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THY OBJWCTIVE
TEE_AESTHRTIC CONSCITNCE
THE ACTOR'S VODY
FEELING OF EASH
Hans Oppenheim
ORJECTIVE? Mark Tobey

we will concentrate on the problem of the objective.
Theore are many deop things in connectien with the objective,

which we must discover. VWe will take the same scene fron Le

Bourroois Gentilhomme, and it must be creatéd on the bacis of
the objective, We must understand the objective as an inner
atorm or fire; you nust express something which is consclously
runing and boiling inside of you. We nmust understand the
objective in this sense. Then the conditions of the play must
be taken, and they nust mold the objective, The objective ig

a2 flame or 2 storm which is molded by the cenditlons.,

Criticism:

One seerect each one of you muat discover Tor your-
selves, although some of you are nearer o it than otherss our
actor?s nature is 2 great covardy and because of this cowardice
we always feel, on tho stage, as if we are drovmings and vie do
ceverything to save curselves, but we o decper and deeper,
Iinstead of trying to be quiet and move casily, which would save
us, we flowmder and strugzles All the things which are not
cood on the stage are a result of this cowardice. Some things
ara given which can preclude this droiming; and they help us

to nove and breathe easily, but we forgzet them when we are
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drovming. For instance: <the objective. Instead of thinking
of it for one moment and relying upon it, we begin to gasp
and we think we are able to swime But in reality we wera;in
a very frizshtened gtate, and have only done something quite
wealk,

™e objactive is something we must rely upon., ile
must discover it. It is so near to us and éo far at the sane
time, For instance, let us say today that the objective was
"I want to appear important.” Instead of relying upon the
objeetive, the actor becanme frightened and then did offensive,
overacting things. After doing such things, realize how far
you muat'gu back psychologically to f£ind the objective. ¥ou
must finish with the bad effects of the bad things you have
donej you must £ind the gtarting point again and remember the
objective which you have forgoiten.

Why must you do 2ll this? Only because of the cowar-
dice of your nature, which made you flounder instead of relying
upon the objective. You must understand this point becausc it
is very important. You had only an illusion of the objective
because the objective was lost from the very beginning. When
you entercd the stage you were already vironge. You were a
drovning nerson. You could put ocn yourself so many things,
but they would only make you more struggling. You are aware
how bad it is, and you go deeper and deeper into the thing.

When you become aware of what you are doing, you must gtop,.
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Remember that you are in a school and that you are free to
gtop and say that it is wrong. Start itwenty times. It is much
better to do this than ©to go on with the feeling that you are
drovming,. It is obvious, but you are not brave cnough to stup.r.
For what are you hoping? A miracle? Do you expect that some-
ocne will come and act for youf?

In the school we must train nurseives to say that
we feel a2 thing is wrong. 7You are able v do things in the rizht
WaY Eecause 305terdﬁy. when we tried to do this scene in & sinme-
ple, honest vay, we were able to understand that it is possible
to rely uﬁun the objective and be honest towards it. Then
you will expcerience more often the state when you are really
inspired by the objective. Then you can say that you are free
and can do whatever you like, becauce in an inspired state you
know what you do is right, just as you kmow it is wrong when
you are doing wronges
AWSTH®RTIC CONSCI®NCE:

In this scene today overything was virong. The con-
tent of the sentences was wrong, the movements were vwrong,
all the composition of the persons was wrong - cverything!
Pleasae recall it and you will see how wrong it was. You did
not take the objective. The ract that yecu were inside ashamed
of what you were doing was a good s8ign, ‘because it means that

vie do not speak in vain of the aesthetic consciences. You nmust

listen to this conscience which is gziven to us, and it will

lead you, just as it leads us on the stage. When you feel
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aghamed, it mcans you mnust q}thar gtop what you are doing, or,
botter still, bezin to consciously manago the Mothod inside you
without stoppinge 3But something nmust be done to rely upon the
voints given us. Think of what you have done today and how you
will avoid this sane mistake in the future.

All the points in the Method, although they may seenm
to bg differcnt, in reality they bulld one thinge. Therofore,
if tho objective is wreng and we only have the illusion that
we have an objective, we arc swimnming in a spocial kind of
blind nothinmess and emptincess, bacause tho objective was
not theras low imagine that you have the real objoctive,
Zverything bezins to live arocund and in you. For instance,
if I have an objectiva to get noney {rom comecno, then 1-hnvo
this percon before me in ny mind's oye cven when I'm not look=-
ing at himes How can I come to the gtate whers I can talk to
that perzon and not see him? You are inclined to lose the
ocbjective in a very nrinitive vy,

Repeat the improvisation. 33ut just start the scenc.
Start 2main and agein wmtil you find this clear, clean thing
vhich wo call the objective, and do not be content with somee
thing which will choke you. Start without any conditions to
bezin with, but rotain the sane objective as befores To {ind
the purcst, 7o through the stage where ﬁou are offended and
almost killed by tho things you are doing, because when you

cone to this monent, then you will have reaiched tho moment
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when you will understand how.to apply the Mazthod, Torture
yourselvess, If you have not been able to grasp the meaning
of some part of the Method at once, then you must zo throuéh
this long, devious way. Overacting, underlining, forcing,
pressing too nmuch - none of these will help you and no one
will believe you.

"I want to appear important."” Cveryone knows this

objective becauge everyone has this objective in him, absolutely,

although it may have a different appearance for each one of us.
For instance, my whole life throuzgh I have wanted to be impor-
tant, and 1 do it by being modest or as if I am very, very busy
with the person with whom I am speaking, I cannot overcome
this and am still very full of ite I wlll never try to be
important by any other means. Each of us has a certain way of
being important; but you must penetrate to the point when you
can stand berfore yourself and see yourself, and then you will
now what it means to have an objective on the stage: when
your face is pale, your heart is trombling, etec., as an artist
because you have touched some point in your owm 1life that you
knowe I am suffering from this very much tecaugse I am not yet
able to find a real apprcach to the human being. But this is
the same on the stages I must suffer when I do false things
on the stage.,

I only want to point out that the atmosphere, ob-

jectives, etc.,, are as deep 2s life itself., Therefore, I nust
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repeat what 1 said the other day when I said that we are

going through life blindly., We must lnow ourselves, and the
nature around ug, We may know some good and bad things inside
us, but may not be able to do anything about it - to know your
nature and to manage it are two different things. When we are
awakened in our lifs to such thingg, then we will be awakened
on the stage, too. Therefore, our life and our art arc to-

geTher and cannot be separated.

THRE:ACTOR'S BODY AND EMOTIONS:

e have spoken about the objective and such things
as the rhythmical zesture, psychological gesture, contact,
atmosphere, etc., 28 the means which we are going to use for
our acting. e are going to use them for elaborating our
bodies and our cmotions. That is the reason for our exercises,
For instance, have you cver noticed i'r. Oppenhein's hands -
how elaborated they ﬂrﬂ?l From the inside, of course; Dbecause
he has music inside of him and he uses his hands for this
musicy and this haé nmade his hands elaborated from inside,

In his hands he alwaye has, consciously or subconsciously,

the objective, When he is playing on the piano, his hands
are full of objectives. e can imagine very easily what it
means for a musician to have an ahjectivﬁ in his fingers,

When he is gaiﬁg t0 play Chopin or 2ach - such extrenmes -

no nmust have the atmosphere in his hands. Not only the sounds

which he produces from the piano, but in his hands sits the
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atmosphere very obviously. ©Lf you have observad several pi-
anists, you will see how differently is the manner in which
they prepare the hands. Cne may start with sonething invisitle,
and this invisble thing leaves his hands as he touches the
piano. What does this mean? IT means that the gesture, the
atmosphere, everything is sitting in his hands.

We have to do the same thing, but-not only with our
hands, but with our whole body. When our bodies are respons-
ive enough to all these things, then wve will have channels,
as it were, throuznh which we have not only to producs the
objective, but to understand it. Being & musician, it is
necegsary 4o have a2 special construction of the inner car.
That means that the spirit of the musician must be sensitive
enouzh because the musician teakes it from the cosmos. But
to take it from the cosmos, it is not enough to have the
spirit: +the ear must be there, t00,

It is not cnough for a painter to feel the color
and the lines, etcs.s he must nave such ﬂrmé. hands, and
chest which. will cnable him to make the linoe. Remember when
Mark Tabey' tried to get you to dance before the paper, what
vas he aining aﬁ?EETn develop the whole body for painting,
ang for- us ag actors, it is not enough ©to develop one partd of
the body only. The wholz bedy must be made receptive for all
these +thinzs. we must produce with our bodies and our spirits

and we are able to understand our spirits if our bodies are
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responsive. That is the reagon why we do so many bodily ex-
ercises from ‘the psychological point of view, rather than the
gymmasium point of viow ~ which is very good, too, but we muat
do this gymnasium work inside us much finer and pour it out
in {through] our bodies.

Therefore, when we take our objectives with our nind,
this is only doing half the work. Whean you are asked to take

the objective with your whole body, it means you must try to

avaken the feeling that your body is thinking, wishing, feeling,
If this is not yat the fact, then we are like a slseping per-
son. The spirit is not dead - in the moming the spirit will
come back and the person will be awake. DBut when the person
slecps, his body is like a plant lying there. We can apply
this example for our ovn developed state. AS actors. our spirit
viants to produce and create and say magnificent ond beautiful
thingsi but our bodies are like a plant lying btefore us, and
everything we want to say with our spirits is in vain because
the body does not understand the spirit, 7The spirit cannot
come to realization because che body is like a heavy weight
vhich ig hanging on the spirit and stops its desires and wishes,
Therefore I would like you to do some exXercises. i/ill
you take the objective: "I want to comfort someone whe is sit-
ting there," We want to comfort this human being, and we nust
take the objeetive with our whole body; but we only have at

our disposal our right hand and arm as a2 means for exXpressing
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the objective. Try to pour Eho whole objective into your right
hand and arme. Comfort him by touching him. Through this sim-
ple exercise really try to understand what it means to have an
claborated btody., You will feel how the powers which we call
the objective will bhe working in your nend and in your arm,

and how it will become more and more sensitive and flexible
because your hand is a physical instrument.

Wihy do I give you such an exXercise? Be¢cause sone-
times we do the exercise "in general,” and this "in genarﬂl“
leads us often to the illusion that we have an objective,

If you wvant to comfori someone and your body is not yet elab-
orated, you may do many things - but wherc is the objectivae?
In the mind. The objective is not fulfilled because your

hand ig dead or your body is dead. The objective has not yet
claborated your body, If you have elaborated your a2rms, chest,
limbs, gtc., then you can comfort somecne with every part of
your body. Lvery part of your body will be permeated with
thiz desire to comfort him, and this is yhat we necd. Then
your vody will be your helper, not your eneny. Ofton we sec
on the stage actors whﬂée bodies are their cnemies, and it is
cagy to see that although the actor wants to do something quite
different, his body will nct obey him,

e must acquire this ability by very careful work,
Imagine how many years Yehudi enuhin, who is 2 genius, has

had to work with his fingers and wrists, Unly then did he zet
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the ability to create thoge sounds which the world is crazy
about. IZven hae, Wwho vas bur; an 2 musician, has had to work
on these things for many yearse. Foxr us it is not enough To
dovelop the legs or shoulders: the whole body must be clab-
orctad. Realizeo how many years we nust work if the problem
is 4okon seriouslye. Therefore, we must not think that the
problem of the objective can be solved in @’ few improvicationg,
e muat work day and night in order to create the now type of
actor, tha whole of whom will be like Yechudi®s hande 1If wo are
able 4o golve only ong third of this zreat problem, we will
alrcady have created a new type of actor. But we nmust roally
devote our whole life tc tho worke A rcal student of the
theatre school must be 2 1little bit cerasy, & little bit fanat-
1cal. It ig nover cnough to exercise in the studio. Wo must
be doing it when we are awake, when we sleep, when wWo arc
cating, obtces then we will got some rosults.

Cna of the exercicesn is to develop parts of our
bodicg for the objective and other things. For_instance, tak

[Peters Vassaroudzis)

the ohjective to confort e Potors,/\ When you zet up and
approach him, try to bo conscious of the beautiful »rocess
by which your spirit tries to elaborate one nart of your Dody.

To have an eclaborated body neans to have 2 body
which thinks, speaks, and wills, Ivery »arc of your vody can
boecona 20 sonsitive that it can do thig, Valk around ira

Peters, with the body quiet and the legs full of tha objective,
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To have an glaborated body on the stage means to respect this
beautiful instrument which i; yvour body. You must have respect
for your body as an instrument. Ychudi would never strike his
violin, and we must have the same feceling when we use our
bodies badly., For example, when an actor has this respect for
his body and has a flexible, claborated body, he will never
allow his animal passions to be aroused. For instance, in a
love scene he will never confuse his emotions as an actor
with those of his ovm nature. He will nevoer desire. to embrace
and nake love to the girl who is his partner in a love scene,
He will nover confuse the two things -~ the pasgsions he is act-
ing with his owm passions.

We nuost consciously dovelop our bodies so that our
hands are able to ask such a queation as, "What hags: happened
t0 you?" 1In this sense your hands are thinking, I once knew
of a deaf girl who learned to Think through her palms. 3Be-
cause of the silencing of the world around her, 2s if in pro-
test, she developed the ability to hear music with her hands.
During the exorciss you have just done, when you were concen=-
trated on your hands, you forgot your faces and your eyes, and
I have never secn them so beautiful before. Our faces nmust be
qulte quiet on the stage, and i we have a certain content in
ourselves, it will radiate. This part of our body is given
only for radiating. We must do nothing with it. Our faces

will show the most beautiful expressions, and make the most
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beautiful impressions if We are brave cnouzn to be quiet and
do nothing with them, but realize thelr power to radiate.

Thig is very characteristic when you are concentrated on some-
thing - beautiful faces and beautiful eyes, full of radiatiocn
and exXpression.

Repeat the same exercise with lre. Peters, but this
time you have at your disposal the name "Poters,” Sit in a
circle and at first say only the word, then say it ngain with
the word and with torso.

During these exercises we have tried to appreciate
different parts of the body. But we nust do this our whole
1ife through. You must appreciate all parts of your bedy with
the same care. Now repeat the exercise, but this time using
all means. Get up, approach, and touch, and say, "Petors.”
Don't be lost in the many things you are doing, but try to
gee yourself as one big hand, or one big heart, or one big
throat - one biz organ for fulfilling the objective, which is
"I viant to comfort I'r. Peters."

Now the same objective, but wit%i?ondition, "I want
to comfort him as quickly as possible,” The conditions change
the objectivae, Your whole, beinz must do the objectivejy 1t
must be one big orzan, the whole "I am“.must do the objective.
You must appreciate the state of being entirely occupied with
the objective, Every finger, etcs - your whole body as a beau-

£iful instrunent through which the spirit can speak and do.
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Repeat the objective, but add, the condition that the room is
dark and you don't Xnow where iirs Poters 1s.

You nmust not forget, when doing your imaginative ox-
erciscs during the holidays, that cverything in our iethod is
for the same aims the claboration of our heavy bodies so that
they become beautiful instruments lilke Yehud*'s violine The
feeling of case, form, contact, atmnsphnre. ctce, by 21l those
means wao must re-create our bodies. Bven an old person is able
+09 do this i?f he vants to. It is much easier, of course, icr
young people to exercise and change their bodies from the psy-
chological point nf vicwe Pleasu keop thig in nind: that in

a few ycars you nuﬂt get anﬂthmr body.,

PORLING OF WASEH:
Takae the feeling of ease so that it re-creates cach

muscle, cach nerve. Let the spirit of ease work inside you.
If you will really take this into your beingg, you will ge®
the Teeling that your boedies have become lighter, and this is
rizht. The spirit can make the body lighter bectuse it is much
more powerful that the bedy and can transform it. Renember
that it iﬁ casy to make the mistale of taking the feeling of
case intelleoctually, If your body feels different when you
are doing the exercise, it is 2 good simn. The same is true
of the feoling of form, the objective, cte., If your body does
not change, then it means that you have tﬁken the idea intel-
lectually. It is gitting in your head. o must undersiand
thae differonce between intellectually kmowing, and really

having it in our bodies; then we will get this abillty.



