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AESTHETIC CONSCIENCE

PSYCHOLOGICALCESTURE (IN OBJRCTS. S®RITINGS, FTC.)
AT/OSPHERE

STYLE

I would like to say something about Terry's plays

[Elibaha and The Forty Thloves and Thgnﬁﬂldﬂnnﬁrincpﬁg].

One thing is absolutely and instinctively rizht. This is a
kind of freedom your actors have. It is so.necessary for
each rehearsal, and sometimes we lose this because of wrong
behaviour of the director. (I do this very often). Some-
times something is zoing on inside of me which disturbs ne
and the actors quite subconsciously, and then I see we lose
the freedom. I know this very well from my own experience.
I must point out that this freedom which is in Terry's play

will bring you fruits,

AESTHETIC CONSCIENCLE:

But, I would suggest to Terry to be aware of two
kinds of mistakes whicﬁ actors often make, 3Sometimes the
aesthetic conscience is lost. TFor instance, in the Robber
scene this mnrning. It was very nicely done, but the voices
viere bad., It is something which must not be done under any
circunstances. The whnla beautiful, simple idea of the
robbers overcoming X¥assim, was killed through the uzly sounds
on the ear, IT it remainc unnoticeable, then it grows and we
will do more such inpleasant things which will be so disturb-

ing. The director must always point out that this is unases-

thetlic,



‘ebruary 7, 1938

PSYCHOLOGICAL GESTURE: IN QPJEGTS, DR LLINGS, BT,

Today I want to speak with you thaoretically about
the péycholngical gesture, and then really to apnly it.
This t2lk today will be the transition to tomorrow's reviow
of old settings. We shall prepare the point of view from
which we have to judge the settings, on the basis of psycho-
logical gestura. ‘

Wle have spoken about psycholozical gosture as some-
thing which is organic, bound together with the human pody
and human psychology, but is to be found averywhere, not
only in the human bedy. In nature, in the living things,
and in dead things. In everything, and everywvhere an artist
can Tind or create psychological zestures which ars not in
immediata connection to the human body,

for instance, this stick has a gesturo. The length,
thickness and color of this stick makes a certain impression
on the human soul, and this soul, if 4% is an actor's or ar-
tist's, reacts on all these impressions, and +his reaction
can be made or muldad-gg_ii,it ig psychological gesture, If
1 am concentrating on the stick with the desire to find the
gesture of this stick, it really gives me the impression
that the gesture is made by the means of the stick's form,
shape, color, position, etc. If s0, then we have to think
Of the follewing part of our art which is the impression made

by settings in the theatre.
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1f everything for an artist’s mind makes a psy-
\
chological gesture, that means that the artist czn combine

the Things around him so that all these things will make a

)

certain gesture., For instance, if the actor has to +ake
-

i_rj i staircase he can take this staircase and put it on
t;;_;;age, and this gtaircase is something which rakes a
gesture. A gesture up, ér if necessary, dowvm: it depends
on many things. This staircase is the pert of the setting
in which we are goingz to act, and this staircase has = cer=-
tain amount of activity - certain qualities. It is hard,
and it is persistent, it makes a ceritain effort, the Zes-
ture is lying in it, and so on. The gesture is there in
this staircase,

magine that we have to perform something which
we consider has a gesture which has quite different qual-
ities from that. We have to find these qualities inside of
us ag actors, as far as it concorng us as agctors, but we
have also to find the same pesture in the setting around

use 'or instance, we c¢an take the following form of the

e W B

e e ) !
K
1

staircase — _ i and you will see that there is quite

SHONTED. MmN,
2 different psycholozy in this staircase, znd the Dsychology
of the whole stage which surrounds the asctors is always

something which is one thing; one harmonious whole with ‘the

i)

CLoOr,

Therefore, 1t is not 2 rmatter of indifference what
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kind of setting the actor has. The surrounding can help
him to act, or hinder himj a&dbnnﬁ only the actor but the
audience, ,which is much mnré important, If the sevting
as a compogition of certain gestures arownd the actor, is
is disharmony with the creative idea, then the audlence
will subconsciously dotthe following thing:s I am following
the actor®s acting but saméthing will makXe me unhappy - as
audicnce I do not lmow what it is, but perhaps it is the
chair which has too high a backe Perhaps the gesture of
the whole scene reguires that the chair will ve low, with
a low backe Then it will nmake harmony with the actor's
acting, and the audience will feel much mnfa receptive be-
cause of this small subeonscious thing, Therefore, the
question of the gestures of settings around the actor is
not something outward, but it belonzs to the psychology of
the actor's acting, in which surrounding I develop iy actor's
gesturac,

Now, how to find or to create the psychological
zesture in things around us. ‘e have to do it Inwardly and
outvardly. We must not say, for insitance, that the triangle,

//ﬂ\\h vihich makes a certain gesture, has a certain ges-

ture - it ig not cenouzh. Ve have to do this gesture in-
wardly, then we have the right to say the triangle has a
certain gesture. Again, it is the same prineiple which lies

ag a cround under everything in our school. EZverything nust



ive Chekhov t'gbruary 7, 1938

be done, In 211 our exercises there is always a certain

voint which can be done., &Sven when the director zives .his
actors certain new plectures to imagine, they must follow
actively, not receive just passively. There will be a great
difference in the future work. If you do it by taking the
imagination passively, you are not only not prevaring your-
gelves ag actors, but quite the opposite, you are consuming
certaln power which you could use later.

dhen I receive the description of 2 scene passively,
then I get a cortain satisfaction as actor, which is bad.
fnow I am only a spectator, or the person who has to be enter-
tained, and I have to a certain extent finished with what has
been told me, it is digested, and I have nothing more to do
with it. Therefore, it is so important in our rchearcsals to

#et the habit of taking all things actively, doing them in-

sidae. Azalin we look at the ftriangle and woe understand that
the gosture of triangle is, for instance, up., It is nothingz
for usy we have to do this inside, then we will understand
thig ~“~nture. The triangle wants something and e must want
the saxe thing,

Hill'yau please, iqwardly, do this gesture. Do it

in different directions, for eoxammle, up or down, which is

quite different. Will you nlease do .this staircase —I li

I
=

then this one FJ You can facl the psycholeogzy of these
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A
different stalrcaseg., Now ?his triangle ; \\ and this
MBI

triangle / \ Do you feel the psycholozy of those tri-
angles? Two different characters, two different beings.

Then this triangle ::iff; \\- Now, compare the psychology
/\
between the triangles / \ and this staircase o

Firak

/ \

Givo them your life, or rather take from thenm conething
which gives you a certain kind of life,

If vwie are able to awaken in us the gesture which
lies behind different things in nature, or artificial things
(such as the staircase), we will be able to understand what
it really neans to have scenery around the actor. Gradu-
ally, in time, we will develop a certain instinct, a real
artistic inctinet to be able to say the setting is right, or
the setting is vwirong, it must be done g0 because of this
gasiure.,

The inner gesture, which we continuously have to
do as actors, will be our new instinct, which will lead us
2ag the future theatre, as only a really good and creative
principle ¢an lead a group or a porson.

To be led by somathing which is on the principle
the same nature as the profession, means the most beautiful
thing. And the psychological gesture is our profession, be-
cause fronm a cortain point of view we do nothing but psycho-

logical gfesture in our speech, costumes, colors, radiations,
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lishting, etcs Then, iI we Qre able to awaken that, we ava-
ken our gouls - the point from which our whole professiocn
starts,.

1% requires quite careful and long concentrated
work and exercise, which really camnot be done in the work,
but in private life. i/hen you are walking on the street,
for Instance, the trees can teach ug S0 much about this ges-
ture., Will you choose & tree or one branch of The tree and
try to create the gesture. You will find in this gesture,
or in that gesture, all these things we have spoken ofs

activity, dircction, intensity, quality, time, space. Every-

where. For instance, the tine of this one triangle ,ff\\x

is different from the other triangle and the space,

the imaginary space, is quite different,.

If we take a stone or a crystal - we must know that
all moving things have a gesture - it must not always be
gtatic things. Soving things are doing the gesture too, and
perhaps much more obviously, For instance, colors are doing
zegtures with individual interpretations, but certain colors
make certain impressions, Red is always more active the
blue., Buit whoat does this mean? It means the gesture of red
is in a certain way active, and the gusfurc of blue is pas-
sive, The color makes the gestures usic also is full of
gesture. Speech, 23 you know fron iiiss Crowther, is full

of gestures; and the whole purpose is ©o awaken our speech S0
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that it becomes gesture. An,arpeggio scale. Do this gesture.

Now contrast with the chromatic scales Now, do you feel the
tremendous difference?

o do not hear the gesturo, we do not sce the zZogs-
turae. e do not even guess that this whole structure makes
a trenendous gesture. If you take it in you can act, you
can apeaky or move - theore is a whole stoﬁf to act,; describe,
mova in this, We are blind to this gesture because we do not
need it in our everyday life, or in our professcion now. Our
profession is contracting, undeveloped and shrunken. 3But if
our profession is to be developed, then it must be developed
in this way, so that we may be specializts for reading, hear-
ing, seeing everywvhere psychological gesturc. Then we will
be able to awaken ceortain powers in our creative nature
which cannot be awakened without this specializing in the
gesture,

For instance, in music it is quite clear and obvious
that cach sentence can be taken ag a gesture., For our imagi-
netion it is the same. Our images, if they are passive they
are bloodless - very pale and very geﬁtureless. what does it
really ncan to imagine actively? It means to do gestures in
our imagination. or by mecans of our imagination, If we ima-
zine we are donkeys, pacsively, it does not give us anything
for the depth of our creative souls. Ve must do zomoething

that awakens certain deoth of power. lNow imazine we are the
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donkeys in Terry's fairy talp - we.are actively doing ges-
tures with our imagination.

Wawill take another cxample in literature. Each
viriter, ceach playwright, has gestures. I do not mean that
he describes this or that - no, it iz how he writes. It is
well imovm that ong writes by doing strong and toemperamental
gestures; by saying some words and amiﬁﬁing-athers - he
nolds with gegbtures which are strong and powerful, and another
writes - how he combines the words, not the content - so that
it ig soft and feminine, only by the kind of writing. Thore
is nothingz in the whole world which is not doing & certain
gesture for a real artist who is walking through this world
creatively. That means that if an artist is a really cre=-

ative traveller he travels by giving gestures to everything,

and taking zestures from cverything and everybedy.,

There 1a a certain realm or region where chaos
reigns. There ig always chaos gomewheres, and the whole world,
for an artist, falls into two realms, two vworlds. One is what
is usually called the cosmogs, gomething which has form, which
is created, and the other is chaos, which is not yet created,
The artist alvays walks between or thiough these two worlds.,
Wwhat does it mean to be an artist? To make cosmos out of
chaoss An artist alvays finds where the chaos ig and makes
a cocmog of this psychologically, physically, spiritually,

Wwhat does it mean? It means that the artist ap-
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proaches chaog with the abil%ty to make gestures - psycho-
logical gostures, and then chaos at once becomes obedient ©o
his creative spirit end mind. As an example, if we approach
this chaos, with the idea of making a gesture out of it we
will find so many gestures. DBut you must make an effort to
grasp it, to solidify or mold it. For instance, out of chaos
you take some part and mold a' gesture out of it by bLeing able
to see tho gestures. There are, of course in the cosmos cer-
tain substances which are absolutely chaotics The white of

an egg is a2bsolute ch2os.s From the point of view of chemis-
try there is no organization there - it does not really cx-
igt as a forms It i3 only chaos., This is a true physical
example., It would be much nore inﬁqrﬂsting'fur us to havs
pSychological cxamples of_chaas.

Tonmorrow vwe will look on these settings from the
noint of view of the gesture, which is created out of this
material which we ¢an consider as chaos. . laterisl, wood,
etes, what kind of gestures will be made from it? It is for
ugs chaosg, out of which wo are going to create certain psycho-

logical gestures for the setting,

ATIOSPHERES
e shall continue the exercisec for atmosphere
which we did on Friday. 7The atmosphere is much more flexible

than we think, or better to say than we have cxperienced. Fo
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far, we have worked mainly with things like the famnous ca-

{ .
thedral atmogphere vhich remaing unchangeable. You have
done this cathedral atmospherc very well., Other atmospheres

such as The Fishing Scenes were well done sometimes, dbut

tvhey werae nclined to e heavy and pﬂfhﬂpﬂ 2 bit clumsy, but
they were not badly donc.

Pleage do not confuse the two things. The atmos~-
phere wag well dones It 1s sometines necessary to keep the
same atmosphere for 2 long tine, It is not a bad thing. 1t
must be done. But, I want to point out that the nature of
the atmosphere has a certain flexibility which we have not
developed yet in our zroup., We must be able to change the
atmosphere ags flexibly as we change our gestures. For this
aim I think we have to do certain exercises. I have noticed
during our recent rehcarﬁalsjziru Shdanoff's play and Henry's
play; that sometimes the atmosphere with which we start the
scene comes quite: naturally, and then remains behind because
the action goes on, but the atmosphere is not flexible enouzh
and simply disappears, You muad develop the ability vo fol-
low the events so that the atmosphere follows them as easily
ag you follow them 23 actors hy doing objectives, gestures,
etces The atmosphere must be flexible onough to be able to
change when cach new avent occurs on the stage from your ovn .
action. Therefore, wo shall do sone ozercises,

ow, I will tell you what kind of atmosphere you

\
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have to takes I will tell you what happens and you have to
seg this new svent or change, and fo follow it with the at-
mosphera, Then another change which nust be followed with
the atmosphere. It must rise quite naturally, as the action
arises. Tor example, the door opens - I have to act without
Imowing why I have to act. If I have this ability of keeping
and spreading the atmosphere, it will follew my action,

Talia the atmosphere as we have done it last time:
The sitting room in the widow's house, and the stronge zirl,
(How create the atmosphere as if you were z2eting.) This

repeating "Mother," and the widow
strange girl with the paper flower in her hairﬂh;ayingj
"Whose Fother?". Quiot, cuspiclous atmoephere., Scandal is
here. The atmospherec of expecctatieon that perhaps this is a
scandal. Tha whole room knows that the con is a strange ner-
son and anything can be cxpected. Therefore, overybody
thinks there is sone strange connection between the son who
has been living abroad, and the beggar girl. This feeling
cones ©To the surface when she says, "kothor!.

How follow the atmosphere of the cvents I will de-
scribe to you: The girl looks in the eyes of the general's
vildew, who sces that there are tears in the girl's ayes,

She looks so strangely at the gencral's widow that we zuess
ghe is not looking 2t her, but is looking at something deau-
tiful which is beyond her, She is looking at sonebody who

.8 not there., She says, "Iy mother." The widow asks her in
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a whigspor, "Whose mother?". \Than the servant enters the
roon with quite a different atmosphere and breaks the at-
rmospherc. In great exeitement he ammounces, "radam, your
son hag come baclkt - he is here and is coning in a few nin-
utes . | The girl stops crying - hor face is burming and
her eyes are flaming. HNow it is clear that the son and she
are in some way connected. We hear his footsteps below -
he is gctting'nqarﬁr'and nearer and as he gets nearer his
steps quicken, and then slow down before the door. The
door is opcned - he is here, . The mother gets up and says,
"Stops Before you embrace mo my son; tell ne, who is this
girl," Paunce, The con answers, "She is ny wife,."

. lNow the atmosphere is changed. There is chaos in
the atmosphere. Everybedy begins to nove and speak chaoti-
cally:s Do not do it, but do it in your iﬁzginatiﬂn and radi-
ate the atmosphere, through your group feeling in your ima-
gination. HNow,. quite unexpectedly you hear strange steps,
as if somebody is rumming through the rooms, and it is
strﬂngg.hecause no one walks- through this house like that,
The man in spectacles appears. Ho one knows him, He in-
troduces himself quite freely. Iiiis piercing nature pushes
everybody bacik, and everybody feels he has to give space
(psychﬁlagically) otherviise he will be hurt by this active,
pilercing persons He tells the story of how the son has mar-

ried thls strange girl. He inows everything in a very cynical
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way, without any really romantic explanation,
Criticism:

The atmogphere was not strong enoush, and the
change almost unnoticeable, but it does not matter, for
we will exercise this doing gestures with atmosphere, and
in time we will get this ability, not only tc follow the
ovents, but to guess at once what kind of atmosphere be=
longs to this overy to that moment. Please remember this
idea of f{lexibility of the atmosphere, and the vossibility
to act on everything with the atmosphere., “There are no sit-
uations where the atmogphere cannot be created. It can be
created always - sometimes with more effort and penetrating
into the situation. It is sometimes difficult to find the
atmosphere, ospecially in comedy, but it is always possible

and always necoessary.

STYLE:®

Question: hy is it more difficult in conedy?

inswers The nature of comedy is the succession of events,

and drana the succession of moods. The real approach to

comedy and drama from the point of view of the director is
[atmosphere - mood

that in drama iﬁmiﬂ much more important for +the director.

When the director is going to dirccettragedy, he must be nore

careful with the inner psychological gesture. ithen he is

going to direct comedy he must try to create the zesture of

evenig. In comedy the action is much more important than in
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dram2. For instance, in a dramatice scene she enters and
ha oenters, and at that mnmeﬁ% a eh#ir falls dovm, In grﬂma
1t 1s more important what sho is thinking when he appears,
and why he says these words, why the chair falls dovm - each
symbol 1S important., It is quite a different anproach for
the director, although in both comedy and dramz the actor

has to act fully both the inner and outer events,



