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I will give some suggestions, more in general, on

{

the basis of my experience with you through the whole term,
or perhaps even.more, through the whole time we have been
together. Then I will ask somoe questions and let us consider
this meeting as a discussion of some of the questions,

1, I want to put before you one guestion, on the
bagls of the following observations ile need one thing very
much, and without this one thing I do not think we are able
to develor in the-right WY o It is this: ¥ach plece of art,
cach pa.rt, each scene, each theatre as a whole, each artist
or achor aa'ﬁuch, has certain dimensions., For instance, the
dimension of Joan of Arec which we have just gecen is a very
biz one. Shakespeare's scenos are surer-human in dimension,
8 o Shdanoff's.play is human, All these directions are,at

the same time, dimensions. Shakespeare®s plays are deep in
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the sense of over the-earth qualities, he@venly qualities,
supery-human qualities. Weo h;ve a certain feelinrs for these
different qualit!es only as an outer form, but we are not

yet able to fill ail these dimensions - we are not yet able

to livegthé depth of the human soul, the depth of super-under-
earth powers, as it werej; we are not yet able to feel the
depth of fairy tales. Everything is drawn very right in the

outer sense, but empty in the inner sense, This is, I think,

the most important point.

FIRE - FEELINGS.— DIMENSIONS:

I have spoken several t%mes about the warmth and fire

feelings, and I have tried to poiﬁt out that it is essential
for us to have thiﬁ ability to live - not vo pﬂrfqrm. not to
pretend, but to live in “these dimﬁnsiuns. and out of these
dimensions, Tﬁis is the question which I must discuss with
you, because if I will repeat things I have told you, there

is not very much sense in it. I want to discuss with you this
question and you must tell me what ic actually the reason why
you are looking, as artists, only from the superficlal draw-
ing or outline of something which could have depths and dimen-
siong., We will find together the way to these depths and |
heights, but I think that there is a2 certain lack in us, not
only as artists, but a certain negligence as human beings,
because it is a wrong idea that to be 2 human being 1s one

thing, and to be an artist is something quite different. It
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is not different, and you cugld. if you wanted to, prove 1t

by your own experience during the time we have been together.
what does it mean 2ctually? 1t means that, first of all,
unfortunately we live in such a time that everything is either
superfiéial (our life as a whole), or it is rude and-brutal.
Pretsure as in politics, etce, and the war threatening all
around us, and, of course, that kills every-fine feeling for
the life ingide and the life outside. £Every ons of us walt
instinctively for this blow which follows each event by this
dictatoror that, and it is quite understandable that our souls
are curling and are becoming more %nd more dry, abstract, and

{
schematic, )

“hig is the sign and character of our agej this is
one explanation, but still, 1if we shall bow to this human des-
4tiny:-in general, then perhaps our whole attempt to create a
zroup of artists who are able to say something which will mean
something to the audieﬁce. will have to be dropped. e will
drop this ideal and we will then have to go the usual way of
artists of today, simply showing something like an abstract
gcheme on the stage, and letting the audience, according to
its mood, 2ccept or deny, and actually be_absulutely indif-
rorent “o our art and to our attempts and efforts. This 1s
something for which I dc'not think we have to worx - this sort
of indifferent opinion. If so, it is not worthwhilo to work.

To ovorcome this type of profession wnich deserves
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ucil & reception it is necassary to nmake certain great human
effort Inside us, such affort as will be equ?l to all these
negative powers which haunt and surround us in the world
today - dictatorship or superiicial, schematic hearilessness,
lack ﬂ% interest and go on, which is the destiny cf our age,
If we want to overcome this we must not Just adnmit that the
age is like that and that we are under opressure, but we have
to make a certain decision because of this pressure, bzscause
of our destiny, because it is so trazic we must make 2 tre-
nmendous effort to overcome this. -If i% is o, then I should
gay perhaps some of you will deny this upin;qn. and it is
quite individual. |

An artist cannot Le 2 materialist - cannot be, nust
not be because the materialistic kind of thinking, feeling,
and willing, doing, speaking, this is the easiest way to live
in our age. But this is the rude means by which we kill the
artistic desires, emotions and powers which are living inside
us. Therefore, we came together because each one of us feals
that he is somewhere an artist, and at the same time, Killing
oneself by living a materialistic life in one's thoughts and
everything., Of course, you will contradict thig opinion and
argue that you cannot be ordered not to be materialistic and
to have spiritual interests and ideas and so on. fThat is
true, and I do not mean that by tomorrow we must all be spir-

itual thinkin:=, Zoinr, 2r? living persons. Thisg is the ques-
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tion of the whole life. Cne cones to this spiritual under-
standing early, another lat;}, and another never, but in the
frames of our art there are means to penetrate into this

plane or level which is zimilar to this spiritual life, and
this isiwhat vwe have spoken so often about, but we have not

yvet got,

PENATRATE INTO WHA? LIES BEHIND:

First, we must work if we want to be artists in the sgense
I mean - we mﬁsf be able to penetrate behind all the things
simply as pfufassiunﬂﬁhpﬁpple. ivhat does it mean? If we
have & table before us on the stagF - if we consider it only
as a table, then we are not yet aftiats. we must find the
meaning of this' table. Why the table is here on the stage at
this moment, and how hive I to act with this table - whether
it me#na when I am sitting before it that I am sitting before
a tombe. For an artist it ﬁan be a tomb, while for the materi-
alist this idea can only be funny. For an artist it can be
the idea of the tomb and this is the first step to the depth
of the idea of the table,. Perhaps I am sitting before this

table as if it is a wedding table. I have to find the idea

of this table - to experience it - to live it - *o perform

the table, If I anm sitting on a chair, oerhaps it is the elec-
tric chair, where I will neet my death, The artist nust know
what he is doing by sitting on this chair. ferhaps it is a

throne, not becausec I perform the part of a king, but bacause
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in every part each chair can be for two minutes & throne,
then an electric chair, and %hen something from which I have
to 12ll down.

‘e must make such absurd and nurely 2ctor’s efforts to
penetrate into everything, 2nd to create some 1life behind
things, I take quite purposely this very rude example of
chair and table to show that even these simble a2nd rude or
usual things mugst be symbols, This is the symbol for a cer-
tain 1life, for a certain event, for a certain deep level by

which I, as an actor, can find the approach to sverything.,

GESTUREs THAT WHICH LIESS BEHIND TﬁIHGS:

liow if we will leave this level of usual things, and take
gsimply our human gestures, then we will see that each gesture
is the huran soul, This is the way to awﬁken something in us

which will substitute the spiritual understanding and feeling

of the world for the human being as such.” For an artist, it

is to create things behind things. 1If I look at somebody, it

must be full of things which are behind my glance - radiation,
atmosphere, etc, That is why we have uur-methud of radiation
to convey this depth and width, scope 2nd height. In the
nunan gesture liveé the-human goul, and the gesture will never
belie the audieﬂce. If you make an.eﬁpty.éeétﬁre. the audi-
ence will never criticiz» you because the audience is sitting
3l2eping, but it will feel that the person on the stage is

Tfooling it, showing it ecmoty gestures, empty voice, empty
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words, enpty breath,

Now if we go still highgr.we will see the enormous world
of depth and height which stand behind each character - I do
not mean only 3hakespeare®s characters, the majorlty of which
ars alréady given as archetypes, but if it is not given as
archetypes the artist must see, desire, and dream of finding
an archatype behind the character he is zoing to perform. For
example, "the old Xing Lear" - behind each word lies some-
thing - not just "old"-this does not mean white beard, gloomy
zlance and feeble walk - "old"-~-that meané everything behind
him. Thie is a great experience. Imagine that it means every-
thing behind him. It is an axperi@nca which can gilve a real
artist the whole spirit of the tragedy. "“01d" - that neans
wisdom - wisdom which lies everywhere and penetrates every=
where, and radiates from everywhere, and is clear and shining.
There is no limit in trying to describe these things - although
they nust be indescribable. "ﬁld“ - that nmeans to be before
something.,. It is not to be described - it is to be felt.

The "0ld" person stands before something - on the street, old
faces, o0ld eyes, You will ask: "What is the characteristic
in these faces?" They are standing before something., Is it
death? Ferhaps'it is the revelation which will be given in
the last nour of life. 1Is it quite unconscious and slipping

into the 1ibido, into non-existance. "0ld" - it means to

disappear, leaving nothing behind. Tragic, stately nower =
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averything lies in this archetypal "old). [llng - not the king
\

wihno sits con the throne in this or that country, but the king

as a2 certain kind of human being who is wiser, more powerful,

an old father - that means he gives something - he meets

himselfiin his child.

THE ARCHETYFE:s

There are unlimited possibilities for penetrating into
2ll posslible things. For an artist there is nothing in the
whole world which 1is meaningless, senseless, which has noth-
ing béhind ite It is the spiritual aura  which we have used,
If we are trying to act Romeo ﬁnd!wa are materlalistically~
minded, we can act only these mnvémﬂnts. these words, and try
to create materialistically, and this will never be done.,
It will only be a boy, and perhaps not the most interesting
one, The whole Romeo idea - the Romeo archetype will be lost.
I have noticed that because we are blind to this world of the
archetype we are not able to discover the "flame®™ which is in
us., e are all born as human beings and we nust not consider
ourselves as especially unhaopy peovle who have no fire - we
have it, but the fire must be discovered by trying to imagine
and penetrate iqtn spirituval things. Imagine an aure around
everything, every part, every scene, every play. The fire is

there - therefore, I speak.

naomeo and Juliet - The Archetywe:
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Juliet lles, she does Qnt £it, This is the whole philosg-
ophy, “the whole world of ideas boiling around this lying
Juliet on the tomb - dead - young - full of love. Each word,
if it ig taken and experienced aé an archetype, will give us
somethihg which will dring us to such a gtate that we begin
to laugh and to cry. If behind all these images, Juliet is
lying on the tomb, dead, then we will zet éur fire - only
~then, if we penetrate behind this given picture. That‘means
to awaken an artistic mind, and to discard the materialistic
approach to the theatre, because for the materialistic mind,
there 1s nothing exciting in the fact that this girl is lying
there dead, and this ghost, this éhantam. whog8e namo is
"nothing?. this versuades us that this thing is like that
thing - a giri lies on tho Etona ﬂﬁd sleeps. This certain

kind of "nothing special® kills our creative spirit. But tho
ability to peﬁﬂtéﬂtﬂ bahind'tﬁiﬁgs and to imagine things as
we want to have them, fhis 1E-thafsteP towards the ideal to
be an artiﬂt,'and this step cannot be done from the outside,
I cannot do it for you. We cannot discuss it - each one must
make this effort for himself,

You must make every effort to put this problem before
yourselves and work and exercise it. For instance, if you
Seée an old man on the street, do not pass without zetting
some idea abnﬁ% him - you must work with this old person in

your imagination, perhaps for hours and days, to nenaetrate
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into this old face, and to imagine what is behind it. Put the
questicn to yourself quits s;mply and definitely - what is
behind this old person I met on the street? Gradually, through
this effort you will get some slight inspiration about every-
thing and this ig what we neced so much. ¥We must try to nene-
trate into the archetype of the old man of old lady, or child,
or strong man, or stupid man, or indifferent man we see on the
street, and if you will make thﬁ‘aurhythmy'gesture of "iL" into

them, then you will discovar things in yourselves which now

are sleeping.

Fairy Tale - Two_Bad Queens:

!

Thlsg is a wbrld you must‘punetrate into ~ Rad Queen,
bad aura, strange aura, powerful aura, etc. You must do it
inglde - you must make the effort to find what is behind every-
thing. Look at the eyes of a gtranger on the street. You
will find one zlance will be enough, one impression, and when
you have time, alabnratq‘it - eyes which are absolutely god-
less, and other eyes, perhaps a stupid face you see - take it,
and loock at it, and work with it - and you gsee that thig is =
warvelous face, and it was quite a wrong impreasion to say it
Wwag a gtupid fﬂﬂ? - it was your stupidity and inability to
penetrate into something behind, at the first moment of seeing,
If we will try to do guch simple axercises, we will enrich our
goul for millions of thinga, Iy looking at the old person in

this way, we will get an archetype. CLCach effort to create the
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life behind visible and audiple things, develops in us the
‘ability in a very short time to be able to discover things
behind, over, around, and in everything, in everybody, in
every sound, and every seemingly materialicstic: object.

\ When we have spoken about the archetype, we have
gpoken about the same thing., We have, for example, spoken
2bout sitting at a table; one person ié very bored - find

the archetype. By which means? We have the means - try to
Ting, first of all, many images which are sinilar to this

bored person - yellow leaves in autumn; the long white stick:
a round stone; a fire which is dy%ng out; the water which is
not cold or hot. Such small thinés which seem not to have
very much ccnnection with this bnrednm. will awaken gradually
the understanding of boredom...21l1l these leaves and stones,
etcs, will disappearn and instead of thig, we will have a fecl-
ing that we want to act the part ﬁﬁcausa ve now something

about the character, and we want to say esomething to the

audience through it.

PSYCHOLOGICAL GESTURL:

Without this work what shall we do? - only sit ~ we
cannot do anything more - and how ashamed I am, as an actor,
to perform such a man with such poor neans - such snall tricks
with no meaning. 3ut if I ¥now and live behind this bored

man, then I will feel that my cheeks are burning, and my whole
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being, aven uy vody, hecaus&\l nave the source for this simple
bored person who I am going to perform. <“his is the way 1if
someone wants wo change his materizlistic, worldly outleok,
but perhaps you 2re not interested in doing this - 1t 1s a
very personal thing, dbut you can do it in quite 2 professional
way by trying to find thn‘same résultlﬁhruugh our other exer-
cises which are all leading to this point, especially the
psychological gesture ~ if it is done, then do it as a pro-
fegsional person. .

rich your understanding of the iMethod. For
ingtance, do not try to remember that you have been offended
several times in your life - thiﬂjiﬂ only juur personal exe
perience and has nothing to do with the archetype - but try
to accumulate certain images as simple perhaps as the leaves
and stones, and they will show the way to experlence the
archetype to be offendeds fThis is the cne point I want to
tell you at the end of the term. Ferhaps you do nct want
thia, perhaps you do not agree. Ferhaps you feel certalin
hindrances inside of you, It is absolutely important to
clarify this point because without it we will sit on the same
level, and no one will say a good word to us in the future.
Tou may ask: What do you mean by "materialistlc outlook"?
The materialistic approach is one in which everything exists

for our ez2rs and eyesa, 2nd our practical use - the whole world

exists for me and for ny group or ior my country, as far as I
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can use it personally and without any synbolic or imaginative
meaning. Thisis the materiafastic approach,

In each art, and ours especially, we are trying to
find certain means by which we can convey, but the question
in regard to the archetype is what we have to convey. 1If the
means are elaborated through exercises they will adjust them-
selves to this archetype. If the objective "is really fully
taken, it is a tremegduus means for expressing the archetype -
atmosphere, radiﬁtinn, everything can be used for this purpose.

If, for instance, you are playing Juliet, and you
are lying on top of the tomb, you may be very full of some
aura, and feelings and cnnceptiunsfand yet all you ca&n do is
lie there, To what extent can your inner impulse reach the
audience? If you have the desire to convey, you will always
find the means. It is such a fine inter_play inside of you
that 1t 1s impossible to describe. Perhaps you will make a

certain movement unnoticed by the audience - there are mil-

lions of secrets,

THE AUDIENCE:

s2ach art demands a certain ability in the audience
as well - one perﬁun‘will understand and one will not, Let
the audience he‘blinﬁ even - you a3 an artist, have to convey
to the fulles?“axtent. delieving that there 1s always somebody

(:) who understands. The audience is not in our power. As audi-

ence, we requ?re:that the artiat gives us his whole activity,
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nis complete piece of work. \The audience has this right, and
the artist must not think that tﬁey will nqtlyndﬂrstand. They
will, Il{ow to develdp udrsalvea'to_getfthis-dapth inside? We
must be more concerned with uuraelvea_@ndwhﬂy:tohget this abil-
ity thréugh all our efﬁfoiaéﬂ. phyﬂicul.'bhéily;and psycholog=-
ically. Therefore, if the exercise is properly done, it awa-
kens the ablility to get the archetype and to convey.

(i‘rs. E£lmhirst, & great English nphilosopher has
said that "Religion is what we do with our solitude"™ =~ it is
the same with art.)

i"ichael Chekhovs - Cur pgivata lives and our profes-

(:) sional work are indivisible if théy are divided, then it is
bad for our profession. This ls the second ﬁuint I wish to
mention to you.

I have noticed - and you must apply what I say to
yourselves individually - that as a group you are not working
outside of the Studio. I see, because I know how a person
develops when he works, and you know it too. You know from
blographies how some people develop abilities.which they have
not even had, because they were possessed with the idea to
attain a certain thing. I sce you goinz on as a group with-
out being pnsaeésed by the idea to get somethling - we are
actually walkipg slowly forward. Perhaps we will get some-

(:) thing - perhaps not. Perhaps we are satisfied with what we

have got - perhaps we don®t believe in the whole school.
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Sometimes our nature does not believe in the things
we have, and in cach of us slts an old conservative person
wno waits only for the moment when we will act well. The
other part of us is always trying to persuade this conserva-
tive person to get more than he has, perhaps this fantastic
moment will never come = the part will not be right - the
lighting will not be good - the fiethod will not work. Then
I will say to myself, "I am gifted, but I am unlucky - why

did T come to this school?"

TALENT - GELIUSs |

Thfﬂiiﬂ quite a human thing, but we must discover
this rart of us - this "tqlent".u; "genius”™ in us which cannot
help us bﬂcaﬁéé it is lazy - and it waits for us to do some-
thing with it. You will scee that this "genius” 1g always
waiting tc¢ null you dowvn and he will always find some excuse.,

I feel you ars not working the whole day, and that
it is not altogether a question of time - 1t is 2 guestion of
desire. You must each decide what you want in life - whether
you really want to be an actor, not in the sense of the
"genius" gitting here in you, but as a thinking, conscious
person who came to this Studio, and whether you want to act
in the style which we are trying to get here. This is a prac-
tlcal question - with the "genius”" it is an 2bstraction - a
£ame,

Are you really doing scmething for your development?
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If this question is once put\clear;y before you, you will have
a moment when your whole soul, your whole mind, your whole
being will be very frighténed at the lnsé of time. You will
feel that you have actually done very little, bec2use you are

~going tirough the training in the school sleeping and drean-
ing, and not working at home. fihat does it mean to work at
home? It means that you are filled with the idea, "I want to

get it", so much that you will be doing exerclises in every-

thing, in walking, in eating, in sleeping, in dreaming, etc.
This is a very intimate thing, but without this threshold
when we ask ourselveg whether vie a;u rﬁal;y wurhing or not,
(:) it is only an illusion. This muméﬁﬁfﬁuﬂt cnﬁalﬁﬁd if it does
not come, it can mean a life dlisaster. what g; the real
genius? It is sumathing‘which drivee us to wafk. tﬁat is

genius., It is always busy with one idea,

TECHIFIQURE:

At this vpoint we must put two questions before
ourselves: Are wa.really working? The first cquestion about
the archetyre, the spiritual point of view instead of the
materialistic cne, and the second point is to ask yourselves
whether you are really working. In connection with this
sacond point, many questions may arise, CFerhavs you don't
believe in the theatre as an art Wialch nust have a tachnique,

(:) You must find thls answer for yourself, personally believe

that our art will only be the first and highest art when it
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will have such a technique as music - the musician nust work

and study for years and yearé hafnfe he can begin to play or

compose music, but we think ﬁe only have to put on & costume

and act. From where? wWith what means? Wwith what technique?
what a dreadfully poor art.

We must ask ourselves whether we believe that our
syt has a future and, therefore, must have 2 technique., I
believe that it will only come through incessant work, for-
getting all these "genius" ideas, but working as a musician
vworks, then we will gﬁt gomething.

Our technique is much more complicated than some
others because we have TO move, wé have to speak, we have to
radiate our emotions, we have t6 imagine, we have to know
about settings, the laws of harmony, light - we have tech-
niques, many many techniques in nﬁr arte Therefore, the ldea
that our art is so free that it does not need a technique 1is
a great illusion which has grown thfuugh many decades, and
now we come to the moment when the "genius" 1is a little weak -
we no longer have a Garrick, a Salveni, or a Duse., ie must
face this problem: Our age has contracted the genlus - we
must work to re-discover it and work as a musician works or
a physician works, or as an undergradudate works - that is
technique., And we think we can appear before the audience
without technique? Why? I cannot be persuaded that such a

point of view of our art is justifiable,
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QUR ERETHOD:

To answer these qu;stiuns, you nust answer the
problem whether you really want to work, and to work as this
Studlio doese I will understand it if you don't want to do
this baqgusé you are guite free, but what I cannot accept is
the half-dreaming existance in the 3tudio, then I feel that
my whole life, my whole idea to find this tdchnique ig thrown
awaye. This half-taking, half-giving back, half-relyingz upon
something inside - this offends me much more than anything,

I will thank you if you tell me that you don®t agree or don't
believe - perhaps 1 can make my Hethad more clear - but at

!
L

<:> least it would be sonethins,

THE IDFAL ACTOR:

The third point I want to mention to you. Let us
suppose that we agree that we have to work and develop thicz
new type of actor with a technique. Then we must have an
idea of ideal of what it means in our school to be an actor
who hag a real technique. I wi;} give you a very simple ex-
ample to think abnut.- Duf ideal;iﬁ the .type of actor who,
when he appears on the stage, his whole nature is constantly
in a state of radiating, not because it 1s necessary to do so
in this part, or‘at this moment, but because his technique is
such that he iq constantly fulfilling objectives, consciously,
(:> uriconsciously, sub-consciougly, super-consciously, he is

always in a state of chasing the objective, and at the same
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tino atmaéphﬂro, tho same timg contact with everything; at
the same tlme he 1s constantly rqdiating the atmospheras,
burning with archetypes, aﬁd at tho same timo moving con-
sclously, beautifully, truthfully with peints, if necessary
all pﬂin%S: at the came time he io always concentrated on
gonathing. Tﬁ#u all the points of tho Hethod and you will
geo why you nust have a techniquo, which mc;ﬁn that in your
nature sits tho wholo method which is econstantly there, con-
sciously present, constantly working.
If you got this technique to be constantly in thic

otate, then, and only then, it bucnnon a very beautiful pro-

(:) | fuﬂuinn bocauso then wao can begin.ku play on tho ingtrument
as it were, by touching this note or taking this chord. And
what doeg that mean? It means that if I want the atmosphero
of depression I touch this note - or my objective, "I wvant
to save somooneo," I touch this note; &nd so on. It ig there.

If through canﬂtﬂn£ exercising I am in a gtate of

constantly and continuously radiating, then I nced only to
listen to my director to know what note I must touch because
I am constantly in the state of having my objective or my
atmosphere., I don®t need any time or any cffort to prepare
mygself - this mugt be the now ability, the new technique, and
that means the now actor. As long as we nced to make an

(:) effort to radiﬁfﬂ. and have to start each time this heavy

machine, wo are still students, not actors. This is the
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third point - this ideal to ?e constantly radiating and doing

averything.,

 If you will remember I have csiked you to be present

\
on the stage., fThis "I an” presence can be developed into
this new technique, a2nd what beauty it is to be able to have
this technique. lever to need to prepare yoursell, but always
to have averything potentially in you. An azctor with such a
technique has already so many parts in him - old ladies, old
men, young boys, comedy, tragedy, drama, soliloquy - they are
21l there in such 2 person. He has this thing and then it is
only necessary T0 open it. '"hat means to re-create cur "usual”
nature into the "artistic" nature. Look at ir. Tobey [?ark
Tnbef] - he has this a2bility in a very interesting way - how
he 1looks, hew ne laughs, what movements he makes, his whole
being 1s constantly doing things visibly and invisibly before
he will really paint. He is laughing Decause he is doing the

tail of a duck. He is doing this thingz, and that means to

get a technlque. And we can get it,

STANISTAVSEY 'S AETHCD ANLD CUR L.I7H0OD:

1 have ceen such actors, not many - sone by rature
and somc educated by Stanislavsiy, LGecause thera are cnly +wo
methods in the theatrz: Cianislavsky's Method, 2nd whas we

are trying to do. ?Perhzps other methods will be develoced
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later on. We have takun Staniﬂlavsky'ﬂ ﬁathod and wa hﬂvu

added something from our ﬂida whleh.will give us thio tuchniquu.
I have seen actors in the loscow Azt Theatre really fnllouinu
Staniﬂluvsky'a ﬂathcd who havu got this. tnchnique. and sone
have go¥g it; aoma mura and soneQ leuﬂ, and some absulLtely, ﬂnd
it is wundnrful to 100L at such antorn and directors - Vﬂhha .;
tangov wag ﬂuch a porson - ha wag rull of all tho possibill tinu
 that thn diractnr-and actnr cnn.have. |

' It docn not mean thut tho actar must be a ganiuﬂ -Lf_;:
¢ spcak.about thc tuuhniquﬂ.. This is so important, It iﬂ
pusniblu far-un o gut iﬁ. whcthnr'wu nro noreo giftﬁd or 1GED
giftﬂd. and aftar-wu hﬂva itu thﬂnfwu will ﬂturt to cruata.
<hen we Will rczlly get: tha plaasuru of creativu worke Buﬁ |
now at uur~prauant ntags'wo ﬂrﬂ ﬁfﬁaﬁinG'ﬂnd digging away-nt
Laur partn baecougo wo huvo no tﬂghniquo.f th shnuld un gu on
digging for-ycaru and ycnrﬂ uhcn un can.fly-over aur-worL

uith plcanurﬂ ﬂnd with'firn? Wo can do this, Thig io o vary

important puint. and yﬁu munt undurntand ma,

PIOMEERS:' 6, 5

Ynu nmust bujpinﬁunrs in this new: type of theatre.
in which you must be actorﬂ with teehnique, 8o that when
critienlcnnu frum tha 0utﬂidu world We have our defense be-
cauge wa hgve a foundn ¢ion, but nuﬁ*when we are without tech-

- nique, if someone camg and sald that we are dreadful, you
S A0 & B
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would have to excuse yourselves and you would be crushed
and killed. 3ut if you havg yuurhtechnique. this cannot
arffect you because if you have a technique, you will be
artists. And if the erities would speak about our tech-
nique 1tthat thq techniqdedﬁf'nne is much more developed
than that of another, then it would be an honor, I want
the critics to n@uékﬁaﬁﬁﬁt nur'téchﬁique_aé they speak about
the technique aflmﬁnqhin. Nq-nng qgﬁ'criticize lizhtly such
a technigue aswhis. ﬁut-tﬁéy'tan do thif to actors because
we have no technique. If we have no technique we are people
of aceldent., If we have a fechniqub. then we are artists,

Another very important ﬁﬁint. The technique is
nﬁt only important for us ag actore, and for the audience -
bad technique makes a piqcé of art bad, You can take tho
great magters and pnlay them badly, and you will kill even
Beethoven. If a play i8 played by an artist we may say it
is a plece of arte Not only our acting depends on our %ech-
nique, the plays are ﬂlwayé depending on our technique. You
knaw-frumldning our exerciﬂeﬂ that if they are done with
technique and skill, we say Hnw rarvelous, Is it a play with
2 deep idea? [io, only the beginning of the technique, but it
can be a2 teautiful thing, even though itﬁmay he only a leap
or a jump over the structure,

These are the points I want %o bring bdbefore you,

and I am sure they are of great importance in helping us to
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take the right steps forward., If we want to take such steps

%
L]

and want to proiress, we must ask ourselves: 1. i'hether we
vant the resgsultsy 2. ‘thether we understand how to et it;

3. Then really do it.

\

CRITICIS!: OF 3TUDANTS® SCENES:

Joan of Arci

I like Beatrice'’s imagination of this performance
and particularly the last scene, because there is the begin-
ning of certain forme. I think ﬁhg must 20 on with her ima-
zination without any suggestions ffnm me, ler work needs to
be continued as it is, One thing you must be aware of now,
and that is that the dimension is a very big one, and if you
and your cast are not able to fill it, then it will be a
failure. The picture must fill the whole frame, then it will
be justified. If you make the frame smaller, then you will
zet only a miniature. You nmust find the right dimension. Try
to help your actors through to the point of the archetype, It

is not yet fulfilled.

Cthello:s (Sam _Schatz):

In this scene Sam zot 2 certain feeling of form
Which was his task, iie got both inner and outer fornm, althoush
it was still very naive, but he has found 2 certain form and

with this point I am satisfied. 3But there are wany othar
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things which he must get. I feel that you got the form apart
from the flethod - simply fur%. It is good that you got the
result, but I would suggest that, if you agree we must be
actors with a techniqua when trying to find the form, that
you should try to find it in the form of an objective, of
radiation, thrﬁuéh all the puints“WE have. You may want to
get form in your words or speech itgself, and you try to zet
it quite inﬂtinctively.' Thiﬂ is und way, but I don't recom-
mend it. It would be better totake the objective, or any
other point in the ilethod and try to fulfill it and then you
| would get the form as well., A certalin point in the Wethod
:<:) must be there before you start to %et forms You are not yet
able to take the objectlve really - exercise constantly until
the moment comes when your whole nature will shout, "I know
what the objective is), and then you will get it forever,
Exercise - this is the only thing - there is no
other way. Exeorcigel Exerclsel Exorecise, until you will
get the result., A planist might ask why he is not able to
play certain things - the answer 1s develop your fingers.
There 1s no philnsnphy-abnut this - nothing complicated -
it 1s simply exercise. ‘When you reach the point when you
are ready to take the objective, you will see one interest-
ing thing - that it is very easy to do it! It seems diffi-
cult; but it is really easy, and it will be more difficult

u(:> to act without the objective, and radiation, etc.
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Othellos (iHurd Hatfield):

\
Your case ls very characteristic. You have to fill

the dimensions you show. You must penetrate into the world
of archetypes because I can see your intentions, but they are
atill empty shapes and forms. If you feel this, then you
will find the way which is again the attempt to penetrate

into the archetype and all other things. Your imagination
muet be much richer. Imagine the inner life of the character.
You must imagine Cthello or Romeo for days and days - like a
world - like a work, not like a pleasure, 'hen Romeo enters
the vault, look at his inner life - 1look so longz that you feel
you begin to be him in a strange way.

Real imagination which you need must be developed
to such an extent that if you ask your image to a2ct how he
enters - inwardly - outwardly, you will see perhaps too much.
Then force him z2gain and again and the moment will come when
he does, and the actor has nothing more to do but look and
marvel at what he does. The actor'®s effort was to ask the
image and when the image does something, the actor only has
to absord, then will come the third period when your imagina-
tion is so developed that you don't even have to force - the
imapeS will come to you of themselves, TIor instance, you may
be reading a book which has nothing to do with your character,
and you stop because you xnow "he" is there - "he"” knows when

to come. ‘then he is there, everything stops, then he disap-
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nears. 'This is the third stap. An¢ the last step is when you
don't see imases at all - they z2re hidden fron you, and instead
of seeing them, you are doing them, This is the moment of real
aytistic inspiration, and this is the morerit when you are cre-
ating, bht all the stages must be gone through firsts dhen
you a&re able to see your characters with their full inner life,

then you will be able to fill these forms which you arc now

showine simply as schemes.

Desdemona: (.ary Lou Taylor):

It scemed to me very artificial. dby? 1 think 1t
<:) is one thing to have an ldea tha~ ﬁnu want your character to
be like this or that, and another thing to et it. Wwhan we
are half-way, it is sometimes very artificial and very strange,
but we muet know whether we are aining atv something definite,
and, therefore, our half-way stage is half-born and we are
floundering., In your case you vere flounderings without aim,
although the aim may have been there, but you have not yet
rezched it. hen the actor has the technique. we have cporxen
about, he will never be in such an artificial state, without
feeling of truth., You must always have an 2im and than you
need never be afraid to be h2lf-way. I you have technigue
then your hali-way state will alwzys have a certain charm,

otherwise it may ©te painful.

O

he nerchant of Venice: (Woody Chambliss):
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You have made much progress since the last time.
I feel thﬂtﬁyuu are working wlll and that makes me very happye.
One suggestion I would like to give yous Sometimes you think
it is already something when it is only 2 hint. You must de-
velop itito the last point. This is your problem. Don’t be
satiqfied with hints. The other extreme is to exaggerate,

but you have enough taste to know tTo what axtent you nust

"develop this.

The Kerchant of Venices (Dennis Glennie):

You must pay more attention to the content, some-
timeg you are not quite clear abuu?lwhat you are speaking, or
(:> why you are movinge. When I say don't uge your intellect, 1
mean don®t substitute the imagination for cold thinking., Ve
must know everythiﬁg.- every sentence we speak on the stage,
every movement we make, but at the same time we must not use
the intellect ingtead of the imaginatinn; If you will in-
cline more to the imagination, your thoughts will be there,

and yet the content and the meaning will not disappear.

Degdemonas (Valerie):

I think Valerie had more contact, and a certain
quietness which was interesting, and a certain lidea of one

\ l1ine which continues through the whole. This is a very good

O

‘thing-

Romeo _and Juliet: (Blair Cutting):
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I ot nmuch pleasure from Blair in this scene - when
he appeared, I felt that na#hI am fed by something which
speaks to my feelings. Iiurd, for example, fseds my eyes and
my understanding, but not yet my heart. Blalr says something

which touches my heart,

Romeo and Jullet: (Daphne Foore):

She is like a2 flower and must grow up like one with-
out paying any attention to our tlethod., It does not yet exist

for her and will come later on.

Terry®s Fairy Tale:

e —

I have seen here an attémpt to ask the actor3 to move
in connection with drawings., It is quite right and sound, and
all our directors can use this means. It 1s the same as in-
corporating the imaginatlion, or incorporating what the diren-
tor says because it is something for the actor to incorporate.
Once, in the Foscow Art Theatre, I got & drawing from & painter
and the moment I looked at 1t, I zot ny part at once. It was
g0 right for me, for this part, that my nature understood the
part at one glance. fﬁ'is very impﬂrtant for us to have eyes
for drawings, paintinga, images, etce It is @nother line of
approach and I accept thié‘methnd of using drawings.

However, I am not sure that yhu have always given
your actors the help they neéd by means of the Method, The

director must answer this question himself, but to the actors,
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I have something very definite to say. The performance was
almost a demonstration of th;\inability t0o use the fi=2thod.
Everything was actually groundless and am2teurish to a great
extent, It was groundless, not conscious, It seemed acei-
dentallyidone and unjustified. I have geen you in other re-
hearsals do it much better. Whether the director gave you
suggestions from the Method or not, is not the point - as
actors you have not yet fnunﬁ the basis, That 13 why the
performance made me su;uﬁhﬂppﬁﬂpecause I know that you can
do much more correct things.

I want you to undarﬂtand.thiﬂ diffarcnca to act
not interestingly, or to act baautffully. but accidentally.,
We are not interested in the acting even if it is beautiful,
if it is accidental, because thon it is not professional. In
this case, I want to gee correct:acting. A very badly ful-
filled objective is better than something which comes but
which will disappear, A ﬁadly done psychological gesture is
better than a good performance without any basis. This is
the same question of our profession, or our life in accidents,
I want to help you to zet a professional technique. The
rajry Tale today was not quite professional work, although
There were some things which I liked very much, but I am not
here to enjoy your accidentally interesting thiness, but to

gzive you a vasis., I want to see your professional people not

accldentally beautiful, One thing was there today - a feeling



N

1 Chekhov _ sarch 28, 1938
of ease, and this 1ls the mnly\point.which ancourased me. But

everything must be there - then it is the correct being on

the Btaﬁ;ﬂ °

At times it isclear to see that there is some under-
Btandingiﬂf the psychological gesture, 'The gesture will, in
tinme, give us everything, because it is archetypal if it is

properly done, if it is done so that it awaﬁéns evarything in

our nature.

T O ¥ & %+ £ R

I want to speak to you ahout your life at Redworth
because I know that some disharmun§ begins to exlist there.
I imow that some of us are sometimes not very soclilal, but we
must know that énme qualities of our personal characters nust
be sacrificed when we are living together. Real social life
requires that we must be able to hide the unpleasant sides of
our character, and yet to be able to accept the unpleasant
qualities of others. Otherwise, we would only be able to live
in paradise, and even there we would not be satisfied. 1t
would not be a wonder to live with angels and archangels in
harmony, but we 2re living with each other and that means
that we must be able to bear certain difficulties, and to hide
our ovn bad qualities. To ask always that our surroundings
and everyone afound ug must be ag we want them is gross ego-

tism, and such a manner of living will bring only disharmony
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into the whole group., One person can bring this disharmony,
but why should we all suffa; for one or two or three bad
persons;who cannot manage thelr characters?

It is not necessary to mention any concrete instances,
bt I want you to ask yourselves who it is that disturts the
peace of Redworth? Redworth can only be at thq disposal of
those who can manage and govern themselves 80 that a social
life is possible - the others will be asked to leave Redworth,
and if necessary, to leave the School becausge the spolled 1ife
in Redworth means thespoiled 1ife in the group, and the arrows
of bad character will fly directly_fram Redworth onto tho

<:> stage. I don®t want these bad arrows on the stage. Thie is
a very serious and impurtapt point, and I ask you to pay at-
tention to 1it, S

| vy last points Pleaseo ﬁun't wnrk during the holi-

dayg. TForget the whglé ﬂeﬁhod} like ﬂaphﬁé,ﬂahﬁlhave a good
regt, because the rest is as necessary as the work. If you
will rest during the haiidays. you will be able o work fully
next term, when the work will be nmuch harder, ¥e will be re-
hearaing the two playS-gvery day and will jump from one char-
acter to another, and one director to anothern, and this will

be real work. IT we have time, we will continue with the work

on Joan of Are and with the experiments on the Fairy Tale, in
order that we may find the special method to perform for chil-

<:) drens I would.like.you to keep this aim especially before
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you - hnu to perforn fﬂr chg}drcn bntuuan the ages of saven

*and fuurtean.

Ag a.grnup,'un uill alwayﬂ hEYG tu snlve certain

1ife pfﬂblans. and wu mugt ?n ablu to Epcuk ahout our prn-
faﬂsiun quito upmly. ‘;‘uda;- 5 hn.vn mﬂn'tiunccﬁ mostly bad
thingn. but there are m:ny gaod ﬂiduﬂ. 1 wnnt you to hava’

a guud rﬂat ﬂnd to cono back'uith tho dﬂtarminaticn to ag=-

- sunme thu lothed abﬂulutnlg. and %o bn pinnearﬂ in OUr Very:s .
';3dcrcﬁiﬁc ctntury Tc %ry tu bo ablo tn thruw a littlo light

in nur life. and thﬁa liﬂht wn'uill bﬂ ahlo to bring to our

i &udiencn if'wn arc-mnuturﬂ of this, light. of aur tuchniqun,?-

;
Oﬁhnrwinn wu uill rc_ﬁin a graup of utaﬁaurﬂ. wo can nnly

lcnrn one . thing from unﬂﬁaurﬂ and that iﬂ they t&hu thuir
_prabiﬂmﬂ'vnry'ﬂariuunlgy and this we: hdvn to. tﬂku fron thﬂn._

'-J

T4 in u vary goad quallty - sariouanonn,-



