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I anm very glad that I can speak o you, and ag theo
+ime ig short, I shall try to speak in 2 condenced way, although
I am no%t cure I can. So please stop wme if 1% fo too long.

what do wo think about the theatre, as a rule? ihat
doos it oxist for? We have beconmo accugfonmod To fﬁinking
that the theatre oxiots for up actors, to give us tho opporiun-
ity to express things - to express the author’s {decan and our
ovn feelings, thoughts, will impulunn. through tho authur;u
wordo. That is true, of course, dbut I begin to doubt that
for our times it 1o just ﬁq true &g it was for actors ten,
fifteen, or tweﬁty ycuru‘agu. I think they had many things
incide of themselves which they could expresg, but forgive mo
for saying so, I doubt thet we have very nuch o eXpress nove.

Our 1life has come %o such & point that wo aroc conm-

pelled to express things which are there iniwug, to exXpreas
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then and to make them obvious to ourselves. We have certaln
feelings, cortain opinions, cortain desires, but we modern
people are afraid of ourzovm feelings, qf our own thoughis,
and we try 1o become more and more uniform. #ith such an
attitude of mind, I don't think we can express very much

being on the stagoe.

THE ACTOR IN THE THEATRE GF TODAY:

Let uo spoak about things which are going on just
novw, and asck ourscelves honestly and for a monont without fear,
do we really feel what io going on there in tho Phillipines,
in Java, and in Augtralian? I don't think we do. Ye know, yes,
but whether wa fenl I doubt very much. Because if we wero
really able to imagine what is going on %hnre. then ; don't

think wo could go on living as we do. This ig our lack of

imagination. I spotk now about actors - this is not & politi-

cal speech. I sopeak about actors because they hope to be
able to express things from the stage, and those who wish to
be actors, or to exercise certain thingﬂ'in the theatre,
must recongider their own inner state of mind if they really
want 4o approach the theatre of today.

The actor who ic not able to cry, imagining thece
mothers and girlgs and boys in the Phillipines - to lmagine
them go coneretely that it will chango our 1life in an instant,

inwardly at least - what can such an actor express on the
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stage? What feolings? The only thing left for us, if we
aro not able to imagine 211 these mothers, ﬂisters,hbrideﬂ.
and boys there, the only thing which is left for us c¢n the
ctage today is to walk from cno chair to another to say

“hello”™ and “goodbye™ and curtain.

THE ACTOR AND THE PLAYWRIGHTY OF TODAY:

Is thic the theatre for today? I doudt its This
does not maan that we have to havo plays which spediiabout fhis
ware It is not necessary. We know about the war, wa know
overything about tho war, we don’t neced to hear words about
thdw:r from tho ctage. That would bo too primitive toitake
the newspaper and make a play of ite I don't speak nhnuf these
wordo - I speak 2bout the manner in which we actors - if wo
are really able to imagine what ic going on in the Phillipines -
shall gay oven "hello” on the stage. I speak about the actor's
soul which must bo present on tho sotage whatever words you
have to say, whether it isc Shakespeare's or your cwn. If weé
cry, being alone sonetimes, about these mothers, and brides,
and boys, then we can make even out of Saroyan's plays some=-
thing which will convey %o our audlenco gomething which ic
intangible, unspeakable, but which the modern audience noeds.

The modern audience unfortunately thinks just ag we
do, that the whole thing is whether tho play isc good or bad.
That is wrong. The play is important, but not teday. ‘hat
io importantieday is who ig before nmo [Ehn audinncq] on thoe
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stage, this living being whose radiation I receive, whese
voice I hear, whose body I seo ~ that is the actor, ﬁnd that

is the thuufra or not the theatre.

THE NEED FOR AN ACTING METHOD:

Therefore, I think the method should be found -
the nethod for actors which will serve *wo purposes, cne
part would be to goo how to nxﬁrcuﬂ things given in the play,
but the other part of this nethod must give the aetor the
me2ne o find himaelf, %o awaken hig feelingg, hiﬂ-aarruw. hig
joy, his will, hisc thoughts, hic imagination and to be able
to expresgs cuch things through the play.

We Know, for instance, that Hitler is the devil
of Today but some Of NI don't dare to imagine Hitler beenuse
i1t is 2 frightening thing to really imagine who he is. But
if we will try tﬁ imagine, it will, of course, cogt us at
leant some restlessnights and dayc, but we will Imow como~
thing, not in our heads becauge there wo know everything and
nothing, dbut in our hearts, If wo think of Hitlor - we don't
know him, and, thorefore, we nust ¢Xpress nothing about hin -
but if we know i% in our .hearts, then we have' restless nightso,
but if wo now hinm to the depthg, then we begin to act against
hime If in ﬁ#ery opportunity we will take to do gPmething

against "Hitlerism” on the stage, in our pr{vate lives, every-

where, then our will will be awakened, and this will and thisg
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heart are the only means to become an actor, An actor iIn the

highest sense of this word, an actor whom everyone can admire.

THE ACTOR OF TOOAY:
We actors of today know things in our heads, and it
jg a2 cold business, and we only do aurface things on the

stage. We touch upon the problems without really knowing.

we seem to deal with things - I am able to smoke and walk on
the stage - 21l this is surface, and it is nothing on the |
stages When we try to express ourselves on the stage bﬂing
on the surface of things, no one, whether they will tell us
o or not, no one will admire us and to be absolutely honest,
no one respects us actors today, and they are right. What
are ve doing? Studying as you do? Creatiing a famlily life?
No. Are we essentially important people? RNoa Cluwn%. but
not cood ones. <The modern actor in general is nothing. fiie
are neople who are chasing success, hoping to become Stars,
forzetting that there are thousands of stars. Such primitive
illusions ars soverning and leading the actor's life, and no
one respects us. To be polite does not mean that we are
respected. To be allowed on the stage does not mean anything
for the actor. I have been tﬁld that one producer spoke on
the %telephone 2nd one sentence he pronounced was, "QOh, yes,

T am polite to everyone -~ even the actors.”

OUR =THOD
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He wag right, this producer, because what does tho
audionco get from us? We 2re cntertaining them, but to have
2 profecsion ag an entortainer ioc not a neble onoe So we
have to find comething in ourselves which we can expreoss, and
then to think of acting, and to take the plays and expregs
throush them ourselves.

I can recad the play myself, dut to seo how this or
thet actor interprets feelingo, wishes, images through tho
ploy, that ic the only thing I wich to soe -~ The ncﬁpr'n
intorpretation. So we have to find ourselves firat, and the

moethod which I think nust serve two purpnoseg, te mako us ablo
to exproog things and to helpruft toifinduthings.within:ours
selves, 1t ig the Meathed which I try %o give the seters with
whom I comoe in cont2et, in ny schoel in England, ung-in_thu
achool in the United States, and now I am working with a
large group of Broadway actorsc who ceem to me €0 bclacccpting
the ifethod because they want something more. Perhaps I an
mistaken, but as these Broadway actors have been working with
ne forceveral moenths, I think they have certain intorest and

thic enceurages me very muchs.

IMAGIHING 'THE CHARACTLRR:
ioww let me tell you in a few wordg what peints in
this lethod lead the actors to the possibility of discovering

themzelves. First - there are many peints, but I will only
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mention a few - the first ic that we try to develop a really

vivid imagination, so that the actor will stop understanding

thingo and will begin to see them, to visualize, then to
iragine them. Through this imaginaticn he will not lose hig
undergtanding of things, he will begin to understand then
even nore, but tho kind of imagination will ﬁo 0. special onc.
I will toll you in a few worda what kind of imaginaticn it
muost be. Through the training which I try to suggest to tho
actors, tho imagination can bo developed to the extent that
we shall be able To gee things, Yo have them before our
nind's eye oo that the inage - for instance, the image of
Lady #acbeth - you can kncw about Lady lMacboth, and you can
ge¢e her moro or lesg clearly, how sho ienkﬂ. hcw che ico
drepsed, and you can clese your oyot and sce her well. Thot
ic the very first prinitive stage which ic not yet the roal
inagination, and yet that is the highost point to which the
nodorn actor attalns. But that ig not anything.

THE INNER LIFE OF THE CHARACTER:

The szeccond stage ic to elaborate the imagination
and seco it just ag clearly as I can gee you. That is a bit
higher but still not encugh. The next gtage is when you are

able to seo with your nind's oye tho inner life of Lady

iacbeth. What you can tell - looking at your image - what
cshe thinks at the moment, regardlegss of the play. The wordso
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vhich Shakesgpearo has glven us is a different thing, but your
ovm idea abeut her is the only thing which you can express
on tho atage. You cannot express Shakeapearo's Lady ikacbeth
because no ono knows her. You can only express your own
Lady Ntaebeth - thon it will be & true one and the most pro-
found ono. To speak Shakespearo®’s wordas from the stage does
not nean to act lody iacbeth, It means to bar our appreach
%o hor becouse we do not dare to find our ewn interpretation
of hors, In tho way which I suggest we will not be ag high as
Shakespeare, but we will bo at least honest and will be
completely in har with our owm imaginaticn, our cwn will
impuineu.'uur ovm foelingco.

To reach thig point whore we create our own Lady
tacbath, wo must devolop our imagination first. When weo got

to the point whore we Enﬁ vhat ohe does at this moment, when

vo soo with our innﬁr nyc_hnw che feelo ot the monoent and

what she shows at the moment whon we are looking at her, thon

& miracle happense Then we begin; to feel like her and to sco
and to think, thon we awaken ourselves. Lady dacbeth, when

she ig going to kill, ioc unimown to us before we, in our

vivid imaginatiﬂn; gee hnﬁ she feols vhilo she io going to

kill, Thig revelation roveals for ug actually not Lady &acbeth,
but ourselves, and that io thuﬂﬁnly way for us to awaken our-
gelves, and being awakened to- porform Shakespeare's Lady

Jacbeth asc near to Shakespeare as possible, as human ag
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poseible, as individual 25 possible, and as profoundly as

possible.,

Tho next stage, when you have got to tho point

where you can gee the jnner 1ifs of the cheracter you are

golng to prepare, the next stage is that you must get the
ablility - there are means for it ~ to ask the imace 4o become
differente If yau are looking at Lﬁdy Facbeth’s inner life,
you can ask her, "Ag I leook at you now and see what igs gu;né
cn in your mind, heart, and soul, will you plozfe ghow no
how can you, in this Erﬁciul noment, of your life, how can
you love?" And then you will gcoec tpnt miracle number two
will happen. She will show you how che does strange mystories,
bding in love. It is difficult to imnginp. but it is possible
that oven Hitler loves, but how? Just the same with iady
¥acvboth, if we ask you how uhﬁ loves, ahe will show us, she
will perform before uc how she loves., That will be again a
revelation which we can't underntand. It is above any under-
gtanding. It is a creative process, for the awakened imagina-
tion show ﬁﬂ thingﬁ vhich wo would nover be ablo to %hink of
vithout this imagination. |

In this way you éay ask your lmaginary Lady iacbeth
2ll the questions you like, and she will answer, acting before
your mind's eye, creating to your degire. Then you will be
revealed - she will reveal for you yourself, and you will

reveal for yourself her psychology because you will get new
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¢yes, new celrs, new heart, new will, new brain as an actor,

ag a croator. You will not be satisfied with sinply knowing

vhat sho moans.,

THE INDEPENDENT LIPE OF THE IHAGE:

Then the next stage ig that the inage, after you
will agk it to change under your influence, under your quest-
ioning gaze lot uo say, then miracle number threec happeng - -
the image becomes absolutely independent from you and will
cone to yuufﬁhenuvnr it wishes. The image beginc tn-wnrk for
you, even when you forget 1%, when you slppp, or when you are
busy, or thinking adbout othor tﬁingn. The image arrives -
you mny be reading the book which hgs naothing to do with tho
theatre perhaps - and cuddenly you feel it 1o thore, whother
you want it or not, Rich, camplote, much stironger %han you
yourself are. It ic a belng which you have erecated through
your active, artistie effort, through your highly developed
imagination, and the image comes to you and ig thero, and yﬁu
have to oboy it. You drop your book bocouse the image io
gironger than you aree You have to watch, not with your
physical cyes, of cource, but you will wateh what your inage

io going to reveal 1o YOu,

THE ACTOR AND HIS CREATION:

And this miracle number three is a pleasant state.

*You can imagine how pleacant it is to have this image como to
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you, knowing that you have created it and now it is free and
211 the corners of its mind are open to you, the heart is
there and you know what it fecls and you hegin to feel the
same because you are the image because you have created i,

and the image ig you - not you - it is Hnur'crgg;ivn ability,

o _hisher ability, it ig a #ift. DNol everyone cun have it,

otherwise we would 211 bo Shakespeares. When you see this
inage coming to you, you will be terribly happy, but it 13 -
also a terribly painful expcrieﬁco at the same tine - I don't

know why, dbut it is.

RADIATICN ¢

Quostion: You use the term "radlation.”

Ansyiert what I mean under radiation is the natural ability
to radiate, in the proper sense of thic word, our nwﬁ being
towards everycne. For instance, if we are spesking to some-
one, and we pay attention to the process which is geling on
between us two, you will see that you can't stop your radi~
ation. Ve don't pay attontion to it, but when we gpeak
wordg, we convey our thoughts and dry ideas and we think it
jo all, but that iz net all. We nmust reallze that we are
alwaye radiating. Even if we are Indifferent to the percon,
there 12 an instinctive desire to aotop our radiation, and
then the radistion becomes turned inward, but the pollte

business coes on. If I am sympathetic or in love, this
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radiation goes on. WNo% only because I 2m Russianl Here in
America I have noticed it, in spite of all the politeness,
people radiate very strongly towards you and from you. And
this radiation is very full of neaning and content, if ono
pays ationtlon. For Inastance, i1f you necet someone and you
feel the radiation io agalnstyou, you can even guess what
kind of thoughts are in the person which he takes away from
yous Or even it may be fear - "This crsgy Russian - I willi
inveotigate hin,* For the theatre, radiotion can bo daﬁ-
eloped strongly and consciously, and then it becomes a very
strong means of expression on the giage as soon az the actor

begins to govern and manage thio natural ability of radintion.

Quostion: Do you place more emphasis on the feeling aspect,
rathor than the knowing? 1

Ansvwors Tﬁuxcalm of the feeling is the realm of art. Here
ig science, and here iz art, and here igc religion - tho most
profound level where the whole human being is taken by thio
vay of lifa..e

Question (Professor Clarke): I feel that in life the feelings

are ninety percent and the thought is ten percent. In educae
tion we spend ninety parc;nt on thought and tend to repress
the Ten percent which is left for feoling. Perhaps a better
perzpective will come when that percentage of feeling will get
its right place. Then we will be contributing a greater part

in American art...I saw your play, The Cricke% on the Hearth,

most beautifully produced last year,



