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HUMCOR

CCNNECTICH BETWEEN ACGTORS

COHUFOSITICN CF CHARACTERS

RHYTHMICAL IMPRUVISATICIK

TENPC

FIRE = TEMFERAUENT

PSYCHOLOGICAL: TRUTH - TO B¥ "PRESENT" ON STAGR
Hamlet
Staniglavsky
Tho_Inapoctor Goneral

Criticisms and supcegtions:

Spanigh Evenings

Erica: The moments which are not truec must be carefully elabor-
atod. Sometimes this untruthfulness cemes from an aticnpt on your
part to zot the comedy. Sometimes it comes from tho not quite
clear idea about the comnecction of this person to the daughtors,

to the crowd, etc. 1 ﬁavn noticed that these two thingsare leading
you in tho wrong way, because & certain foundation is not thore.

I would suggest: 1l. Try to claborate the connections. 2, Try not
to act comedy. 3. Don°t juamp over the moments which you feel aro

not truo.

HUMQCK 4

When you are noet trying to make us laugh then it 1o
first of all funny, and socond, if it is not funny today, it will
be funny tomorrow, This is so important for everyone who tries
to act comedy. Humor is the crown for serious things. Because
hunor is one of the windows through which serious things can be
geen and accepted, in a very deep sense, For instance, if I put
vefore you a very serious thing, and put it very plainly, it is

possible that you may not be able to gwallow it, grasp it, and di-
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gest it, But if I put forward the same serlous thing through a
window of humor, this humer will free you so that through it you
will accept this serious thing, It is a certain new organ throush
which to get the seriousnecas,

That means in thlg case that if we start with the wrong
kind of humor, without having anything serious behind it, it will be
nothing but an illusion, a psychological and physical grimace. But
if you have a serlous background, and before it; or on top of it,
you hava'humur. then it -bocomes real humor. This means that if we
gtart to preparc our part with the idea of showing the humor, we
take a wrong stop because it does not lead to anything, but if we
start from the soriougs end, having hunor in our hunan nature, it will
lead ug to thio erawﬁ of humor which wo can put on thio serlious thing
which we have preparcd. Thisg ig the firgt{ task.

The geecond tagk: You must Justify the tempo psychologi-
cally, it must be like lightning and flame. If you will try to com-
bine things which secem non-combinable, then you will always get a
good effect - it is like a law. But 1f you combine things which are
the samo, it will be very 1little, Juotify the teapo out of your
fecoling for the necessity to have it.

The third task: At the moment the age of your character
is sometimes forty, sometimes fifty, sometimes eighteon. You must
be soventy~five. Thig ig your task throughout the wholao play._'Tﬁ@n
you will perhaps conme back to forty, but it will bo absolutely elﬁ;
bnéﬁtnd so that the forty will bo a brilliant forty.
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raulas Try to find in 211 her psychology tho quality which yau-
have in this part, dut I want you to increaso it; plercing eyes,

cars, spirit, ctc. This is tho only task I ghould like you to pro-
pare for the next time, emphasi#ing this quality without exazgeration,
with the feeling of truth. "

Alani You did not understand me when 1 asked you to do the scene
with partners - the pariners did not understand, You must act this
with full regpongibility. If you are really partners, then you must
do it with full acting rosponsibility.

CONRNECTIOR BETWEETW ACTORS . .5
Criticism for Ericas

Behind your sentences thore is nothing, and this is what
vas most speaking - these . ¢mpty things. There is nc ground. o
actor in tho world can do thosa ahnhﬁd things, th? Bacauge thereo
is nothing to gpeak of, or about. The actor is not expressing her
connection to the imaginary husband, and this conncotion is tho only
thing which is interesting on the stage. Tho connection with this
indivitlual or that ono. If you will think about this very strange
thing, why such conncctiong are ze interesting on tho stage, you
will gee that that this ig actually thoe thing which interests the

vhole worlds the connectlons botween living beings,

If you think of it you willl see that Hamlet ag such does
not existy he exists only in his comnection to Ophelia, to King
Claudiue, to his mothor. fihon we undorstand this then wa know what

Hamlet is. The actor is living in a great i1llusion if he thinks
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that in hig part as liamlet it doea not concern him who hig mother
ig, how they play together, etc. And this is the point where all

of us old actoro fall.

CCUFOSITION OF CHARACTERS:
| If you will think-tlont it you will find that first the
conneations aro creating the character itself, Whon ve are at last

able, in our Hothod, to come to and to touch upun the rhythmical

vrobleom - which we have not yot actually touched on - I will

bring before you a very interecsting thing in our profession, which

1

I call tho comnosition of charscters.” Thlis has never beon used on

the stage_before; throuzh it you will see how important it is that

OCphelia and Hamlet are both creaiting something which is above them -
plus Claudiug « a new world,

At tho moment I only want to show you hn# enpty it Iz,
vhen there are no connections. We hear Lt with nﬁr carg, our psycho=-
logical ears, wo hear and there is no person for uﬁ. Eucﬁuue tho

percon does not exist.

cHYTHIRICAL IMIRCVISATICH:

In Alan's cagse there are again two thingsy one is valuable
and the other is a little bit disturbing, as with other actors. #hen
you are serious, then it is funny and we are aware of the Humnr.

But the moment when you try just a_littln bit to be funny, it failg,
In Alan's cago the good gide praevails; you have found a certain real
thing inside. Ferhaps you arelappy only for moments, but in gonoral

the thing is tho rizht one.



o
C

3

<
>

5

1« Chekhov e ihovember 7, 1938

And what is tho sign that the foundation on which Alan
atands is the right one? Because you can bo absolutely sure that if
he is told to speak these new lines, and to move in quite a gtrange
and different way, he will be able to do go because the basis is
there. For him, in the happy part of hisg work, it is now absolutely
immaterlal what worde and what situations he is given, bocause the
pergon already lives, the persen 1ls already born. For example, if
we take gomeone who is not yet recady and give thea other vords, thoy
will not be able to take them, and this is quite right and natural,
to gtart with thie inability to gpeak cortain thingg, and mévc in
a certain way. However, the moment must come when the ability to
do so, undor any circumstances, is thore. This is the point after
which comes the ability for improviscing, real imnrovising, and
then the next step is tho rhythmieal improvisation. The bad gide is

only when you try to be funny.,

TENFGe

For Alan the next task iq to try to compress everything
in timn; +Tempo. 7Then when & vory gﬁﬁd thing comes = such as the
sewing business - there is nothing of the intellect, everything is
one hundred percent theatre. This sceno can be acted because it is
pure theaire. It comes not from the author, but from the actor and

the director, becauge both of them are theatre people. This is a

most profegsional thing. It is an "apnle” gcene, buta marvelous

L1 apple " L}
It is important for you to have the crowd with you; they
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have used this opportunity to rehearse thelr partsi because everyone
will be in tho growd, and thie is the gtyle of the performance,

Don*t think they_lnﬂe the time - 1t is an opportunity to prepare other
thingﬂ.f You are at the pregent timo disconnocted from the others.
Your taske are: 1, Compress it in time. 2. Be cﬁreful with your
apeech; somotimes 1t diaturbas youy try te send it outs 3. Go through

the whole play with everyone,

FIRE - TEAPERAMENT |

Foter: Hany things are veory good and rights yoir appear-
ance and your movements and sometimes the tempo, but in additien to
all these things I have glven you theru nust be the f£ire. Flerrot -
what is hisg fire? Call it radiation, if you like. If you call it
tenperanont, thon temporament, as you like. But you must do it by
appealing first to your imagination, just ag you did the exerﬁiﬂus
for thig streaning) now you must sce Flerrot a&ting with fire. Do
it thirty times technically, 2g an actor, then you will know what
it is, and tempo, speech, the wave movement, all theso things should
come togethor., |

In telling you about the wave, 1 forgot to montion that
thig is actqally the feeling of %he whole which I am aiming at. iow
to appeer, how to hide, how to wait and knock and disappear, ag one
vwhole,

About your fire in comparison with the character of Ter-
encey my idea at the moment ig that this sorrowful boy, this flying-

not oxisting and exlisting character, has firoe and radiation. 7Two
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opposite qualitics - woeping and radiating., Just the opposite from
Terence's character which is brave, but overything is inside - very

brave, but everything goes inside. In Potor's character everything

is gorrowful - evnrythinp out, This will gilve this strange “__pnﬂitiﬂn.
One charaetor rudo 1ihonfpiacc of wood, and the other so soft, so.
gontle, that no ono can hear how ho speaks. We shall combino quite
oppnsite quulitinu.'ﬁnd vio will get certain strange cffects which I

am aiming at. Tharﬂforn.fiask you for the fire.

Woodie:r Your tﬁuk:iﬂ to ghow the whole part from the
begzinning to the end in the version we have now, with all your parte
nerg. 2. To go through the whole play and continue the work with
your speech, beeause it was much bdbetter than lah time, and you zain
very much with it, and the audience can follow you, It ig abzolutely
important for you, in order to acacept and receive your cmotiong,

‘ Deirdro and Jeans Try to got the right tempo, or got
nearer to the right tempo. Don't force yoursolf too much becauso
.it is not always possiblo %o catch the right tempo, without distrub-
ing your psychology. Deirdreos: Iry on tho basis of all theso things,
which are now firm enough 40 bo a bagio for tho noxt gtep, try to
find as many colors ag you can. Quite freely, but be sure you are
always changing the colors. Jeans In the scene with Woodie try{tn
et more of the quality of sharp deecision., You nust bo a little bit
more burning with thie idoa to get him and entice him; not so calm
poychologieally, Your task is to make evorything sharpor.

Deirdro and Jean in the Soliloquys Will you please try

to imagine the following scene: you aro returning too late from the
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tavern, and being a little bit drunk you in the greatest hurry. You
run through the gtreets and everywhere, and come on the stage ab-
Bﬁlutalylout of broafh. into a different world, and then you seceo
that overyone sleeps, Try to adjust yoursolf to thés atmosphere,
but the devil is sitfing'ynﬁ you, and you want to dance, and jump,
and juczle, Twoe different thingss yqﬁ ara full of lifo, but you
nust suppresa yourgelf, Starting from thig gtreaning, devilish,
drunk atﬁnﬂphera. and gradually como to this itragic goliloguy in
this short time, Thic big schemoy starting fron the. top and finishing
at the bottonm,
Jean: In naking this transistlon, don't take the color

to be Eqntimantal and to ask for cnmpasﬂiﬁn. Try to find this

haﬂvy hl%ck color, without any bluc tendercy. Then agfin come

back to thig world and agk faf a drink, o that ﬁhen you arc at the
black ﬁﬁint yuu have almest to awaken yoursgelf to tho reality, and
again this little devil comes. I like #ﬂfy much your dan&ing ton-
dency. If you keep it for the whole part it might be too much, but
"I should like %o seo it before you take i+ away, so show the wholo
part with this dancing quality. Can you have throuzh the whole @rt
with thigs danecing quelity? Can you have through'tha whole part not
only dancing, bdbut juggling? A commedia dell'arte actress could do
‘fﬁis: something of the profesgion would come through. 1. Deveolop
tﬂn dance, 2. Tendency to Jjuzgle. 3. Elaborate the psychologzy.

Jeirdre: At the mnmnﬁt when you try to change your gesturcs

it becomes more attractlve and more persuasive. You have many other

possibilities which I should 1liko to seo., 2. Start the soliloquy
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by coming in thig strange mood and hurrying., Start by paying ation-
tion to tho poople about you on the %iaga. then in the middle try
1o gpeak to the cudionce, an& in thutthird part to nobody but
yourgelf.
Daphno: Please start to work upon the part of Florinda
for the next rehearsal. Go through tho whole play with partnors.
Mary Lou and Mary Lo: The mistake which both of you make,
and especially dMary Iou, isc that you are always pretending to be,
when you .are not. The only thing I can suzgest to you to curo you
of this protonding ic to take the ahjnctivq; and take all the other
meang in our Method which can help you. [For instance, start your
gecone with the tother. What is your objective? "I want to tease,.”
What does it mean to tease? What does it nean tﬁ nock? o muot
try many objectives until wo find the ono which helpas. If it is an
ubjn;tivn it will be persuasive, but now it lg the old hablit of
speaking, protending you aro in & comedy, and you arc playing a
young girl, You muat throw thip away with the help of the objective,

by taking tho objective with youwr wholo being,

FSYCHOLCGICAL TRUTH:
Such olemontary things ags gimvle pavchologlical truth

must be in our plays and in everything we do, ctherwige we cannot

take up the curtain. You must find the diffarﬂnue'butﬁeun pretend-
ing and wrong artificial tones, and the real objective. In our future
theatre you will ofton hate me, and ba vnry'vaégry with mo because

I will torture you with such thinggs if 1 see tﬁat your nature lies,

-h.-

T
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and you will sco that the moment when youw are angry with me and
hate me, you will overcome the problem because all this protence

will bo gone a2t once when you are you.

TO BE "FRESEGT" OF THE STAGE:

.Ithis the wrong viay to be present on tho qtﬂga - ingtead
of gg_gg_praﬁﬁnt on tho stage-because you can do it poychologically.
Before you crosao the threshold you mugt have pregence on tho gtage,
then you will not need to have tﬁn moment whon you will be so angry

that you hate the director. First bo present on the stace and

then you will get the objective at once.

| Boingz present on tho stage means that you will not be
ablo to protond. Wo don't want this protending. To be present on
thoe ﬂtagn..to tako the objeotlive, to have the psyuhal&gicnl £00=
turo, thig ig tho way to be cured fron thiﬂ pretonding, which is
falge acting when you have nothing ingside. Tha wrnng way is to
got angry, and the rizht way ie to rcalize that you hava baen taught
to have presence on the stage.

Stanisluvskyiwuu a very torturing dirﬁctnr - there i3 no
othor director like him in the world - ho would porsist on one single
word for hours and hours, torturing the actor bocause he could not
bear this lyinz on the ﬂtﬂgﬂji His whole liethod is tho way to be
truthiul on the stage. '

I remenbor when I was rehearsing Tho linspector General,

and Stanlﬂlawaky wag directing the pl&y(:}oﬂcnw.ﬁrt Theatre :rro-

duction in 1ﬂ2i] He hags tortured me for one small scene, one small
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sentence, and finally I got absnlﬁﬁﬁly angry and hated him tre-

[
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mendously at this moment. .In+thn:ﬁpana I wag sititing and saying

some funny wofdﬂ. bcing_drunﬁ._and at that point I got angry and

became like an immovable otonc. Staniulavqky asked me why I did
not nﬁﬂwer; When I zot thisg evil Bpirit in mo and hated him, at that
moment I got gome good results, becauso 1 was go present on the stage
that I got many things which I could not lecarn before. This im the
way that I learned that presonce on the stage must be first, then
try to be an actor. Tho task for both of you is first to go through
the whole play with partners, and gecond, to fight this tendency to
be untruo.

Faul and Hurd: Ffor Hurd, always try to make a foql of
tho othexr porgong ﬁlways make averything clevor for himself, and
gtupid for the a?hﬂr porgson. With a little rumantio guality. Try
to add to theso qualities anotherjy try to got more activity in his
answorg to tho uﬂnﬂgar._+Morn activity againgt him, _Egu;:' Add to
this the quality that you aro gaying averything for tho hundredth
time. Hurd: Always have the odjective to prove that the Manager
lg gtupid. Both of tho characters are very pergistent and obstinate.
They muat both keep thu.sumn intensity in the geenc. Build up the
gcene for the eppearance of the poople,

furd must got the quality of the music as being the most
important thing in hig life, and hls speeches are gecond. Vork
them up to a cregsendo. ~Find the quality of having a whole world
bright and shining behind you, but deo not let yaurself be anywhera
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without an objective, having a certain focus, all in the stylo of

comedy.,

Frauls It is till to obvious. Go on in this way, and then

we will take away the things which are tco much. Go on without any
oriticlom except for one thing - the words uwere not clear becauso
of your characterization. ¥whon the time comes, wo will take out
tho things which are too much.

Hurds Have the psycholozy of placing something before
the pergson like a tray, and wilth pootry.

Tarenco: The tempo of everything must be very quicks the

bravery rﬂmﬁinﬂ in the moustacho. His nature wants to be calm and
quiet, but he has the neocessity to boe brave. Shooting the small
pistol at what no one knows all these imaginary dogs and ddvils are
following hims perhaps he will only say, "Bang.” This quality must
be hidden in him when he presents himself as an actor; he is an
elegant fop, but very modest. Ve will be able to take away many

tﬁinga. once they are established in you.



