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CHOUNDS fOR ACTING

IMAGINARION

THE OBJECTIVE |

THE ARCHETYPAL FSYCHOLOGICAL Gr3TURL

FURYTHMY AMD T%E ARCHLETYFAL GESTURL
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GROUNDS FOR ACTLING:

T am always a 1ittle blt susplclous that we are not
takingz cerfiain grounds when we begin our rehearsals. “hen I
try to explain certaln thinzs aboub the character or situatlon
or atmosphere, cto., I aluays expect the zround to te taken.
If 1t is not, then thlis is a very interestinz and dangerous
thing. margine that we Hﬁve ao method,and all these thlngs the

Alrector will tell you are nothing, and ve are only relying on

nceidenta and the same thhngs which we see 1in the usual btneatres;
then we are helpless, But if the dlrector glres sore suggestlions,
and if he really appeals to the lzagination, 1t 1s quite differ-
ent. The first case is an intellectual one, and the second case
1g an artliastic one; and the whole difference lies not 1in vords

of the director, bui in the receptlon of the actor,

“nhen the actor recelves the direcctiona and instructlons

with inner actlon, it is auite differeant, and the dlrector 1s

ahle to deserite things whieh will never te turned ilnto dry 1in-
tellectual content. If these things are baken by the geans of
ioacination, Lt makes a zreat difference nnd we are in a dlff-
| erent world - Lt becores wsychological. Please do not forzet

this, bLecause these two things are 30 close torether that the

danger too xreot. Sormetkmes I feel Auring our rehearsals knat

00 near.

)

1s
the danger 1\
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We will do the following exerclses: I will desoribe
certain scenes and characters, and 1 wiil stop and ask you
what grounds you have taken. kirst, take everytling with your
imaginntion - forever and ever - and try to find as quickly
ag ponslble certain things in our Method which will help you
when you are entering the stage.

Exercise: Two ladies are sitting in the drawlng
roon and spoaking about things which are very interesting for
both of them, but it seems that they are interested in the
thing itself; they are intercsted in the process of thinking
and speaking, and thls nakes then happy.

IMAGINATION:

Imagination 1a the language which the director and

actors speak to ecach other. Instead of intellectual under-

atanding - imagination. Thls 1s abgolutcly nccesoary, NOC
only for speaking but for oroating. The objective actually
19 not somothing which must be put {nto words. If the imag-
tnation ig strong enough, and 1f it has a roal touch of the
innor life, then, of course, the imagination can be taken
ag a ground 1tself,
THE OBJECTIVL:

with full activity try to find the objective ln
thig scone: A very dark epace, and far awvay 1in this dark sgpace
we gee a small light moving and flickering. Ve do not know

whother wo are standing on the roadway or in a fleld, whether

there are rocks or sea around ua, A strange noise like wind

or sen or thunder - very strange sounds, and we do not know
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what they are. 'The flickering light come8 nearer and nearor,
Finally we rerxenber the words, "Come, come quickly," addressed
to this light, \

For thia sentence, what wlll you do? What could yonu
find for the sentencoe after it wag broken inside? Could you
find the objective?

Change of atmospherc and thoe objoctive: find soce
way out of this situation. The light may be ny way of releaso.
I was taking atnoophere principally and changos of atmosphere.
Thia way out = I want to be froco of this uncortainty.

wWwhen the objootivo 1g feolt, 1¢ 1o folt nuch deepor
than the words are expresscd, and this 1s vory lmportant to
know, For instance, 1 wlll take this inner experience, "The
light 13 there," wordlensly, ags an obJjecotivo. It iz sometinmes
enough, I fcecl it io an objecetlive: I take it 22 an objecotive.
This 13 a vory characterlstic case, and liro. Elnhirst could
find nmany worda to desorile it; but the objective ig alroady
thoro without worda, which ig very pososible and very good.
Hnuaver.}gn do not know that 1t 1s pogsible to have tho ob-
Jective, then we ocould be lost.

Now, qulte a difforent example, and I will give you
the task: Will you, as quickly as poasiblo, find the objective
in this scenc. A bookshop with a vory nice young lady who is
trying to ochooge a bvook, and a young clerkt who 18 very wmuch

attracted to this young lady. When he heilds hor the book, his

hand shakes and the book falls, He 1s very ashared, and as he

tries to pick it up bnaps his head, which, of course, increases
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hig confusion and he makes apologies. . The girl laugha at hinm
quietly. In final desperation he calls gomcone elase to con-
plete the sale, meanwhile sticking hls finger in hisg eye, and
then he begins to crye.

that ere the objectives for this? The condition
being that the young clerk becomes more and more emotional,
and tho objective coming from it that he wantas to be clear of
this ever wildening cirole.

I tako this vory difficult example to illustrate ny
point, ag the objoctive socnms to be changed each moment, You
can try to find objeoctlves for tho whole, or start with one
objective, or a certain moment. Then try to find more and more
the objcotivoe which will cmbarrasg everyonc., Oxr divide the

ing into two parts. Everything is posgidble, Thero are no

sapecinl ruleg, as thls case I have givon you 1ls especlally
difficuls: (1) I want to appear bofore her in the noaot
attractive form, with the condition that everything I do is

turned against me. (2) I want to bask in this warm 1light,
to open myself in this light, with the condition that every-
thing ¥ do I lose more each timao.

It i8 Aimportant to know that I can take an inner
experionce in a wordless way, an& it 18 soumetimesg nothing.
You may feel it as an objeoctlvo and take 1t as an objective,
even without baing able to deseribe 1t. The objecilve has
already been exporienced without words, and this ls very pos-

gible and very good.
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It 13 very lnteresting that @herﬂ are actually two
things to do. To find the objective without any words, but
the abillity to have the objective. The other thing 1s to
elahorate the objective and make 1t clenrer, and for thls we
aay use plotures and so coms to the clear fora of the objeotive,
which 18 exprossed in words. By trylng to find this clearer
forn, we are at the seme time elaborating our objectlive, bho-
cauge if I am choosing the right word, I am d?ing it somewhere
ingide, and the objective i3 getting clearer and clearer,

THE ARCHETYPAL PSYCHOLOGICAL CGESTURE!

Try once the whole gituation in the form of a
psychological gesture. It i1s right, of course, that the 2s-
ture 1a not at once guite cleer, tecause %o know that on
principle all gestures must bo discovered, as 211 art has to
be discovered. Therefore some gestures will come only at the
end of a long period of work; and in this case 1 think 1t 1is very
difficult to find the gesture. ©One thing, 1t nust not be de-
soriptive, I am a 1little afrald that the gesturee are too coa-
plicated.

In a psychological gesturoe the outer form may be
quite similar to another gesture, but the lnner experience,
the qualities, may make it lLbsolutely different for you.

Our aim is to met the most archetypal gesture,

Psychologlcenl zesture 13 archetypal, just ag rhythm

15 archetypal. All these things are one. Therefore, there

13 no real difference betwesen them. Very ofton we speak of

them as being different doors leadling lnto the same room,
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It 18 vory important to understand that all these things are

one thing. Diffexrent doors to enter thé sage room, although
the doors

all /are completely different.

Psychological gestures are not syambols ~ thoy arec
absolutoly conocretec things -~ as concrote as the floor. Ono of
the big mistakes 1a that we do not do the gosture with the whole
being, tho full being., If with the whole boing we do the pay-
chologlcal gesture, then 1t 18 not a symbol = it 15 a conorecte
Tact. -

I have noticed that the gesture you have done now
wags not done fully, It must boe done wilth the whole being. It
1s posgible for the actor to undorstand inwardly the weaning of
the gegturo, and thore 19 no need to stop the rochearsal and roe-
hearse the gesturec. The actor can do this gesture inside, per-
haps half-consclously, and this may ha quite enoush. Half-
consoclounly the actor has undorstoocd and accented with his
lmagination the meaning of the gesture, and that may he enoush;
but, on the other hand, in another case it night be necessary
to work for days and weeks on a certain gesture., It is quite
difforent, and wo must always feel we are flezible enough to

knew to what oxtent wo have to concentrate on this or that »oint

of tho Kothod and not to always take them too pedantically.

EURYTHNY AND THE ARCHETYPAL GESTURE

urythny gestures are the most ﬁfnhntypal. the most

beautiful, the most full, the most right., Therefore, if we take

the eurythaoy gesture as a ground for some part of the play, it
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is tho ideal case; but I have never mentioned this because until
wo arc very famlliar with these zestures, it 1s better not to take
them, Eurythmy 13 such a hizh t?ing that 1t can inspirec a person
for hls whole creative lifework., It la the ideal case, It 1s
objeective, Eurythmy gestures n:%f?%ﬂ same ag psychologleal
gegtures., ZIZurythmy is sowmathlng which exlsts objectlively in the
world; psychologlcal genture ig somethling we create for a parti-
cular purposc. On the prinociple 1t 1s the same; but the psycho-
logical gesturc 1g not so objective or profound., It 1s not
coamlc.

Curythnyliincorporates gestures which always exist 1in
the whole world: (a) The sun riges, the spring comes, the bud

openo, All these things arc exprossed in a geature of “4hi?®

To a sertein extent it 1s desgseriptive because it 1s every kind
of opening, but 1t 1sg not aliwnys so descriptivo,

How desoriptive the eurythmy gesture ic is not lopor-
tant, tocause all the gestures in aurythmg are absolutely arche-
typal, and thig 15 more or less exceptional where the bud is
opening itself. Vhen the sun rlsecs, I an astonished and I adoire
gonething. In each spcoial case it 13 nmore or lessg descriptive.
In ourrthay therc 1s no danger of the gosturos boing descriptive;
but in our case, as we are golng to create our own gesture, 1t
ia botter to be ag far as possible removed from thigs world of
desoription, bocause it 19 an action for wh;uh wa are trying to
find the world of the archetype.

Wo are not always compelled to do the psychological

gogture physically, but 1f wo are doing the gesture inwardly only,
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then 1t must be done with tho whole belng as well, There is
no rule whether we have to do 1t outwardly or inwardly - 1t is
quito free = but the rule 1s fhat we must do it wlth our whole

baing and never do it wnakly. ithen the director glves a a'gz-

gagtlon and gays "gosture,” we must alweys be able to turn it at

once into 2 mora or less clear forn.

Y THT:

3mnll oxerclises on rhythni Alan and Peter will start
to inprovise by saying, "How are you?" “Thanik you, I am well,
How are you?" "I am very well, thank you." Conduct thls musl-
cal pattern and we have ta sece whether 1t corresponds,.

There are differont moments which are pernaps complete
in this, but the conncction between different moments is not
catablished. Noiw today we shall try to do thia., W1lll you
please gpeak the whole thing with the feellng of tho whole,
which wlill embracec use.

An opening phrace, and answering phrase. 4ill you
" pleagse fron this point of view try to speak, for I nobtice you
have found itt. I wag longing for this thing whloh ecabraces
the anole thing. Tho whole thing nmust be started and finished
with ncoesalty.

Wow, we are doing around this exerclse many things
which can lead us to good results, You are the orchestra,.
Inaglne fantastic instrucents which help you. ¥You have to nake
noiseco. The conductor will suggest things, and you will follow

hin and make beautiful nolses in symphony. Ihls exercise re=-

quires real concentration through contact,



