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OBJECTIVES: Lesson for Beginners:

wWwhen wo are on the stago, when we are acting, and
aven when we, as actors, are proparing our parts we nust know
what wo are really doing during the performance. 7That means

what the character is doing from the beginning to the end.

Perhaps you have read Stanislavshky's book, An Actor Preonares,
in which thore is a chaptor on objectives. Lvery character
has a cortain wish or desire to reach something. Tho objec-
tive is the invention of Stanislavsky, and it is 2 very impor-
tant thing, because it means that each character has always a
coertain aim to which ha.ﬂr she goog,

With tine you will see how important it is to know
what you are going to do on the stage, and what you are going
to reach. The idca is very simples it is a question of analy-
sis to find the right objective for a special character, or
scene, or sentence, or word, or for the whole play. There can
be a series of objectivesy one main objective, and then smaller
objoctives, and even smaller ones, atce We will not touch the

process of analysis at the moment, but will now try to under-
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gtand the actor’s pﬂychﬂlﬂﬁy'%F to how to take the objective
and have it inside us, and how to fulfill it, This will be
our thema,

I nentioned to you that 3tanislavsky has found this
beautiful thing, but the technique of how to take 1t and ful=-
£111 3§t we will understand in our owvn way. In other words,
wo will +take from him the idea of the objectlvo and use it in
our ovm way, and I will explain to you tho differencoe. 'When
Stanislavsky cave his objective to his actors, we tock it
with our intellect, with our brain, with our thinking abilities.,
e always did this in the ifoscow Art company. /o understood
the objeoctive at onco, and we tried to carry it through., Tho
result was that everything wo did to reach our aim was very
straizht, primitive and like a gstraight lino without any vib-
rations or nodulations, because the intellect ig vory stralight
and prinitive, and’veory stupid wnen it tries to help in tho
croative processs 1IN ar{ the intellect really ncans nothing,
when we triad to take the objective with our intelloct we wers
at once too orimitive; everything was too clear, and wo scemed
+0 loso our talents, and this was our great mistake,

I mugt szay it is very tempting to find the objective
with +the intellecet, and it is much eaaieyj but it gives very
131++1e to our actor's nature. It doos not awaken a f{lame in
us. Decause in the eoscow Art Theatre we have taken tho ob-

jective with the intellect, we neaded so much time until this
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intellectual jewel came verymflowly devn and was finally some-
thing in our heart. It is well known that plays were prepared
over many months because of this mistake. Then 2gain months
went by until it, the objective, became our will, Therefore,
if you take the objective with your intelleect it will be easier,
but not for the actor who wants to act rather than to know.

It is a great difference for an actor to find the
objective with the intellect, or to find it with the imagina-
tiuﬁ. If you are able to imagine your part, or the whole play -
if your imagination is vivid enouzh - you will see that you don't
need to use your intellect in the gsense I have been telling you
about. You will gee that your imagination is much, much richer
than your intellect - if you are an actor, that is. I do not
spcak about you ag personalitles, becauge for us in certain
dircections the intellect is absolutoly necessary, and it might
ba wrong to start certain things with the imagination, DIut for
us, as actors, it is absolutely wrong to start our work with
the intellect,

If you will recall some performances which you have
Jcen, jou will realize that the performers are not acting at
all - it is an intellectual outburst, it is lecturing or speak-
ing, but it is not acting in our sense. *This is becausea actors
have no time to work, and they only have their intellects to

appecal to, Therefore, they walk, and speak, and smoxe and are

intellectual from the top vo the botiome. &nd that is why our
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art is dying out, becaugse of this influence of the intellect.,

This does not mean\that the actor must be a stupid
verson, or that he must not use his intellect, 1 mean that
his main power 1is hias imagination, and the intellect is tThe
second or third instrument in this innoer orchestra. 7The in-
tellect®s task is only to bring order and clarify things which
are given from other parts of our actor’s souls, from those
deeper parts where the artist is sitting somewhere. This is
what I mean when I say not to use your intellect when finding
the objectives, and in carrying them out. Through practice
you will gradually szee what I mean by this.

Let ug cay that you are acting Hamlet, and your ob-
jective in the scene with Ophella 1s to let her know that you
have never loved hor as a higher being, but always as a human
being - "I loved thee not.” You can take the complicated ob-
jective to tell her that you have not loved what you now Ssee
in her. If you take this intellectually it will be dry and
heavy. I1f you look at this theme many times in your iragina-
tion, it will come to you as a spark, and you will know and
feel and will the objective. Then you have to appeal to your
intollect and agk it to make it clearer to you what you wished
and felt before you knew, In this caselintellect is quite
justified,

1+ 1s very tempting %o take many suggestions which

the intellect zives in the first fifteen seconds, but we must



%, dbihee Saptemter 30, 1937

zat accustomed, i we wish to awaken our actor's beling, O
deny the intellect until una:é whole being is flaming. Then
yvou will xnow the real objective, and will asXk the intellect
to make gome suggestions to clarify things whlch have arisen
from your whole being.

Lot us try a little cxercise for taking simple ob-
jectives In the way I will suggzest to you. -Your objective is
to walk throush this room and touch the step which is between
the two rocmg. '"he method of taking the objective, in our
senge, is Tirst of all to imagine that you are doing this.
Imazine that you are already touching the step. iow try o
appeal to your will, and inside try already %o do this. Fill
your whole boing with the action - "I am already touching the
step. I am 2lready fulfilling it inside.” This is the right
anproach to the objoctives

How be attentive to the cortain feelings and powers
which £ill your whole body. You must have this power inside

of you, That means that you are 2able and ready to fulfill the

objective., Your whole bhody, your whols beinz must understand

it. To understand the objective with your whole beingz means
already to produce it inside. Try to increase the fulfillment
of thiz simpla objective inside you., Try to think with your
legs and feet and torso, "I am doing this already.” iiow do
$+, Now do the same thing but usinz your intelleet only, and

in 2 practical way find the difference between the two ap-
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proaches., tiow do it again with your whole body, with your
whole heart, with yuur'whﬂle\activity. and produce it inside
before you do it in reality, so strong that you will get the
feoling, "I must fulfill ny objective," and this is the right
point when you have to fulfill it. Try to increase this in-
gside you so that it is not possible not <o do it.

The moment when we fulfill our objective must not

be vague., To be lazy or without will, fhis process is very

dastructive for the fulfillment of the objective. However
complicated the objective may be, it must be taken at once,

and this gives very much for the actor'’a nature, if we are
trained sufficiently to take the objective with the whole
being and at once, and keep it until it is fulfilled, perhaps
hours and hours, without being tired. e must not allow our-
gelvag to be tired, and it must be there until it 1s fulfilled,
This condition is absolutely necassary in order to carry the
objective through with the necessary temperament.

For this aim we must be able to dedicate ourselves
to taking the objective with the will, and to keep it hours
and hours and find how to fulfill it even in the fifth act.

I have fulfilled my objective when the curtain is dowvm, Then
you can rest, but if you rest before you have fulfilled +the
objective you will loseo the power and the pleasure of having

an ﬂbjﬂﬂtiVEr

If it does not zive you any pleasurs to have an
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objective, it means thatv aumq?hing is wronz, One of the great-
est dangers is to have the objective very weak inside. The
opposite pole to this is that when the objective is fulfilled,
you nust be abgolutely free from it. Nothing must be zcft of
the objective which has been fulfilled.

Let us take another example from Hamlet. Let us

imazine an actor who is vory full of moods, and when he has
fulfilled his many objectives he is still Hamlet, and cannot

be freed from ite This must not be., UWhen the curtain is down,
at the end of the play, you must no longer be an actor., If you
continue to be an actor after the curtain iz dowvmn you will
weaken your talent. If you begin indefinitely and finish in-
definitely, it will weaken you, You must go from one point to
the other and not be vague about it,

Now take the objective very sharply and definitely,
and when you have fulfilled the objective, then Ifinish at once.
take it and exercise inside this abllity which must not be
weakened. To take the objective means to do it inside continu-
ously; to have the real necessity to fulfill it.

liow walk around and keep the objective inside until
I tell you to fulfill it., Fight with the thing which tries to
make you weak, Keep the objective for hours if nacessary.

This is the real life on the stage - to know what you have to
do and %o reelly want to do it, to permeats your whole Deing

with this degire. This means to be able to act on tho stage.
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Gradually you will se2 which role the intellect has
Iin our work, with exparienég you will find how nuch you have
to appeal to the intellect, how nuch it will help you, =2%tc.,
but don't start with it, because if you do the part of you which
is the actor will be held back. It will not respond. 3ivery- I
thing must be clear for me - then I am an actor. 3tart in this
way and the intellect will find its way to help you,

A psychological objective éan be expressed through
the legs and arms - the most complicated psychological things
are living In cur legs and arms. Sonme conductors move only
thelr hands and arms, and if you will observe you will see that
they exercise tremendous restraint to keep the body quiet, or
1t may be from the nature, but everything comes from the intel-
lectes Thie does not mean that the conduector must dance, but
1f you will penetrate into such a conductor you will find some
difficulties in him. Let us take Klemperer as another example;
while he does not actually dance, his whole body is doing some=-
thing, because everything which is art inevitably penctrates
our whole body, whether it is music - such 2 hish and noble art -
which forces Klemperer to move so, with all these visible and ine-
visible movements. As actors we must be more movable than
Klewperer or Yeilngarten, because we are showing our bodiss on
vhe stage and if we show nothing thrnugh‘nur bedies it would be
better to make a screen and show only our hezds! %Wa must show

our body, our whole body, which is like a membrane throush which
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all the finest psychological problems must be speaking to the
\

audience,

The Psychological Objective:

We nust get accustomed to taking the objective with
our whole body, even if the objectlive is a psychological one.

I may have to speak to my partner vury'quiayly on the stage,
but my objective is to get rid of hime If I really have the
objective to get rid of him my whole body will be absolutely
movable inside. Then I am able to speak very politely, but
my whole body streams with this thingp "I want to zet rid of
hime" But if I take the objective with my brain, with my in-
telleet, there is nothing going on and my body will not be
speaking. Ve must deovelop very wide and broad movements in
our bedy, and invigible movements as well, If the body becomes
like a membrane, then there will be 2 movement of the whole
body, and the objective will stream and speak through it.

Lot us take the objective, but make it more psycho-
logical than it was before. You must walk forward so that you
come nearer to tho douvr, which will be open., In the room be-
yond there lies a person whom you do not want to disturb. Your
objective is not to waken or disturb him or let him inow you
are passing by. \hen the objective is fulfilled, leave at once.
Very consciously ¥now the beginning of the objective, the ful-
fillment of it, and when you are free. Take it decisively when
you are told, and take it with your whole body. Ask your legs



whether they have the objacﬁ}ve in them, whether your torso
has the objective, etcs Do it with your will and with your
imagination. Your whole body must be as full of thig psycho-
logical objective, as Klemperer's body is full of the sounds.
tiow let ua take an even more psychological objective)
Wo must try to experience what it means to take it with our
whole actor's being, and to realize what it meang to have an
actor's béing. A person is sitting in a room alone - he is a
SpYy. You want to penetrate into the most immermost part of
his soul in order to find out whether he is spying or not.
Again you must take tho objective with your wvhole
body, because you must take it through your body, in order to
awaken éuma beautiful new qualities for your actor's being.
vith yauf-whule body try to suspect him, and you will truly
awaken the mogst beautiful feeling for thu-actor. that of be-

ing present on the staze with your whole being. You will never

speak on the stage only to recite soliloquies - never., CLvery
vart of your being will speak through your hands, your eyes,
or aven Through your static bedy - this is the beauty of the
occupation of the whole being on the stage. This is never seen
today, and actors are tortured because at their disposal is
thelir whole instrument but'thﬂ# torture themselves by using
only separate parts of it.

Don't allow your body %o sleep - each part nmust be

active. Try to foresee the great pleasure of having your wholeo
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being at your disposal, It requires training, but it is worth-
while to train oneself in this way, because it 1s the most beau-
tiful thing for tho artist-actor.

Take this psychological objective which is, to pene- -
trate into the being of this other person. Take it with your |
whole being, your handg, your fingers, everything must be full
of tho desire to penotrate into this person®s mind. The more
you will question the differcnt parts of your body as to whother
they are full of the desire to penetrate, the betier the results
will bes Do the objective first inside, then do it. Ask your-
gelf if your whole body is full of thig kind of activity. Then
stop and be absolutely free. Everything must be at tho disposal
of your wills; you must want to have yourself at your disposal,

It is so important.fnr-tha real actor not to be vague
at any time, but absolutely clear in everything and absolutely
in control of his owm power. Only then will you be able to
create a new kind of actor, a very fine kxind of actor, very
parsuasive for the audience, and very intelligent. Try to cri-
ticise, with warm feelings and in a good sense and without any
evil feelings, hut really criticise our best actors by asking
them whether they are really intelligent in their profession.,
You will be shocked, because you wiil see that a famous actor
may have a fine personality, but asia professional person he

iz an amateur, he is not intelligent.
This is what is dreadful on the stage today, that an
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actor who iz a very fine person in his private life, when he
aprnears on the stage is at once stupid, Therofora, we must
build a new kind of actor. Cur future theatre nmust be a the-
atre consisting of intelligent actors - I speak about the in-
telligence in the profession, not as porsons., I am gorry to
say this, because I am an actor, but if you will compare the
different nrofessions you will never find such professional
stupldity in other branches of the artsz, because on the stage
we have so many gaps to f£ill that we must create as many
bridges as there are gaps. Therefore, we must be very careful
about the training in our studio; we must give such training
our'whniﬂ interest in order to achieve a rcally intelligent
profession, and not something quite vague and indefinite,

If you will obsorve the musical profession you will
never find them unintnlligcﬁt. because they have to Xnow 30
much, to feel so much, to say so much in their profession that
you will not find unintelligent musicians. Quite the opposite;
when certain conductors are conducting you will feel what a
person! As a nmusgiclan he 1ls clever, although he may be stupid
at heart, but as a musician he is clever because he must know
his profegsion. For a mugician three year's training is nothing;
this is what it means to be intelligent.

Ve have a very complicated professinn but when our
profession hbecomes intelligent we will have a new xind of ac-

tor. As long as our profession is as vague and as simple as it
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is now, our theatre will be unintellizent. When we are able
¥ e s
to create this new approach we will be able to create a new

theatre,

ATI'OSPHERE:

Take in the atmosphere, speak out of it, and radiate
it. The process of taking in and giving out tho atmosphcre 1s
really one thing, but it is good some times én do geparate ox-

ercises,
IMPROVISATIONS:

P5YCHOLOGICAL GESTURE:

The theme of the improvisation is that of two friends
wﬂo have lived togother for many years., They know each other
vory well - being nearer to one another than relatives., 3But
something has happened between them. One feols guilty towards
the other - you can imagine what this was or you need not inm-
agine it - it is more artistic not to imagine, but just to have
the pain of it. This psychological disaster comes suddenly,
and the more they try to solve the problem, the more definitely
they feel that something has been broken between them, and they
must separato. One is packing to leave,

Take the situation in a2 very tragic sense. The con-
ditions arce that it is late avening, 2lnost nighty a very small
room with a very small lamp. BEoth frien&a are psychologically
tived and worn out, They have already said everything ncces-

sary to one another; 2ll that is left is to rack and leave for-
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\\
8ver. “he friend who remrains is “ullty; the friend who

leaves is the hurt one. ¥nis improrisation must be done

on the bagis of the nsycholorical Fasturn,

criticism;

It was fascinating +o watch becauge I o0t the
impregsion %ha+ you z2ra standing on 2 basis, and with the
basis you will be able +o improvise more and moras Theatre
which 1s varied. low you see how important it is to oXer-
cise gesturas =2g gesture, and then it will become more and
more speakinz,

I remember %he gesture which Vakhtanzgov zave ne
for Hing Zrie [Btrindherg's Sric {1V].1 W“hen I zot thisz
gasture inside, I sould vlay four acts of <he lonz play,
having this gesture in all nmy movements, in all the words,
in the psychology, in ths outer eXerciges, everything., 1t
is pogsible by having only one zesture to make it the zrounc
for a four act play. Hew rieh the gesture is if it is

archetycal!

CHARACTERIZATION

Let us t2ke znother imprnviﬂﬁticn, This time vagad
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body. "he zroom's mother is a rea;ly zood-hearted person, who
sproads warmth and love and lnmfort to everybody. sShe is the
only positive character, but by nature she is very quiet.

It is late in the evenlingz; thore is a wedding party
and thoy are dancing and tTrying to make tricks by making sounds
like a dog or a cock. Into this feast comes a very strange
figure, that of a very younz secneral. lie hids just been made
a zeneral and jis full of the feeling of being one. ie wants
to be active in any way. lils idea is that he will be such =
liberal general, that he will te present at his clerk's wed-
ding, just to show how broadminded he is, and how warm his
neart 1s. iHe has big mcustaches and ho loves himself tremen-
dously. Dy coming to this event he expects that he will change
the whola life of the people.

The other guests are a newspaper reportor who is
alviays trying to find what he can In the way of an anecdote
wvhich, he will write up in tomorrow's paper, and hurt the per-
son ho writes about. Small but mighty, he is tall, well-gsroomed
and well-dresced, and he always wants to be noticed so that avery-

one understands that he has tho powor to write somethin;: a2%out
them Tomorrow.

Thore is 2 medlical student who is only zay, and noth-
ing more; for him everything is beautiful, everyone is happy,
and he tries to add to the things which 3eem to him to bte funny.

11

e 1s avsolutely stupid because ne wants to e more and more



Yy Chekhov -.:.:Eptﬂmhﬂr jol 193?

fay. e creates his own world, 2nd is more untidy than the
\

others. JI

Anotner person is very gloomy and sadj nobody knows
who he 1is nor what he thinks. e is always somewhere on the
side, looking at somebody, always ovserving and keepins him-
3elf at a distance, He has on very short trousers,

There are two zirls who are the bridesmaids; they
think that the mystery of the wedding consists only of one
“ring which will come tonisht. They think only of this and
they have no other fTeelings., They are as if gtupid, and they
only see thiﬁ nmoment which 13 closely connected with <he bride,
who 1s the only thing which exists for +themn.

“he servant is a very Russian type who is always do-
ing something, without asking why, without understanding what
is ordered, without knowing what she doeg, but she is always
prepared o raecelve orders and fulfill them. If she does not
Zet orders she js dead. 3he is very handsome, with hair which
is dressed very high as if it did not belong to her. This ac-
tivity and willingness on her part is without any criticism
of what is going on,

Another lady is like a man, and she %tries to carry
through and prove women's rights. She is very clever with
statistics. She has not read many bocks but she has her own

ideas; very 3tiff inside and stiff outsida., The last suest

i1s an old man, a clerk who is higzh enougn To be a link between
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the seneral and the others.

Vand steps into 2 dish which has

The general enters
been prepared for the supper. Hhen he enters the zroup is at
the climax of the dance. They zradually notice his figure.
“hen they notice him they 2re half-dead with astonishment, be- |
cauge of this unexpected appearance. Then he tries to make a
speech to exnlain hig ideas and why he has c¢ome. During his
speach he feels, and everyone in the party feels that the con-
tact is not established, and he becomes mora and more a stranzge

fizure. Then he makes a gacond effort to zet nearer %o thaese

strange peonla.

Criticisms

in spite of the lack of improvisation, there wers
some zZood things, one of which was that the characters were
there. The big mistake was that thers was no "ecircle"; every-
one was blind to what was s$oine cn around, and it was not
vivid enough. Fach one of you was alone and you were afraid
to take in the othors for suggestions, but tried only to con-
duct your own life., With time you will et this connection
with sach other every moment, and then you will find the time
to help and support each other., It must always be a composi-
tion, not a zroup of soloists. Repeat the exercise, but first
try to establish the "circle,y and try to find fine reactions

TO everyone.,



s Chekiow September 30, 1537

criticisn

This time 1t was baltar because you were more quliet
inside youj but not yet quiet cnough %o zet inspiration. You
must Le absolutely quiet inside and baelieve that you will get
inspiration, but you had a certain fear that if you did not
do something, what would happen? e brave enoush to do noth-
inz but concentrato on the vasis of the ground glven to you,
and this time it was the character.

From such axercises you will zradually zet something
which is very difficult even for experienced actorss; this be-

lief that something will come, not only from you but from every-

one, If you touch it very inwardly you will get some sparks,
but don't spoil these pood sparks with work which is not the
rizht kind. You must be brave enough to wait for the inspira-
tion quietly. That is what is meant by the "circle) Zach of
us hag a talent and we nust believe in it. If we make a mig-
take it is much better than to do somethinz without waiting
for it, and just do nothing.

This time many things were wrongzg as f2r as the feel-
ing of truth is concorned. Your Iintellect told you to begin,
and therefore you stopped your feeling of truth, and you have
done one wrong thing aiter another. Therafore you could not
prepare yourselves to sce the general @s a person who did not
belong to your soclety.

If you had been brave enouzh when dancing and moving
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to pnay attention %o thas Henﬁqal's sntrance, you would have
ielt that something was zoing on inside you. UDon't do samﬂ;
thing; don't allow your intellect to tell you to act. You
must be brave osnough to wait until this thing will zrov, You
will get something, but you must believe that you will, But
don't be absolutely alone on tho stage, as thoush in a stone
turret., Take time, and in this viay you wili find the way %o
the improvisation. Vhen it becomes necessary during rehear-
sals to conserve time it will be done, but now you are quite
free, so take time, but be attentive to all the possibilities
which are in you. Don't preconceive anythinsg, especially with

your intellect - when the feeling of truth was absent from

your work just now it was because of your intellect.,

Laszons for lesinners:

The Actor's i‘arch. Thig exercise will be for con-
centrating your inner activiiy. TYou have your bedy for con-
veying your ideas, your emotions, your will impulses to your
audience. I have my body in my will, 1% is beautifully built.
Zach part of my bedy is like a piece of art, ¥y neck is beau-
©ifully placed on my shonlders. Realize and do thiz. In my
chest I have my center which leads fron incido. Jurinz tho

maren zeep Thoge gunlities in nind.
T want all our new students to exercige the things

which have been ziven tham by nmeans of a littla thero or sketch,
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In acting such a sketch we will pay attention, for example,
first to concentration., You must then find the points, throuzh-
out the whole sketch, in which you nust be concentrated. In
this way you will escape the condition when the actor is on the
stage and ig full of temperament, but he does not mow what he
doing because he is not able to concentrate on anything. It

is like smoke and esarthquake around him, but without any point

to which 1t streans.

CONCENTRATIOR:

Lot us take a little sceneg from The Three Sisters,

The play takes place in a small Russlan provincial town in
which lives a family consigting of three sisters., To this town
comes a regiment of soldlers. There is great excitement in the
tovm, and the three sisters, who belong to the most intellec-
tual family in the town have, of course, to receive the offi-
cers of the regiment. They have prepared food and everything,
and aro wailting for the officers.

Wa will take only this small period when the table
is prepared, and the three sisters are waiting for the officers
to arrive and introduce themselves. Then the meal is served
and lively conversation begins during the meal., Also when they
leave the house and say goodbye it is aﬁ occasion for them 21l
to speak. The oldest slster, who is thirty-five, is very seri-

ous, with some ideals, and she wants to love gsomeone, as it
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worae, The second sister is 2 person who works very much; she
finds it neceasary to gg,auméihing. to work and be busy in life.
The third gister is a very clover zirl, but still a girl, very
simple and open to everything, and very recceptive to all in-
prossions around her. She is asg if waiting for something to
happen in her lifep a girl's psychology.

The commanding officer is very intelligzent, very noble,
very sure of himgelf. Ho lmows that he is very attractive, and
when he entors the fﬂum everyone looks at him. Another officer
is always very gay and tries to make jokes, ie is well edu-
cated, but hig oyes arec always looking for the point where he
can find ﬂomuthingfmnrﬂ anusing. Another officer is very gloomy
and pessimistic. Everything is wrong and he knows something
which 18 g0 dreadful in the world around him. He is always
keoping this half-lmowledge and carrying it through the world,
Ho ig not intorcoted to Xmow why he is so sad, but to be sad
with this half-knocwledge is so Leautiful. Another officer is
German, and he io a little afraid of hils friends., Too much
Corman because nhe ig in Rugsia. Too many butvons, too close,
too tight. He 1s always afrald someone will do something tact-
leas, He is thereo at onco tor cave these situationsS. With tinme
it hag becomo, unwittingly, his prefecsion. The husband of
the second sister is always thinking of household problems and
doingz things in the house, becauge of love for his wife, and

becausa of hig ovm characters ile is entering more and more
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into the family life as a wq?an. not as a man., They have a
1little child, and he is always attending to the child. Ho
does not complain, as it is quite natural for him to respond
to his family situation in a way that is half-woman,

Ye will take this small sketch, Act as you like,
good or not go good, but the exercise is for tho purpose of
always being concentrated. You nust f£ind tho points on which
you must be concentrated during this exercise. Tho whole pur-
pose is to exercise this concentration.

Start by being concentrated on your future work -
perhaps by some imagination as to what you will do., NNow take
account of what you have done. 'Were you concentrated each
moment? DBe quite aware of this and find the places where you
could have been more concentrated. Weore you floundering very
much? If so you must try to repeat it in your imagination

without {loundering, but really being concentrated on something

definite. This ig the meaning of the. exercise,

IIFAGINATION AND INCORPORATIONG

How we will take a small part of the same scenc for
imagination, and the incuﬁporatinn of your images., Rehearse
the situvation in your imagination, and when you are ready try
t0 incorporate what you have seen in your imagination, and do
it in reality, but with certain conditions. IHurd must imagine
nis character to be nearly fifty, very tall, very brave, with

very clever pursuing cyes, very quiet. Sanm nust imagine quite
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a different type; very short, a little bit fat, like a little
vall, fair-haired, near-sighted with spectacles. George must
imagine a Gorman officer whose body is like a stone, without
any neck, nore muscles than usual, all strensthened at the same
time., William must be like an 2agzle, but a pessimistic one,
Woodie must be very stiff and heavy and slu? insldej he doesn't
know this, and it seems to him that he is as quick as air,

Emma must be very clever and serious, and very romantic and
very reserved. Valerie has spectacles and is very nervous but
she doesn't show it; she is nervous inside,

Now try to imagine the scene and rchearse it in your
imagination, and then incurpofatﬂ it. Don't exaggerate your
characters but make them true. Azain rehearse inside, and then
incorporato. Tho idea of the exercise is to train your imag-
ination so strongly that you will recally be able to get sone-
thing which is not vazgue, but something which you can use on
the stagé. You can got such very preclous material out of your
imagination, therefore you need very long and intensive work,
and then you will discover with time that the imagination is
somathing which will lead you throughout your life, and will
really feed you., To have the imagination is very zood, but
to have the ability to incorporate what you see in your imag-
ination is gomething else., Through exercises we will zet this
ability to create images, and to be fed by them. First to
tmow what you do, and then to believe that when you are ready
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to incorporato your image it\will be incorporated. The things
which are most disturbing to the conscientious actor will bs
solved, becausc you will have a technique and your body and

cnotions will be obedient to you,



