iichael Chekhov (afternoon) Feobruary 3, 1938

STYLE

SCENES FROM SIRKESPEARE

*IRE

QUR METHOD

SPEECH Dr. RBudeolf Steiner

Shakespeare
STYLE1 [@ur Phantoms - The Posgessed/:

e are moing to rehearse Fr. Shdanoff's play and
do different scenes and characters as before, but every-
thing should be done in the style whiech we are trving o
exXplore, and this is a very clear form which is full of

inner content or inner impulse. The audicnce must always

oot the impression that the form is soing to burst,

mXercigal

I wvant you to jump up with a verycdlecar form, with
the impulse to shout in very great despair, "Leave me 2lone."”
liow, sit dovm slowly with a very clear form, "I will remain
like this forever." Try to keep it as the future style for
our nerformance.

Now get up, and imagine that before you is 2 door,
and you have to open the door and cross the threshold with
the impulse, "Now we have to solve the problem,"”

We have spoken about the staccato and legato in
this style, 7all down in staccato, then legato, in expec-
tation of 2 blow. 3it dowm in the clezar form, and, while
sitting thare, start somez action,

Follow me with your imazination: ™Two persons, one

i3 the son and the other is the spy. 7The spy has prepared a
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big revolutionary organizatipn in the country to which they
belong, and here, abroad, is the center of the wholg orga-
nizatione The spy finds that the moment has come when they
nust go back home and start their real revolution in earnest,
The son, who is one of the members of this revolutionary or-
ganization, is already in an inner state nflduubting this
orzanizaticn for certain reasons, but the spy needs him be-
cauge his idea is that the people in the country where the
revolution must be started, need somebody who may be shown
T0 them as an ideal person - a dictator as it were ~ to whom
after cortain preparations the whole country will look +to
with devotion. This person must sit on a very high pedestal,
actually being nothing and doing nothing, and ver far re-
moved from the peoples The spy wants to do everything under
the guise of this man,

e shall svart the scene at the moment when the spy
says to the son, "Now vie are going home," and the son replies,
"L am not going home."” This means the whole organization is
shattered., When the spy hears this something happens in hin,
and he becomes at once powerful, like an animal; his whole
idea i3 shattered and he catches the son physically and
shouts, "You have to go with ne.” He is then flung o the
ground by ‘the son who says, "Let me go."

1 vant very few words. We must have the impression

that the form¢ 1is going to burst, This is the quality we
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must keep throughout. ‘Then the apy jumps up with terrific
speed and repeats this manﬂu;rﬂ, and the son says with great
contempt, "You fool,"

The son'®s character is suffering through the whole
play - as a human being he suifers tremendously Tthrough many
questions that come to him. By being absolutely free and re-
laxed in body, it will indicate that his suffering is entlirely
spiritual or mental.

The son is alwvays listening to something and waiting
for an answer, and the suffering ia not passive but active.
Yhere i3 the answer? When he looks at anyone he looxs tThrough
‘themn,

"hen the son speaks, the audience must get the im-

regssion that he speaks not his own thoughts but something he

'd

hears, except in certain scenes with his mother. Ile is a
person with many potentialitices, and the spy feels that if the
son could be shown to his peoplo this would be a great tri-
urmnh. Raepeat The sceno.

iow the spy changes his tactles and tries to be
frisndly, le is not even awara that he is belng throvm down
and hit, The son is a poweriul person but he deoes not use

his power. Therefore, he ligtens to something which will

tell him where to apply his tremendous powers. ile 1s very
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too cleveor and, thqrefora. too dangerous. ile has great or-
ganizing ability. Ropeat ﬁhé SCeneC,

Try to find immer justification for this thing.,
ITnner characterization. The scene is full of the expecta-
tion that things may happene. Justification can be quite

different in each case,

Next gcenet

T

The meeting where the beggar girl tells The son
fairy talese Try to hear the fairy tale with the whole be-
ings (I am speaking to you as actors, therefore, you must
find zrounds for what you do.) The fairy tale will be the
development of their growing confidence in one another. The
beggar girl must create the fairy tale as she goes - notd

somothing which has ever happened befores

Scones

Draviing room of the general's widow. Ve shall start
with the moment when the son appears. Everyone guesses that
there is gomething very scandalous about the situwation. Very
long pause. The nother asks, "Who is this woman?" and the
son angwers, “"This is my wife.” The son approaches the bezg-
sar girl and takes her to him and they go out of the room.
Repcat the scene. |

The mother takes a certain psycholocical gesture.

She is a very involved person. She is not simple at all.

hen she iz angry she laughss 'When she is happy she cries.,
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Tha scn is to the mother still a small boy. The
nmother says to everyone in éhe roomn, "low, this girl is under
my protection.” This gesture must be done with the form of
the play; the impulse which is bursting. Repeat tho scenc.

Next stept The mother is exhausted and sits down
and says, "I an tired."

I want you to explore the figure of the idealist,
He is very yowng and awkward in his thoughts and movements,
like a clumsy bear.,

Addition: At the moment when the governor and hus-
band of tho bride are almost out of the room, the bride, who

likes the gon very much, czlls after the son as he goes out.

The nother must take this action into consideration.

SCEIES FROIT SHAKESPEARE: Criticigm:

We have today to see the new students® Shakespeare

gcenes - the Ghost scene from Hamlet, and the scene with

Ophelia, e must watch and try to help our friends by giving
suggestions based on the tlethod, not from the point of view

of interprotation, as Paul did last Time,

Ophelia Valerie, i‘ary Lou, Daphne
Ghost Hurd, VWocdy, Sam
raulas

In every case the preparation for the gcene for the
perfornance was very good, but in some cases you prepared by

removing yourselves, instead of preparing for really giving
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to the audience. You did %h@ preparation, then rotreated
into yourselves. The audiencs did not zst the benefit of
the preparations It is there, but all that is left is the
heads The sccond suggestion is that whatever ground you
take, you must take with the whole body, because in in-:
stances we were left with the head, and the voice went
into the heads The actual preparation was énﬂd in every
case and wasg there but it didn't always do what you meant

it to.,d0,

Annas

I didn't, in 2all casaes, feel what grounds they
had prepared. In some cagses I felt they had taken many
grounds, and wiere not truly in them. FPerhans they took
too many, and I felt they did not take long cnough to pra-
varc thomselves. I suzgest that they take the thinzs nore
syastenatically ~ take the objective, and then go on to the

next, oven if it takes longer to prevare themselves,

Deirdros

Fire was never even touched. Perhaps it wag there
in gome people, but they were frightened to ‘touch the fire,
Had they realized that we were warnly receiving their work,
they should have done it fully - all out, iany of them tried
to get it through their voices, and that vas all that was on

the stage. Thoy should try to get through this closed chane
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ber in their worke They should be more brave. The form in
each instance was very goode I would czution everyone +o
be careful of shoulders and arms. They hold you in a vice,
In Haxd's particular case I felt that by his long walk he
defeated his ovm tempo, even as & ghost. Everything canme
and wents A moment tho person - a moment the picture.

This was true of everyone.

Cathorines

| Two suggestions. One for the girls. It might
rerhaps help i1f they imagined a larger circle, Ve have the
feeling of a small sgpace around. - If they imagined, thoy
could fill a larger spaccee In the "ghostd"” I felt in alnost

every case thereo was no feeling of urgency.

Gaving

I think much the same as Paula, However, the fol-
lowing suggestion might be helpful. Do a psychological ges-
ture for yourseli of opening to give, S0 that after that you

are able to give a2ll that you have prepared.

Alant
Perhaps they could apply the @athmd we use of ima-

gining with the aim of finding the fire in the imagination.

This morming we were working and I saw great vrogress being

&

rade in one morning®s work on an exercise. I think if you
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will all take that came methed from the point ofview of

penatrating the fire in the image, it would develop.

O % i ¢ 4 o 0

FIREs

On the principle there is Eumeth;pg_wrnng in our
approach to the idea of becoming actors in time. You must
understand me rizhtly because I feel I nust explain a very
serious prdhlem. You see, when we speak about fire, does
it mean that we want to have a performance in which voices
are loud and movements are wild? It is something which is
deeper, and much more essential, and much more 2rtistic,
and much more human at the same time, It is something
which lies in our artistic nature and serves us not less
than the sun shining in the sky serves our whole world.
The same with our actor®s nature. Take our fire away.'and
the nature of the actor becomes cool, cold, dark, intel-
lectual, dry, dead. This comparison is absolutely exact.,
The life comes from the sun for the earth, and the life
coneg Trom the human heart and fire for artists,

I make this comparison because I want you TO
understand my word "fire," "feeling," in the rignt and
deep way, not in the way in which you may think we can
substitute something for the fire - we cannot any more

than we can substitute the sun. The moon is always the
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moon - always cool and mirrog}ng sonething, but we never
nistake the moon for the sun, which we do in our work. I%
is our disaster. [o less. Because, if you will imagine
that in the audience are sitting people who are listening
to our Shakespeare interpretation, and To our Shakespeare
content, you will realize that we pronounce the "Oh,;" in
Shﬂkéayeare's text as if we were reading an "Oh," in the
newspapers

This is 2 very biz mistake which we perhaps do
not know. This mistake lives inside of us and kills us.
Imazine that the audience is sitting and listening to such
a performance as we have seen today, or as on the stage of
the present day. Then imagine one of the spectators will

read the play for himgself. Do you think he will do this

losg well then we have done 1t? He will get pleasure from

his reading, but he will never get the pleasure from this
dead performance. When he reads, he will imagine what he
wants, and he will zet as much fire as he needs at the mo-
ment, but he will feel when he has seen such a performance
that he is far away from Shakespeare., ie will say, "Why
don't they act politics instead of Shakespeare?” There 1is
nothing written mightiecr or more nmzJestic than Shakespeare.
Nothingz more modern, nor more human than Shakespeare. ‘ihen
somebody oenters the room in our present 1life, and we ask,

"“here have you been?”, is it not tThe sane question as
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Othello puts before his wife? It 13 the same thing, obut in-
creased through Shakespeare'sxgenius to 2 world dimension.
When Shylock is running through the small and narrow streets
of Venice - +this old, suffering Jew erying, absolutely torn
to pieces inside and out, and the children jeering at him.
Is it not full of fire - a human volecano? For instance, in
our soliloguy, "burned and purged away” - what does it mean
for the spirit to be burned away? Imagine for one moment
that you see it burned aﬁay. Yet, today you were absoiutely
cold.,

Even in these small examples we see how wrong we
are in certain very deep grounds in our approach to the the-
atre. This is not a2 small mistake done by this student or
that student. It is much deeper. I speak about the fire,
iary Lou told me yesterday that she did not know what fire
really meant. It is wrong that Fary Lou does not know what
firg is, because 21l of us are human beings and everybody
has a head, shoulders, legs, heart and nerves, and how can
1+ be that one does not know what fire is? It cannot be, as
it belongs to the human being. Everybody thinks. LEverybody

feels., Therefore, it is quite wrong and unjustifiable to

say, "I do not know what the fire is." But, iary Lou might

have gaid, "I do not lmow how to get the fire." If I say to
myself, "I have no fire in me," I belie nyself 2nd stop my

ovn activity from finding the fire, 1If I have no fire I have
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nothing to strive for. The only thing we can say is that we
\‘
do not know yet the real way to get thefire. Then we must

find the way to the fire we possess as human beings.,

OUR NETHQD:

Here is again tho only answer I can give you. In
our profession, and in our schecol, the Hethod is given for
use in getting the fire, I cannot give any other answer.

Of course, I might suzgest that you meditate on very reli-
glous themes, but you will say that it does not belong to
your professional wiork, and you would be right. I cannot
say to you, imagine some smecial religious work that will
inflame you - enlarge the circle of your interests. I can-
not tell you to do certain exercises as human beings to in-
flame your hearts. There is quite a clear problem. If you
say to me that we have done everything to inflame our hearts,
I willilaugh at you and say you have not yet done anything
to inflamo your hearts, Because you are always deceiving
yourselves and taking your intellectual illusiong for your
actor®s reality. You are always making this mistake.

Ho one today had any idea of the suffering of the
Ghost. GSometimes we got an impression of the "spirit" but
when the spirit began to move it was quite a friendly,
fleshy thing. ‘e knew him very well., You may ask how it is

possible to have an image of 2 "gpirit" which you have never
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seen - neither have you killed Desdemona, If you do not
beliove in spirits as an artiét. +nat iz not arts An ar-
+39t believes in everything. If not, he is not an artist,
This believing in everything, that means to have fire.,

Thorefore, I think that tho bvest criticism of
today would be re2lly to sco whero our approach L0 our nro-
foasiop is on tho rizht basis, and where 1t-is not, and <o
roplace 1% on the other basis. This is work which is worth-
while doing, and this can:ﬁa done only by very intimate talk
with yourselves. Why am I here? What 1s our Methed in
reality? what shall I do from now on? I{ow shall I work?
Wwhat do I raally wndorstand of the idea to work?

I musct repeat, that if you will take our Tethed,
point by point, paragraph by paragrapn = if you will find
the right idea, what does it mean o work with method, you
will discover that i+ shows you your cwn fire in your own
heart, and you will be a different person. I want you To
mako a roal offort to use the Hethod as the key to this roon
where +he firo is. You will not understend because the
Mothod is fire. ~Impty minds - cmpty ideas. And only you,
cach for yoursoelf, must and can discover the Mothods I can-
not do it for you. I can suffer with you and for you, and
do overything to awaken in you this wili. but I am not able
o 3it in your individual hearts. I want to do the whole
work, but it is not possible.

this is the tragedy of our connecticn sometines,
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because I feel your halplessn$sa, being absolutely full of

desire. You have to take the Method, otherwise I am help-

lesg., I have the illusion that I zive, but nobody takes.

Youare always taking your intellectual illusions for your
actor®s reality. The smallest cxercise we do nust be
thought throughes The whole approach to the work must be
thouzht through, then our Mothod will be discovered. It is
not vet discovered. The Hethod is described by me, but not
yet discovered by you. When you discover it you will esay,

"now I begin to live."

The—hunan-boing who_has no _fire has only the il-

lusion that he lives. This fire has nothing to do with
unbridled nassions, with our animal nature. usveryone has an
animal nature in him, but it has nothing to do with real
human Tiree Not unbridled fire, but real fire which 1is
different -~ real warmth from the human NReart. Iy the res-
$raining gesture which wo do, we kill not only the animal
wature in us, out the real human being as well, and we Dbe-
come cmpty forms -~ human forms but not yev the human beings.,
Wwhen we are artists this is an absolutely wrong picture
“hich riseas before uge Who shall then act on the stage?

If everything is restrained, then no one is there to act,

+o be an artist, to show themselves To the audience., The
spectator can do the same thing at nome by reading Shakes-

peare, Or Tthe newspaper.
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SPEECH:?

The same thing is %run with our speech lessons, I
don't think we have digcovered the real depth of the method
which Miss Crowther brings to us, which has been created by
Dr. Steiners I am sure it is not yet dlscovered, because if
you had discovered even the Eurhythmy gesture for "A" - this

is fires, Thig is great fire of astonishment. Again, if you

will take the gesture "00." It is fire, the fire of tremen-

dous, limitless fear. If we did thg "00" gesture with the
desire to discover this "00" mystery (because everything
which is discovered is a mystery) it would overwhelm us and
give us new power 2s artists. If we really discover "E"
that means that we begin to be somebody, while the undis-

covered "E" ig just wasted time,

It needs time, but time is not enough, The desire

must be there 2lso. You must want to discover each gesture -
why you are asked to speak like this or like that. It must
be discovered, otherwise it is only funny. Who can do this?
Not the teacher. We must each rediscover 1t for ourselves,

It is very ecasy to criticlise things, to be amused
at Eurythmys to criticise Stanislavsky's. ietheds my attempts
to give something in the form of a Methed, It is true, it
is ve sasy to laugh, but behind all thése things lies the
real fire, and something to which we can devote our lives,
and this is the important voint. We have to devote ourselves.

If wo are not able to do this we will gain nothing. Perhaps
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a few of us in time will degflnp. but this is not the the-
atre, not the group we are waiting for, Even the smallest
things in our everyday life must be nevly discovered.

I don't want to criticise, but I must help you
tocause we each depend upon one another. Therefore, it is
necessary sometimes to make an effort to help each other.
I don't want to scold, I am so far from this, but I want
to help you by speakinglwith you, by feeling with you, by
suffering with you, by having pleasure and joy with you -

I have no other means.




