the
laughtor, or you ag an 2ctor. Teday the author was more
amusing than you. It will help you greatly if you will try
to find a humorous vay to met and not steal from the author

his humor.

Gecene VI

AHUYTHY AND IMBTER;q

It would be gnnd’far you if you would continue to
work upon this scene, trying to distinguish two things - the
rhythm and the meter. ¥You were 2 little under the veight of
the meter and not the rhythme The difference iz the feeling.
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The meter is always somehow something which you can beat
out, whether it is 1,2,3, or whatever you like. But that is
not rhythm, and the meter must have rhythm behind it, whiech
is ag followss You can express the rhythm with your arms
and handg ﬁnd things without any motric beat. If you can
make the whole speech with your arms and hands without any
beata, you will come to this rhythm. But if you drop this
inner big wave and rely only upon 1,2,3 in your speech and
poychology, then you undergo this meter, which is neder
alive., If you have a real, concrete gesturs with your arma
and hands not dancing, but moving to the whole speech, speak-
ing wiﬁh your words inwardly. When you have encugh of these
movenento whiech exprecc tho mcaﬁing and the heart of thae
speech, then you can ugse the meter just as you likq.-und it

will alwayo be alive.



