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DESIRE FOR EXERCISING RECULARLY:s

What was the result of your holiday tasks? Did you
find difficulties in this work with the imagination, or was it
successful? With rezard to the illuslon that you do not have
time in which to do such work, I must tell you that this will
only disappear aiter you have made many, many efforts. Then
you will get quite naturally the desire to work, just as you
desire to eat and drink and walk when the weather is fine. The
human being is able to acauire the things that he tries to do
rezularly, even if there is a great effort at the beginning,
Ve cannot escape this difficult threshold, but once we have
crossed it we will have the interest to work regularly, and
this desire for the work will come of itself. Try to remember
this simple law, that if you make an effort now, you will get
the desire to work later on. Even if you have an idea about
this, it will give you znergy and power. Try To remember this

when you next get a task.

Criticisms Two Kings

How I'd like to mzke 2 short criticiam of the Two Kings

performance which we saw at the end of last term. To
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begin with, I feel that you have lost a little thne quality of the
falry tale, It has becozc 10Xe naturalistic -~ not quite naturalistlc,
but it is inclined to fall into ; naturﬁlistic quality. This con-
1trad1cta the falry tale auallTy, shleh 1s always a2 mlxture of real-
Lty and unrealltys ond this nizturc makes the beauty of the falry
tale, But if we conglder what we saw as work ln progress, then
this 1g not a mistske. If, nowever, i1t was the final stege of the
play, then it would be. In the plot, and in the text itself, the
falry tole quelity 1s lacking now. 1 feel the loas of the sgcene

in which tho boy is Dbrought in, and the scene ln whioch the book

of the law vas useds These scenes werce perhaps more nalve, but
they were more falry tele 1like, It is important that youw, as dir-

cctors, and the actors, should lmow that you are too near to

reality.

CHARACTERS

Scecondly, about characters. while the 0l1d ¥ing's char-
acter wag better, almost all of Lthe other cheracters have dlsap-
pecared, Agaln I repcabt that 1f thils is just a stege in the pro-
gress of the play 1+ 1z all right, i{ you are going to find other
characters., But if it is a final stage, 1t is wrong, beoause 2l
though e nust never repeat even good thinga, and must ilaprovlise
froshly each dey, on the other hend we must not lose the r00d
things which we have donc. In Catherine's caxze, T feel that
the character of the seamstressd wWas much better than the ncw
character., Blelr and Taul'ts characters have gone. If you

sontinue this ey and brlng 1t to a cersain final polnt,
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you must olaborate these characters or bring back the old ones
or glve new characters, but do not leave them in thls unbalanced

state,

Ag director, you must zlve Paula gsome scaffolding for
hor characteor. Whon working with charaoters, you muot rewmenmber
all the thingo wve have spoiten about: tho center, the invisible
body, etesi thon you wlll gradually got thoe thingg whioch tolong
to tho charaoters Tho charactera must bo coazed by zm2ens of
our Mothod, and the aotor must not bo left to floundor ground-
leaa, go that even tho character diﬂappaars.‘

In thig ingtanco tho dircotor says that ho felt that
tha charactors woro the actors! businasg, and he only sgave then
small suggestiona to go bys Thiso 138 not quite right.e IFrom the
standpoint of tha school 1T 1g the atudont s! businocss, but when
thoy are actors 1t 4is the businegs of tho dircotor, It is quite
a differcnt psychologyes Thorefora, if wo continue this work,

I would 1ilwo the dixrcotor to gilve the charastdrs, to lecad and
to suldo thems As a dirgetor you must know that if you glve the
actor cumathing interosting, he wlll alwapo take it and willl not
fcel that ho is bhelng forced.s If you do no® tell him olenrly
wnat you want, 1t 13 worse than belng forced. Spmeticoes by
foreing him, he will feol ruch more free, just a3 by being free
gometimes he wlll feel that ho is fooced to do something. The
psycholozy is a 11t2lo digtorted somotimes.

“l1th regard to the scohema: It does not scem to me
that thc schema corresponds very closely to the roal performance.

It 1g a very good idea, but it aust mean something for the actor =

how he has to play. The mistake which you have made is thet
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your tshiera was intellectuelly interproeted. It belongs to the
intellecotunl understanding of the play, but 1t dees not glve any
aupport to tha acting. The sohdma aust be in the saze key as
the sotorts scting. The schema is the psychologlcal gesture of
the whole nlay. It can alzo be the archetyps for the pleay, It
can contafin everything , just as tho seed containg the ocak troc;
but from an oak éﬁeﬂ only an oal tree wlll grow, not soms othor
lind of trecs

Ag dircotor you nust be aware of tho thingo walch your
tntelleot wlll gugpest to you es corrosponding to the play. Tho
gace ig true of Terry®s character, but in his case it is less so
beenuse hisg charaotor hag led him to this cmorc direcot condensas
tion of the will, Howover, on tho principle it is wrong. 1ho
director?s mistako was that the style was quito different in the
gschonma than in tho play < difforont in dicmoenslions, qualitles,
and notivitys It Lo only right to crcato a psychologleal g0s0=
turo, archotype or schema if 4t really gives tho ground on whioh
tho cotora can stand, or Af it ig somzthing whioh insplrog the
whole playe

Thore is somoothing veyy good in tho 1doa of the fagle
clan; somo actor's trick in it, Then 1€ disappcaroed and you
disappecarcd ag an aotors You stopped acting and you disappoared.
Were you lost because yon did not know what to do? What was
your paychology when you disappeored?

If you will continue thls work later on, I would like
you to bring it to tho moment when youw are reeady to show 1t on

the stage, together wlth dramwings for settings, costumes, make-up,
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1ighting, ete, Then we wWill stop thls worl,

FUTURE THEATRE PLANS: \

L Now we coze to the main polnt of teday. 1 want to
tell youn about the plan which I have for the coning term., As
you know, c¢ach tera brings us nearer to the moment when we shall
say: '"Wow we are really o theatre,” to the moment wheon we will
perform our plays before the audlence, to tha_mumant when the
walls of the studio which protect us psychologically and physi-
eally will fall down. !e have to appear before the whole world,
and many stones will be throwm at us end into our hearts., lany
stones will hurt us and many of our ldeals will be laughed at.
tany, mony difficulties will come which will make us uncertain
during the first days of our real 1ife, when the protecting walls
have fallen amunyes CFach tera brings us nearer to the cruclal,
and yet desirable, mozent., Thls is our last oin ~ the point o
which e are worklng.

I must sceak ylth you qulte openly about this; and
I know you will understzand me becauce we arc friends and can
gpenk honestly wlth each other. You have always allowed this,
and I wlll continue to do it. I don't make any reproaches, out
I must point out certain things, the first of wvhich is that ale
though you know we are comlng nearer and nearer to the moment
-shen the walls will f211 down, I don't thinlk you are reslly
sreparing yourselves for it, XYou don't reﬁlize that thils
cruclal and nainful morent wlll come. You axs stlll too gulet

inside, If you work hard in the studio, you are tired in the
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evening, but that does not meen that you are really worklng.
You may be spending many haurs1hﬂ1n5 éuah and such worjt, but
vhether you are renlly working = thls is another question.

I speak in goneral, tecause each of you 13 in a diff-
orent degree of thils stagee Yhat I mean by thls real work, I
wlll tell you. I mean that you nust get the feelling thet in
aplte of or because of a2ll our aims and ideals, and tecauce of
tho long way we have to zo, woe must have a real ground under
our feets Wo must feel that we dontt want to te floundoring
sozovhere "Luciferically,” bub e yant to stand on the ground 1n
our profession, and this fecling for the ground is vthat we laock
nows Whot does this mean? It mecans, first of all, (and now I
am going to spoalk professlonally) that you don't yet realize
what our profession actually 1s - the davelppmant of the ablllity
to have our feelinma in our 1lll, Yithout thls we arc not stande
ing on the ground, This 1ia our ground,

If you wore sciontiflioc people, your ground would ke
thoughts, and you would have to develop the abllity for logleal
and objective thinking - the feeling for expericent, eto., If
you were religlous people, your ground would be an active incorpe
oration of the spirlitual ideas and desires of spirltuzl belngs
through our will, to brinz on the earth and re-crecate the earth
through the power of our wlll, This is th§ real religlous approach
to 1ife. DBut there is a2 third reslm,whlch i3 ours: where the
will and the thought cross; end this is the aorment that the feel-

ings beglin to te born: and thia 13 the realm of art,
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¥ithous these fealineg ¢ are not able to ba aoctors

or artigio. If wue think we are making efforts, 1t dooo not mean
that we ore creating o grounds Qa are ﬁnly paking efforta, But
at the mo—ont whon wo asle ourselves what we are reking offores
for = %he feclingg - thon woe are creatlng cur ground, Withont
thigc profenssional pround - wlthout Thila ability to zet the feal-
tnza and lwcep thon and reecroate them and send them out -
wmlthout thig we are quite helpless at the momont when the walls
will fall doime Hithout thls, any actor on the prosent atazo
=111 Bo cuch tetter off than woe will be at tho end of our thrce
yoar coursse. He will he eble to walk on the staze, quite freecly,
and wo will not te able to 4o thiase He wlll te able to =pke
tricks -1th hlig volce ond hig body which we will not te a2ble to dog
ne will be able ¢o 2ake tricks with hia cogbuce and makc=up,
vhich 1o wlll not be sble to do. o w711ll bo slmply free on the
atnze, and wo wlll note

At the moront when we appeer on the gtage vefore the
andienca, wo will de compared with other contomporaxry actors,
and peaople will zay,"But these are children - the othors arc
motora.”? This 19 not our gimy Cur alm ig to show on the stago

that an imer tcehnioun can exlat, That mezns tho abilloy vo

HAVD 6l bize rlch renlm of emobtions and feellnga iln our power
and to tc aastora of our own feellngse This ls a wonder whleh
will stop all orlticicm from outsido, If.'pftar three years,
rynu are able to open your hearts and send your flame to the
audience, the audionce will oay, "Yeaz, there is somcthing for

-thich 1t 1o worth while %o oit the whold evening," They wlll
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be fed by thig flame, this life, andkall the things we can glve
them., And this is what the au&ience cannot get from the stage
at the present time. The present stage is dry, full of corners,
stacecato,intellectual, and mechanical, TIhne stage ;ﬂ-dead.
What 13 dead? The heert 1s dead on the stage.
If we ecan once understand that for us the real ground

" 43 the feelings, then we will understarid that 1t is
worth while to develop an inner technique, Without thls heart
which is flnmlﬁg. the technique means nothing. If you acs able
to do staccato and legato, it 19 not importafit if your heart is
sleceping.. If, by mallng certmir{éﬁfﬂrts. i@ arc able to send out
the atuosphera, but it is an 1illuslon, very soon the audlence
w11l loush ot our attempts and we will have to blush and say
that wo have worked for thrce years and made certain efforts,
but there iz no result. It i3 a very dengerous thing we axe
approaching, but there is stlll time for us To get the under-
standing of what %t meansg to work in thls school and prepare
ourselves. Dut we muat open our gyes , and speak frankly with
ench other. 4o must acknowledge the weak point which will give

our cnemicg the possibility to throw atones in our nearts,

PIRE -~ FLAMING FEELINGS: ARCHRTYPAL FRELINGS.

fron the point of view of the feellngs, 1 want you
to nmnke a real cffort to find how you can fe the master of your
own {lare, your own heart, your own feelings. It ls worth wnile

to0 bo tired from such, Mow I xant you to zo thpough the whole
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mathod which I have zlven you, and you will te astonished ithen
you reallze thet I have slven.jbu.nntﬁing which dces not lead To
the realn of your feelings, but only if 1T 1s3 understood in the
right woy. For exemple, in The staccabo and legato ezerclee,

I have scen you do this exercise weny times when 1t wes abeolutely
nothing - 1% was dead 1like a machine, absolutely without feelins,
Then I have spoken to you about the activity, .the atmosphere, the
need for the whole body to be permcated with thls or that quallty,
ctoe, a2 o rasult of which you have done the sace exerclge €0
beoautifully that I, whoe know the exerclse so well, have felt that
I was present at a great performance, have watched a great pnlece

of art.

This 1g for us 1like a central point, Ue oust under=
stand everything from the point of view of our ficnaing heart,
wo muat gcay to ourselveg that if we are not doing the cxerelce
siith o flaming heart, then we are dolng nothing. Ye are losing
Lime pnd more than that, we ore living in an 1llusion for which
we wlll hove to pay when the stones will be throun into our
hearts by the audience and oritles. I want you to do what I am
telling you - nobt only understend 1%. Then 1T you will really
+hinlk of all our axercicea froa the noint of view of the feellngs,
you will save your time and energy. One day sgent in this wvay
111 be worth three days 1f you will allow yourselves to do our

excrcises by including the feelings, Hithout this, our three

years will only be worth six montha.



' Cholthov Jenuary 16, 1938

RICHT FEELINGS THROUGH RIGHT FEANS:

By repinding you that our alam and ground 1s the
feelines, I don®t speak about our personal, private feelings.
I speak about the feellngs whlch belong €o the recolnm which 1s
bigper than we cre. To the realm of Teeling which comes fronm
inspirations If I say the line, "To be,or not to bes," as : & 4
1t were ny personal problem, no one will be interested in 1t -~
1t 19 ko0 gomall. In ordexr to say thege linesg, I must get some
feclings, sore elecbricity which changes my whole belngs and
then porhaps I have the right to ask, "To bte, or not to be,”
I am speaking about this kind of feelinga. There 1s no need
o remein three years in a school to be able to say something
on the stage which belongs to me in my evexryday 1lifo.
If T on such an actor, I will posoldbly get a blg salary if I
have a big volco, cnd small perts and a smoll salary 4f I hove
2 amall one. The director wwlll look upon me as 2 horse, and
say "yes" or "no"; bubt this has nothing to do with the schoal.l

TUORYTHMY :
e nuast ask ourselves wnat we are atteapting to

develop in the achools The ancwor ls the inner teechnigue which
w11l zlve ug the inspired feelings - feelings which coxe {ron
inspiration., UYWhen you understand thls polnt, you will realize
that everything we have gilven you ig leadiing you to this insplir-
atione If you ulill really deeply pay attention to what 1s glven
you in Zurythny, you will see that you nave o golden key to the

inspiraticn.,’ But only Aif you wlll toke bhe key and put it into
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the loclk and turn it. Through Zurythoy you will te able to dlge
cover tho archetypal feallngs.\ If you take our exerclses wlth
the archetype, you will see that thils 1ls enother approach to
the same becubiful world of the feelings. The rhythmleal or
psychologlcal gesture is agaln the key to open this door 1nto
the feelings, whlch we are trylng to oxpress on the svage.
Tou i1l £ind nothing in the Method whioh does not lead you
to the feelingss

Of course, you may sey to ze, "We have been working
now for a year and a term, and you tell us that we have no fecel~-
ingge Perhapa, I're Chekhov, your nmeans are not sufficlent,”
I ocan only snguer that I have triéed to give you everything to
help you, but vhather you have raally tricd to ftake is ny roply
to your imasinary questions Where 1s the misteke? Thls,again,ls
not o reproach ~ only an effort to establish the business con-
taoct. I only possess technique; one gives and another takes.
If you think of hhat I have said to you, you will see that all
the moane I have ziven you are keys. I have glven you nothlng
uscless,

From my long practice as a teacher - I started in
Rugsia mony many years azo -~ I have learned to distingulsh
hatireen the means which are really helpful and useful, and those
which geenm Lo be. I can give you o serles of exerclses which
geen %o be holpful, but which are enpty. I know them.s 1I went

throuch that long way ayself as a student of the Hoscow Art Theatre,
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As a student I had the experience of what 1s helpful and what
i3 not, and again as a tﬁachaf% Than I worked with teachers in
three countries and taught thems I taught children and young
pauple? Thig hes been my first experience wlth English and
Americon studentg, and it has glven me nany thingé , out I nmust
tell you that my consclence is clear towards you - I have glven
you nothing that is usecless., If you will take all the means I
have glven you, you will find that each one of them 1s able to
open the door for you. Thig ig one mein polnt before wo gstart
our new Ttern.

The sccond point: Ye have a lMothod wlth whlch to
approach the world of the feellngs, and we have to be able tﬁ
manago not: only the world of tho funl@ﬁga. but the Izthod 1ltself.
Ve have spoken cbout this very often. You must be able to use
all the meana I have tried to glve you in the Method, as yon
use your spoon and knife and fork. If you erc not able to
naster the Method, you will not be able to manage yourself on
the atage; you will te helplesas To be able to manage myself
and get myself in oy power and to escape from this floundering
ﬁnd accldental thinge which surraund us, That 1s what I mean
when I say that you are not yct able to manage yourself through
having the lethod. That 1s why last term I inslsted that you
should talze something, yourselves, {rom the Method as a ground
for improvisations, in order that you would feel this neceasity

for mastering the }Yethod yourselves.
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There are Ltwo things: to nannge the Method 13 one;
and to manage the feellngs by ;cans of the Method ig another.
These two things will creato for us the firo gruﬁnd on which we
can stand when the protaecting walls of the Studiulmust fall down.::
ihen tho stonss can be thrown into our hearts, bub we wnlll know
thet vo have done all that we could do, bellieving 1% to be right,
Then we have only to suffer, and this 13 good; but to suffer and
to “wnow that we have done nothing, this ls a blow whlch really

hurtse The twingas of conselence - thlg 1g a differcent kind

of suffering, Therefore, this term I want you totmke as your
slogan oz device, the following: *To get tThe right feellngs
through the right use of the Nothed." This is what I want you
to wor!: for throughout the whole teram,

I want you to be aware that when I remind you chout
this menlm of the feclingas, that we can only create thls ground
if you arc firmly stonding on it., 1t 1s s0 beautiful when you
are aoble to appeer on the stago and arc sure that if you do thls
technical thing inside you, you will really throw to your audience
so many intangible things which are the feellngs which have core
as an ingpirotion to you ~ that your audiecnce will say in the
firat ton scconds, “"Yes, hero is something.” Your stream of
gonothing 15 so strong that you will gat from the audlence,
"Yeg, we are ready," and then you will gc£ insplred hecause the
audlience hag sent Lts “yes" - the audience is open., Then you

nugt erecte with your audicnce, togoether, first thls way and then
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thate If you have one kind of audlence, you w7111 have one kind
of inspiration, and another faq anothers

Thia intangible thiéﬁ -wa call feellngs is really
tangible - 15 a real ground., You can stand on thls real ground
«1+th confidence if you have atmosphere, contact, images,
psychologleal gesture, eice It i only the question of tech-
nique., HNothing can bc more beantiful in art. If not this kind
of art, then better none. ANy gubatitute for the real art 1in
the realm of the feelings is like an 1llnessSe If I am a palnter
and I sit for years and yecars trylng to find some expregsion,
1t will lecad me to the asylum., or cverybody art must be
Tflanings On the stage shroughout the world today actors arc
walking end contracting and taa.if? thinking, "ag-if" looklnsg,.
-This is a dlgeaso,

ho wag lichelnngelo? A human belng as we &8ICe.
Why, then, did he stand before his stones and rocks and pray
=0 Cod not to glve him any more inspiration? Of course, he
was a great genlug, and we are only plain people; but it 1s =
question of degree - bub not a guestion of technique, of the
inner approach to life. If Mlchelangelo was able to flame
wlith such power, it does not cean that we amust do the gesture
of blowing out our flame. e muat txy to flame in the samc

way., The question of degreo does not cmean anythinzg. If you

nave aiich a szall flame = but it is flame - 1t does nob

rattere AS long as it is a flame, you nust do oeverythling

pogaible to make 1t burn. This lg your human duty, your
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oblizatlon to your destiny.

The flame has the save quallity that Michelangelo'!s
flame had, although the dlmensions may bte different, It is
the Michelangelo quality, no matter what the degree is, and
we oust lknow it. If you will look at the plcoctures of Michel-
angelo's sculpture, you will be astonished how the stone is
full of feellng, of flame, It 1s radiating, and there 1is
nothing of the quality of dry, clever technique. The technique
1 there, but on the basis of the flame., YWithout this flame
the technique would mean nothing - 1t would be a box with a
handle, nothing nmore. You can walk with it to the traln, but
it doeg not exist. If you are full of feelings, there are no
boxes, It 15 1life and flame which burns all the boxea., Ve
shall sece Eiohulangeln;n figuresg and we shall concentrate on
the handa. Each thing i3 a symphony of feellng., As we ufe all
dlchelangelos in & lesser or blgger degree, we must vroduce the
same with our hands and arms, with our legs, our faces, and with
our eyes. The saze, No less. I mean In the nature - in the
degree, perhaps, but the nature is the sare., An ertist is an
artist.

Our feelings penstrate and permeate each part of our
bodies = penctrating, radiating, livingiin atmosphere - flowing
through the psychologlcal gesture = cﬂming out of the

archetype, cte.
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In “ichelangelo's sculpture you will see that the
feeling 1s recally penebtrating thd cold stone. If you want To
call 1t a miracle, call it so, because it 1s a miracle, Ilow
much eesier it should be to penotrate our living teing with
feeling! Only a certain effort 1s needed, To make an effort

and heve a clear idea of what we are going to do. UWe are golng

to love sgomeone wlith our hands 1% 1s poasible - or to ask
comebody soxething with onr hends - or to persuade with our
hnndga, with our cheats, with our whole figure., It 1s posslble
to do everything with a body which is full of feellng. Try to
renenber our very first exorelse: YI have my bedy"; “iy 'L am’
18 moving ny body." This is an appeal to the lichelangelo
sitting 1n ua - to give the idea that I an 11fting aoy hand.

All our cxercises are eppealing to this thing: how Lo coax

the feelings into our bodles,

By trylng to persuade you to inorcese the teohnique
of takine what I am trylng to glve you and to base it on the
idea of the feelings, I will try to help you in the followlng
tvwo wayg: Vhether I will be able to carry them out will depend
on you. ~PFlrst of all, I wlll do only some spreclally selected
exercisea with you, and will try to develop them more and more
in detnll to deenen the understanding for them, And through these

exoreises perhaps we will get a clearer, practlcal apprecach o

what I mean by getting the feellngs.
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ACTOR-DIR®CTOR RRLATIONSHIP:

The seocond thing - ag we are approachlng nearer and
nearer Lo the ecruclal moment wheh we will be a theatre - I will
try to congider you zometlimes as actors, and not as studentis,

I will te your direcctor gometimes, so that you will sece quite a
different psychology. Now in the school we are developing some=-
thing togethor; somotimes I am very happy about your success and
an suffering over your fallures, IYou have much time in which to
prepare things, and I an walting and keeplng you in cotton wool
with love., Bub in the theatre it is quite a different psychology.,
As diroctor, I will give you a task, and tomorrow it must be done,
It docea not concern the director how 1t is done, or how tired you
are, because that is the psychology of the theatre. The openlng
dete 18 glven - 1t must te done, You must be able to do your
parte If not - goodbyel This 1s the psychology of the theatre,
and tho poychology between aoctor and director - quite different
to that of student and teacher.

I w11l try to do this new 1line, which 1ls nore like a
busineas line., I willl try from time €o tims, as an exercise, in
the following wvay. I will give you sore small improvisations,as
if 41t i85 a rchearsal. I will glve you something, show you what is
wrong, vhat I want to have from you tomorrow, and tomorrow you will
bring me your work. Thils is the professional approach., In the school
it must be done in a different way. 2Zeing very cunning, I will use
the same thing for the feelings. I wlll zive you some sketches to

do from the two future playsy as director to the actors, and willl
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require the work fzom yov. [t will not be real rehearsing,
but soxething 9f that Hind, yaﬁ will feel. That means that
at the geome ¢ime we will be preparing the plays with uhlch

I want to gtart our theatre.



