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THE ACTOR OF THE FUTURE:

All of um know what the theatre io now, we know what
the theatre wasc, and we can imagine what tho theatre would or
chould be. The present audience, while buying the ticket for
the performance, wants %o know who 18 the author, then they
want to know the names of the stars, and maybe who the director
is and that is all, Thﬁrp arec no actors in the theatre - starsg
but not actors. They are stars - lonely beings. They do not
need our holp - the fctor®s help. They do not want to bo dig=
turbed, and they have the right-nnt to be because they are

not 2ctors beczause the audience doesg not yet xnow that the

actor is the theatre,
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Actors as a group, 45 a2n ensemble, that is the theatre,
and so 1t will be, it seems 1o ne, in the future that the
theatre will congsist of actors first of 2ll, ameng them more
or leas gifted ones, and then the author and the director. If
vie havecnftaln visions about the future theatre, and I think
we have, then it seems to me that we have <o visualize, firat
of all, what the actor will be like. |

Lot us imagine for a moment what the actor of tho
Iuturu:can be. I %think the future actor hags to have different
ears, different eyes, different heart, different wiil. differ-
ent feelings, different everything. Let us ask how the future
actor would recelve impressions around him. He will see things
beyond ucual things, and he will perform these things - not
the obvioug oneco, nﬁt +he surface, but something which he can

cce abhove and boyond the surface.

CONCENTRATIO

A very simple thing cﬁn serve him - to have such a
high degrece that things will reveal before him thelr secret,
hidden sidea., O0f courge, we know that everycne of us has, by
nature, the ability to concentratep otherwise, we could not
cross the eireet, or huv; a mealk, or say how do you do, But
tﬁiﬂ is not enough for our imaginary future actor. He nust
have such an ability of concentration that he will penutrafa
into things ,deeper than we can imagine at the moment.

Let us zece how 1t can be dones Let us concentrate
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on These three lettors [bn the hlackbnard]. Filrst we must
gee them with our eyes - if it was 2 sound, we nust hear it.
Then nfter we have geon clearly these throo letters and can
also describe them to ourmelves, we have to doxthe next thing,
which is to move inverdly. I mean psychologzieally, as it
woro, O nove towards thsessa three letters just &5 we can nmove
towards & persen we love, for instance. What are we doing
vhen vie 2ra in love? Ve are moving tewards thia porson cone
tinuougly days and nighte. ‘Thin is the same In the act of
reel concantration, we have to move towards the thiﬁg we wish
to nenetrnte with our concontrations Lat ue move tovards
These Threo letters.

when we rave done This, we nust do the next thing,
wvhich in to embrace these three letters with cur invisible
handa, which we can very casily iﬁaginﬂ. Wo aro noving towards
the thing woe ses, we ara cnbrecing it &nd are holding it
fngt in our armec and handse W%hen we try €o do this, wo
will soa that the :omen? will come when the thinsansbeging to
be in ue, within ug, and we are around the thing. Vwhen we
xoap our attention on the thiang in this way, if we are trained
sufficiently, thon we discovaer certain hidden qualitios in the
thing we are concentrating on. For iInstance, 47 it is 2 table
on which you 2re concentrating, try to move towards it, embrac-
ing it, the mement will come when, althousgh you are not actually
ftouching 1%, you will foel how heavy it is, what matorinl 4%

i made 67, what shape it is ~ noet because you sae 34 out
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because it is in you, and you become somehow "clairvoyant”
to thig thing,.

If such an ability of céncentration is developed,
then the whole world around this future actor will seem to
be an a2bsolutely different ones People around us will tell
us things which are worthwhile %o perform on the stage. To
merge with these things, to add to them our ovn heart and
will and to send them out to the audiancn. Then our charace
ters on the stage will become living beings and not gchemes
or dead, empty bodles, such ag we very often gee on the stage -
corpges are walking in make-up, and!dyessed in strange cos-
tumea« The future actor, it scems to ma.léill be able not
only to live on the stage himself, but to give to his charac-
ters and, therefore, both of them, the character and the actof.
will become one being with increaged life, with life which is
much gtronger than our usual lives are. Then because of this
highly doveloped ability to concentrate, the life in us will
become stronger, more powerful, and the heart will becone

higger-

ATIOSPRERE

Another thing the future actor will have is the
ability to live in the atmospheres around nim, in such a way
that the atmosphere will become stronger in the presence of
this new actor, and the actor himself will bacome inspired

because of the 2tmosphere which surrounds him. Of course,
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overyone of us knows only too well what it means to exXpoeri-
ence different ﬁtmnﬂphereﬂ while walking alongz the atreets,
If we are more or less attentive to theoe atmogspheres, we
will see how one street has one atmosphere, another a dif-
ferent ané. one house hag one atmosphere while another has a
different one, and so on. But the difficulty with ug is that
Wa do not pay enough attention to these aimospheres, WHe passg
through then without being affectod by then.

There is a technique for cateching atmospheres, for
spreading them on the stagae, and for using them. Lot me tell
you in a few words how it can be done. It is a very simple
Technique. Can we imagine this roon filled ﬁithfﬂmokn? We
can. Can we imagine this room filled with fragrance? We can.
With a strong light? We can. We can imagine around-ug in
thig room anything we 1liko, Try to imaging that the air ig
filled with sorrow. Don®t do anything, but imogine objectively
the air f1lled with gorrow: Since we have changed thig actual
air and space around ugs in thig imaginary way, and since wao
opened ourselves towardo this nnﬁ alr and space, it begins to
| influenco un immediately and Inevitablysy We get some ingpira-
tlon from thig imaginary dorrow spread around us,

If we try to do the opposite thing, which actors so

often do and which sgeemo wrong to me because it 3ig more diffi-

cult less succeceful, if we try to become sorry, to gqueeze

it out of our feelings, I don't think we will fing it easy to
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does Try 1o become g0rry. e often don®t lnow where to start
inwardly. Of course, there ars alvays clich@s - I can change
ny voice, take a deep breath znd lean on comething, but it ic
2 lie. We may becone sorry because of the ten or twenty
clichés we have been able to accumulate, but it will be accli-
dentales To have a technique we must leave our Teelings in
peace = not touch them and Squeeze and force them out of
ourgelves,

Unce again, im2gine the aiy around you filled with
sorrev, and imagine it ﬂtrdngly enocugh and becone fraa;inwurdly
and outwardly - all these things are very eagy to get.- and
you will become gorry. KNot teopersonal because that is WIong.
Peroonal sorrew, or Jjoys or fear on the stage are not very
intoreating things. If one ig gorry as a pergen - you can do.
it in the theatre very often and in lifﬁ alwvays - if one io
sorry and triec to show his gorrow o another person, the other
person reacts negatively and wants to get rid of this sorry
person becouse it is too personal and too true.

In art our feelings haﬁa to be somehow uhjective and
not absolutely porsonal. When we imagine the air around us
filled with difforent feelings, we remain objective, ﬁhcn
wo got inspiration from this imaginary sorrow around us we are
gtill free because the actor is not sorry, quitc the cpposite,

he enjoys this stato of being sorry because he ig performing

in the best sense, he ig enjoying it and looking upen it
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objectively., Ile is not sitting in this sorrow and is not a
slave to it. He is mastoring this gorrov.

Since we have got a certain feeling because of this
atmosphere, immediately we can act and speak and do avﬂrjthing
1mhhnrmnny'with this atmosphere. If the atmosphere is that
of fear - I have fillcd the air with fear - I have to find a
certain manner to move in order to be in harmony with this
fear, and that-is all I have to do. To be $in harmony, but .
not to become afraids I think the futuro actor will master

atmospheres, and, thorefore, will nover becomg tho characier

bacauge that iz already & mental illness. Of coursce, vwe often

say, "I was Othello tonight,” but that is a lie because if it

vere truec, I would ﬂit with incanée pecoples I must be a froe
person, enjoying my croation of Othellos I have glven this
imaginary Otheollo my vaiéu. ny body, my everything, and‘I

manage, covern, and direct my Othello, how and what do feel

without forcing my feolings.

IVAGINATION: - THE IMAGF:

Another thing the Tuture actor can and must develop
iz the ability to imagln? to such an extent that his images
will become for him just as concrete 2s redl things around
him - again not in the sense that he will become insane. No.
The imagination can be very strong 2nd still I can be free
because it is my imagination but not me. The real imagination

ig the following thinge. Let us gay the actor wants to imagine
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a gtrange figure dressed in black. The actor can almost
immediately soe with hic mind's eye the figure in black, each
in his own way, and very often that is the linit. Ve sec

the figurq in black, or we sce Cordelia, Opheliu. lHamlet,
Horatio, or any character - we see them and that is all.

But there iﬂ another step which we nust take. Just
ag we mugt move towards the thing wo want to be concentrated-
on, so wo have inwverdly to move towards this figure in black
and to move closer and cluﬂér. and to embrace i€ w;th our
invisible hands and then, just ag with the object on which wo
have concentrated, we shall discover in this figuro in black its
charactoer, its inner life, 3ts feelings, ito thoughts, ito
will impulses, everythinge And although thio figure in black,
doos not exlet anywhere but in our imagination, it io a living
being from the moment when we really merge with it, and we
imow who it ia and what this figure in black will do and what
it has done, how it thinke, what iflfcﬂlﬂ. and wicheoo,

This image awakens to the degrea that we give life
to 1t3; whother it is our own crentianlur Shakespeare's Othello,
thore is no differcnce. When wo give our life to the imaginary
fizure, then we can be influenced bj it Just as we are by
atmuspherﬁs and by everything around us in everyday life, if
wa have tho ability to penetrate with our highly developed
concentration into evorything around ugses And that ic what wo

need. As goon ag we are influenced by our image, we are able

"
.

063 A°C



Ire Chekhov January 29, 1942

to act it. We are able to Zlve to this imzge our bodies, our
volices, our emotional life - all are at the dispocal of the
imare,

DO you remember Michelangelo®s Loges in Rome? Try
to 1mngin§ how Pichelangelo wag imagining this figure, then
you will got a clear picture of the tremendous power of the
imagination. He could not shape such waves of hair and folds
on the shoulders of the figure, such eyes and nosge - quitu'
obviously Hichdlangﬂlu wag inside this Voseg before he gtarted
To mold the figure. 1If we try to penetrote into sueh great
things as Mosoes, for instance, we will loarn how great the
imagination can be. It ig gocd also to imagine how he was

imagining.

THE INWER LIFE OF THE CHARACTER

Then we can do the follaowing Thing - we can take
King Lear on the fieath erying "Blow, windSe...", Ve can imn-
gine King Lear on the heath, and so can ask hin to act before
our mind®’s eyes and while he io 2cting, we nmust £0 towarﬂz
him inwardly and embrace him while he is acting, and bo with
him until we ourselveg et the spark of fire which Lear hags
on the heath. Then we have = true imagination., VWe muct not
3top before we reach the threshold of the real imagination,
which is the penetration into the inner life of the character.,

To see outwardly the figure of Lear moving there - if you are
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a dirocctor, you will see it c¢casily - but that is not enoughy
to geo thingo outwardly is easy but that is not yet the inx-
gination - the real imuﬁinatiﬂn starts when ve begin to becomes
"ciairvuyuntr when ve begin to "see" his feelings, his will,

his thoughtg, his everything.

THE INDEPENDENT EXISTENGCE OF 7THE CHARACTER:

Thao third stoge of imaginaticn will be the following
one, and it will come of itgelf. It will come ag the result
of the two previous stages - to see outwardly and to see the
innﬁr 1life of the character. Tha third stago is when the
charactor coneg, and it is there. You gee it with youvr open
eyeo - not your phycical eycs - you don't neced to cloze your
eyes and oay, "Don't disturd me, I am inagining. " No, every-
thing is then abgolutely as in everyday life. You gpeak with
someona, or you read a book, and still Horatio or Lear is
there. You study hinm, not as a2 madman, but absolutely in a
free and normal way, and still Horatio is there. You see
him, and you look into him, you hear his voice, you see himn
acting, you see hin radiating feelinge, will impulseg, @nd
everything. You 2ee the color of his sking you see every-
thing about him.

After such 2 visit you will feel a little tired
because thia image lives your life; you give him the life.
But this %tiredness is a good and sound one, After the char-

acter hag left you, you will feel that you are able to act

I r
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tho character without clich@és, without forcing yourself,
without squeeszing your feelinge., It becomes possible to do
80 and that ig tho right thing because the idecl theatre of
the future, as I visualizoe 1%, isc a very easy job, not in
the gense éf Today but an easy job and & very high standard
2t the same time. An ensy job hucuﬁﬂe if we are born actors,
we don't want to do anything but sct, and if one does the
things he wants, thoy are always cascy. What we arc 1ack;ng'
is the technique, not only the bedily, phynicﬁl technique,
but the psychological technique %o enable us T0 sec what we
want and as deoply ac we need o that we can change psycholog~
ically the space around ug without any special, unpleasant

offort.

THE INCORPORATION OF THE CHARACTER;:

Having aecquired such an imagination that the char-
acters begin to live around ug, then the next step is to adjust
to this character which hag got the life from uss %o ad just
our real physical body to itg imaginary bedy. 0F coursoe,
Horatio io not like me, otherwise he would be like me in all
characters and all parts, ‘Su We need physical, bodily train-
ing o well, but there is another means of ad justing the
character®s outer appearance to our physical bedy.

Imagine that we have developed our physical bodiaes
T0 such a degree that they are flexibdble enoughs Then we have

to look upon our character and ask it to speak a sgentence and
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t0 move. Lot ug take the "Blow, winds..." gcene, for instance.
Rehearse the moment in your imagination as many times as you
like, until you bYoecone satisfied with it - you love your own
irmaginary production, and it satisfien you.

The next step ic that youhhave to try to_imitate
your images Very carefully, stop by step, try to move like

tho ‘character moves, but den®t take too long a scene. Take

ene moment, perhaps cne word, and try to imitutn it as long:
ag you feel that your body iz able to serve thoe churacter.
Just as you imagine it - not in general, iihen is King Lear
in Qenﬂral? ¥o muot take the moment of "Blow, winds..." that

iz all, and imagine it and incorporate it several timos.

Then you will coma to the moment When you feol it ig pleasant

_tq'nutﬁa your ovn imaginction,

After you have chogen Several moments of King Lear, -
and you should take gtrong moments - then suddenly the moment
will come when you feel you don’t need to incorporate separate
noments because the charﬂctnr. being a living being, will be
doing everything absolutely truthfully and organically. This
will be the case of our imagination ig developed - you will
feel "I am ready,."™ Perhaps you have dons twventy or thirty
geparate momentg, trying to incorporate them, and then you
have a different body all ready - ready for the whole part,

It isg an interesting fact which shows us that conw.

slously we can actually do very little, and we know only +oo
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well that the whole c¢reative process takes place in our sub-
conscious - thig has become commenplace now, dbut it is

gtill a fact. Ve have only to send one message after another
to our subconaocious and try to feed it.e These are like 2
corieg of telegrams which we are sending to our subconsciouse
The work will be finighed by cur subconscious. When we fael
that we are ready, having done only twenty or thirty separate
noments, 5t means that our subeonseious being has prepared

our bedy to such an extent that we can rehearse the whole

PArT.

THE INVAGINARY BODY OF THE CHARACTER:

Then there is anothor means of adjusting our bedies
To our imaginary characters. Let us imagine that we are
going to perform Don Quixote, who ig a very tall, thin pcrﬁnn.
Perhaps we are not as tall and thin as he is, but we are able
to make a poycholegileal and phyuicnl "trick,"” if you will
excugse the use of thisc word. There is Don Quixote, and here
Wwe arc. Now let us Imagine that we have another body, which
lg thin and tall., Ve can imagine it just ag caslly as we
imagined the air filled with gorrow, or King Lear on the
heath. %YWe can imagine that we aro much taller - not your

physical body, which you can do nothing about, but your ima-

ginary hody, How try to move your imaginary arm and hand,

Which is long and thin. Do it several times, when you can

do it easily, then you can put your physical hand into it zas
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into a glove, and your hand will become another one. Because
you are creating, Imagining, playing with this hand. Pleasantly
playing with thls imaginary tall figufn. H{ow would you walk

if you had an imaglnary t2ll body? Follow it, and you will

feel hdw diffuruntly your joints are moving because of this
imaginary bedy. When you try to become tall only by means of
your physical boﬁy. you ﬂiil zet into difficulties, and you
will VYe cumpelled to 1lie. -

There are no phyaical meano to help you, but the
imaginﬂry body can do everything. When we put thiﬁ imaginary
body on our physical body as a glove, then we can initate and
follow this lmaglnary body. Flrst, we will feel that it is
a very pleacant thing, and secondly, that 1t is art, and,
thirdly, we will know about the psycholosy of such a tall per-

con much more than if we were to try to stretch our physical
body as nmuch ag we can, A fat man, for inagtance. Again,
there are a few clichGs for thio, but they are lies. But we
can imz2gine another bedy with ﬁ.ﬁhart neclk, a big stomach, and
thick arms and hands. Let thiﬂlimﬂginary figure move, and
you will seec that everything becomes different in your body
becauge it will be the voychology of 2 fat man and not our

ovn body forced to become fat,

UNDERSTANDING THE CHARACTER'S PSYCHOLOGY:
This "trick" with the imaginary body will lead us
to the ability - and here lies the trick - to know the psychology
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of the person who has this imaginary bedy. If we try +o
bocome fat phyaically, we will not lmow anything eXecept that
we-are tired and a 1little aghamed, but if we try to put our

_ phynical body into this imaginary one, we will know how thic

fat purannlfnnlu, thinka, etce. When the fat person says, for
instance, "I will run and bring it," why does it secem so
humorous? It isc humorous cnly because wo are adle to peno=-
trate into his Imagination and into his 3idea of how he will

run.

-

This ability to know tho pnychﬂlugy of o character
with a different bedy fhun our own is 2lsoo one of the sources
for humor on the stage. The real humor comego from being able
to walk along 21l thoge poychological “eorridors® of the
other persons The clown, for insotance. A good clown io
humorous because he is walking "logieally” along tﬁcuc corri-
dors of @ peracn who, being chot, says “Thank you." It is
poychologically truo, but if it beocomes a lie, it isg terrible.
Grock is a geniuc and knowg how to walk along theso curridnrﬂ.
How he throws the flowera and fnrgets them, and then, after
many other tricks, he ic picking them ups But one nmust be a
geniua like Grock to be able to walk auch poychological cor-
ridorg, because it is "logilcally”™ true what ho dooo, although
it geems impnuﬂyb;o.

Juutlﬁﬂn gane, cach psychology, each character has

inwardly its own corridors and ways, and if wo try really %o
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experience the fat or thin body, then we immediately know the
poychology of the character. We will not know the psychology
nf'tha character and will even forget our ovm if we try to

force our own physical bedy to become thin, or fat, or stupid.
Then wve ha#u'nﬂ poychology, but only clich€s and dead bodies.

DEVELOPING THEZ ACTOR'S BODY:

I am trying to tell jnu as many practical thingo ao
32 cnh. therefore, 1 jump from one thing to the other. Cortﬁin
physical exercisec must be done as woll because our bodies
arae very hootile to us. They want to have resct and nothing
clse« In each muscle and joint we can feel that we are going

to fall aglecp ag goon as posciblo. It is our hunan unhappi-

ness to have phycical bodies which are sleopy and lagy. We

have to gotir thom a little, and awaken them by meanc of cur—l
tain exerclsec which can develop the whole body. The exercisos
are very cinple, but if we do tThem continuously and patiently,

we will got great rogultss

OLDING ~ FLOWING - FLYING ~ RADIATING HOVEMINT:

Thore are different kinds of movements which we do
every day without paying ‘attention to them, dbut in order to
exercise wo mugt do them consclously. TFor inatance, let us
choose @ movement which our bodies do in everyday life -

molding movenents, Try to make a cirecle in a molding way -

28 though you were molding the air wlth certain resistance
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which you have to overcome. If you have done i+ it the rigzht
Vay, you will have a feoling of increasged power, first in the
1imd which you are moving, and then in the whole body. At
The end you will have tho impression that you are younger and
stronger, and if you aro an actor, you will want to act.

| Then ﬁa can make another kind of movement - flowing
movements. How you look while you are noving must not Interest
you at all; Thego exerciseso aro onlyuweful if we remember
this. Try to make continuoug, flowing movements o that nothing
will stop them. Of courao, you will feol o duﬂirn'tn sleep,
but go on continuously, You ecan uge your own hﬂdﬁ In the same
way = any movement will be right. If this flowing movement
ig done right and long enough, it will awakcn in you the feol~-
ing that you aro poychologically gntting uurmar. thnt you want
to radiata. to give your warnth to your audience. You will
want to act with your hear®. When you are doing molding
movenents, you want to act with your will, but in thesge flowing
movemente you want to act with your heart.

The third kind of movement is flying movementa.

Flying poychologically - we don't have to give the impression
of a flying being -~ it is. important that we foel that we are
flying when we make theso movements. After such flying move-
ments we will got the feeling that we are happy and gay. If
We are really filled with feolings of g;iety, we will get the

Same desire to cet and.ito give our gay feelings to our 2udience,
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At the oame %time, of coursec, our body becomed flexible in a
certain wayy which actors neods A juggler who uses his body
in everything he does will need other different exercisou.
but for ua,-as actors, thece are tho muﬁt important because
thoy awnkuﬁ our musgscles, our whole body by meang of the psy-
,_chnlaéy. To be able TO flyiin a.pﬂycholugical fact, to bo
able to mold strongly or to flnﬁf ig a peychological fact.

The last kind of rovement ig a radinting movement.

. Spread or ﬂﬁrdﬁch-your apm-and hond and raﬁiﬂtn - just radi-
ato without any hesitaticne You will geo how eagy 1t is to
radiate in thig viaye WGrcun radinte without any movenenis,
t+too., Radiate so that you fecl thnt you are covcring SPRCCe
Radiate to the starsce 1£ tho actor on the stage knows that
he radiotes, tho audience will beliove 1%,

mhose four kinda of movenent, molding, flowing,
fivingz, and radieting aro of such 2 nature that you will sec,
iT you exorclaoo thanm, thet they will awaken your body s0 that
1+ will bo able to incorporate, o initate your own imagina-
+lon, If we sce King Lear running on the heath, and if our
bedy ic awakened and io ablo to oboy thege four different
poychological movemenis, We can follow hime. And we will Bee
$n hin pany more things because if the body is developed in
this way, tho body will begin to think and understand things.
1 one’s body is flexible enough, it becomec an organ for

understanding, If Lear falls down on the ground, how he falls
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in my imagination 1 know it by means of my own body, and my
body does tho same - even the impuloe %o do it is enough -
my body diﬁcavﬂrﬂ tho poychology of Lear. Qur bodies becone
our braing, able to hear, to see, to feel, to do everything.
When we have developed our bodies my means of these
exercices, wo can try to do the following thing. We can read
the part which wo have chosen for exarbipc - agniﬁ 1ot us
take King Lear -~ and we will heor and see things which our

body will permit us, “"Blow, winds, and crack your checoks!

_.rage! :ﬁlnwl“ If you imagine thisc ceene, you may see that hare

our bedy, aa an organ of undarﬁtnnding'whlch Lo penotrating
into the psychology, can gco that Lear is at thio momont
Tilled with will,

0f course, many eoxplanaticns can be glven for this -
moyre or less psychological analysic - why he io filled with
will at this time because he wants to get rid of...because

he wantg %o.beconossobut that ic not important, How vou sea

it, that ig our mianp of understanding it. "You cataracto and
hurricargs,” if you will follow your imagination, you ﬁill sec
that he tecomes llke water - flewing movements - and you will
speak thege words differﬂhtly and will act then differently.
0f course, 1t io mixes with will and ather things, too. "You
sulphurous and thought-executing fires,” can be radiating
movements - with our bodies we are radiating. "Oak~cleaving

thunderbolis,” our body knows - everywhero lightning. Then
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another nmoment comes, “And thou, all-shaking thunder, smite
fla%t the thick rotundity o' the world!" Agaln that is a
molding quality.

And so, by the means of our developed bodies, ve
will be able to see the character in our imagination in a

different way than we would be able to without our bedles,

~whizh have become our brain.

STACCATO AND LECGATO HOVEIENTSs
| There 1o another kind of movement which it io good
to do. 7Two extremoipossibilities which the human body can

praduce. Ono ig the sharpest possible staceato - try to

shayply stretch out your arm and hand and fix it. You must

be able to stop as if dead., iWhen wetry roally to stop our

_ bedy completely, it begina to move in a2nother way. It is not

inmportant to get thio physical ability, but pﬂycﬁalagically

it 1s important that we hﬁvn this asgurance that we are like
gtone, or ag though dead. It will awaken again certain things
in our bedy which will become more flexible, we will be able
to control it more than before, and, thirdly, it is nnufhcr
1ittlo "eye” which our body may have while imagining and
understanding what thﬁ chﬁructcr is doing. Our bedies are

conotantly imitating our images, and by this process of imi-

tating wo understand the inner life of the character,

The other kind of movement is quite tho opposlite -

logato, or flowing movement. IHere the peychology is different
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because we aro moving:constantly in all p2rts of our bodies

60 that nothing is in a étﬂtic state. Detween these two
poles are all <the movementits which we produce in.everyday Life,
but we dun'fp&y any atiention to them and don't develop them,
thurafarn.'thcx are not strong enough in us to be able to

become an inner Yoyo.®

THE CENTER:

How we come back to the iraginary bedy, thaot of Don
Quixote, for instanca, ‘When our bnﬁy hag becone fléxiblﬁ
cnough and is able to walk and t0o mova being in thig inaginary
body, then thers is another thing. We can imuginu here in
the centor of our chest an imaginary center, Thic center is
the thing upcon which our whole body, our phygsical bedy, or the
imaginary body of the churucter+dupendﬂ. iThen we afa walking
in everyday 1ife, wo can imagine we aro noving forward
because this imaginary center, which harmenizZes our whole
body, moven forward and Wwe follow ite Then we can move with
more inner power and expressivenoss because there ig sonething
which kills in ug the thing which wo call "dragzing our body, ®
from weariness or bad hablits which we accept and submit to,
70 must not aﬁcept these things,

We nmust alwaya imagine that we have a perfect body,
and inwardly wa-ﬁa have perfect bodies if we See them and +4hat
1z the mz2in thing here with the center, Tﬁe canter is the
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ldeal center of an ideal body. If the center moves in a
certalin way, then no matter how I was dborn, I have to move
beautifully, strongly, being sure that the center leads ne
forvward, _Qr I follow the invitation of nmy center to sit
dowmn, to get up, etce I will Yo alwaygs nore sound and will
have, in timo, o bedy which will bo abl& to become another
k¥ind of body becouse this bedy with the sound coenter is so
healthy, se right, go beautiful, psycholegically speaking,
that is fc easy for one who has such 2 center to become guch
a porson. Bocauge of this centers and if the imaginary body
vill zive nome suggeationu,

This conter can do everything and can insplre us in
every way. Imagine that you are walking, being led by this
centor, in theo normal way. Now imagine that this center is
displaced - immediately you have a different baedy and o dif-
ferent psychology. This imaginory center having dropped down,
let us say, suggeots a poychologlcel thinge As you have
perhaps notlced, 2ll these thinga which are so easy to do and
to imagine outcido of ug, influence us strongly, much more
gtrongly than if we try to bacomo, for instance, gay er sad,.
By means of ouch imuginafﬁ things we just coax our feelingsc.
"e awaken themn, and thoy react on all thege invitations.

Thoy answer us g}&dly because they are not forced. now let

us place the center above our head. GQuite @ different psycho-

logy and kind of movement. The whole psychology will becone
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anothor one. The center can be 2 very small thing, here. or

B

therss Now we can put the center over our shoulder, and it
becomec suspiciouse And so ons This center is just the
esgence of the thing, and it will help us to find the character

much goonors,

Quentions and Answorss

Quastions liont of the people here are very interested in

i 2 iﬁbruving themaelves as actors, and in getting & chance to be

....8aen. They want to wuéh. They want to lease a theatre for a

year, to be used ag an experimental workshop., Would you come

down once in a while and take over the work?

Questions You gaid you would glve your opinion of the theatre
of the future. WwWhat do fou im:ginu the ideal acting would bo
in the future? Hhut would you liko to ace in the theatre of
the future? Wwhat kind of acting? How would you achiove this
Theatro of the future?

Answor (Michael Chekhov)s I have tried to touch upon this

proobolem, but I cannot expre&cfmyuuif;“aduquatély. In a2 few.
words I can saﬁ that the actor of the future must be a person
who will be ﬁblc to act everything given to him - a very
naturaliatlic play, or a very high tragedy, or a clown, or
whatever it is, but the main thing will be how to nct. The
2ctor who willdavelop himself as I have tried to eXplain today,

will, first of all, discover himself as a human being with a



i'a Chekhov January 29, 1942

tremendous will, & very big heart; and an imagination which
bocomes almost real. Then such an actor wlll be able to
angwer the probloms of today, of z2ny time in which he lives.
He will be able to ancwer not only by means of a good play
ur'bﬁ the ﬁnrk of & clover author, but will answer theso
questions himgelf, by opening himself to the peint where 211
politencsa and shamo will ve left behind. IS thetheatre is
a gerious thing, which it can and must be, then the actuf
cannot appear on the Etagﬁ without being able to open every-
thing he has and show his individuality, his real h;urt. his
real will, hccauaﬁ there is nothing more intcrﬂufing and
helpful and even frightening than to see @& person as he
really is., DNot how they smile and say, "How do you do?"

but hew it is Inside.

The theatre has arisen, as we know, from deep sources,
from mysteries, and people who became actors were sonchow
connected with so many mysteriouga things around them in the
world and in thelr ﬂurrnundingﬂ..in other people, in the conpo-
sition nf'thnir lives, of the events of history, of things
which those qncient people found ﬂfgnificant in the senge that
they caw a person, for inatance, and they saw the destiny of
that person. They could feel thd tragic and happy life of the
pergon becaucse they had insight for such things, and they didn’t
know how to close themaelves beccuge they were not egotistical.

If one is éluﬂqg, then he walks through life abgolutely
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egotictically, hecause he isc only taking and not giving
anything. On the stage ve have to zive ourselves. If one
acts Othello, the actor must give himsalf-cumplutﬁly. This
kind nf acting will, of course, bring now playwrights. They
will not be so primitive, oo superficial. A person't destiny,

.. .unhappiness, happinesgs, sins, rdbigiaus feelings, everything

will be taken into consideration,

how. imagino that we are so closed, o unprepared to
meet people who will céﬁc fron some occupied country, and they
will buy a ticﬁet and sit in ouxr theatre. How do you think
they will feel? Can we perform beforo then the things we are
giving the public now? We take a cigarette and smoke it and
lean on something - such_ncting will not interest tham; They
have peen death. They havq-sunn their parents, thcié brides,
thelr friends, thelr children destroyed - they den®t know
where they are - they were blecding, thoy are bleeding - they
are crying inwardly for help which no ono can give thems They
are going threough such a life now that if I were acting on
the stage, I do not think that I could appear before them.
I don't walk with my frieqdﬂ with a bayonnat - two faces are
there and suddenly one disappedrs = he is bleeding - it is an
experience in which years and years of life are included in
such a nmoment. |

Don®t you think that this is tho enswer to what kind

of plays we must expeet from pleywrights, and how we, ag
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actors nmust act, We cannot face such people with a smile
and say, "Hew do you do?"”. It is not possible, Théy will
be aghamed, and we will be ashamed. Thero will be 2 wall
between us. Ve must tear our hearts & little, and eay if I
an perforning for you, I must play with my heart, with my
whole will. I have to have another psychological technique -
1 have to be able to becomo tremendously radiating and with
enormous pever being able to mold things ingide of ne.

Thoe ucfur of the future must be a porson different
Irom any other person because of the war, becauge he ia going
to face people who ave gﬁing through such & life, such a rﬁul
1ife, such a school that they will have differcnt eara, dif-
ferent eyco, different questions. We will have +to gcatisfy
them by recreating our nature and, firot of all, psychologic~-
ally, if we are actors, we have to discover means of eXprossion
which will E?anvoy our decpest thoughts and feelings - our
hearts and wills],

Quagtiono and Answergs

Queaticnt You have tralned a lot of actors. What do you

think we lack mopt?

Answer (Hichael Chekhov)s Our abilities are not yot beyond
the threshold which makes an actor 2 real magician. Everyono
mugt choose for himself thinge which he feels he necds becauge

while it 1s important to have a method and 4o take it
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individually, not pedentically, each must choose certain
fhinge for himself, Thero are general things which have to

be exercised. For instance, concentration. It m2y be dull

work, but without it one cannot go on very far becauge with-

out it onec is somehow inwardly blind. Then imagination is

just ac important, and co are bodilv exercices, properly dono.

Questiong

It nedﬁﬂ to me that each of the four exercisosn
which 1o specificsssWhat T want to know is how to uge that
particular emotion in a particular scenc. . What oteps must I

taku to uge two lovaels of concentration?

Anowoer (Michael cChokhov): Our business 2o cctors is to awa-

ken our emotiong without thinking of any vparticular ﬁurt.
Simply to onrich our subeongclousness, to be able +o radiate,
that 1g enough becauce then you will, by meanag of your intu-
ition, find out how and what you have to uge to awakon your
¢notions, or your will and everything. We can interfere
concclously with our creative process only to a certain
degree ~ we should not go beyond certain limits, otherwige we
nay becomulintﬂllactuullyldry, and it will be somchow like a
ballast on our subconscious abilities,

By exercising, developing, and awakening things
inside of us in general, that is the first step, If you feel

you are able %o radiate and do other such things, if you are
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redlly able, then they will come 2% the right time on their
cwn, and then it will be valuable. To answer your quastien
directly, how can we call up certain feelings which we think

are goed for this particular moment? It requires more time,

Questions By the uze of tho imazes you have demonstrated, it
seeng to me that one simple thing is being expressed at a
time. But human behaviour has many variations going on at

the same time. A human being can be laughing and erying at

.the same time. HnﬁJcaﬁ'you combine these types of beohaviour

'hy the use of these imagea?

Anawor: (fiichael Chekhov): It iz zn important question which

I will answer in genoral., There is @ point in our iethed
called "two levels® - it is very important because it makes

the real art., When one is tall and sﬁprt at the same time,

for instance. Thore are mecns to develop ourgelveg as actors
80 that we can act a2t once on two levels. “When our acting is
on one level, it is so dull, Shakespeare or a nodern playvwright
will bocome dull immediately., Oﬁf work must be on two, porhaps

even three or four levels.

L]

Question: , Have you found any theatre in any country which

approaches the ideal?

answver (liichael Chokhov): The ideal theatre requires a consgtant

group because if you are developed ideally but zre all alone,
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and the other actorg do not know anything about these ideal
things, you cannot dﬁ very much. So it has to be a group,
and here in Amﬁrinu ve have tried to develop such a group.
Here Ilhava had the firs? opportunity to start this work, and

I am very gratefuls?d

Quegtions In the Soviet they have this quality, have they

not?

Anoweyr (iichael Chekhov)s They have & very strange group
situatiuh theres In Ruggia the theatres hﬁva pormancnt Zroups,
and thero is tho lethod of Stanislavagky. Stanislaveky trained
hio actors according to his Hethod, and thoy became the group
they were when he wag 2lives Tho firgt gonoration of Stanig-
1avsky actors wera real magtors of their art, with-ﬁ very

high standard. All the othexr theatros in Europe which I have
goon are like the theoatres in America - the actors come together

accidentally, as it were, for this or that play.

Quesntion: Your group ic the only one of its kind in this
country. How can we arrive at such a gtate? It is very dif-

ficult because no one elde is promoting the group idez.,

Anawer (Hichael Chekhov)s I think about it In the following

ways Everything depends on you. People who want to be ploncers
can do everything. You can build a group and you can say vwe

aro here, and wve want to serve this new theatre and build a
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foundation. You must be pioneers who will foresece what the
theatre will be today and tomorrow and the day after and what

you can add to the cultural life of tomorrow.

Guantiqnq- Unfnrﬁﬁn&tely, people are faced with financial
problems, and they tend to leave the group when the chance *o
make money comes. Out of such groups a few guccessful actorso
reach Broadway, butrtho grop} dien - the nucleus leaveg it .
for financial rezsons. Hﬂt-many people want to stick together

for yeara.

Answer (michzel. Chekhov)s It 1s 2o very difficult problem, and

from certain points of view we cannot solve it because if you
need meney, you need it. But still there is a 1ittle door
Tthrough which we can enter a small room, and having very little
Time but a strong will and tho desire to do gomething which

may later on grow into something which we cannot even foreseg.

Quegtions Regarding this future actor. If he has mastoraed

the technique of concentration and imagination and is con-
irented by a script, would you say that he would be dovelnped
in such a way that he would be able to give a perfect reading
on the first day?

Angwer (liichael Chekhov): The manner in which the actors ara

compelled to work now will not give us any help. Therefore,

I eay that we must find 2 small door and a small room and try
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to develop there certain things which are not allowed to be
done on Broadway. We must work and be patient and not imposge
Broadwayfis manner of work on our manner of worke The first
step 1o to train ourselves as much asg pogeible, and when the
nature of éhu actor is changed even a 1little, then I 2m suro
wo will find a way to work ﬂimﬁltanaﬂuﬁly with the work being
done on Broadway, and perhaps after years ve will becnmn vic-
turinuﬂ. But to persuade ﬂrnudway to changn its manner of

rehearsale and directing is imposaible.

Questions Should we oxpect of ourselves +the ability to get

up and give a porfect reading of any character?

Answor (Michael Chekhov)s I think s0 because if these abili-

ties are really there, and are fully doveloped, it will be a
great economy of time because you will have, as it wWere,
butions you can press inside of you with a certain ease. Tho
Tirst reading will be at the gane time, the first imagining, .
the first incorporating, the first characterization -~ it will

vork together all at onco,

Questiont Have you written a book?

Answers - I am writing a book and have been for some +time now.

I hope +to finizh it snon.z

Questinn: I am sure we are all very moved by people who have
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been through the ware We now have an organization which

gives showg to the nen in the arnys Don't you think it would

be wondaerful if We could

Answer (lidchael Chekhov)

whethor wo

I think it is the rig

would find a response 05 the idea on
the government now 1 cannot say,

ht way, but

the part of

It muast bvo something which

will perﬁuadn them, The only

way would be to prepare a play
then ask thenm to let

1life of +the country in thig WaY o

and show it, and us serve the &ultural

That geeng to be moro

practical than +o iry to persuade then theoreticully.

Questiong About critics,

to take some of their power avay from them? How

can we buck
thic situation?
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