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THE < BJECTLVE
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\
staniglavsky

Hamlet
Or, udolf Steiner

COJECTIVES

\ In our 1limhs we have thae real sourca of our will -
our real activity. ‘le have proved that if we try to get our
will imnulses tlirough our brain and tntellect we miss the right
noint, If we try to awaken our feelings, that 1g not the will,
althoush tha heart and the intellect arc very closely concerted
with the will, <The will ig sittins i owr armg, hards, le:s
and feet and i seneral in our torco, but wimavily in our
limbs, So if we 1ry to exercisa}tha objective from ihis special
voir.t of view, we will take it with our limbs, our whole body.

ihe ldea of the objective was zivenr: us by Stanislavsky,

but we have added to it the takirnir of ihe objective by the whole
beingz, not with the. intellect glnne. et us choose a certai:
point which it is our objective to touch. iow fill your whele
body with.the degire to touch this point. ow try to walk
viith your conscience ingide you = try to co:trol your bedy and
dacide whether your arms are ready to touch the wointl - whether
your arms are ready - whecher yow whole body 13 Tilled with
this simnle desire. Agk yourself whether ycur whole tedy is
filled with this activity, which we call at the moment the

degire to touch this point, 'L am ready to touch this geoiant.”

ovw touch 1it, then leave 1t consclously a..d iry to comuure
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the state of your body when i1 is iree Ircm ithe otjective and
where 1t is rilled with the dbjective.

10 be abls to take the objective wiih your whole
bel:i;s Lf we ag. ourselves whether it was simply ard exclusive-

ly a ohysical action, the answer will be "..0," because the
\

will power which is awakened in our whole body is erntirely a
rsycholoxzical thing. Gilthout this psycliological impulse we
ca:uot do this, so if we can realize that the gsimplesi so-called
ohysical actior is abmolutely a psycnolosical action, we will
se able to w:derstand that eacih psycholo:iical objective, hovi-
ever complicated 1t may be, can be take:: wiih inhe whole body.

if one acts iamlat for lastacce, one will find so
nany deejp psycholosiical roblems and desires and objectives
which £ill [.amlet's spirit, but we nmnust be aware of ithe fact
that i1he complicated psycholozical states of :amleti's spirit

ca: be taXken wiih the wiiole Utody.

GESTUR R

There is r.o psycholozlcal moment which caaiiot be
experierced ©ty our whole body and this is the secret of taking
the sbjective as an actor should take 1t., If you will recall
gome nerformances you have seen, anrd thick of then Irom the
noint of view of the objective, you will see that ingtead of
actors tillled with anr objective there wag a head walkin: on
the stare witﬁ a dead body, the btody only meovir.: kbecause the

director asked it to move. ‘“the body was ot actiny at all
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tecauge it was empty -'only the head was used bvecause the ob-
jective was intellectually Yxeni

‘he actor of taday always has a certain objective,
because he 18 a%ways doirr somethingz s the stage, always
aiming at sometning, dbut because the objective is takeu cnly

\

with the head we get the imprussiqn that a dead body is walking
before us and the question arises "why should the audleuce
be asked to come and looxXx at a nwumber of heads?” oLut the
actor must be in the whole body. Lecause this is the actor,
and the head is 1ot the actor. 'hen our bodles are sufficlient-
ly awakened to taxkxe the pﬂychulngical objective, then we have
he rizht to enter the Staﬁe arnd to ahnw.uur wncle belns to

w

the audlerce, and +to be expressive with all the means God
has given ug,

Agzain I must recall Doctor Steliner's words when he
says that the differerice tetween the head and other parti of
the body is that the head is not able to make szestures, while
the body is mesiure itself. uir the stage, actors do quite
the opposite - they try to make zgestures witi. the head and
face, which is always wro:jz, ard they do rothlig with the body
which is the gesture, [ can't sit down witin my head, duv 1
can sit down with my whole vody. iiith my head I have rnothing
to verform. 3y acting with my whole body. liith my head I have
nothlinz to nerform., DBy acting with my whole body only tihen
can I really make ar. impression oa the audience as an artist,

diy head caniiot make an artistic impressior:,
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If a palnter tries to paint the face he tries to
show througzh this part tho vthale individuality. and 1:.ever
the face itgelf. To paint the face itself is only photosraphy
and thig is the point from which we can iain very important
knnwleigﬂ. Although the face and head are not able to make
zestures, they are here on our shoulders for radiating. Vie
nugt have our artisticcontent in the body,.and the head will
radlate our individuality. Por instance, the muscles of the
eyes are so fine that thoy can and must be moved out of the
spiritual content which we have everywhere., So that a vory
important rule for actors is never to force our faces to act,
but to leave this marvelous part pf our beins free so that it
can be a place fron whiuh.;n radiate, without knowlinz it., VWhen
I am looking at someonre I have the objective in my body, and
my face is free to radiate it. At the moment I try to work
my face from inside thore will only be a grimace.

So we come again to the vroblem that the objective
must be and can only be taken by the whole beinz, and nn? vwith
the face, 'the face is gomething different, and z2gain 1 nust
say that Or. Steiner has discovered that when we look at a
person. eye to eyo, we get the impression first of all of the
moral qualitles of the person, whereas at the moment we look
at the nrofile, we get at once the impression of his intellectual
abilities. Tho face has its own task, for instance, in my
face there is a certain cowardice of thinkinrz - L amn {thinkinz,

dancirg; my theughts are dancing over things and are rnot vrave
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enouzh to penetrate into the thing with the will. 1 am dancing
into the thinz, and I understand it becauge I have danced into
it, but I am rot able to think day after day about one pro=-
blem and reach the solution, ©Dr., Steiner says that the audi-
erce g?ta always the impression about the @ntellﬂctual composi-
tion from the face, %Tho actor must nﬁt rcquire f;um his face
and head anything more. If L am nnfing and L knﬁw ?ﬁié'rule o
if I an speaking in a scene which has a_mnral contont, then
as director I would try to show the actor's face to the audi-
ence and riot the profile, while if I wanted to emphasize the
intellectual gide I would of course show more the profile.
In the art of make-up, thig 1isg vg%y important. I must know
what kind of a profileo I nmust have for my character. rfor
exanple, I must make up my full faco with the idea of what I
have to convey *to my audience about the moral qualities of my
charactoer, but this is all I have to do with my face, To
greak about the intullqctual and moral qualities and let the
nuseles shine and radiate, that is all - everything clso be-
lonzs to our whole body.

iiow please take the objective: "I want to comfort
gsomeond who is sad." ‘This is more nsychological than the other
objeeiive wo had, which was to touch the object, but pleaso
try to take the objective, this degire to comfort him, with
your whole body. Ask yoursolf if your hande and arms a:"@

full of the desire to comfort., It 1z absolutely essential anrd
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important to take the objective consciously and wittingly,

not so that the objective cvmes accidentally, like a snake,
and passes you so that you do not krnow whether it is there

or not. ith professional skilfullness you must be able to
take iy and leave it., This ability to take the objective
cnnsciguély and wittingly, will 51#& us not only the necessary
skilfullness on the stage but ‘it will increase our power to
have the objective., ithen we take something vagzuely we are
actually losing our power but when we are doingz the same thing

very consciously starting, and stopplng, and continuinyz, then

it gives us power to be masters of our objectives, and to have

them powerfully. '
In our uge of Stanialafsky's inver:tion of the object-
ive, we must know that in one scone on the stage we may need
to chanze consciously, four or five objectives. tiie can do
this only if we are masters of this starting and stopping.
Ivo genses are actually used - the power of the objective

willl come gradually if we exercise it, and the ability to

changae the objectives as quickly as we need.

Take another objective: "1 want to force Alan to
touch the box." This is one of the approaches to actinz out
of our individuality, because unless we are able to fill our
body with this objective-activity, we will never be able to
act by using our creative individuality, iiithout it we become
puppets with that pseudo-freedom which old actors acquire, but

which 1s only an elaborated screen behind which the actor more
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or less skilfully hides his irnability to awaken the creative
gplrit, e don't need to do this because we have a method
which appeals immediately to our individuality. So we don't
need these trickse behind which to hide our inability to a-

waken the individuality.
\

If you had been able to watch yourselves in the
simple exerciges we have just done you would sec how individu?
ally you have pronounced the sentences. TYou only nead one:t
the dooro of your creative individuality and then it willl
shout into the whole world itgs secreis, but when the doeors
are shut by our intellect then individuality is not able to
break throush, and the tricks comp. The objective le one of
the ways to this indlvidqality which is really tho artist in
us., It is actually tho reason why we came to this school,
Because we heard this knocking of our cfentivﬂ individuality
to be let out - to say something in our lives. Because we
were born to be active - to creato somethingz. Because we
warnted to open the doorsa. Each profession has its different
doors - the painter has his particular door - we havo it in
our body, in our ability to work with our body, so that it
will be an open door to our creative individuality.,

fre objective, and thls power which we have for
fulfilling the objective, has rothing to do with hypnotism.
Very often we.confuse these two things so that perhaps some-
times you will got a result, but hypnosis has nothing to do

with creation, and is in fact very desotructive. The danger
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is there but we must realize that the objective is never a
voggessive pover.s In hynnobdism there is always a certain
element of annihilation without which it cannot be fulrilled,
because the whole itrick is that the individuallity of the other
person falls asleep undor ny pover, and hoe is no longer there.
But whnL two actors have an objective, and they are fightinz
together in a very active dialogue, they are no% killing

each other, they are giving each other power.

#ith the objective, I give my power out - while with
hjpnntism I take your power. Very cften actors make this
mlataka with the audience, when they try instinctlively to hold
the audience. The idea is right put gometimes the means is

wrong. Becaugse they sometimes hate the audlence, they fear

the audience, the audience is their enemy and they try to

impose thodr—onomy—and-thoyAry to--Inposo -their agting, their
gzesture, thelr soliloquy on the audlence. This is quite wra .
The audience must be considered as 2 partner and we simply
nave to zive ﬂursﬂlvéﬂ-tu ii.,an to our rartner on the sitage.
Another objeotive: "I want to leave the room by that
door." The condition is that;Alan'mﬁst not zuess your real
objective, Try to keep him unaware as long as possible. By
"corndition” we mean that we can have an objective, and we can
have different conditions by which we can fulfill 1it.
Another objective: 4dAlan as a lecturer will bezl: .3

sveech, and beinyg inexperienced he will then forget what L

hags to say. The audience helps nim silently. At this moment
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will you take the objective: "I waﬁt to hel» him to get out
of this terrible state.” After a long pause he will remember
the end of his lecture, but rot the beginning which often
happens, but before he starts, try to carry on the objective,’
Iry to take the objective at the right time - rot artificlally
too eariy or too late, but justify taking it at the ri;ht
moment., ‘Vhen he begins to speak, hesitatiqg at the beginning,
carry on the objective until you see that you can leave it.
The purpose of the axercise is for taking, carrying on, and
leaving the objective at the rizht time. Try to get it in
your whole being, that is the secret, The head and every-

thing is free.



