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EANS OF APPROACHING THE PIAY: |

To be able to go on with our sketech, we musf inves~
tigate another point which will leﬁd us to the next series of
rehearsals. There is one very interesting procesg in human
beings, and in actors especially, which can be used not only
when we are preparing a part, but 2lse by the director as
well. It seems to me that it simplifies considerably +the .
process of finding the part, on the one hand, and on the other
how to convey to the actors the director's ideag without |
speaking nr-phildﬂnphising too nuch,

This often takés place, and it waé particularly
true in the loscow Art Theatre. We were sitting at the table
for months and months, speaking about our parts and our char?

acters, and becoming very clever and wise about the play, but

none of us could begin to act! Then came the most difficult
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moment, the mogt difficult period, when we stopped talking
and began to work, and we saw that nothing had come from all
our analyzing of the part and the play. Our intellectual
approach always killed the dosire and ability to act until
after several difficult days, when we remembered that we
were actors.

But_thefe is 2 means of approaching the play and
the part without speaking too muche For the in;tial part of
the work it is definitely goody I have tried it and it has
been successful, bu? how long it can be preserved during the
proceas of rehecarsal is a diffefent queatinn} -The point is
the following one. Ve can eaﬁily imagine it by éhutting one
eye, 28 it were, but what shall we see? We will see that we
are obliged to do two things on the stage, and these things
inclﬁde everything in the whole of acting. One thing 1sa, we
have always to do something, whether outwardly moving and
speaking, or by having an objective, which means we are in-
wardly moving towards our aim. In either case, it is always
a movement - either visible or invisible. The second part of
this a2ll-inclusgive thing is how we do it. If we really iry,
in the initial perilod nf'ﬂur worK, to grasp the part and the
play from the point of view of "what" has been done, and "how"

it has been done, then we have everything.

WILL, OR ACTION AND QUALITILES, OR FEELINGS:



fe Chekhov Decenber 1, 1941

If, for inatﬁnce. I ask you fn take a chair and
place it on a certa;n place, that is doing or "what” I an
doing. Now the quention_remainﬂ, "how" dG‘I do it? All the
“ﬁaw'ﬂ" imaginable can be interpreted as qualities of my
doing, of my actings I can do it with the qualitﬁ of Ycare" -
and what is that if it is not acting? Simple, but complete

acting. I am doing something with a certain guality. You may
say To yourself, for instance, nﬁ.feelingﬂ. no philnanphy. no
psychology or anything of that sort, only the chosen business
with the chosen qualities. The result will be that you will
awaken the most precious thing in the actor's profession -
your feelings. You cannot move the chair with the quality of
"care,"” without awakening Bomcthing inside you; You can do
everything, with all qualities. Whatever name you cﬁre to
give 1t, it can become a quality. This is an important Key

to acting, and with it everything becomes simple.

Let us take the example of Hamlet and Horatio on-
the castle tower, waiting for the ghogt to appear, What is
Hamlet doing? He is prajecting his attention in one way,

He can project his being yith the quality of "anxiety" and
immediately there will be gomething ~ the first stone on
which you can base other things. The director can tell you
0o combine two qualities ~ “anxiety" and "“warmth", for in-

stances Lverything becomes possibles, You will come to more

and mora complicated things, and, from tha-actor's point of
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view, the part can be prepared very quickly as a result., But
really prepared, and not empty clichfs which are always fol-
lowing us.

Secondly, the simple action, and the simple quality
wiil appeﬁl to our utmost inner life, as we are not touching

our fﬂelinga firat, we are not tearing our soul to piauag to

find our feelings,! uhich carimot be found in that way. ‘Vhen

the actor cannot findg his feelings - for instance, tender
love for a child ~ if he tells the director that he has never:
had a child, the director can answer him that everyﬁne can
give the quality of tenderness and love to his actions.
Simultaneously we take the action of moving the

chair with the quality of "ecare!. Nelther is the result, they
are only the springboard for awakening the two main .things
which actors must always use to the fullest extent - our will,
or action, and our feelings. For action we must just chaﬂse
what to do or the actiun. and for the future fEEllHFE. we

must choose how to do it, or the guality.,

Question: Suppose you choose one of Hamlet's soliloquies,

Coes the quality come from what you are doing?

Answer: It is one thing-actuglly. What you are doing, and
the quﬁlity with which you are doing it is actually one thing
upon which you agree. The actlion never dictates the quality,
nor the quality the action - it is a unitd

Questions Let us take Hamlet®s soliloquy: "But now I am
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alone." How he avengea his father's death is colored by

certain feelings. Hig action is to avenge his father'®s

death, but with certain gualities or "how's"”,

Answers Iy aim was to simplify even the most complicated

things, and, therefnre; I have spoken about the action as a

rasture.

Question: In Juliet®s speech, "Romeo, Romeo, wherefore art
Tthou?", .let us éay hor action is to pierce the distance, to
find him, and her quality is ané of ‘yearning", Would heér

action be to speak to snménné with the quality*uf yearning,

on top of which you would add all the other things?

sngwer:s Right, But now let us add something, If we des-

cribe what our action ié; then we are describing our action
by speaking about it, If the same is true with the qualities,
then we are back with the Koscow Art Theatre and speaking
without end! Therefore, the whole complicated business of
Juliet is to be found out "gropingly," for which we don®t |
noed anything but the actor®'s talent. When the z2ctor says,

"I am groping," before she knows all the actions, then such

. complicated actions as Juliet®s has to be simplified to the

degree where the aﬁtar can show it, with simple physical
gestures -~ with hands, arms, and budj - then we are at the
right point,

Nothing can be simpler or more appealing to us as

actors.s So Juliet in this moment is "groping," but with
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which quality? The quality of “longing'. Now do the same
gesture but withltha quality of longing in your fingers,
handa.rarms. and budy. When you have whatever psychulngy'
you choose, and you decide Tto turn it into a simple physical

- gesture with a ce;tain qualiﬁﬁ. then you have the basis for
develdping yuur~part. and for awakening your ovn emotional
life and will impulses.' Yau; creafiﬁa imagination and every-
thing will add to it ﬁqtil you become inspired, when every;

| thing goes,; and you arﬁ simply_acting. :

ATNOSPHERE®

ggpq3inn: I have wanted to ask you for some time about the
question of atmosphere. I have seen very good actors led into
a very bad thing - what I would call playing the mood, that is
playing the result in terms of the mood. TFor ten or twenty
nminutes we do not see what the actor is doing, we only sec

him secnding out a certain mﬂdd.* iany good actors are betrayed
into this through a lack of action. How can that be avoided?
Answer: TFfirst of all, I must angver that in the whole MWethod
which we are exploring, you will not find a single place in
which we appeal t0 the feelings, because it is the most dan-
gerous, treacherous point. As soon as we try to appeal to our
feelings, we are out of control. We lose our action and floun-
der in the mood, and begin to lie more and more. All the points
we have spoken of are only the ways to the feelings, but we

never call directly on the feelings themselves. I have tried
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to explain that we have to imagine the atmosphere around us
filled with certain things. That saves us from squeez ing

the feelings. For instance, if we imagine the 2ir of a

- cathedral - the air filled with awe - of course our feelings

.will react to this,

Questiont I don't believe tho atmosphere can be characterized,

It comea from one's relationship to the object or perﬁnn. For
instance, the relationship of this elass to Michael Chekhov

is an atmdaphere; That atmosphere has already changed, and
myiattitude became gquite different to that of anybody else in
the class - it became a personal thing, aniindividual thing.,

Questions In my opinion the atmosphere is the faeiing one gets,

which may be an entirely individuol adjustment to, let us say,
the moonlight, or the garden, the balecony and so on. You

don®t have the same feeling as you would in the daylight on

- the beachs . If you use the atmosphere with the action, then

you can’t be involved in a mood, You have your action which
does not become statie, and you are expressing yourself in
action. For instance, each of us hag a reaction to the nizght,

but it is not the sameo.

Question: I think we arﬁ'cnnfusing two things - acting, and
our ovn personal feelings., If we aré given a situation and
an aitmosphere, and we decide {hat we are going to work for an
atmosphere of "awe" what I feel is not important; I only have

to work for the atmosphere.
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Quesgtions Does it mean that you should not have your indiv-

idual reactions? VYhere is the difficulty?

Question: What can we get from the generalized atmosphere,

yather then from the particular character and his particular |

reactions? You say, for instance, that there is a general
atmosphere of the tavern in the moonlight. What can we get
from that which is different from the individual reaptiun?

Answers The atmosphere, in the way that we have sPGRéﬁ of

it, has to be imagined as a thing existing objectively.

First of all, we must forget ourselves - whether we individu-
ally experience the awe of the cathedral of not ié not impor-
tant. The important thing is the imegination we have of the
play in which this moment taﬁes_plﬂce. Different characters
come into this cathedral -« one experiences awe, another is
indifferent, while the third becomes cynical, let us say,
That 1s the theme of the play - a cynical character in the
atmosphere of awe - otherwise the cynicisnm would not mean
anything.

Questions Does that not mean thatlyou are taking a cliche

when you say that the cathedral is awesome, or the moonlight
romantic? |
Answers We can take many examples. If we have a cathedral
on the'staga. the atmosphere will dépend upon the piay. and

what is going on. Remenber kurder in the Cathedral, and it's

atmosphere, I have used the cathedral, and the catastrophe
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on the street, simply as examples, but there are nd clichés
in our understanding of atmosphere. Ve must realize that
whether we are trying to identify the atmﬂsphéra in everyday
life or in a play, we must find it from the 1life situation,
or tho pléy auite’ objectively.

Now let us imagine the cathedral with the atmosphere
of awe. Whether I become cynicﬁi‘or full_nf awe, that is nmy

personal. business, but as soon as I act a part in a play in

which the director wants the atmogsphere of awe, I have to ima-
gine it because I anm taking part in the play. Even if I have
the character of a ecynic, I must still imagine it, because
otherwise I do not know what to do in the play.

Questions: Does the actor have to create the atmosphere as
any particular character?

Answer: Let us say that we have decided to create the atmog-
phere of awe which is written in the play. We have to do it
by our means of imagining the air around us filled with the
atmosphere. Then the feeling thing happens. The more you
grow into your character, ‘the more you react to this atmos-
phere as a character, and then we have just what £he author
wants., e combines so miny characters in the one atmosphere
of a scene, an act, or the whole play. But whether you, as -
a character, are cynical towards the atmosphere of awe, or are
sympathetic to it, you must accept 1t, otherwise you will be
out of the style of the play, or you will not belong to the

SCeN0.
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Questions Suppose you are a cynical character and the direc-

Tor has told you that the atmosphere ig one of awa;‘what
happens to your character?

Answors. I react as the character would react, but in order

To react to something, there must be something to react upon.
1f thore is no atmosphere of awe for me, because I am a
cynical ﬁharacter, then I am not taking part in the play. I

will tell you later what the order of work ig.

Questiont Do you mean that the atmosphere is created by the
play, and is the result of the play?

ORDER OF WORK - ATHOSPHERE - GESTURE WITH QUALITIES - CHARAC-
TERIZATION ¢ -

Answors I would suggest that we drap the question of where
The atmosphere comes from, because that will lead us %o psy-
uholﬁginal analygis which will nét be of eny use to us, Your
aptor's Iintuition accepts, fur instance, the atmosphere of a
very dirty tavern in our scene. ¥We have the means in our
actor's souls to grasp intuitively the atmosphere, then we

have the means to im2gine this atmosphere around us, and that
is all we needs Sinmultaneously we have to produce the gestures

with qualities, and the characterization, So0_we have tho

order: 1. Atmosphere. 2. Gesture with qualities, 3, Charac-
terization - and the whole composition is there in the simplest
Walye

0f course, there is an even simpler way, which is
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to use élichﬁs but we deny this, because clich@s cinsa the
actor's soul rather ﬁhﬂn open its But to find the way to
these vivid, alive and original things we have to do some=-
thiﬁg -lwg have to sacrifice our CNCLTY e

There érn_twa ways - one is 2 long one which was
developed in the HMoscow Art Theatre to the finest degrea =
that.ﬁaﬂ analysis. Of course, they acted w%ll in the long

N, but this analysis was almost a disease, The other vay

“is the one ve ara+ﬁpeaking'ﬂbnut ~ to simplify things without

losing anything. ITo make a gasfura'wa use cverything . -~ our
wiil. By applying the qualities we awaken our feﬁlings. By
creating the atmoéphere, Vg envélépc the play iﬁ.one thing,
which ia the soul of the play, and by thig we creato a hew,
ingenioua approach to the play. The actors will feel much
freer to express themﬁelveﬂ. than 1o be under fhe pressure of
clichfs, or to be pierced by intellectual spoculations which
are clover, but which are detrimental to acting,

Thn atmosphere 1a something which belongs more to
fhﬂ play or the scene, and the personal reaction of the chare-
actor belongs to the character, so th&tﬂthe character reacting
to the atmosphere is the character in the play. Tho character

vho does not create the atmosphere or react to it, is a strange

'hudy in the play. TFor instance, let ug zay you must create

the atmosphere of fear, and react to it personally. You may
tell the director that you are fearless, and you have the
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right to say so as a private person when you are not acting,
but since you are an actor ~ whether fearless Or not as an
individual - it has no connection with aur-prhfesaiﬂn. As
actors;, wo have to creafe the fear around us, on order to be
able to act the play. So at the same time that we are acting,

We have to sacrifice our own personality.

TRANSFORNED FEELINGS:
In this connection I mentioned something in our

first talk, and I will now remind you of it. We might'ﬂay

that when we feel something on the stage it is our own feeling,

and that no one gives it to us., But that is not quite so,
Of course, we feel things, but there are two different realms
in which there are two different kinds of feelings. . In one
realm there are the feeliﬁgs which we awaken by the "death’
of the grandfather" which we have spoken about, -The pain of
Jour grandfather's death may be still fresh, but it is por=-
sonal, and you cannot act it, Of course, it might help 3uﬁ
Lf you were acting a sad part. But there is another realm of
feelings which come from & certain subconseious realm of our
life, and they have come .Ghrouzh absolutely transformed,
Through our subconscious we have experienced all
the feelings. So if we try to apply the fresh feeling which

We are living with now, it could be dangerous even for our

physical nerves. But if we apply the transformed feelings

which have gone through a complicated process, then we cannot
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be harmed by them, because these feelings are in us and are
us,

When we know that we are acting well, we are aston-
ished by our owvn acting - we nmight ésk. from where do I know
this? 1 ﬁave never experienced it before. The reaction to
the atmosphere means to react to it. Personally we have the
right'to say we have no reaction to the awe of_the cathedral,
but as soon as e are actors, we must have it. For instance,
if I ama eyni&al person, I will remain so, often on purpose,
because in our everyday personality we are Jjust aﬂkatiff as
a chair. In our creative individuality there are both pos-
Eibilitiasi-'Thera are limitless things there beciuse we are
able in our creative spirit to combine things which we cannot
gven think of combining in our everyday life. Tor instance,
let us gsay I am a religlous person and an aefhniﬁt - it is
difficult {o imagine such a person but in this other realm
there are both. Indescribable beauty of no time Sr space,

everyﬁhihg'tuguther in the realm of tho trqgsfnrméd_ipelinﬁg,

Question: What distinguishes these things from a clicha?

Answers I think we can imagine cliches as follows: 01ichés
axist only in the personal feeling life, and not in the
tranaformed feeiings where there are no cliches because theres
is complete fraedon. Clichés are necessary because we are
very limited persons, so we appeal to them a2 the easiest

way, but as soon as we can penetrate into the realm of trans-
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formed fcelings we do not need them. Of course, when you
speak of a religlous person or an aetheist, if you will
consider your intellectual conception. of them you will see
that it is a elichC,

‘Our intellect is a series of subtle or crude clichds,
but in our creative spifit are concents of ﬁranﬂformed ima -
giningm.rtranafurmed feelings and will impulses. Since they
are transiormed and wve havq fnﬁnd an approach to them, and
.tha whole Method as I understand it is the way talupeﬁ The
door to this world of transformed things - then we do not

_need clichés. OF course, our boedy will force us to ﬁse-hlidﬁﬁs”
which are sittingfhﬂre and there in.us. but we have-tn gradue-

ally fight free of them.

Question: It should be a continuous process, as opposed to
clich@s which are ﬂlwﬁya fixed and stiff things.

Angwert Yes., The gesture is always a continuous process.

Clich€s are stiff thingﬂ, while tThe other realm is one uf-
endless, continuous process, By transformed I méan trans~
formed to our life, For instgnce. yoﬁ have experienced some-
thing very pleasant, and you are still very happy about it.
It is not yet transformed, but you go %o bed and forget it
perhaps. Then suddénly you, as a pérsﬁn. find new abilities
in ynﬁi Vihere do they'cume from? They come from this happi-
nesg, this jﬁy. |

Questions Is it transformed bLecause the emotion is different

from what it waa hefore?
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WO STATES OF CONSCIQUSNESSt
Answers It changed when it became unconscious, This
process does not depend on us.  Lvery moment something is
disappearing and transforming. It transforms in the sense
that we béeama objective about it - we are freﬁ from it.
_Yhen I an very tortured by someone or something, I am not
objactlive about 1%t - it is me, me, me. ¥When I forget it,

the same pain hacnﬁea richer and I am objective about it.h

I can use it in my part. The real good actor ﬁust act fully
and completely, having laughter and tecars and at tﬂé aame

time be 50 objective that you can abzolutealy see what your
sigter ia doing in the first row of secats, That is real
frecedem on the stage.
When we are possessed by the part and almost kill

our partners and break chairs. etce; then we are nbt free,
and it is not art but hysteries. At one time in Russgia we
thought that if we were acting we must fﬁrgﬂt everything else,
Of course, it Was wWronge Then some of our actors came to %he
point where they discovered thaf real acting was when wve could
act and be filled with feelings, and yet be able to make jokes

vwith our partners - two consciousnesses,

CHARACTERIZATION

Question: I want to ask about characterization and where to

find things for characterization. When you are searching for

characteristic material, do you try to choose things fronm
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. baople you know well?

Answer: Of course, you can use persons around you 28 suggese
tions, but better still you can use your ovn imagination, and
then you will get suggestions - a series of suggestions from
which you can choose, or merge them, or combine +them, and
simultaneously you can observe your friends or enemiesg and
choose from their characterizations,

Questions I tried to choose a gquality of a person whom I lmew,

in relation to a chafacter, but what got in‘my way was my own
feelings about the person. it was a quality of will which I
did not like, but I felt it was right to use in a characteriza-
tion, and in +the psychological gesture of the character, ﬁut

I ¢could not free myseif from my personal feelings about the
person., )

inswer: -This is only a question of developing this objectivity

J. spoke about, but it will come after cortain means have been
applied. You will becone more and more objective about it,
and on the other hand, the pover of concentration will lead
you to become free from personal feelings. Then the moment
will come when your persngal commections will be less signifi-
cant and will not disturdb you,

Question: You were speaking about the transformation taking

place long after the thing may have happened. When you are
portraying a part which is completely foreisn to you, for

instance, you must draw upon your conception of it and the
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plecture of the part in the play.- Ag an example: there was

a play called “Mulatto.; the premis of which was that the

boy was a mulatto, but rebelled against it. One time a boy
from Texag played the part with great racial prejudice -~ the
lineg can be motivated either way = but instead of subjec-
tively placing himgelf in the author'’s hands, the actor played
his own personal idea of 1t and ruined the play, but gave a

very good performance.

THE CREATIVE INDIVIDUAiITI - THE HIGHER INDIVIDUALITY4
Iﬁngwer: That is an interesting problem bacauge it is just
the problem of our cféative individuality. Our creative
individuality has a certain world outlook, and this world
outlook - if it is the craative individuality and not your
ovn political convictions - if it is the voice of your cre-
ative individuality, then it is the most valuable thing,
yvour individual conception.

Perhaps this example you have given was not a very
.high example of the creati?e individuality, but for instance,
iT the actor becomese absolutely objective, it might seem the-
orotically that this objectivity increases to the highest
degree. but will lose the Lndividual point of view. DBut quite
the opposite is true, because it is the world of the creative
spirit, which is abgolutely different from our usuval econcep-
tion of a human being. Therefore, the more objective we are

ag artists, the more freedom the individual has to interpret
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the character this way or that. The less objective we are,

‘the nore chained to our everyday feelings we are, and the

less our creative individuality can speak,
From this mistake in approaching the play, or the
part, from purely peérsonal will impulsas or ldeas, comes the

thought that I must preduce Shakes pehra 5 Hamlet - I cannnt

have any idea of hig Hanlet. but only ny ovm conception of
it. To have that is “the only thinr which the audience wants

to see, whether it knows it or not. Because wo appraclate

- all the old masters, not for the blue and the green colors

and the figures, but because we see in flaphael that which we

ecannot find 'in Rembrandt.

COLILAEBORATION OF AUTHOR, ACTOR, AND DIRECTOR:
Question: Does the actor bear that relationship to the play?
If so, where does the author come in? 3

Answer: It is a combination. Bernard Shaw is an aﬁthnr'who

hag no idea of the theatre. He thinks that he alone existé

in the whole world, and if he has inagined and written a line

(7

in a certain way, it must be done only that way, But strangely

- enough, he always interferes with the directing, and does

such things! It is so tasteless, from the point of view of
the theatre. Shaw has 2 concept of his play, the actor has
another, and the director still another,

In the realm of the creative theatre nothing can be

N
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found which cannot be merged into another thing. For instance,
if Bernard shaw and the actor would nmerge,their imaginations,
Bexrnard Shaw would be grateful to the acior, because he would
explaiﬁ something to him. dJust so with the actor. If the
actﬁr ig ﬁﬁen to Bernard Shaw, he will get so many inspirations
from him, and the perfnrmﬂnca will be Bernard Shaw's interpre~
tation, plus the actor®s interpretation. But if one submits

to the other, 1t 1s vrong.

1f the actor is. really using the higher individuality,
the creative individuality,+then he will need the author, and

while accepting him, will fransfnrm hime Of course, we aro
all bound bylﬁur racial characteristics which influence our
actiné very much,‘but still there are always higher and higher
points of view, and in this realm the higher it is the less
it is cﬁnnected with the binding racial characteristics,

We have spoken sone dayé ago about the many gestures
which foreigners make. But if I am acting an Inglishman, I
must use the English manner of moving my hands and arms. i
must stop being a Russian and bé free to perform an English-
mane But how can I get to this point? I must imagine the

play long enough to get ¥id of my Russgian reaction. It is

not at all the question of substituting this hatred for some

other kind of hatred, for example. NO., X must look at the
character in my imagination so long that it will be purified,

and will become more and more artistic by the process of ima-

/
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gining, which is art. Then the moment wlll come when you
will be free from anything you have to take from below, and
things will come from other sources and you will see that
it is objectively true.  You will understand this kind of
objective hatred. for instance. Again we must appeal to
this region of the transformed things. |

Questions That is why you saf that an actor has to be a

special kind of person, who can feel all these different
th ingﬂ &

Answers Every actor knows that there is a certain different

manner of knowing things than the usual way. It has to be
cultivated, so that it will become more important for the

actor than the usual manner.



