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These 1eauﬂnn arc aimed at thn rhythm which I hope
will bo our avantual achﬁavnment. and thc thinga-which I an
going to touch upnn.will be used in our production of.kiing
takdlit-prauticnlly. it will ha_af‘ﬂq use. This one drop can
mﬂﬁa ﬁ vafy great difforence.

All points of rhythm and composition are very close
to speech, fau nuot consider them as two brothers, and you
nugst find the approach between the speech method and our
Method. The nﬁtura of the things is actﬁally the sana.

Tﬁere ig only one ﬂrtiqtic noture, one artistic source, and
gomewhere thege th;nga come to certain general principles

which are the gema.

THE RIYTHAMICAL LINE:

We have spoken before about the rhythmical line,
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which ig the unspoken part of the creative life of the

artists ' 1 g Bt
A7 e W cadifa”

Then ve have dﬁ#iddd it into coertain bars, or measures. If
thioc is takcn'without regard tu the rhythmicol lina. it

‘becomes & puruly mechanical thing, and n:ken tho human being

a machine; 2o it werce Whercas if one concentrates only on
tho rhythmic&l line, one begonaes more and more fornmless,
Ehﬂpnlasa, ﬂnd unbridlﬁd ﬂnd loses the ccnnentinn. Gnly a

conmbination of the tnu is the right thing - certain u .penh-

| ahla" Eiﬁfpukn%] linaess linan uhiuh.urn nau agpoke n - ﬂrd the

fnrm inta which the arﬁint hau to pour hiu 1ife.

”hiﬂ rhy“hmlcnl linofhas go many thingg in it that
we may gay that all humon qunliﬁiau - dark and light - every-
th;ng_whiph the humnn boing is glven by Ged and the dovil, 1o
included hérui ”hurﬂ is noﬁhing for an artist olsevhera.

The highest idual und the 1uuest aninal ere thoro. As 1t is
so full and 8o camplutn and so humﬂnly impreﬂﬂiva, we have to
exercisc cortain qualities of this "un-speakable” [ﬁun-apnkai]
rhythmical 1;né. one by ona, trying tn-aﬂsume it, tﬁ digest .
1t, and bncnmﬁ mastera of it by Knnwing'whaf is hereo, and by

trying to manage it in the form of our profession,

CONSTANT MOVENENT:

thlua concentrate on one point. of the rhythmical

1ing, which is constant ﬁé&emont;; In every sense it ig movements

.I
. 1 1‘
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If tho artict wants to use this rhythmical line conpletely

or paﬁiiﬂlly. if he wants to use it so that it will always

be at his disposal, he must cencentrate, first of all, on

the idea that it is conotant movement. In which sense? In

& very educated sense. To understand it we must, first of
all, understand one thing which disturbs up very much if it
ic not discovored and discarded. Thig thing comes from the
gcience which ig detrinmental for us if we accept its There
is an opinion among seiontists that first there exists gtatic
conditiong out of which the novement boginag, but ié ia quite
the opposite. Pirst thore exioto movement, and when the
novomont wante to expreoc itoelf in a2 cortain specinl way, we
call it a static condition or state. So, static conditions
are only noments in the same nmovement which nover stops, even

I &t Bﬁﬂpﬂ-

If tho actor'’s nature believes in stotice nmovenent,
it means that our artistic naturo is somchow killed. Ve nust
not belicve in a static state of art - we nust be adble to
produco out of movenment, statie novenents, but we nmust not
bollave in it, This bolioef in 2 wrong thing makes our artictic
soul gomchow dry and brittle. So we have to discord this
things When we are producing or observing o sgtatie condition,

we have to immediately understand it as one of the means of

eXpregsion of movement.

THE ARTIST!S SPIRITUAL POINT OF VIEW:
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One thing must be underatood. Art, as you know,
iz considered to bo above our usual kind of porceptions of
lifao, That means that all artistlc omotions, and all artis-
tic 1life is somechow, whether one sees it or not, already out
of the physical, matorial world. It is already o littlo
gtep towards tho splritunl world. If you want to bo absol-
utely clecar about your profession, the more inspired you are,
tho legc you are a upunl porsen, and tho more ydu are in a
certain atrange otato of nind, the more you aro in the spiritunl
vorld. So, in tho aritistic stato of mind, wo havn'ﬁlrendy nmot
certain spiritual exporlonces and, thereforo, wo have alsgo to
accept cortain spiritual pointo of view cn our art,

Ve cannot with tho camo measuren, with the sano
principles, approach our art in tho same way ag we approach
our oeveryday 1life. When we do go, wo encounter certain inner
difficulties which wo do not know how to overcome perhaps,
but we nonetheless oxporicnco them very clearly. Sometimes
we try with thoe same hand to touch thic world and tho othor.
It is impossible, I don't mean to say that our art is o
purely spiritual world, but it is a ptep towards it, and that

is enough for us.

KOVEMENT IN THE PHYSICAL WORILD AND IN THE SPIRITUAL WORID OF
ART i

So being in two different worlds, we have to accept
different principles and find different points of view on the
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gane subject and that io what we nust do with rozard to
novenontes How does the movenent look in tho physicnl world,
and how doco it look in the spiritual world - the world of
art? In the physical world each movement ctarts a2nd then
conos o a certain end. I you do somothing, you do it

~and finish it. If you move the chair, you do it once or

twice, and it stopoe In tho opiritunl world of art it is
quito difforent - thoro you can congtantly move the game
chalr without moving % physieally. You can constantly bo
involved in the movencnt of moving tho samo chair and nover
cono to tho ende ¥You can live with tho dosire, idea, fool-
ing, supor-idea, whataver you like to orll it, of noving the
chalr conotantly, wi‘tpaut gtoppdii You can take your whole
life = imagine you aro very old, and you look back on your
1ifo and ceo certain problens and diffiéultins. You fool
ynurﬂﬁlf gonohow near to tho end of your life. You can haove
the lupreoscion ﬂf you arg looking at 1t from tho physienl
principle that I have giarted my 1life, and scoon I anm going

To finioh it. How take it spirituclly - from tho world of
art -« take it ag a charzoter, and'yﬁﬁ wi1l gee that you aro
conagtantly haru;vcﬂnntantly dying, constantly being born,
constantly moving - & spiritual kind of movement which nover
8tops. This difference between tho spiritual neaning and the
physical we nust get ag clea;ly ag posgliblo.

Why on the stage? As soon as you svop on the stage,

b
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you must become somehow congtantly moving. Yoeu hoave to got
into thiso streanm which is not physical. VYhen you get the
part, the director's suggestions, etcey it doos not mean that
gomething has been finiched. Whethor you have finished tho
geene or not, the movoment of tho sccne remins, not only
during the whole porformance, but you can really eay that

you are acting - some very pleasant kind of movement is going
one Even tho next morning you can awvaken and bo up and still
the movement goeo on. Thio never happeng after a bad porfornm-
ance - then you will get a feoling of something 1*:h1eph cannot

i

be moved - like a stone. If you will peok into your soul

- aftor shitippy performances and after unhappy ones, you will

saee that I an speaking ebout. .Ve have only to realize it and
to know that it 1o one of tho progressicns in our knowledge

of our art.

CONSTANT NMOVEMENT WITH QUALITIESt

This constant movement is gomoething which 1is never

abstract mnvemnni. Thé jdea of abstiract movenent is somothing
which has been born out of an intellectual approach to the
physical life. NMovement always has certain qualities - move-
ment is always colored by things which we are going to exercis
After we have got the movement, and after we know that it is
colored by certalin qualities, then you are already on & dif-
ferent ground than the earth - you are alrcady masters of

your ovm profound life. After we have 1t, it will be so casy

N
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and pleasant to make rhythmical exercises and to understand
what it can mean for us fctors in our art.

Ono law of evolutlion may seem vory abstract. Try
to listen to it in an abgiract vy, and you will get tho
fooling that 1t hag nothing to do with plays or acting. Then

oo XY O look 8¢ the sanc process fron the point of view of . ..

thig conatent movement with qualitios, then you will get tho

feolling that ig is our art.

Everything in tho world ig in a conatant process of
developnent - whothor animnl, plﬂnﬁ; mineral, or human and
wherover we find the development, we find always two processes,
Thore io tho first stage from which .the movement scema to
gtart (althouzgh 1t nu#nr starts), let ug say the otage of
dovolopnent which wao are going to study. Ve have to follow
the development of the thing to the highest degrees VWhat
happnnﬂg Thoro, iq gimple or materialistic minds, we find
that it moves upwafdn and is theres But it is never liXe

thats The process is much more complicated. First of all,
it divides itsolf, _@. One part of it has 4o be saeri-

... ficed and becones nuch E;arknr and lower than bufore

and moves dovnwards, but because it has become so dark, the
othor part becomes shining and much higher and lighter. So
we can say that because one thing goes down, the othor thing

goes up and becomes shining. That means that one part of



vl €. Jel ETLT S

-

11e Chelkhov February [7, 1941

tho ovent of being hoo omo lowor end pay for tho higher
parts —EEEET _b_"))%

When thisc thing gotso to o cortain degreo, & VOry
intoresting thing happens. Thedining part turne back to the
. dark part which has bnnﬁileft nnd'l4fﬁﬁ-it up; and they morgo
againe, When the light purﬁ has dnnﬁ tha process and taken
back into it what was sacrificed hncnuﬂc thn other part becane
lighter and got tho power to go back to tho darker = *fﬁhEH"
part, the whole thing becones hizhor becauge of thu'pct of
"gaving." |

Wo may say that this has nothing to do with the
art of the theatrae. But if we have this feoling of constant
movenment with qualities, and wo look at this process - whether
in the world of plants, or belngs, or 5ﬂctiﬁnﬂ of the deay, it
ig always tho game. If wo make this process of this sacrific-
ing painfullyldﬂrkanﬁd gomething and fhcn take it back, it
will become higher. If we make this movement invardly - and
what a complicated movement it is - we will geco that it cannot
be otherwise., When we make this inward movement, we will seo
+hat this kind of movement is an eternal one in the sense that
it nover stops. Only by means of thiﬂ new xind of inner nove-

nment can we grasp this idea of how the world develops itself,
dividing, sacrlflcing. going higher.

COMPOSITION OF XOVEMENT IN THE PLAY:
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We have {o bo able to reproduce this movement, It
is gomothing which cannot be dnone only by lizht or dark -
guch a thing cannot be in art - King Lear caﬁnot be written
without Edmund, Gonoril, or Regen .- without them there is no
Lears And it cannot bo only thom - there ig no play, no

novenent, no life without Loar. Whon wo try to produce

inwardly ‘thio law of nmovenont - This exlsting movenment going

on in the world around us .and in our art definitely - 37 wo
are ablo to produco this movenont, then we will seo_that
there are qualitiecs of 1light nnd;ﬁark. ﬁThnrﬂ-iﬂ in thig
movenent already at loast two big qualities - dark and light -

Lot ug talke King Lear ag an example - one of tho
innex linec of the play, Hore io King Lears that is hig
stato - the King? Tho King 4o in the otote of light and darik
togother - it i not yot divided - then tho play begine to
break this being of Lear into two parts. One part is very
dark and becomes still darker until this dark part becomes
mad.” That is tho moment of saerifice when Lear nuot pay for
tho light which he will get. And while this part becomegs
darker, and eventually he becomes mad, surrounded by the Fool
and Ként in disguise, four or five characters speak about one
thing - madness -~ darkness.

Simultaneously another part of XKine Lear comes up,

and Lear says to the Fool, "My boy, my heart suffors for you,*
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I it not thic absitract law? Just the same strong, beautiful
novement going on forward. Then he gets new feelings, & new
consclousness because he hag pald with his madness and pain.
Seeing hincelf in Goneril and Regan, his blood and his

being - when he gays, "You are my flesh and blood, or the

.. diseage of my f£lech and ﬁiund." - ho spoaks about himself,

Then what happenc? The next stage of this beauti-

ful, coomic, rhythmical process of composition or evolution -

«n NG fallo asleep in the sholter, which is a simplp, very .

myotical death - wvhen one lives with one part of hig con-
scloucnesns, and the othor part of his being is “"as-if" dead,
Then he disappears fron the play for a long time. Tho
middlo part of tho play io played without him, and thic ico
2lso exciting from tho point of viow of composition. Ve

gee hinm falling asleop, saying strange words, and then there
is no more Lear -~ Goneril, Regan, and Gloucestor, but no
Lear, Thon he appears on the heath - mad,

If wa will appreoach the play having thic conotruction
in our whole being, wo will feel that now we see what ig dead,
what i1s not Lear, Shakespeare shows us just what is not Lear,
but we know that according to the law of polarity, if Shnkeso-
peare shows ug and we undoratand when we are acting “not
Lear,* 1% nmoang ﬂﬁn}a ig "yes Lear.™ Then we got the antici-
pation of the Lear which will come in tho tcnt of Corﬂnliﬂ.

It io not the Lear which wo have seen or +he Lear*wn: 8aQ as
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a madman - it is Lear, & newly transformed Lear. ‘he more we
gce thio empty, shallow form, the more we anticipate thae new
Loar,

Now comes tho lagt process - we have the division
in the middle part of the play. The last part is when this
new being comes devn and takes what ho has pald for - his
new part - takes it and caves i{t. The whole last part of the
play shows how Lear takes Cordella, who waa the objoct of his

main erime, into his being, morges with her and takes her

-with him, and she takes him with her in the noment of death

~ at tho end of the play,. When they aro both_deaﬁ - Yhe new King

i.t-,"'-ul‘--lll-hr-dl e

Lear and Uordelin aboorbed into hinmj- and tho curtains £311,
we see thego two bodieo lying thero.

Wthon the curtain is down, if it isc a real porform-
ance, and real actors and real audionce ~ after the curtain
ic down, then comes tho laat moment of rellefs Then we under-
stand the play and what hao happened, Thon we understand
what tho whole tragedy hag been fores And the lasgt act of
this nrarvelouo, cogmic schome has bgen fulfilled - now it is
completed,

If you soo how we can apply Egch an abstract law to
cach play and to King TLear in partloular, To bo able to live
with this idea and be inspired by it, we have to dovelop in
ourselves ag actores, the ability to move conastantly and with

qualities. It seoms to be co simple to exercise thimithing,
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but iz just the "button® we have +o have, and all thesc eXer-
cises will make in the end the figure which is dregsed, These
exercices are the way to understend, to experience go that
whcn you think of King Lear in the first stage, In the gacond
ctage, otcs, YyOU havn to cry, you have to laugh, and you will
feal that it has nothing %o de with the abstract thing, it is
the 1ifo itself, it is the pley itself on the sitage, it 1o
what wo are going tu act. It is the only thing*uhich is worth-
wihile to act, and threugh such ‘exercioes vo uill zet this

-

§
B j-q.:.llli- l‘

Por inctanca, ynu con toke another thing - two g1upgd,
Lear, thﬂ Fool, olc., and Gonoril, chan, Ednunde The highnr
Gonoril and Regan and Edmund sacrificed for 1ifting up £he
other group. The samo thing io applied to the othor sido of
the play. The last monent, for inotance. Imagine after the
curtain is dovm, we have two groups of deand people - Gonerll,
Regan, and Ednund togethor, and Lear, the Fool, and Cordelia -
dead. The curtain goes Ao

Imagine yourself sitiing in tThe sudienco., Will you
axpufiencu the deathg in the same way? 0f cource not. Lot
ug say that Edmund has died. Our inp:ﬂﬂﬂian will be that ho
disappears in nothingness. re no longer exists because he 18
dead. Leoar lg doad, but he exists nmore than ever before. When

wa_ﬁﬁﬁ'him on the stago, he oxisted, but when he dies, ho
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existe ptill more atrongly. Ve will never part from him -

he becones part of us - ha goes on living.

LOVEMENTS IN SPBECH: |

Therefore, whatever facot or aspect of the play we
take and apﬁly cno of the laws to it, we will immediately
diacover what to act and how to act wilth which means. Of |
courge, e will cncountor tho problem of speooch in the gense
that tho specch hag to bocono novements Iraginoe that we Oro
gning to move our Lear, but tho 'specch does not muﬁu- Inoe
gine how impossible it will be for us - we have to move tho
wholo body, and if the opeoch does not havo this ability to

nove, thon swwo aroe loot.

Exercioos

Wwhen I say "move® begin tho movenont . inwardly and
continue it until I cay, "quu your bedy,” then move in
reality until you have finlghed the form, then stop and con-
tinue moving inwardly. The oxorcice may secen %o bo eontrae~
dictory because I tell you to start tho movement, but it is
not gos This muvﬂmanf ig cunufanﬁ. and we arec preducing it
conctantly, but wo ﬁra.nﬁt alvays concentrated on it or con-
geloug of it. Why do ﬁfﬂ bocone actors? Beetuso we feol
this desire to movo-in certain qualities - laughing, sad,
quiot - that ig what caugen ug %o act, This movement io

constant fronm our childhood and will follow ug to ocur physical
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deaths, But in exercising we pﬁ? attention to it and are
conccioun of {t« ¥When we stop the exerelso, wo may forget
it, but it nover atops. |

1f we know that our prnfusﬁibn alvays streams fronm
u3, whatever vo nru.dﬂing - the naturae goes cn. Goetho, who
had the ability to live cnnﬂtﬁnt1y both livea - one is tho

1ife which forgots and liveo &as if he never was an artist of

the highogt degreu. Tho ﬂimpla. 154%tlo Goetho forgoto tho

big ono. Once hn wags in.a sreall rantaurant.und ha nau o girl
in a reod dress and fﬂ&1 1n lovo with hers Tho uthor Goathe
obuﬁrvud thic 1ittle qﬂuthd whu'fnll in love with the seorvant
girl and wag noving cﬁnﬂtantly creuting upon it because of

wothis fact which wago his abiliﬁy'ﬁut.tn forgat this censtant

nﬁving to live the two lives &t once.

Thnrufora.-we arc alwayas noving when we aroe inspired,

wo pay aettention %o iﬁ.'or-wheﬁ vie concentrate on it. So do
not think that the mcveﬁent can be started - it was started
before we wero born and io going on and will g0 on and will
not ﬂtﬂp aftnr'un are dead, Tho queation ioc to pay attention
to it and that is why the axnrciﬂu is needod - to develop tho
ability to pay attention to things which do exist,. So wa do

not noed to create anything. We aroc moving, or we would not

bo here, but to got the ability to pay attention when we wish,

that 1o the purpose of training,

Exercisos
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love five steps forward in your imagination without
ciopping. The archetype iz tho conotant movenent of zomoe
thing which ip tho iden nf.tha movoments Now let uﬁ imagine
that we havn not uxoruiﬂnd thic ability uf constant movement,
and wo take five stopso forward - §t 18 nothing - 1t is not
connected uiﬁh anything, But if wo connoct with thic constant
-agpact of Live stops forward, wo will novor make then into
dry, realistic thingg - it will bo musie and form and evory-
thing in thesa five stops boecsuae we know what i+t neang -
five sctepss VYo know tho archetypao.

THE ARCHETYPE |

Lot uo say that King Lear ic on old man. What doos
it mean from tho point of viow of constant movemont - 0ld?
Try to get to the archetypo and dmow the whnia idea of "0ld,."
How many things will spark in your inzginatiﬂn.nhuut thic -
you will zot tho feeling of being on tho cdge - pant - firn -
wige - looking furward bﬂﬁﬂUﬂo of tho age - hundreds of images -
The archetype of *"to bo 0ld® glveo inspiration for so nany
things. When you will get thio constant movemont of “tmn ‘be
old,"” constantly to be on the edgo, to have a past, otce =
then you will appear on the stage as Leay and all Thege thingg
will be like a2 cloud arocund you., Without making unnecessary
physical adjustmentc you will be made into an o0ld man by the
povers you have awakened becauge you have penetrated through

thie constant movement of qualities to the archetype, and
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there 1s the world of ingpiration - only the archetype can
Inspire. ;

This constant movement 1nzludg;.cvafything that the
human being goto from God and the dcvil.l Constant movement -

tho world of dqualitles -~ and the world of tho archetynce.

Where doeg this lina live? Everyiwhore and novwhere - the line

- of form liesn ecither in the vibrations of the air or in the

muscles. It can be describoed as’ the body ~ it lives in our
car or eyc, but tho full 1inc does not live in our ear or
oyc, it 11#53 everyvhore and all places are filled with it.
That means th? vorld of the Grchetypo. ;If you imagine a dog
and try to imagine 21l the dogs in tho world as one conotant
doz, you will got the archotype. Vhen ynu'got.thu archotypo,
you will exporicnco something like plcuﬁufﬂ going en inadde
yous Tho archetypo of the human being ic so difficult, buﬁ.
you will see thoat it 1c somothing veory dark and'vhry 1ight ot
the samo timo. The darkness and the light and in both dircct-
long - between the dovil and God, we are constantly moving
and striving. VWhen we are able, this constant movement with
qualities, %0 get the archetypo, we wili_bn tho bost actors
in the world. There is nothing more pleasant than to get al
1ittle contact with tho archetype -~ it is a blessing - 1%t is
artistic bliss. We have sparks of it, but there is no limit,
You can get more and more if you will devote yourselves as

artists to this worke.

y SR
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All things in art have their origin somewhereo
clse, and thoy finish sﬁﬁcwhern elses, Therefore, vwe neead
“praparatinq“ t0 find contact with the "other sphere” ~ thon
the plece of art itoels - tﬁun into the other world - gus-
taining.

| if, ag actors, wo recally believe in this big
ﬁtrenm, it will carry averytﬁﬁng through us, and wo will
never have to recort to subotituting it with our small,
pursonal posocudQ-powers 'If'?équn abla to boliove in this

big stfnnm and ito pﬁwér.-w¢¥ﬂbll got rid of tonsion which

#comuﬂ when wo think wo nust do everything oﬁﬁsulvcﬂ; This .

povier, thisc consitant strean which flows through the artist
and nevor stopg,

| S When it flowa through our being, it concorns our
bodily meeno of expression. It hao certain channels through
which it flowo with o spocial ease. Gnﬂ.of then ig our oyes.
If we don't know this organically, very often we force the
whole face and parts of our body bectuse we don't train
our cunﬂﬁiuuﬁnoﬂn about our eyes. I the tector forgets
about hls eyea, ho has to olpress the power withhia hand or
finger, but the eyog are soﬁﬂhﬂw-dead. Yery often you see
thig:on the stage - but 20tor is doing everything he can with
his power, but his eyes are deﬁd. Often the actor is furcd@.
by the instinct of self-preservation, to get thﬁh pﬂwar_whiéh
ha can have thraugh the eyes. If he would do it through the

i'%
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power of the eyes he could be rolaxed yet otrongs It is a
treachorous point because the eyes can become too conscious,
but onco you have got over this danger, you will discover

that a great economy of power will be produced in your

...actor*s.meons of expressicns Tho oyes will become one of _

the ﬂtfcngout meang of nxprcﬂningjyanr feelings,

Exerciso:

' Point your arm and use your eoyes and say, "Go away."
Then say, "Comeo hﬁra.“ Then, with the eyes raised, say, ®"Don't
COme Noar nc."

When we allow this gtream of movement to leoad ug,

vie aroe inspircd, and on the other hand we must bo able to
manage and direct thig atream of movéments VWhen the ctrean
igs there, Vo nust pay attention to this ability to direcect it,
to send it out in the direction or foram we desire. Ye ean
use it inntinctively. but sometimes whlle relying upon our
instinet, we loge the power and'tha ability to dircet it and

...don't know what we arﬂf%aing because tho power of inspiration

is there, but wo are not thore and our will is not there,

and we aro not directing this thing. Then the actor feels he
wants to act bettor, but he doos not know how. This is often
the case when the adtor does not direct thisg pnwér. but it
flows through him, and he is obviously enjoying it. Howover,
the abillty to direct this power can be developed like any-

thing else. We must always distinguish exercises from acting.
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Ve must do our exercises in the classroom but never consciously
on the stagoe,.

The more we become used to using this stream, the
richer we will become ag artists. By this means we can un~
cover our talent. When we learn to direct this stream accord-
ing to our will and tapte, we will discover the nany jewels
that arc lying inice Tﬁﬁﬁurt boginc only with the individuzl.
If we do nnt davﬂlop nurﬂulvns, wo become more £nd more "in
general® on the atagu. Thnn'ua hugin to got eartuin.clichﬂs.
| Thﬂ first thing tu dirﬂct our attontion to is nutinnul dif-

fernncen. and the onniﬂﬂt thing to produco is national elichés,

"”'but thig is ﬁoﬁ arts it ig oven leog, It becones more and

more “in genoral" until we have cnly four or five clicHeos

Whon we beeorno nora and more individual, wo do no¥
lose uur'nafinnal charactodistics, but wo use them in an
individual way., For example, & crowd gathero ond you see Thot
there are no individuals - thoy died out and a2 mob moves on
the gtreet or on the plage. It hao been saild that if we tried
to make a crowd out of great individuals, it would never
becomeo & crﬁwd unlesa they Eﬁcrificu their individuvalities to
hﬁcumn a crowvd. So the moro equal we become, whoether through
nationality or a Erﬂwd. the lecs we become individualsiand
artlsts. |

The thingoc I have suggestei{tu you tudﬂﬁ appeal to
our individuality and not to our nationality, which is always
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{here. When you say, looking out of the corner of your eyec,
"How strangol® ynﬁ cannot say it only in a national manner
EY, ynu §Ea11y direct this power, because only individuals can

direct this individuallity which is 80 precious to us.

Exercises |

Choose different directions in which to say, “"How
strange it is." and ynﬁ will-aae that you have many variatins
since you¥direct this powor in certain ways. It is such @
strong key to our own individualitien if wo afe tryiﬁg %0

direct this consctant big strean,

THE LEAP ¢

There iz another very interesting process of develop-
ment in the world which is very often used by nature which is
the so-called "leap.” It seems that something goes along on
it development and then it breake and another thing, quite
different, appears., For instance, the butterfly - there is

_the egg, then the larva, It seems there iz no trannitiqn,;,

betweon the egg and the larva, and thls again makes & strange
leap into the cocoon and from theroe into the butterfly. |

Another exemple is found in the plant and its floworse
Wo have the following development - the stem, the leaves, then
more stem, then more leaves,; and then unexpectedly the flower,
without any transition. ith the butterfly we cannot find the

trancition between the egg and the larva. With the flower 1t
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is different. It starts with the stem and then comes cortain
leaves - they begin to develop and change their shape and
dimensions. Tﬁay then reach a certain climax and begin %o
dinminish until thoy get two leaveg - tha top pair of leaves
aro pula:,oppesiteu to the lowest leaves. Thoy must disappear
1o be ablo to preduce the next higher otage which ig the
flowors In thﬂ butterfly wo do not sce the moment of disap-

pearance while in thufplant Wwe Soo development, climax, and

wﬂiﬂﬂppeﬁrancb.. That moana thot somothing has o bo cacrificod

raty |

to diﬂﬂppﬂn?-iﬁ order to bo able to produce & highor thing.
What doec thio mean for us? It means 4that on tho
ctago ve cnn'und muot make leaps, One line is alwoyo an
unbroken line, while anothor develops into another thing,
Another kind of creative activity Lo the leap - to bo able

to stcrifice the pruvinqn thing, to entiroly annihilate it,
and even to got a now one. I1f you arc gpeaking as 2 char-
acter on the stage, and you hear shouting in tho stroct, you
breck your sentence and look out at what hao happoned. You
cannot do both thingo at oncec. S0 to make 2 leap we nust
gacrifico one thing in order 4o be able to make & new thing.,
This meang fh&t wve are instinetively making bridzes and
transitlong subconselously so that they disappear entirely
from the eyes and ecars of the audience, and wo then get the
leap, Just as with the plant the leaves nmugt disappear, but

The inner line goes on, otherwise thore would be no flovor.



1M, Chekhov | February 17, 1941

So wo can cays 1. Hore ic everything we sec and hear and
pregerves 2. There is the hidden part which nobody sces or

perceivess 3. Actually tho continuation g there but hidden.

BRIDGES AND TRANSITIONS:
We have to be able to make inatantancous fhivigible

bridgeos ond tranoitions. There ic a special kind of bridges

and transitionc which are there but whieh are hidden. It

meang that we have to letrn to act and %o make our bridges

and tranoitions so that nobody will see thenm, and then wo will

be able to master leaps on tho gtage. Ve have to sharpegn our
inner pnychalugic&l.mind'ﬁ'dyc gso that nothiﬁg will.ﬂagm
empty to-us while we are actlng. If wo will got this abillty
to. make hridgeﬁ and trannitianﬁ. o will.gain_an'éunufanéa
that even when we arce scemingly mﬁking a Igbp wo aro still

going on with our cctivity and making thesoe bfidgon and

__transitionc.: Then we will got so many things which will _

otherwice becoma & growing danger of emptiness on the stage.
How nuch emptiness the average actor carries with
hinm on the stage, and they try to f£ill it by making unneces-
gary geostures. There is nothing going on, althouzh the actor
tricag to deoceive us that aomething is going on. It is theo
inability to create these leoaps. If I start something and
then pause, it can be a leap. If I am not able to invisibly
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bridge this pause, then the audienco will get a Headucha

. because the audiancnﬂﬂ@ﬁinﬂ to work for- the actor., To exor-

cise thoge leaps we nust ﬁﬁarpan our eyos and look at these

quagi-leapa. This io again the same approach to the inner

rhythmicai 1inu'1f Vo arﬁ able, in momonts of lecaps or empti-
nesg, to hfldgn. | | o .

One vay is tn_mﬁkﬂ #iﬂihlu or aqéhbln bridges and
trﬂnﬂitidnﬂ; and hﬁuthﬁr'way-iﬂ to make bridgng and transi-
tionso in"uuf'dnnﬁﬁiﬁﬁsnﬁﬂﬁ.. T& haiabléltq prdducé only
vigible and audiblu bridzeo and transitions is annoying and
tiring, whareaﬁ if we afu'not.uhlu tq'make any bridgeo, we

aro noﬁlaﬁtorﬂ at all, Both poles are equally dangerous if

""" ugsed for long. How to avoid thic emptiness ig to follow tho

game giream, the same divine 2otivity which never started and
will never stop. If we are brave enough and fearless enough
to rely only upon this atroam. of movement, there will be

many beautiful things possible for us in acting,

Exorcisa:

Imagine there is an accident on the sireet and
someone has been run over. The crowd is around the person,
The process of dying is going on. When the parsnn.iﬁ dead,
o on with your 1nnar—t:ﬂnsitinn. Act it inside ofiynu.

RHYTHIZCAL WAVES:

Another example from King Lear, A real plece of art
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is always coming in waves - appearance and disappearance -

'appoarancu and disappearance -~ to a greater or lesser degree.

Kinz YLeayr can bo started with diﬂappearancn - the curtain
£008 up, people aro there, but nothing hoppens outwardly bo-

caugse it 1o the iaup which hag boen started bafofaﬂthc curtain.

We are waiting for tho appearance of XKing Lear, Just ag with
the plant'wa aru'waiting for tho flowor. Although.nothing
goes con outwardly, the actors on.the stago can act thiﬂ np-

- pearances ”hnn the uutual occuronco hﬂppﬂnﬂ nn the utagu -

muodc nnﬁ.naisu and the plﬂy hnginu to be nutwurd. Tbgn again

+ho. wavo cﬂman dovme

After-hﬂ cunmltﬂ tho threu great urimnﬂ. ﬁiﬁh.ﬂﬂr*
dnlia._ﬁith the crown und with Kent - aftor this climax is
finished what happena? Tho two gloters aro npeaking - token
pruﬁuundly and rhythnically, 1t 15 tho nature of +the seune.

the innor way in which tho two sisters are speaking, Fron

the rhythnienld point of viow, if wo maka thoge things ecqual -
Glnuceatar.and hﬁnt aro speakling very cutwardly and oponly
ag iﬂ thelr way - then trurpotn. and King Lear ppearse It
ig nothing cxcopt one blnnk thing bacause it 18 not the
nature of the sceno. Thc nutura,nf the scene has not yet
been discovered rhythmiéally, in the sense of leaps, Léap -
King Lear =~ nothing - leap - the storm -~ nothing - Gloucestor
loges his eye - etce.

The whole play is bullt like that but to be able
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to produce it, the actors have to be part of this great streanm
which flowsg thruﬁgh'thﬂ actors Then you will see +that the
rhythmical liné is uﬁu of beautiful waves., For instance,
before King Lcar.appcﬁru. gveryone hﬁlda his breath - the ¥King
appcﬁrﬂ,und Hpedkn hio first wordg, at which timo tho gesture

goon dovmg otce otce

Ag in naturﬁ. there aro %hoﬂu leapg = of,pxﬁannigg
and contraction. Breathing is the szanme ~Itha transitionno |
must bo .thore or-we'ﬁnuld take air and n&varﬁaquld}t. It is
the hoartbeat bf thé play = tho breath of tho play. Each
-nrganiﬁm hag itc ovm hcarthént; and tho gtago porfnrﬁanua g

a living boing hoo $o have ito rhythmiéal procesgs of heartbeat,
othorwige it io a motiﬂninﬂﬂ 1ine. The nost inartistic thing
in the whole world is o straignt line. So tﬁe hedrtbeat io

the first eiemnntary fhiﬁg - up an@?dnwﬁ. in and out, contract-
fon and expancion, 21l thuﬂn'tﬁihgulcun become the haﬁrtbcat

it Sl :
or brreathing of the porformancac.



