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Wogeow Art Theatre
Staniglavgky
Dr. Budolf Steiner

Don_Quizoto
Hamlo<t

Gur rhantoms: [:The Pnssresse@

Will you try to go through tho whole part, speake
ing your text but alwayg and continuously looking at your
imago. It will give you great pleagsure and great rosulis,
You may forgot all the points of the Mothod, btut just follow
this moving pieturo and follow ovorything it suggaesis to
you. You must be absolutoly preseont hero, and at the samo
time you must follow tho image. |

If you can gco the character and incorporate it at
the sano timoe it would be bLotter; because it would mako you
finer and finer, When you sce your character in your imagie
nation ir each monent, you want to do the samo; to sco him
and at the same time to act under hic influence.

Suzgeations for rg. Elmhirst: Your porsonal modegty

diéturhﬂ you immengely, You nust turn the whole scene to



HE 0

‘1s  Chekhov . July 1, 1938

the audionce. Your subconsgcious turhing awvay is an effort
to escape the audienco., What cen be done about this? Cno
thing only = ynﬁ_muut roly upon tho ground which you have
taken for this special rchearsal, nothing olsa, igﬂj}nﬂtancaa
when you tako imogination or the objeetive you nplghtakn it and
the’ other half of :: your effort and aciivity goes in hiding
yourself ag a purﬂnnulify.
Thig is a porgonil decision, and not an actor's

ono. You nust make a personal decision that if you have a
ground for a rchearsgal you wil% tako it entirely, aﬁd tho
nalf of your porgonnality which iz still a modest person
you must gond awvay from tho rohearﬂala--Thin is 8 vory in=
dividual case, and you nmust ovorcone it. You have dﬁnc thiag
to a great extent, but thore 1o gtill o 1i%€1§rgsﬁu§%ﬁg&%§rm@
tpe rchearsal room with you, and this you mugt not allow.
Sémntimcu you tongg your muscles becouge lrg. Elmhirgt -
not the acitresg - 1o afraid of acting, and as a result tho
actregs goto smaller bacause both iirg, Elmhirst and tho
actrogce uge tho cgame body, and iirg. Elmhirst heldo the actrags
back. Thig marvelous human modeaty can serve you as a vory
fine thing, but to radiate as an actress you must ovorcomo
it, iany things are as germs and sceds which can be doveleped,
It is 1like a field which is full of seeds, and they must grow,
You have go many potential things In you for this part,
THE IMAGE:q

By developing the imaginationm, you will be hungry

without the image. Try to work on this when you are alone.
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If you do not sco fhd image .quito clearly aomotimeas,
but you feel that the image wants you to do something, thoen
follow it. Try to get the hablt of denying the wrong way,
which gtopa you, The wrong way is always when something is
purposeless and meaninglegs, and doed not coma out of tho
Methods Whon it ig not based on tho Iothod then it is wrong
from our point of vicw; whon it is without any actual aim and
there iz no means ag to how to got it. In such rohecaraals
ag thls you can go as frooly and asg slowly as you 1ika.‘hc-
cause it is your rohearsal and you can axplore as much ag
you viant,

Your imsge ig always your direotorp this is a veory
important point. The Moscow Art players always tried to
abgorb tho ldeas of tho leaders, and this gave them veory
good regults gometimes because they had good leaders, 1T,
ingstead of that, they had transformed all thoso ideas into
images, they would have been much happler. 1f the dircctor

guggests something intelloctually, "thean turn it into an imagel

IAGINATICh = ACTINGs
Thoro igc a point where there lg tho pure imaginative,
spritual gtata, and anothor where there ig full agting, and
the line ig a continuous unbroken one. What we aro trying
to do today is %o bring thege twe things togother to o cor=
tain oxtent, zo that it is imaginotion and it is action at

the same timosy a certaln strange thing,
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_g/§:1l acting

rure .
Inagination

Tho quoation of not having the imazo at the end, in
the gtato of full action,lc inposoibdle. Ingpiration is whon
the image is ingpired in you, and you cannot soe him. At

thls polnt thore 13 no imago and,on tho other hand, there is

.no action.

You nust soo your imazo and lot it gpeak through
you, Thig io the moment whan wo nust combino darkriess and
lighte If you gzivo everything to the image it will do
purely Iuciferiec, and will bo weakor and weaker, You nugt
toake tho Tuciferic thing and put it into tho real body. Uha
ig leading you through thiec kind of rohearsal? Ask youre
s0lf thig question, Do you feol how your charaétcr feﬁlﬂ?
liow can you describe your rchearsing? Vhat ig your actual
basis? You must be quite aware of what you are doing, and

with which meana, What othor things were helping you bosidesn
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imagination? If you were not floundeoring, what was holping
you?

When you ara working alone, iry gometimes to stop

obviously

on the places which arthnugh and wrongs The 1deal casge is
thot the actor or actroess must sometimos bo aﬁnékod by hig or
hor own action. If you don't fecel this thon comething is
hﬁt yot born in yous you must havo thig digerimination. You
nugt putf%pading questions to your characiler, and 50t thao

feolinz of'hnw:tn work by having & grournd.

LEADING QUESTIONS vt

Doca your charactor grow by means of thig excrolso?
Ara you led by gomo quitﬂ unconsoious thingg during the ro-
hﬁnfﬂals, or do you got‘curtain grounds from the Method?
Or aro you ecting ag you go ~ morc or leco accidenfally?
vhen you arc working, do you gecg your imagzo and his or hor
feelings? Are you penotrating inte your character's fcolingo?
Caﬁ vou soy that by following this innor linc of the fcol~
ingg that you are actually doing gomething which you can con-
gidor ag a cortain ground, or io it a thing which lives in
you quito accidontally? Afier you have done thig goveral
times, do you get tho dooiro 1o oloborate cortain momonts?
Low would you explain this to 4 now ﬂtudpntQ How would you
invito them to do thig oxercise? How would y&ﬁ explain 1%7
IZ it ig really lecading you gomewhore, how can §nu givﬂiit ag

an aozeorciase? lHow vould you toll studenic tﬁ-ﬂfﬁ}t fron tho
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roint of view of the lethod? By which means? You must ask

~ yourself such questions, and find why you do right things.

Be conscious of everything you are doing.

INNER LIFE.OF THE IMAGE:
It 1g perhaps impossible to see the image simultane-

ously throughﬁut:thﬂ rehearsal, but we must have the desire to

do so and see it in flashes when aciing; by rehearsing at the
same time. But if you are not rehharsing. you can see ‘it
continuously, . When acting, it is very difficult to keep the
image all the time because.the physical world iﬁterferea. It
is passible to see the image even to.the extent that the image

comes to you, and you are simply & passive unlonker. ‘You are

_in connection with-the image, even if you don't see it. . This

ig aboolutely rights It is also the inner lines Try 0. vigu-
alize the féelings of the image. |

You must be .aware of all this and know it-cunscinusiy.
You must train'yuurseif in this.way. If you'doﬁ't gsee the image,
it means that you muﬁt-puah this part of your .actor's héﬁng and
train its But 1f you are in connection with the image and sece
the inner line or the feelings, it is enough.- If-if does not
come, you must train this ability. -

INTUI”IUN « METHOD1

Stanislavaky in the theatre, and Dr. Steiner [}n theatre,

speech and Eunythmil have buth created very strnng methods. and
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both have said, first of all the intuition, and then tho lethod,
If you accept it and have lived with it, then you can coma with
the Hethed and analyze it. Somotimes these things can hn_wrnﬁg
in our a;tisﬁia imagina#inn. but we nmust approach thenm aftor
they have gilven us thin.thing'-.hﬂva given gomothing. Ve nust
accept them ag a growing plant, after which we can throw it
away, If we do the opposito and take the IlMethod and kill +the
iragination, then the lethed 1o inapplicables In each period
r_qf“ﬁﬁrk, and each moment of the School’s development the beot
paiﬁt of The lMethod can be any one of the poin%ts, Wo nmust always
- bo ready to adjust our epproachs this flexibility must bo loft.
I have discarded many exorcises and invented new cneo because
of need In different oircumstances, in different countrios.

| The image follows you as the actor. When you are 1look-
ing a2t the image and producing and rchearsing, you mugt nake &
big effort to keecp it before you, to draw it to you, to appeal
.%o ity but when it comos o you, then it really comes - you are
then passive, although very active. You aro actually passive,
-and you recelve thls blessing fromtho image. Thon it is tho
firat step <{owards the real imagination, but I c21) it the result
of all the provious preparatory work - it has happened!l It is
Tthere comewheres I know this from my owm experience with the
characters of Don Quizote and Hamletsl This is the beginning
of real imagination. It is the artistic imagination which is
lower than the real imagination) but if it has happened, you

know that you will get tho part,
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CONSCICUS VIGhK1

Tfy to got thig sinultancous union of tho imazination
and tho incorporation, 7The part will grow through thig
approach. Imaging that you are working alone and that you
giva*yuurﬂclf cortain gugegegtiong, and then you will try
to do it a;;ig by looking at your iﬁﬁénjand then try to
inenrpnr&tﬁ tﬁe naQv ﬂuggnstinﬁﬂ which yuu‘will £0%: Cone
gelously wo can only pursuc ono or itwo means - all other
thingo nugt bo there in the subconacious. Tho important
thing i to work consciously, It is important that wo arc
able to do consclously some work whish wo have chogon. You
can toko a separato thing cach time and concentrate on it,
Thiga 1g tho way to eazeape fluuﬁgagéng and wagting your timo,
You mugt not be afraid of 1aﬂingnﬁhingu -« 3L thﬁy aro thore
they will come back again, Vo nust viork consclously by know-
ing ecach time what our aim is. It ig possiblo to take diffore
ont phasea of the stylo, such ag tcmpo, presgsoncs, urgoncy,

otc. Thoy can bo taken onc at 2 timo for tho purposo of

oxorcise, and thon thoy can Lo combinod,

CHARACTESR IZATIOH

Thia cxercise will conclude a certain series of
exereioeg which wo have hads Vhen wo have become accustomed
to thae feellnz of the center in our cheat and the whole body

ag a harmonlous thing around thig center, then it ig zood
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to know that from this experience of our bodles as a harmonlious

compoaition of linbg, wo will get the feeling of what it

- really means to take a characterizaibions Each characterization

ig mora or leoo the offchoot from a certain ideal gtate, If

.,..We have the rifint feoling for this fine or rude thing, then

wwa will get 2 special fine feeling for cach characterization,
psychologically and bodily, ifﬂwa know ourselves,

When each of us knowo hingelf as & harmonious figure
with tho center in the chest, then every small thing is a big
characterization. Thio changing of the simple bodlly posi-
tion will speak vory much, but 1£ I neglect this ideal position
of my body and my psychology and do only come tricko, $t'wili

... Gtell me nothing, bﬂcauﬂn I will always be in some contorted

states If we have thig ldeal expericnce of our ovn body,
then all the pogosible characterizations will de dloplayed
befora us. It glveo ug o certain feoling for all kinda of
characterizationa,

Thig is ﬁhat I vAnt to give you today, Wo have our
ex9Relses for doveloping the 1mnginatién; gome of which we
hﬂﬁn dona, but tho whole gamut of the 1mﬁginntiun can bo doge
cribed as a gerles, or & gequence of cortain inner oventa which
are actually the product ufftha imagination, which growo and
grows and comeg to the last points Polint one is the simplo
abili%y to concentratey if we are able ﬁqﬁconcen%raﬁe. this is

the ability to imagine sdmething. (Do all %the points very
quicklys)

-
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CONCENTRATIONS

| 1, Concentrateo on a hﬁmnn figure which clinbs up
a hill, Try +to remember evorything we understand about concene
%ratian.. This maanﬂ that your whole being is occupled by
clinging on to, or embracing something,

IFAGINATIONS

2. Simple imagination: That means that we concone
trato on something and aro able, by mcans of our concentration,
to penetrato into this imago so that not only the outer
appearance is before our mind®s eye, but the immer thing as
well,

INCORPORATION ¢ |
3¢ How tgka the same fipgure and try'ta imagine it.

By embréning*%hiu iﬁaginary figurn'with our whole inner boing,
try o penotrate into it. Our imagination must bo able to
influcnco ug ag actors - that means we must imagine wiZfh our
acting abiliticse, This is what we call incorporation - that
means that when we have this imége. we fix it with ourVﬁﬁwer
of concentration; then we have its we act it, Vo giva'fhis
image our own body and ema’cinnn.‘and the in.a(_‘;cf ‘bDeging as 1if
to move uo -~ we incorporate the 1maga'wi§h.nﬁ;-uwn body.
Rehearse it several {imes in your imagfﬁatiﬂng

| From thig you will see that there is a certain
gradationts 1. Simple imagination. 2. Simplo ability to
penetrate into the imagoes 3. Incorporation,
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CORTINUQUS INCORPORATION OF THE INAGE)
e If our imagination is developed to a very high

'e:rtcnt, it is poggible Yo do i:hﬁ _fnllﬁ:ﬂng thing, which is

vory di."‘fictxl"‘ but vory uﬂaful for rchears: ..ng; To be ablo to
so¢ the :I.mngu -.thig is 'thn ideal camo ~ to imagine continuously
in the sceno which you are actin,_.,,tmnd continuously €0 rchearse
by following this imgc which you have. Hot as in 'E:hn pProcess
of i.ncurpﬂra'i‘:ion = whero wo ﬂrn't 1r~agina and then wo .-',ncnr-
porate uha'a_ we have im2zined - Ibu*a.- cun'bh‘mnunly imgininu the

e DELBON. ﬂ_ﬂim‘blng up the hill, I keep thio in2ge and incorporate

1% .u'nn-'i:.'a:huuuﬂly." Therefora, I do éll ny movemenis becouse I
follow him who is continuously hafora-my.;nind's CYCo

- Thig ig aifficult, but it is & very important ability,
and it will help ug to rchearze without falling into the dangerous
clicha world., - Bocausa if we have nothing before us and nothing
inside of us; which is often so at the beginning of rehearsing
2 coritain play or part, then we fall into cliches. But if wo
aro able, by mecans of our highly doveoloped imagination, <o |
always follow our in*agr.:. wo are caved from thege cliches, and |
wo are alvays en the way to the ingpiration because Hf{;jﬁ'ﬁurpurat;.m‘
the image is the first step Te the inspiration, which i:ﬂ in and‘

oute,

INSPIRATICN
5., Inepiration;- this is the most happy moment for

all artists and actors as well:, This is the best nmoment in the
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fnllnwing gsense. When you have a highly developed imagination,
and when you have exercised this imagination several times in
a certain special part, the moment will come when the image
will not be created by you any more, but will come t¢ you on
its owvn. This moment cannot be forced &t all. It will come
ag the result of all the other four points, and this is the
moment when the image comes to you and pays you a visit, so
that you éannut rasist following it because it is here.

You have worked on the four points, and the moment
comes when you see your characteri you sec your image because
it is there, and you cannot do anything but follow 1t because
it is strong enoughito stay before your mind's eye. That will
ccme, and muat come if the 1mﬁginatinn.1ﬂ trained well onough,
and if you have worked upon the particular character long
enoughs

6. This is what we call Inspiration. ¥We cannot
force this moment either. The characteristic for this inspira-
tion is that you cannot any longer sec the image. This is the
most interesting thing. You have seen the image, you have
created it - let us say it is an old man. You have worked upon
1% 1ﬁ your imagination and have tried to incorporate it. Then
the happy moment comes when you see it, and you enjoy - ag if
passively - his life, his actiona, and then the next moment
you cannot see him. Why? Because it is in you -~ you are the

old man, and it is no longer you here and he there. And this is
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tha real moment of inspiration when you do not actually know
what you do on the stage, becauso the image which you have
created through all these points hag taken your wholg nature,
and novw it ig no longer to bo geen - it iﬁ in you and leads
ﬁuu and acts for you., Thege laot two points are not to bo
forcod, and wo mugt accopt them as a great blessing. Thic
ig the raewvard for our long work in tho four: stages.

¥ilth tho:;i:? l: poirnte we have actually tho whole
paychology of imagimatiion, and the wholo gchool of imazination
applying %o our arte. If you know this you will bo able to
nanaso your process of rohcarsing absolutely congclously.
You will knotr, for instance, why today &t decs not go woll,
because I am inattontive, or I don't see ny imago Proporly,
or I don't incorporate it fully.. 'Thgquﬁ?}boint ic tho orly
thing we havo not done to date = Wo arg ﬁlwayu expecting the
fifth. and sixth.

Ve will take the sﬂmé porgon who clinmbs up the
hill, but will look at hin ard incorporate him et tho samo
timo. fTry to got the idea about thls kind of fuliawing tho
imagination. <Tho ldeal caco vwould bo to be flezible cnough
to follow the tempo. Lot the image bo hcfﬁro'ynu the whole
time., ©Cno type of actor can imagine thq:imaga beforo him,
anothor actor can imegine it behind him.h@nd another above
him, another can imagine the ilmago on a big stage - it does

not matter, tho charactor itself will lead you to the right

inage,
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Vo m;.gg %g;ﬂﬁ}é?_ ﬂggi&‘léiity to keep the imago in gpite
of all the physical,difficultics. By imagining the outer
and inner parts, the body will somotines disappear, sonce
times the soul, but the ideal is to keop it all togother, and
tho offort to keep it all together ig what makes the spine
of tho exerclsa, Very often you will got only parts of the
charactor, and then the wholo thirng will comoe. The l@eﬂl
case is whon you will get tho whole character,

" Takxe anotheor image: thig is qﬁitﬂ a naturaligtic
cxorcigo, You arsc in o hurry, packing your things, and
goinz to ﬁ traln, Imagine tho room and tho things lying there,
and tho wholeprocess of packing. Creato simultancously the
actlon with tho imago. Iropare only the roonm

ir your imagination. After doing this oxercise you will

-undergtand how important it is: torimaginer with cur whole

actor’'s being, beecauso if we imagine somebody, not with our
brain, but with our ﬁhnlc actor's being, thon it is the kind
of imogo we can follow becauso we are actually uaiﬁék%ur
uu@@r'n powors and qualitles to create the inage. So we are
brothers absolutoly.

Snmﬁtimcn wo imagine it liko a pleture on tho
wall, and our actor‘'s qualliies are pagsive « we aro gimply
looking at something as wo do when wo git in the movies, We
are actually dolng nothing - someiimes 1f zangsters are thero
wWe are active. It is a wrong kind of imagination if we

take thio ag our imagination. But at the momont whon the



A uv\
11, Chekhov July 1, 1933

gangsterg taka our whole activity it is the right imagie-
nation, andJﬁq raugst alvays follow with our active imagination,

When we worked with tho exorciges on iling Lear and Claudiug

“that wag actually the bdginning of the right kind of imagi-

natlon, with our hands and;with our wholo bvody. Then wo ¢anmo
to tho incorporation, which ig the continuation of the pro-
cags, ard now we havo come to point 4, so that psychologically
it 18 one unbroken lincs -

Try %o improvise Tho Rishinz Sceno, deing anything

you like, boing led by the imaze vhich leads you,

Quostion: (pnulu:} Somotimes I diccover that my imago is
nysolf « I ﬁm'watching ﬁyﬂulf do it. Ig that wrons?

Answers o, Actually whon you aroe prcgaﬁ;n@ a part - for
inotance, I anm Don Quixotc lot us say - &t must be me. I
you will follow tho Don Quixote who is you, you will find the
right thinzg, But if you try to reecall your ﬁwn ¢xporienco,
by thinking back or reeallling your own cmotional menory

only, then you arc yourself and porhaps small in connaction
with the imago. At the moment when you project yourszelf
Bumawhereglyqu aro no longer small, You arc you in the tad
gengoe only*whénynu are rotrospective, but at the moment when
you have gone beyond that so that it ig Don Quixotc and you
together, that is the only way and tho only kind of charactor
you can rely.on.

Quesgtion: Is it right £o0:ge¢ nmyself asiPaulépiaying Don Quixote?

IJ
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Answers Quite right - it ia the most bedutiful thing. If
you only imagine Don Quixote, then you are powerless to incor-
porate it. It must have some relationship to you as a person,
and at the moment when you feel that you would like to act this
part, that is the ﬂﬂmeﬁt when you bring yourself and the image
together. You can_imdgiﬁe yourself actually as you are, doing
something, It is very good, but at the same time you are
trying to draw emotions from yourself by different psychological
means. At the moment when you are able to project yourself into
the world of the image, it is no longer you. The artist begins
with this world in which he is able to prnjentt-.nnt in going
into himself. To project is the right way. .

It is better to start with the image that you sece.
There are obstacles, but it is not important to look upon them."
It is important to know that if I cannot see my image, I must
make an effort to see it. I know another type of actor who
8ces8 marvelous clear pletures, but cannot act them. It is
another kind of ohﬂtgcle, but our aim is to be able to see and
to be able to follow the gesture, &nd then we will awaken

everything in our souls which we are aiming at.

FOLIOW THE IKAGE:W

When I was young, I admired another actor very much,
and I started all the parts which I was preparing by imagining
him acting them. You may ask where was I? I was actually
always me, as me. It was absolutely inspiring because I loved

him, and believed in him.?
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Tho task for us ig only to follow thic one thing -
the images Other points can be included for the purpose of

oxercioing, but the ideal cage is that wo must always ombraco,

alwayoc follow the imager' This wdﬁld bo the idecal cagse = tho
new type of actor. Therefors, if it io not necessary, do not
pay attention to the other points in the Kethod. When we como
to acting - free acting - then wo expoct all these things to
come out of ug, _ |

By imagining thisc imago which leads us, it is possidle,

of course, %o imagine something vory bigz and without details, ac

. Alan hag donee In that cage, it wao %o a great ﬁﬂtentglyinsr,h.

bocauge of all the detalls which you had not found. But, if
vig could £ind the ¥ruth at onco, we would not need to rchecarsol
In the noxt rohearsal you will know what e rqpair;

Ve nmust start with uncomplicated things, It ig pog-
£iblo to imagine a long atury'wiﬁhﬂut dotails, and to follow

..1%, being led.l7%Sur image, and it ig also possible to sit, ad..

a table-and follcw the smallest detail, Ve aro able ¢o fix
our image as we like = vhother we want to take small dovtilo
or to act thig big thing, 5.4 depends on us when we are a¢ the
fourth point. The fifth point no longer dapendﬂ'ﬁh.ué. |



