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FEELING OFY BEAUTY - AESTHETIC CONSCIEZNCE:

.'i.

#e must find our aesthetic conscience - psycholosical

beauty - not physical beauty. This psychological beauty will
penetrate, with time, not only our bodies, which we must show
from the stage, but they will become nore beautiful from the

inside, not from the outside, Always Xnock at the door of this

artistic conscience. This always gives real pleasure. In each

human being and in each human body there sits the most fine
musice Tozwaiken this music there are so many means, and hu-

ranity needs so many beautiful means. One of %hem is +o appeal

©0 this aesthatic conscisnce,

70 find tho processes which are Zoing on in our being,

and for an actor or a singer it is absolutely important not only

Te be in connection with the music asg it 18 in our cultural 1ifae,
not only to know the meter and rhythm in the SONng = wWe may Xnow

it - but it is important to have the music in each part of

our
body. That is what we noed most - to find the avproach %o
everything, to musie, to dance, to sinazing, to our ari, sic.

;-C"‘u 'JQFI{}I- :

Such simple exercises as walkinz zcross the room will
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teach you very much, if you understand the lmportance of these
simple exercises in concentrition, For examnple let us concen-
trate nﬁ the number one sign on the chair. There are two ap-
proaches: we may desire to be concentrated on more interesiing
thinegs, but this is wrong. At the moment when you try to make
the problem more complicated than simply to concentrate, you
will lose a number of stens, and jump to another level, but
you will never get back this lost time. You must start at the
very heginning.fbln concentrating, what is the most important
thing? The ansﬁer is to concentrate on things which are not
at 2ll interesting. If you *ry to concentrate on things which
interest and attract you, will you succeed at once? ot at
all, it is quite useless bectuze you will only be concentrating
on something you like. But if you will try to concentrate on
number one on the chair many times, until you feel it migzht be
better to commit suicide than to continue, and then to continue
with this wninteresting thing, this is the real beginning of
concentration. The same ig true with such a simple thing as
walking across the floor to exXercise the feeling of bdeauty.

The exorcise must be taken in such a simple form,
but as if it were the most complicated nsychological and phys-
ical task - only then will we get the right .result. We have
many complicated things in our prnfessiﬁn but we must always
come tack to the most simple ones. The awakening of the music

which lies hidden in our bodies is what we must exercise, by
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repeating the walk across the roon,

vie nave read that Eoetha has given the impression.
that he was himself a piece of art., VWhat does this mean? It
means that his aesthetic consclence was awakened to the fullest’
extent, so that in cach of his smallest movements he was pro- ‘
ducing, as it were, this aesthetic conscience. Therofore,
everyong has written that he was himself like a piece of art.
vut we actors, singers and dancers must be pleces of art at
least to a certain extent, if not then we are only usual pceople

walking on the street.

CrEELING OF THE WHOLE:
But this feeling of zesthetic conscience iz not every-
thing - there are other things around it which are like brothers

and sisters, and one of these things is the ability we have to

develop, the ability to take, to anticipate, to foresee, to ex-
perience everything which we are going to do psychologically

or physically, as a_wholo thing. A complete whole thing.

Repeat the exercise of knocking at the door of your
aegthetic conscience, with the feeling that the procesgss of
getting up is a whole complete thing. We must feel that every-
thing, even the smallest things are great things, then we will
be able to do bigzer things, Start with small things and elab-
orate them as if they were great, and then we will keep and
develop this ability to create big things. Sit down with the

Teeling that this is a complete, great, important work - a
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creative thing.

‘Ii
You must listen to the pleasure which streams out of

your body. You have to drink in this aesthetic pleasure, be-
caugse that feeds your actor®s soul. To do averything with
pleasure, that means to go the artistic way - the artistic wayl
ig full of suffering, but it is also full of pleasure and en-
joyment. You must take this nsychological food of pleasure by
doing the exercises., It must not be the aim, of course, dbut

the pleasure which lives there must be taken into our work, and
that will feed us, e are born with this feeling of the conm-
plete whole, but we must become congcious of it, we must develop
it.

Every actor in the whole world has instinctively this
feeling of the whole, and if you will try to remember perfor-
mances which you have watched, you will see that the actor's
nature is satriving for the poasibility to apply this feeling
of the whole, sometimes good and sometimes stupid., The neces-
sity to catisfy this feeling of the whole will dictate many
things for the actor. I Iknow one actor who was always full of
great temperament, for no reason, but he had a beautiful feel-
ing for the whole - something complete - sometimes very stupid,

Repeat the exercise of gutting up and walking through
both rooms, turn and go back and sit down and take the whole
process as & whole complete thing, on the basis of the aesthetic
consclences Thig is one unbroken line of which you are the cre-

atore
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FEELING OF FASE: \

These two brothers, tThe assthetic conscience and the
feeling of the whole, have a third brother which is the feeling
of being ecasy, not to be bound at all. I want you to do the
same exXerclises by adding a feeling of cases YTou must get up
with the aeathotic conscience, the feeling of the whole, and
with eases The feeling of case avagkens mﬂﬁﬁ things which ara
necessary for our profession, and one of these is that it gives
the important possibility to use different tompos, which for

the human being is sometimes very diZficult.

TENPO1

Human nature inclines towards two different things -
either to become slower and slower - which is lack of activity
or life - or gsenseless increasing of the tempo. These are two
dangers - to get quicker without any necessity, or to go slowar
in spitec of the necessity. But the real use of tempo is only
po8sible when we are free in all the means we have to apply.
Real freedom and ease, these are important things which we will
develop. VWhen wo are casy we are able to find the different

tempos - tenmpo is not only time, it is also gualitv,
T P -y 110, '}

Repeat again the exercise of walking through the rooms

AT TIEVITE il SaCLSiaCtion Of ICCLIiNgZ CIe 1: 19 @ wWhole accom=

plished thing. Repeat it with very slow tempo,

FEELING OF IFORE:
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The fourth brother is the feelinz nf.furm. You musy
exercise this feeling of fu;ﬁ. not only by having some forms
in your hands, or by touching a thing; you have %o exercise
this in your body as a form. Ve forget *that our body is a form,
but this is go important for use. Yehudi lMenuhin loves his vio-
1in and he loves the form of it. This is his life, his instru-
ment, Ve have the same thing in our profession - we have our
body, but we are not quite conscious of the form we have as our
body. We must awaken this feeling of our body's form.

Then we have to experience psychologzical forms which
are quite invisible, For instance, let us say that 1 have
spoken an angry word. I must be able to experience this invis-
ivle form which I have uttored - the form of invisible things

and inaudible thinge as well. For us as actors, averything

muet be a form. T to exmerience yvour cwn body 253 & form.
ry P

If the result is primitive and rude at the beginning it does
not matter. By repeating this exercise, you will come %o the
vnderstanding which some great artists have had - what beauty
is in the human bedy. e wonder what is so beautiful about 1T,
but we muct uvnderstand this real beauty through the feeling of
form.

We have been told that the human body is music from
the sense of this inaudible thing, form. We must experience
the archetype of ‘the human body, then we will get the beauty

of it. =ach thing can be experienced as a form, psychologically,
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or physically. Let us exercise by getting up with the experi-
ence of getting up as a molding or modelling of form. !lave the

feeling that this is a movable, living form,

SPEECH AND HOVEMENT: Old Studentg:

When you are doing your improvisations, there are two
things which are lacking - the words are leost, and the quality

of your movements is lost, During improvisations I feel that

your movements are of a very low standard, as if you have never

had any experience with our lessons., There is still a thick

wall between the school and your acting. This wall must be

broken with time. It must be broken go that our school must

be in our theatre, and cur theatre in our school, All our ex-
grcisaes must be one thing - now they are still very far awvay,
Therefore, we nust spend some time again on very simple movements -
molding, floating, flying, radiating movements.

You must irmprovise better and better, and then the

next step will be to have some rhythmical pattern to do, This
is the next stage, and in it we have to use different things.
This is the way to rhythm in our work, but we started our ex-
ercises in this too ecarly.
ARCHWTYPAL MOVEMENT:

wWwe must have poetry in our exercises, then we will
have prose on thae stage. e must have poetry in our exercises,

and in our acting on the stage, and if we are not able to de-

fine these two things we will only have amateurs on the staze,
[ ] =
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wovement as such must be arcqatypal, There are two different
things on the stage - acting and dance, 3and what we are doing
lies in between. It is not dance, it is not acting, it is pure
use of the qualities of our bodies - qualities which penetrate
the whole body. We can fill our bodies with the quality of
heaviness, or fleating, or radiating, otec., just by standing
still.

The archetype expresses the meaning of everything in
this exercise. Dance is not archetypal because it eXpresses

some personal emoticns. The same movement as a guality which

you want to express is quite different, because it is arche-
typals It is not necessary to have a feeling of truth in this
exercise, it is only the idea of something heavy. You nust take
it absolutely abstractly - something heavy, nothing more. Fron
vhere must I take this quality? It must not be taken the same
ag concrete things, but a certain kind of activity must fill
each part., What kind of quality lies in our body? As acitors
we must be able to £ill our bhody with different kinds of quali-
ties. The body is a vessel which we must £ill with this or
that feeling, this or that quality.

Your faces sometimes steal your power from you. The
face is always inclined to steal power, that is why 1 suggest
that you forget your faces sometimes. ULon't allew your faces
to steal the activity of your bodies. The eyes have always the

right to radiate and speak, but the face must be Transparens -
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not that you are doing something withiit, but if it happens
of itzelf. In the films ﬁhé‘actor must be transparent and
truthful, because the camera ié so quick to pick up, things.
In our vrofession it is the same ~ it must be sparking and
r2diatinge s

Let us continue with the feelings of form, easae, the
whole, etec, VWe do not have to be arfraid of nervousness on the
stage if we are performing, but the moment we are really ner-
vous then art flies away. All these gqualities such as natural
grace, for instance, what does it mean? It means that all
these psychological gualities are in the person. 'e are able

to exercise all these things psychologically through wanting

o get thems I knew one young actor who was awionwvard, but he
got the desire to be graceful and easy, and after some years

of exercisea-he was a very graceful young man, only because

he wvanted it so ruch,

Iimmroviasation:d

The continuation of the scene betireen the mother and
the sons After the mother leaves the room, another man appears
like a2 devil before the son. This other man knows his destiny
and he is ready to do anything. He is very surprised that the
gon has quite changed everything about hinself, and he becomes
like a cringing doge The son does not believe in this, but he
vants to understand what lies behind this guise. The other

person Kills the son and disappears. The son is killed while
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he sits, and ve must not xnoy that he is dead - he just falls

down. The ground for the improvisaticn is the objectives; cne

to escape, and the other to control and destroy.



