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LIFE IN OUR WORK )
FIRE - PEELING - TEMPERANMENT

OUR MNETHOD AWAKENS FEELINGS

JUSTIFY THE ACTOR'S PROFESSION

THE AGTOR'S SACRIFICE

SIGNIFICANCE OF COSTUNE AND VAKE=-UP

The necespity for Developing "Life” in Oux Work (advice glven

after a2 Dregs Rehearsal of The Golden Steed):

What I am going to tell you about is the aim which
we must try to reach throughout our whole school work; but we
mugt become attentive to it now. By continuously paying at-
tention to this point, you will find that it will help you

very much,

FIRE ~ TEELING - TEMPERAMENTS

Our art espacially is only of value if it has "fire).
We can call it feeling, fire, temperament, or beings who are
able to open their souls and sond out something more than
technique, Lot us call it today "feeling". in spite of our
rule. I have obsgserved that gometimes you lack feeling in your
work. You undergtand woll what you are doing, you move well,
and you speak better each day, but there is no fire behind it,
there is no human being behind it. Please understand that I
anm not scolding you, I have to sy this to you because I feel
that the moment has come when I have to mention this. You are
more human beings when you are not on the stage, and you are
less human beings when you are on the stage. This 1s quite
the opposite from what we need in the theatre.

On +the stage we must show our feelings twenty times
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more gstrongly than we do in qvuryday life bacause then they
are appropriate. Ve aro now in danger of hiding our feelings
on the stage under the screcn of techniquee There are two
things to be congidered. Filrst of all, you nust take and
understand our Method as the way to awaken tho feelings, not
to hide theme. For instance, I have never given, and I never
will give you the old method, in which the director roquires
the actor to feel hate or love or joy. Of course, this would
be possible if I shouted long enough, but you would be angry
with mees You might finally get tho feelings, but they would
be full of pain. Thig way, which seems to be the way to the
faelings for many schools of tho theatro, ia absolutely wronge.
I now this from my own expericnco in Russia and ry observa-
tiocn of othor theatres in tho world. That way is torture, not
art, when you gat feolings aftor being tortured like that. I

vill never give you such a Wethed,

OUR [{ETHOD AWAKENS FEELINGS:

Our method is another way to these precious feolings,
to this fire. Vhy do we create atmosphore, for instance? It
seems to be a thing which exists qulte objectively. We will
never say, "Feel sorrow,” and expect the atmosphere to grow,
At the moment when I cay, "Feel atmusphﬁfa," if you are honest,
you will never be avle to feel it, DBut I have given you the

method for ereating around you the atmosphere of sorrow, and



i Chokhov July 8, 1937

you are able to do this at will. It 1is also able To avaken
the feelings in you without touching the feelings directly.
Thig is made possible by creating the atmospherc, because you
are doing something, and sending it out;y and in so doing, you
must awaken your feeclings. Thio io tho aime You must say to
yourself, "I must accept and pay attention to my feelings,

vhich must arige.”

You can take each point in our XNathod, and you will

find that cach point leads the way to tho feelings, which are
the most precious thing. An objectivo, for oxample, is some-
thing an actor can take with hig whole body and fulfill it,

If he is really able to fulfill the objective, he will get the
feeling - if he is an artist. If an artist forgets about this
feooling, then something can happen - as with us. Ve are using
all these things given in tho 22thod to a certain extent, and
we think that is enoughe I% ig not enoughs An objective which
doeg not wake the feeling in you is only half-work. You must
¥now that the objective is fulfilled if, as a result of this
fulflllmcnt.lynu have a spark of feeling. The feeling of
truth - what is it? By trying to create a feeling of truth in
your movements, voico, stce, what is the result? It should be
feelingse The same is true of mise en scéne. VWhen it is given,
and I an able to valuec it as an artist, then I have at once

feelings.
Everything nust be a path to the feelings, if I look
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upon everything with my wholg artistic beinge This is what we
must really Imow, and then This knowledge will lead us to the
right discoveory of how rich are our couls. They are really
riche Now we are in danger of having our souls poor - even
poorer fhan in everyday life, because on the stage we feel we
can gstop before the feeling comes, and are satisfied with tech-
nique, skilfulness, etc. But if we have.nn£ yet crossed the
threshold to the feelings with all these means, we have not
yet arrived at the right place, If yon will think of our method
from this point of view, you will seec that everything us hut
the door to the feelings. If'yuﬁ ﬁtop before this door, it
meang you have not yot used our pethedy it is only an illusion,

0f course, you know that each nation hag a different
kind of vibration of the feolings, It is very important to
know that English people, 2s a nation, are more closed than
gome other peopless Thelr education, and their fully elaborated
culture of the intellect, make them more closed. This means
that, being'hﬂre in England, we have to pay special attention
to tThls becauge we have to: overcgme this difficulty. Russians,
for instance, do not have this problem. Thelr feelings are on
the suriface of their skinsg,

This is a question of the national constitution,
and it moans that we, heres, have to work towards the feelings
with much more intensity and nmuch more desire to get them with-

out touching them. It is vcry important to know this; and if
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I have told you this before,, I must underline it. ZYou must
not try to got feoling by forcing it artificially. You nead
time to accomplish this, and yau nust have time, If you are
in a hurry, you will not get the feelings, but will push them
8till further back,

I would suggest that during the summer you think
about what we knew in our lMothod, and that &nu try to discover
for yoursolves that I have not given you one thing which is
not the way to the feelings. Therefora, what you need now is
only to understand thiss all things lead to the feelings.

For instance, why was I so unsatisfied when I saw your vork
with tho psychological gesture? Because you havd'duna this
only to a certain extent, and not to the next step, which is
the feelings., For example, if I have given a gesture of lift-
ing something up, what is s quality? Nothing other than the
feeolings.,

In our licthod the quallity is experienced throughout
the whole being, and you nust elaborate the gesture as long as
it is necescary to make your feelings respond. The psycholog-
lcal geoture is the vay to the feelings, so is the imagination.
If I imagine something only as a picture on the wall, or on
the blackboard, it is nothing - it is not imagination. Real
imagination beging when this image starts %o live, to speak,

to feol; and that is the moment when I, as the person who soes,

begin to feel,
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Concentration is the same thing: 1t is the way %o
tho feolings. If I am cnnce;trating on & flowery if I see
it, that does not mean that I am concentrating on ity but
when I anm concentrating on a rose, then I begin to feel red
gestures, Vhen I am 2ble to feel it, it neans 1 was concen=-
tratede

Thisg ig what I want to tell you theoratically: that

our HMothod must be understood as a way to awaken the feelingg,

but do not try to hurry this development. With time you will
be able o awaken tho feelingo more and more, becausge without
feeling there is no art, but only an illusion.

You can have moro make=up or less costumes, but you
are wearing tho costume and tho make-up, and you, as 2 human
being, are sitting ingide, and you aro full of feelings and
will, You rmust shew theso feeolings to tho audience; there is
nothing e;su to show - in tho cosctumes or the face. It means
nothing. Only our human heart and being must be shovn on the
stage. You must think about these simple things.

If a paintor painits something depicting his suffer-
ing, then it [the picturo] shows all this sufforing., e, as
actors, aro the pictures This ig the tragedy and beauty and
difficulty of our art. To beo brave ¢nough to tear our souls,

and to show everything - that is what the audience wants to

see, nothing more.

JUSTIFY THE ACTOR'S PROFESSION
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I wag always so unhappy when I heard such indifferent

appreciation of tho theatre, because I felt ashamed for my
whole 1lifao. It wag really something dreadful when I began to

feel that I was a porson who only amused others who were able

j-

to pay for tholr seatls in the theatre, in oxrder that thoy
might laugh, or be quiet, or De éntertained,

THE ACTOR'S SACRIFICE:
To fight with this lack of appreciation and to jus-

tify our profession, we nust be heroes. This means that we
must open oursolves, and show that we are human beings and ar-
tists. Do you want to seo my heart? Then I will cry in you,
and you will cry in me and with me. And I will laugh with
you, and in you. Then it is gomething - & sort of sacrifice.
But without this it is not worthwhile, &nd, for me, it is
re2lly shameful to be an actors

By all these words I want to say that we nust appre-
ciato the feelings moroe than ever before. You must itake this
gomothing which I have tried to explain to you, and put it
into your beings somewhere so that it will grow, if we want
to overcomo this difficulty which isc a2 sense of shame before
our own feolingo., It is natural for everyone to be ashamed,
or be afraid of showing his feelings, of of boing hurt, but we
must do thisy we must bo hurt, because a quiet psychological
11fo is not for an artist. It is possible to live without
being hurt, but it is not the way for an artist. I would have
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nothing to say to my audience.\bucauﬂo nobody could penectrate

into my heart and make disordor there. I must be tortured,

becauge that is my path in life if I am an artist. It means

I sacrifice my heart. I must experience this, and then I will

be able to say from the stage something against this hurting.
You must ask yourself, “"How can I get the feelings

without forcing myself?”

& 4% & o & 8 &

SIGNIFICANCE OF COSTUKE AND VAKE-UP1

About the porformance today., There were some charm-
ing moments, but only moments, and I will tell you why. You
must Jmow that when you put on costumes, they have the ability
to kill your activity. They make you sleepy - and make-up
does the samo - or thoy make you too active, so active that
you lose all your technical control and do very chaotic things.
And to find ourselves in costumes and make-up, this is & cer-
tain process. Actors need time to be awakened from this sleep,
or to overcome the excessive energye

Therefore, 1f today it was too technical, and you
woere not able to create even the most simple atmosphere, this
can be placed at the door of the costumes, which can be res-
ponaible for this psychological depression of the feelings.
Therefore, when putting on cofistumes, you must justify them.

You nust work on them from inside, to adjust and make then
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part of your owvn body. This needs time, but you must do it
\ |
congeiously, Don't be passive while being in costume. Ad-

just your being to the costumo, and your costume To your

veing.



