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I am quito surc that many ¢f our contemporary actors and directors
not infrequontly ask themselvaes what tho theatra of tho future will ba
like and what tho work in it will involva,

The futuro of tho thoatro and the theatro of tho future aro matters
that scom to mo of the utmost impertanco. I will, therofore, try in
my talk this evoning to impart to you comao of my drcams and somo of
my thoughts on tho thoatro of tho {futurc and, more specifically, on
the actor and tha dircstor of tho futuro.

In what way will tholr werk differ from oura? It will differ in
more than onc way.

In the first placa, our colleagues of the future will be more

conscilous of the croative processes than the actors and directors of
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today. Thoy will ba gware thot the creative procesa must go through

FOUR definite stages; every stoge hag ite own purpoce and every stage
producas its own recults, which are oll indigpeneable to the wholecome
completion of a creative work. To be aware of and to know the laws govern-

ing this process is to ba able to apply it in order that it may bear {ruit.

TIIE_ FOUR_STAGES OF _THE CREATIVE PROCESS
WHAT ARE THEY?

In order to have an idea about the first of these stages, let
us recollect what it wes that lived in our souls when we were still very
young and possibly dreamcd of the stage only secretly.

You will prokably agree with me if I say that what llved in our
souls then was, first: an anticipation of something beautiful (though
vacua) thot was to happen in the future. Eut our anticipation and longing
wvere but signs - but oulward indicstions - of what was going on in the
hidden depths of our souls, in those cdepths which wre cloced to our every-
dgy consciousness. fithout cur knowing it, a powerful creative process
was already going on in us.

OQur childish or adolescent souls blindly fell in love with life,
with some certasin uspects of life, ond instinctively collected, climinated,
assorted and shaped the "muwterial"™ offered by life itself. Our young souls
did not as yet knew iife, ond did not understand it consciously. All (ae
precious finding of our souls dwelt in the hidden depths which are closed
to everyday conecicusness. It was there, in theose depths, thut the
creative process of mé}ering 1ife, the process of subeconscious training
for the coming conscious living, was taking place. ‘Tthe tirst stage or

any creative process is nothing more and nothing Jess than the
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came subconsciocus process that took place in our souls when we were
children. The only difference is thot ﬁﬂw we are applying it in our Jabors
over an artlistic work of ane kind or onother.

Actors and dircctors of th2 future will nake their first acquuint-
ance with a play in o msnner identical with the way in which the soul of
g child receives the first imprecsions of life around it. Their {irst
reading of a script will be similer to the way in which @ child "reads”
cuccessive events of life. The actors and directors of the futuve, in
gpproaching their creative tosks, will lay great stress on the impressions
they receive from the very first reading of a play.

While recding the play (which is to he produced), they will con-
sciously and purposely cbkandon themselves to the first impression, like to
the vague but strong onticipetion of the besuty of the coming production
and performance. And with all their beingo they will long for that prod-
uction and performance.

And just as children do not reeccet to the life that surrounds
them with cold end calculating mentalities, so will they consciously
and purposely wrest themselves free from cold and calculating montal
reactions to plays. With all thefr beinge, with all the powers of their
will, with all their censibilities, they w!ll absorb¢ the first imprec-
sions of a seript. In the depths of their zouls, life will occur,
creation will begin,

They will be conscious of the condition that (ass in the case of
the ehild) it must take place in_the subconscious, or shall I say in the
super-conscious regions of their souls. They will know how not to mdddle
or tamper with the unfothifBed processes of the sub- or super-consclious

gsclves. They will abondon themselves to the first impression of the
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play and will react to its spirit, to its atmosphere, as ona reacts to
music.

They will find themselves steeped in the tregic, lyrical, rmelo-
dramatic or humorous world, depending on the kind of play thay are to
work upon.

In the first period tho octors will fecel - or rather, anticipate -
but only in their generol acpects, the destinies of their characters,
their flights ond downfolls, their happiness ond misery. Thoy will feel
the evil and tho good forcas that influence the march of events in tho
ploy, and 5o on. Thay will experience the play like one well-integrated
whole, still without detoils or nuancea. They will know that thio is
characteristic of the first period, tho period of the firot impregnotion
of the soul, which will later give birth to a work of art in all its cde-
toilo. And just ac the soul of o lod falls in love with the crcative
themeo of life itself, so will the soul of th2 asctor and dircotor foll
in love with the creative thema of the furthcnﬁing'wnrk.

This first creative period io tha period of first love, and
woa to the artist wh%?ues not know thigs period. He will pay =i . .31 dearly
for such an attitude. We, the octors and dircectors of today, arec continu-
ously paying the penalty for neglecting to wait patiently through tho
period of anticipation. We want to play cur parts or produce our plays
imnediately, applying crude physical meons and methods. e do not fall
in love with the futurej we take crudely of thz precent. We are afroid
of epending time on the first perfod of love ond anticipotion. Ue must
hurry. The circumstances of cur daily life demand this of us and we i -
nore and ¢kip this tender period. But this is not even what peaple call

practicol, because, as o vesult of skippineg the First period, we invariably
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loce more time during subcequent periods.

le live through agonies, we lose Limll and energy during the sub-
cequent periods of creation in quest of something that we are missing and
cannot find. We do not reaslize thaot this sonething is our first love that
died of neglect, the neglected first period of super-conscious creativencse.

Mow let us ask oursaelves: when does this first period of love and
anticipation end and when doco the second one begin?

There are no exact lines of demarcation between them. The advance
from one stoge into another im a motter of the actor's or director's inner
tact. During o certain poriod both processzes go on simultoncously, supple-
menting and helping cach other.

Th2 second period should inelude active and congeious gearching,
selection and elaboration of tho moteriol for detoils ond nuances, for these,
in the first period, did not exist. It should alco include the shoping of
tha parto and, finolly, the shaping of the entire production and perform-
ance as o whole - bhut only in the i{magination, only as mobile, living
imoges of the foncy. It is there, and not in the world of realities thot
the production and performance, with all detpils ond nuances, must first
ripen and be born.

They will reveal themselves gradually from that inggégrated, con-
sistent whole which was erecated during the first super-conscious period
of onticipation.

Lven in the beginning, during the first reading of s play, future
partficipants in the performance must react to it through their imaginations
and not through their intellects. In the sccond stage, their imaginations
bocoma more and more enriched. Now, when they are ready to advance from
one staga to the next, their immediate problem is to Lring to life all

the imogeo of their foncy.
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How can they accomplish this? DBy letting the entire play, act
after acl, scene after ccene, pass through their imaginations so often
and for so long that the images will acquire independent life. Theee
images will begin to appear before them, as it were, demonstrating thems-
celves, their asctions, their characters and charactdristics. There will
come @ time when these images will begin to recite their monologues and-
play their scenes before them. lHaving thus given life to the images of
their fancy, the sctors ond directore go into discussion with them.

They continuously and systematically put guestions to the living 1lmages
of their foncfes. They ask questions and get answerg.

whot does It mean to put a question to an image of one’s fancy
and get an answer? It means to be able to develop in one's soul such a
strong desire to sce the {mage in a certain position, state or action,
that the image will actuslly begin to obey. It begins to change, to
take on o new, well-defined, clear-cut form and o new content under the
influence of this strong desire or of a question thaot is put to it.

And then it will appear before the artist in just the countenance he
wonted to see. And the more concrete the questions, the more concrete
the onewers. The sctors will be able to use this marvellous sbility
of the images.

The actor will have no naed to make up or evolve his image by
artificial meecna. He will have to ask the product of his imaginetion:
"How do you walk? How do you speak? lfow do you carry your hands, your
head? ilow do you behave in snger, in joy? How do you love?" To these
questions the actor will get concrete and definite replies from what
sceme to be the intangible world of imsges. He will be able to tee

not only the outward countenance a@nd conduct of his image; he will exper-
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izwnce and also see his emotions and hig soul. In the world of creative
fancy one can see and hear not only outward torms; one can also see and
hear emotions, experiences, and ideas.

The [cdeca of the play may also be conceived and seen in the form
of an artistic image.

Day in, day out, the actors will contemplate their images, and
they will change and improve them by questions.

This work of the sccond staoge is carried on not only by each one
of them separately: they also collaborate on It during rehearsals that
are conducted by the direetor. The director puts @ number of well-considered
questions 1o the world of images and the actors contemplate the images that
appear as answers to the questions of the director. The pertinent and well-
systematized questions of the director stimulate the imagination of the
detors in the direction of one oll-embracing artistic goaol: towards the
creation of one whole, harmonious {moge of the performance and of each
and every role as well. All this still tskes place in the imasgination.

The final goal of all thio work is the concrete recalization of
the play in actual scenic forms in mice-en-scénes, sounds, colors, move-
ment, lighting, and so on and so forth. In order to select the true
colors, forms, and sounds and blend them into a performance, it is nec-
essary to have a clear conception of what should ke selected and how to
so sbhout the process nof selection. It is necessary to have an image, a
desion, a pattern that is to be followed throughout the process of select-
ion and the blending of the component elements. And the performance which
hag heen created in the imagination is the very desizn and the very
pattern that ig to be fallowed. This i{s the eseence of the creative work

dJuring the second stage.
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[f this work is followed through, the actor will invoriably arrive
at o point where he will begin to feel, "I cannot help giving actucl life
to the fmage of my foncy. I sce and hear this image so cleorly and o
fully. I sympothize with its moods, I cry with its tearg, I am hoppy with
ite joys, I ache with its pains. I have so much profound love for it that

I cannot help giving expression to it through ny own body, with the aid b ;
my own voice, my own gestures, my own soul.™

Rehearsols are a joyful necessity to him snd not a burdencom2 duty
as they are to most actors today who com2 equipped only with o few type-
written poges of their lines, and nothing more. Without ony kind of image
in hio mind, without knowing whot to do and how to do it, why ond how to
Le happy or engry, why end how to love or to hote, the actor agonin and agsin
wokes determined efforts to evolve somathing. FPut he does not lhnow what
he is scarching for; ha2 docs not know wvhom to personify hecauc2e he hoo no
image, he hos no pattern. He locks the joyful urge to give ecxpreooiun
to his imoge beesuce ha actunlly hoo non2.

This concludes tha sccond period of the creative work of the

aetor.

The third stage arrives orgenically, 8¢ if of itself. It springs
from the urge of the actor to put his entire being at the dispoecal of
the image of his fancy. The third period is the period of the imperson-
ation of the image.

How will the actor go about accomplishing the work of this
period? Looking into the world of his imagination, he will receive
from it impulses for the impersonotion of the image of his part. It

will of necessity begin coming in fragments. lie will cautiously kegin



1. Chekhov The Theatre of the Future

o act as if he were Imitating the image of his own foncy. He will imi-
tate the gestures of his honds, his movemantao, his figure, his woalk, his
voice. le will imitate his worries and hio joyss that is, he will syme
paothize with them to the fullest extent, so that sympathy will gradunlly
toke on the aspects of that particular cmotion which we would call the
artistic emotion of the staoge.

At thic point permit me to say in pacsing, that the emotions of
the perconol reolity of one's everydoy life will alwpys make an inartistic
impression on the stoge. 7Thae reality of the stage, just like reality in
all art, io quite different from the reality of everyday life. The reol
and truly artistic impression will bo ochieved only by projecting those
cmotiono which spring froem compasaion, bhorn out of living in synpathy
with tha artistic image (creoted during the eacond stoge).

After imitoting one's own imoge only in parts, the actor will
arudunlly bogin to imitate lorger and larger portions of his role.
Gradunlly the time will come when he will be able to imitote, casily,

freely, heartily, and ardently tha full imagz of his role.

And juot as in the cecond pericd of the work the participants
would com2 together to reheorse, now oo, during this perfod of work on
the impersonatfon of the images of fancy, the director will conduct and
direct the trend of the rehearsal.

In his presence and In the presence of all the participants,
the actors imitate their imoges freely, selecting such momants and epi-
sodes of the life of their image as they feel like. In such a nanngr
thay acquaint one another and their dircctor with the character und line
of their individual creative powers. But the director not only famili-

arizes himeelf with the character of the creative powers of his actors;
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s in the second period of the work, he puts questions to the imagoes of
the actors' fancy. In the third stage, haowever, the actors must see the
answers not only in the world of imoges, but must olso impersonote and
imitate with warmth these answers in the preconce of the director and
all the other octors. The director also imitates hefore the actors the
images of his own fancy. He gives, thereby, to the entire work one
general track and direction. Thus, graduslly, a cormradely attistic con-
tact among all the participonts of the performonce is established and
the actors come closer ond closer to the director's ideal of the coming
performance.

It is obvious thot under this method of work the director is not
a despot who would squelch the free will of the actor, but his friend
and guida.

Under such a method of work the director will not inject anything
that io alien to the actor's soul and his creative impulces. He will
guide thoe actor in keeping with the actor's own creative urges. The
direetor will continuplly racecive hio impresscions of the actor's work
and will respect and endeaovor to maoke tha best possible use of them
for tho good of the performance as o whole.

Thus, doy in, day out, scene after scene and act sfter act
will emeryge.

Then the solemn triumphaont moment will come - the moment when
the entire play is impersonoted and when {t can be rehearsed in proper
sequence from the beginning to the end.

But even then the actors continue to keep before their inner eye
the inage which they followed faithfully through their preceding labors.

By now this image {8 so clear-cut, so concrete and strong, so luminous,
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that the actor cannot part with it even if he wents to. His crdation,
the image of his fancy, will stay with him continually and will guide
nim throughout the rehearsals as the fixed object of his imitations.

And, in the course of the third period, the image grodually
masters the body and socul of the actor. The images take possession of
them, as it were. It descends into them and uses them in order to reveal
itgelf through them.

The third part of this creative work makes obvious the importance
of the actor developing end training all his outward and inward powers.

The image that the actor created in his imagination may very well
be a perfect snd hesutiful expression of what he wanted to convey throuch
it, but it will remoin in the world of fancy, without ever finding real
expression on the stage, if the actor has an undeveloped, rigid body
and uncultivated outwvard means of expression.

The theatrical pedagogy of the future will emphatically reject
the mechanical nmeans (employed today) in the developnent of actors.

In developing its exercieces for the warning of actors, the new
Ltheatricul pedagogy will always bear in mind one very important prin-
ciple. It will bear in mind that the essence of the actor's art is:
to convey, with the aid of his body and all his outer means of expreesion,
the inner spiritusl facts and events; to give expression to the author's
idea, to the director's idea, and to the idea of his own self.

In order to ﬂccmmplish-thiﬁ, the outer means of expression of the
actor imust be permeated by the power of & living spirit. By this I mean
that they must ke trained through the kind of exercises that will culti-
vate the body of the asctor simultaneously with the developing of his soul.
This meons that cach physical exercise must be an exercise for the soul

as well,



M. Chekhov The Theatre of the Future

As the actor of the future will begin the development of his
outward means, he will at the same time develop his soul. He will find
means for this. He will open his soul to those qualities found in the
works of the great masters, to the high qualities of compassion and
love. He will not be ashomed to seek the knowledge of spiritual truths,
facts, and beings; he will know that as long as one remains on the earth
and on the earth only, one can creote nothing that is of significance
and value. Day in, day out, he will only repeast and copy - in the same
colors, forms, gestures, and sounds-the facts of life surrounding him.

Without spiritual cognizance he will not be able to produce
priginality, he will have nothing new to say as an artist; it will be
his lot to portray crude naturalism, which, in truth, is not very far

removed from plain photography.

The fourtdh and last period of creativeness comes of itself.
It cannot be brought about foreibly; it must be waited for. And it will
come soon enough if the work of the first three periods was rightly done.
The fourth period is that of inspiration. A miracle happens. The image
of fancy, eo carefully end lovingly created by the artist, disappears.
The picture he imagindd is no more; the actor does not see it any more
and cannot imitate it any longer. Instead, the image entered him,
became one with him'{ And he does not have to imitate it any more. It
lives and works by itself in the soul of the actor. It moves with his
hands and feet - speaks with his voice - laughs and cries with him.
It creates itself within him. This is a moment of greatest happiness
to the actor:; through his labors he reaches inspiration ! The image

he created entered him and lives within him, inspiring his every



M. Chekhov The Theatre of the Future

movement , his every step on the stage. The actor does not do anything
himself. He makes no effort to perform or to play - it all happens of

itself

He is free. He feels a certain ease and freedom because he
does not act himself, but that image within him, which he created dur-
ing the first three periods of creation. A miracle came to pass: the
image created became one with its actor-creator.

But this is only one side of the miracle. There is another sidd.
When the created image became one with the actor, a new self-reaolization
was born within him I+ is the height of bliss for the actor living
through this new cself-realizotion, this new 1" that burst within him.

His creative individuality frees itgelf in the moment of in-
spiration from the bonds of his body. The actor 1is aware of the presence
in him of his own creative spirit. His creative spirit, his creative
"I," freeing itself, becomes the observer, spectator, and witneso of his
own playing on the stage. He is able to observe his owWn playing. He
can tranquilly and clearly &ee, feel, and realize all that is taking
place within himself, as well as in his surroundings. He sees his
acting. He wotches it eagerly, os with a t+housand eyes. Hs 18 on the
stage, at the same time he is backstage, he 18 in the aouddtoriom, in
the orchestra, on the gallery; he is everywhere. His creative "I" 1is

free to obgerve his own creation.

It is a great untruth when actors say that in a moment of in-
spiration they forget themselves: that they do not know what they are
doing; that they can break the furniture, choke their partners on the
boards. They disclaim responsibility for their actions because they

were visited by inspiration. Ko, this is not inspiration. This 1s
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obcession. This ia a dongerous, sickly condition. This is tha path to
hysteria, to a nervous bhreakdown.

Trua incpiration makes the actor f[ree end more consceious and
responoible than cever for his dofngs. True inspiration is tha way to
freedom, to moral elevatlon, to 2 purer soul, to an enrichment of his oun

and the other's soul with values of a purely spiritual order.

All that we haove said we may formulate as follows:

The Firnt Stagn: The soul falls in love with a creative theme.
the super-conceious depths, heights, of the soul make this theme their
own and rework it. Consciously the actor lives through longing and anti-
cipation. The actor is actlve, as one who perceives.

Thu Sccond Staga: From the depths of his gsoul rise imaoges of

his fancy. Th2 actor gives them life, re-chopes ond perfecto them by
tha mathod of guections and ancwers. The actor givas all his powers

to the world of his imagination.

Tha Third Staove: The image of hisc fancy wants to embody itcelf

_——-————-——-—FH‘-—-'

in the coul and body of tha actor. The actor transforms himseli, pre-
paring to conceive within him the picture of hisc imagination. lc imitateo
it.

The Fourth Staco: Inspiration flares up. The actor becomes one

with the imags and experiences himself as a threefold creotures

First - As 2 free, crcotive individuality with o heightened
ond cleonsed gwareneos;

Second = A8 a being of body and soul left under the spell
of the image of his fancy;

Third ~ As on image of fancy created by himseli, living and
ageting within his body and soul.



