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OBJECTIVE WITH CONDITIONS
CONTACT \

Hamlo®

0bjective and Its Connection With the Thene

Follow what I am about to say with your imagination

and with your acting ability. This is for your will and not

for your brain.

OBJECTIVE WITH CONDITIONS:

what does the objective really mean ror an actor?
1+ neons that the will rises and ©ills the whole being with a
cortain desire. This desire is led by a certain picture, which
is the anticipation of the fulfillment of the objective - as &
125t moment or a series of moments; it depends on The actor or
the naturce of tThe objective; This cdescribes the objective in
seneral, but we lnow that in exercising the objective from the
very beginning, we speak of it as "I want" or "I vish" - by the

condition E%i@}. what does this nean? This is the maln point.,

70 take an objective is only hall the viork, but to take an ob-
jective by certain cenditions, this is the whole idea of the
objective., TFor example, ny objective is to penetrate into
something which is before me., If the director does not mention
the condition, it means that the conditions are just as they
are. But there must always be conditlons, because without
conditions the objective is nothing but an abstract ldea. Ve

have fo0 fulfill the objective and anticipate the very end or
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the fulfillment of the objective by the condition which changes
every objective., For instanle. I want to penetrate into some-
thing which i1s before me, by the condition that we are sitting
here. ow take the same objective by the condition that it is
night and we are tired. Is it the same objective? Not at all,
This is the secret. e may take a third series of conditions:
for instance, it is Christmas; we are very hapoy, etz. - quite
another objective., The conditions change the objective, al-
though the objective may be expressed in the same words.

hat ig the theme for an exercise, for 2 play, for

an improvisation, or the big composition of themes in such a

complicated play as Hamlet? These are all conditions, and

nothing but conditions, Iowever complicated the play may be,
if you will take the theme given as conditions by taking the
objective, then everything will be open to you, and you will
not maxke the mistake which some of us have been making when
we have taken the objective absolutely apart from the theme
given. The result of this mistake has been that although you
may have a strong objective, it does not help you and is not
persuasive for the audience becaugse the conditions and the
oojectives have been taken separately. The objective musi. be

taken only by the conditions,
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The style, from the point of view nf the objective, is a con-
dition - characters, costumeg. etce, can all be conditions.,
To be abls to take the objective means to be so eclaborated
inside, so flexible and so sensitive that cach thing means
sonathing for you,

Try to do some simple exercises, dbut experience them
fully, Take tha objective:r I want to get up and touch the
chair - without any conditions except the natural ones around
you. XYou have the anticipation of this touching of the chair
in connection with the conditions given, The anticipation is
in connection with this, and the fulfillment is in connection;
and the process of taking and keeping the objective are in
connection with the conditions given or the themae, etc.

Je aware of what is going on inside you because of
certain conditions given to you. Repeat the same objective by
the condition that you are tired, it is night, you are angry
with someone, and want to lcave the room and zo home 23 soon
as poscible. (Be aware of your owm creative life as it will
change during these conditions.) Again the same objective %o
touch ©The chair, but by the condition that this is the last
day of our term and we are zoing to do scmething very exciting
during the holidays., =ach of us is dravmn with pleasure to the
work we will do. We want to leave the studio as soon as pos-
3ible to start this interesting work, tut we don't want +to show

each other this desire to leave because it might be misunder-
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stood therefore we have to Qide it

By these simple exercises you must be awakened for
+this irmer work which is not to be deseribed. For instance,
if you are given the part of Hamlet, you will not be able to
deseribe what is zoing on in your soul, but you must be at-
tentive to it. For example, if you try to find the objective
for Hamlet when he meets the ghost, he may take the same ob-
jectives "I want to penetrate into the ghost's inner life.”
The actor may not be able to describe the conditions which
arigse by taking this objective, It is not important to be able
to deseribe them because they rmay be too complicateds But to
feel these conditions, the actor must follow his ovm inner life
during tho taking and fulfilling of the objective. le must be
open to himself and his inner life.

Why is this neceseary? I have seen many cases on the
stage and in different schools, and in Russia where the idea of
the objective was born, I have seen the actor or student: begin
to follow the objective before he hears and sees inside his
inner life. This is wrong and killing for an actor.

For instance, let us say an actor is going to rehearse
Hamlet, and the objective has been found for him by the diréc-
tor: "I want to penetrate into the inner life of my father's
chost." There are two ways to do this, One way is before start-
ing to fulfill the objective, to take the conditions which are

Shakespeare's: his time, the aimosphere of the whole tragedy,



fle Chelkhov December 11, 1937

the whole scene, the charactér of Hemlet, the character of the
king, the nother's characte;, the length of the performance,
8tc, Many indescribable things which are conditions - they
live somewhere around the actor. He must open all his inner
organs, and before he starts his objective he must take the
conditions. If he is an actor, the conditions flow to hin -
they penetrate into himg but if he isg not an actor, they will
leave him cool, That is what it means to be an actor or not
To be an actor: +to be sensitive to things whieh will mean
nothing to other npersons,

thy does the actor ery over his father's shost? Be-
cause it is the actor®s nature to laugh and to cry and to make
the audience laugzh and ery. All these conditions speak to the
acvor, and before he starts to fulfill his objective during a
rehearsal ho muat listen to all the conditions around him, and
then begin with his objective., Then the actor can fulfill the
objective because he is full of these things which come to hin
because he has opened his soul to thems Technically he has
opened himself Yo the things which are around him because all
the doors aro open,

The other approach is to take tho objective with +the
brain: I have my body and my hands, but.I have nothing to do
because I have not taken the objective with the conditiongs,

At once the actor falls into the abyss of abstract things which

nean nothing for us as actors., Therefore, before the actor
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astarts to fulfill his objective, he must ask himself whether
X

he has really heard and felt all tho conditions which have

been given, and whether the objective is permeated with these

conditions. Remember our small skeitch, The Fishing Scene?

Thig is the sign for a whole world of conditions. Peer Gymt

igs the sign for another series of conditions; lHamlet is another

world of conditions.,

John has asked whether in taking the objective, "I
vent to touch the chair,” with the condition that I must leave
the room after doing it, there are not two objectives., It de-
pends how wa interpret the objective. Your objective can be
to leave the room after you have fulfilled the objective of
touching the chair, or it may be to touch the chair in order
to leave tho room - you can understand it as you like, It is
quite frec.

In the last few days I have noticed a certain con-
fusion when the objective was taken out of the theme which we
call conditions, and conditions may be called 2 theme, The
way in which the objective is taken is also of great impor-
vance, For instance, I have an objective to save two objects
from a buming house. I have to do it with my whole pcwer; and
I must run twice, first for one thing agd then for the other.
In taking such an objective, we try to take it with such ac-
tivity and fill our bodies with the real acitivity so that we

must do it in a stormy way, and this iz right,
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But now take anothey kind of objective: the play is
a vory quiet and dull one, and the actor's objective is "I want
to fail aslecps” If the actor takes this objective as a weak
thing, it is wrong. Even with such an objective we must Take
it in a stormy wey. Weo must have this storm inside of us in
order to be able to perform the falling asleep so that it is
a performance and an artistic work; otherwise it ig really
sleeping, which has nothing to do with the stage. If you - -have
to die on the stage, yﬂu.must die with your full activity, and
being dead you have to aét inside and radizte your death, All
actors cnjoy dying on the stage; they enjoy lying thexre dead,
and this is the right ingtinct.

Wlea must never confuse two things: the wealkness or
the strength of the objective:(which is always strong), and the
weakness or the strength of the content of the objective. The
actor must always be full of the stormy life on the stage which
we call the objective. Then we will be able to act the nost

subtle things if our beings are vibrating with this activity.

.CONTACT

wa have done these contact exercises very orten, but
nore in general than otherwise, We have not really become awa-
kened to0 the contact which concerns evafyﬁhing: our eyes, our

cars, our bodies, everything.

Ryerciso:
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Iake a circle andufit dovm and try to find the con-
vact with each other, tased on our hearings YWe nmust not be
content with the ordinary hearing - we must have the contact
throush the hearing. For instance, if we are in love with
samﬂnﬁe. we heay his or her words in a different way because
of our strong contact.

l‘lembers of a family who have been associated for many

vyears very often hear without hearing, They know what the other

person will say. For instance, I have 2 real contact with ny
wife, but very nfteﬁ I don't hear what she says, and yet.I lknow
because of the contact between use Take the example of a mother
and childs how the mothor hears the child®s breathing and its
first exclamationse This 1s the real contacts Or if someone

ig 11l and you have to nurse him through the night, what con-
tact for our cars is there. This is the contact which we, ag
the ideal type of actors, must always have present on the stage
becauge without this ggntact we are sloepy.

For instancee I am sleepy for my wife's words some-
timesg, but through twenty years of living together I am awakened
to her with other invisible parts of my soul, I no longer need
my ¢ars or my eyes. I know with other senses,

Actors must be able to establish the contact with
cach other, with tho setting. with everything, with all our
means, with our eyes, our cars, and our invisible hands, Ve

must e able to master ourselves in this way. For us each re-
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hearsal must be a rehearsal on which we are open %o our part-
ners with all parts of nur-ba&ng. Then it wlll be a real re-
hearsal, and we will make progress:-one day to the other because
we will get some new things and will give some new things., If
the actor hasg the idea during the rehearsal, "Oh, again the
same sceney” then he has no idea of the real contact, I I an

really able to establish contact, it always means the discovery

of something new.

Exercises

Sit in a circle and establish contact with one another.
Someone will speak and the others will try to answer out of real
contact, paying attention as to how the question was asked, not
because of the content of the question. Try to answer this
"howe" The "how" must be heard through the contact,.

e must know 21l these things - what is the real con-
tact and the real objective, not as illusions but as real things -
and then we will be mighty on the stage; and without these things
ve willl only show our weak sides. To find ﬁll these things and
to re=-create your nature and make it more and more artistic, to
have it in your power to be master of yourself, this is the ob-
ject of our worki

Repeat the exercise, but this time find the necessity
to answer with a certain movement. You must find out what your
soul wanvs tTo answer by means of movement, just as you did with

words.
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ray attention to the difference between the illusion
of having the contact, and the real contacts If you can dis-
tinguish this once, you will never forget it, When we really
have contact, then the world is wider for us than it was be-
fore. There are thousands of answers) everytning con be tTurned
into an answeX.

Repeat the exercise on contact for 2 still finer vhing.,
Someone exclaims very softly, and the others nmust reply with a
gentence. This requires much Tiner contact. As a mother with
a child mokes sounds which to others are senseless, but to the
mother are full oi understanding., Because of this tremendous
contact, a mother's talk with a child is always full of sense.,

All the things in our Method can be taken as an il-
lusion, and in this way we would belic cach other. There
would be no school, no Method, no theatre. Buv if we take the
Method as a reality, we will be able to show things which will

astonish our audiences.



