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LIFE AlD DEATH IN OUR ARy
Sonetines in our art we are nearer o the death
and thon we are lesg artigta, whereas the nearer we are to
the life thoe greater artigts we become, iaturaligtie art is
in the middle betwoen death and lifo, and this kind of death
and life which we see in the naturaligtic theatre is not art
because there is +too much copying, too much use of dead means
of expression, Art is something which is nuch more full of
life than life itself, therefore it is art and we 1eced some
speclal meang of expression to be artists, because the quallity

and quantity of its life is different {rom life itself,

CLICHES:

The nearer to death the more we are in the hands of
clich8s. it ig very important to undergtand that a clichd
13, of course, death. 3ut if we fight with the clich8, tryirs

to escape it we will make another mistake a:d will, wperhaps,

create another clicne or something of the kiid, ioweve., vie
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It is absolutely :.ccessary to develorn these two
reservolrs ~ ore of life a:M the other of death. ‘e must
1.0t bo afraid of the clichd because the clichd has forn,
and without form we cannot oxpress ourgelves and tliere will
9:1.1y te chaos, Gherefore vic avUst make some clicnés, but theyf
must ba filled with life., Ifit.were not so the questior vould

arise ag to whether we should have the form or the conteat,.

‘he ansvwer is we must have both. We can never have chily

form, because it ia cliche and death, nelther ca:. we have otly
content and 1ife, because life witheut form is chaos. Lherg-
fore, there is no questiocn of choosl:iy 2lthe:r form or content -

we mqust have both form .-and content,

alVisa LIPE TG THE FCRA:

Another question arises which is also wwroig. For
instarice, the actor may say that if the director is ;iving nme
so many forms he ¥ills my activity arnd creation, because tho
ghape or form he has 3et must be siven. But the shape, the
form must kXeen the life which the actor himself nust give to
it., %he dlirector is givinz the form and the actor is filling
the form with life., <T courge 1t must be a collaboratio:.
batween the director and the actor. 4he director has the ri:zht
to »ive a form and nmust do so, while the actor rust sive the
1ife te the form. ‘the moment that the actor :efuses To zlve
1ife 1o the ILorm thecx clichés are thera at ornce,

A3 an example, the wnole of Meyerihnld's life suffer-
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irng was because he gave beautifﬁl forms, but norie of his actors
filled them with life, becalise the actors around him were so
small and his imagination was so big;e iherefore, all the de-
mands to fill nis strangze and beautiful forms and gshapes were
hopeless, and rnow they say his imagiration is nothis: but shaﬁa.
i was 1ot ~uilty, but the actors were 1ot able to ill his
atrange forms ard shapes. 7his 1s the trajedy of nis 1ife,
If he were able to play all the roles nimgeld, thern we would
seec what a perius he ig,

we aust experience the same thi:g, the same danger
avery day. va are students and actors, but we must experlencs
nov the sane strugsle between shape {?arq} ai:d 1lifa., ae must
makXe an effort to vour the life into the shapo iﬁurmj and we
nave to do this every moment during any rehearsal whica is
ot a teclin:ical orne. Before the actor ;oes ¢ ihie staze and
tries to speak ~ before he owens his mouth - he nust already
have strengthened nis will to zive as mueh 1life as he possibly
can, and if he really wishes to do so he can ;:ive wery much
life, 3efore the actor begins to move on the stace he must
£111 his body with life. <this is the question ¢I bei::

vilth Ol art.

LIFE DUk InG FEHEARSALS:
if we take our profession seriously and are holest
towards it, we must nake an effort each day, each moment

when we are rehearsing, e mugt question ourselves truthiully,



d, Chaekhov June 23, 1337

and we will firnd that durinz gso mnany rehearsals we have nade
no effort to give life becalse it ig tirinz, ELverybody wants
to be very comfortable and they protest agalrst movin; tco
much. %the more 1life is in me, the more dead my body becones
because this means we become tired.

Therefore, the more alive [ am the nore my body
asks me to diminish the life, ard it makes_ sly and cunninz
efforts to find positions which require loss oenergy from it,
This is the language of our body, but we nust say that ihe
body exists because it will die. If the body lives comfortably,
then we are not artisig « this is our conflict, As an artist
it is not possible for me to live in my body and in my spifit,
otnherwise I would be half and half and that is the most dread-

Tul thil'n;-

FRIMCLLG = PEELYING = dILLING:

vihy have we spoken so auch about activity? lie nmust
understand by this that we are appealing to our life, to our
fire. iihy mugt we be active? Because ol the need to fill each
thing we are doing with 1life, with atmosvhere, radiatio:n, etc.
Activity in this genge is the 1life, ile have gnoken of the human
being as consigting of three parts - thinking, feelinz and will-
ingze Thinking can te dead and inartistic -« that is what we
call the intellectual appreach to everythin:, t moans that
nmy bralit and my body are absolutely lirfeless and lazy, and some

vaiue shadows are sheootln throusch my bLraic, “his is dead
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activity., wveath ls active in our bdbrain at such times, Ve

have a means to overcome this. and that is the imaginatio:.

THAGILATION
To have an imaye means to awaken life., WwWithout lifa;:

e are ;ot able to have an imaze.. The real inagirnation awakens

the 1life, and the life awakens the imasgirnation. o 1ot cou=

fuse Lt with cecol intellectual thinking of the image, It will

“ive you nothing. I can think about a yellew drason but it
Wwill give me nothing. The image is always :1u..%L s life, of
my life if I have exercised it ewough. Then the yellow dracon
#ill be something which will not let me be still, 'the inagi-
nation is the creation of life, and life is created ocut of

w“ha imagination - it I- one thing. fTherefore, the imaciration

1S one of the meang to wush this death as foar away as it is

necegsary in order to be an artist.

ATHOS: HERE

itho second means we have 1s atmosphere whilch is

apreallns to our feelin;is. + 18 only wosgsible to create

the atimoschere when we are sufficiently full of life to radiate
it out. Feelingzs and atmosphere which we try to radiate out

of ocurgelves is life, Lf we collect Ifeelin;s and Xeecn them

to ourselves, then as actora wae are deaﬂ, .r if I love some=-
one and never let them kiwow, I am dead. If we are cocllectin-

thinsgs ia ourselves then we are Xillin, our feelirws, but if

L

L

e are orenling our hearts Ve are discoverii.; and avaker:in: our



Jurie 23,

1. Chexnev

1ife in the rejyilon of our Zeell:.s.

\
CADIATLIC

When we are tryinz to radliate, we are doin: somethi:n:-
which is much more important for sur profession tham if we are -

acting a big part. Actors think they must have practice with

Wring

ihe

the exercise of radiation :ives the acior more tharn the whole
vart of iiamlet, if yon act it only with your i:ntellect and a
certain amount of hablts. ZIZverything which col.ceri.s our reel-

irizg8 = which we call radiation, atmosrhere, a:.d openln; our

nearts

we are

- is the way to devele: our life.

wverythin. vihich

collectirs, and nhidiri, and holdin: inside ourselves

is killing our life, 'the same feell:y:;, for exanule, ca: be

Le e

tilling or reviving - it 1s joy or it is sufferiny. -his is

Jr. Steiner's idea, If we are sufferii: and closi:: oursgselves
Wwe are dylaz, but if we are sufferii: ard ovendin: ourselves

irngide and sufferiny veiore thée vwnole world, ihen we are :-ei-
tiig 1life, arnd experience, and wisdom throush *this kind of
suffering. If we are naopy and collectirs our happliess inside

ourselves, or 1f we are open:inzg ourselves witih our

this is a ireat difference. +“his is rocessary feor our »nrofessicn

the reglol. of our feelligzs must have ouer. doorsg,
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will is aviakerad by soms imnulses coming to us from the outside,
that means that our will is)not awakened at all. ~for cxample,
if you sit on a tacik you will jumpup, but this is only a re-
Ilex and rnothing more. 3Zut if you have an objective to get
up slowly this involves your will, because you want Irom ine-
side and you are acting., Liere again vie have the beautiful
means ~iven us by Stanlslavsky - the objectilve. ihe objective

aviakerns the 1life in our will,

g CORSTRUCTICH CF THE RETLECD:

;oW you can see the beautiful corstructlor of our
Methed - atmosphere, imaziration, radiatlo:, opreniry our hearts,
arnd the cbjective. e have ourselves 1in ouravn hands and the
means to fight with all kinds of cliches, by filling the cliche
with imagination, with radiation, with the objective, and in
this way we will always have the mogt beautiful thing, 1here-
fore we must rotl be afrald of cliches, because with our method
they need not ve cliches.,

. erhaps the actor may think he is iull of 1life, but
he may only have clichés. 'hat is something elge, I an

actor has a cliche, and the audience is walting to see it, if
we gtudy this kind of clichg we will see that it is imever the
same thing twice. Superficlally, it night seem that the actor
1s always doings the same thing, and it is influencings the audi-

ence and himself, but if it is alive it will be somethin~ elge,

even i1f only in the smallast deiuree.
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Wthen we have metre, for example, it is dea

wgver intends to repeat itsdlf - it is the tendericy o
the form of the cliche is almost

©o ropeat itself. 1Ihe shape,

the same ag the thinz which is full of life, Ve use the ex-

ample of metre only because woe nmust use 1t sometimes. All
ard death i:: our

that we have spoken about relating to life
art will help you to krow why you are doiny ceortain thinzg,

this kiowled:o will be helpful to you in ansviering maiy

questiors,
Stanislavsky orce saild that if you
he 19 ovll.,

cood person you must find first where he



