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ATFOSPHERE,
Questions Does the actor create the atmosphere out of the
objects, or is it a separate entity?

Answers The actor mus} imagine the air filled with the atmos-

phere which hasg been docided upon, Therefore, it is the

actor's work.

Question: With regard to the atmosphere of the street accident -
when the quantitative change takes place, the qualitative one

takes place also,

INFLUENCES

Answers On the street it is done uncensciously, but on the
stage we must creats certaiﬁ'ﬁtmGSPhereﬂ congciously, in order
that we will get what we want. But I also believe that there
is something more to it - a certain influence from somewhers
else which we do not know about, I believe thigs. I mean thot

there are influences around us in the world which cannot be
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fﬁuhdﬁﬁﬁﬁmbyyﬂnalyﬂiﬂ or any péychnlogicﬂl means, Certain
influences on which we depend more than we think, and the
atmosphere is just an instance of these influEHCEE being
strong enough for usg to realize them, withaut heing able to
gay what it is or where it comeg from, |

Questions But Af we. don't wnderstand them; vie ﬁan't use then.
Answers Of course we can., These "1n£1uences" are longing to
come To ug, and if we call them by means of creat}ng-thu atmog-
phere consciougly, "they” are hera, _They are not running away
from us - they are coming to us and trying to influence ug in
all possible wayse. But they cannot reconcile themselves with
our Intellect - that stops theme But if we are open in our
hearts and wiilﬂ. and the intellect is a servant, Then they
are here to help us. |

Quention: Can you make ;t a 1little clearer, oven though we
ara speaking of intangible things?

Answers Two things always happen in such cases. If you close
yourself, the influence of these "beings,® let us gay, 1is
lessened, Secondly, he who cloges himself to the influence

of these "beingg®" excludes himself, so that both parts are
suffering somohow., This disharmony affects both parts. This
does not mean that if we submit to the atmosphere we have to
feel just what the atmosphere dictates. We have o have per-
sonal feelings which are different but still the goneral atmog-

phere ig theres. Howover, if you reject it, it cannot forece
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itself on you.

Letl ug imagine an atmosphere - created by us as
actors = in which we are waiting for somebody to enter the
roon, somebody who is very unpleasant., The moment we begin
to llie, everything disappears. Now imagine we are walting in
a tense, unpleasant atmosphere. If we are true, the atmos-
phere is there, but the moment we begin to lie and exaggerate,
it disappears immediately. So thﬂrq 18 one absolute condi-
tlon - it must be true, otherwise there is no edﬁtqnt between
the gctura themselves or between th;s “influence” and the
actorg.

Quegtiont It scems to me that the atmosphere is a result of
gomething you achieve from something you have done. Through
really doinz something the atmosphere is achieved. So ad an
actor what ig important to me iz that I am really doing.
Answer: Yes. Imagining the air filled with atmosphere ig

also doing -~ the doing must absolutely be there., Doing is

abgolutely important on the stage.
Question: You have said that if we allow the dry, cold intel-

lect to creep in, it would kill the performance. Vhen writing
The play, the playwright must have an idea - that is the fhing
which forces him to write, So the actor must understand what
he is doing in terms of the content of the play and the part.
Also he must be clear inteollectually about what he is doing

on the gtage. But I gather that is not the cold, dry intellect
of which you speak,
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THE INTELLECY;
Answer:s O0Of course the actor must know everything he possibly
can, But the difference is how he knows ite That ig the
whole difference between the cold intellect and another kind
of thinking which does not disturb the actors The cold intel-
lect is the kind in which we do not see anything but facts,

But if our “knpwiedge" is at the same time an imaginative pic-
ture, then everything is all right because all real imagination
is £illed with ﬂmuﬁicna'anﬂ will—imﬁulanﬂ, and the intellect
is gtill in the position of a servant who carries é candle,
and does nothing but throw light, |

Questions Otherwise I feel that although you might react in
general fo what was going on, it would become vague and dif-
fusede.
Angwers IEmotiong without aﬁything to direct them are even
more terrible than doing things by means of the cold intellect.
The intollect must be turned inte a vision.

uestion: Is the intellect nmore like rationalizing - a very
intellectual process which you don't participate in, and which
does not flow into the three levels of experience.
Answors O0f course. I have meant_just vhat you described.
Question: The &c%or'muat.not be a critics If you use the
intellect unly, you are not creating.
Answers The main disturbing thing in our meaning of "intelloet®
is that we think of it asm analizing, eriticizing, or punishing,



., S R

Ile Chekhov Novenber 11, 1941

It lg a negative thing. The Russian work means just "rnation-
alizing.® It 1s nuch narrower than the intellect.
But I also think that if our "Imowledge”™ and under-

standing of what wo are doing on tho stage - the more we really

underatand. in the goed sense sﬁ that our im2gination is awa-
Kened and we sce things immediately - then a strange thing
happens. The more we know, the more subconscious or super-
congseious things arse coming upon;us, so tﬁere is no danger.
The subconscious fegion opens itself,

I think it is important to clarify these terms. I
have always folt this, and the other day Stark Ynung'confirmad
my bellef when he explaiﬁed to ma that we have to go through
this gtago of confusion until we find out what we actually
mean whon we speak about "atmosphers,” "feelings,” “intellect,"
etce, so 1T is useful to define the termao we are going to use.
Quections I am not completely sure of what you mean by "will

impulsea”,

THE WILLj

Answers Of course I nust ccne back again to the same themes
from different pointe of views About the will; in our sensge

it is a very simple thing, It is nothing other than the anti- |

cipation of what shall happen, and that is at the same time
the objective - not quite as it is deseribed by Stanislavsky
who invented it, but with a 1little nuance whieh I suggeste
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THE OBJECTIVE:

L suggestlthat we do nov try_tn find out the objec-
tivergsﬁ#hnqpurﬂ understanding of what we want to do, but to
sae'the resﬁlﬁ achléved."That is the ubsective for me and
thﬁt ies the Hg;;_on the'ﬁtﬂge. If I want to shake hands with
somaone, for instance, I may say that Iﬁwant to shake hands
with hor, but if i den®t see myself doing i%, then how shall
I do i%t? Then it is the intelleects But if I sea that I am
ghaking hands, then I see 2 picture which leads my will, To
anticipate, ﬁo+fﬂreuma. that is the real objective,

When .I was a young actur-undﬁr-Stanislavsky. I could
not realize thid difference for 2 long time. Then I realized
that I must always have a fictura before me, and after that,
all went well, I would also add to this.nnt to try to find
the objective before first acting freely. First act freely,
even badly, and then ask yourself, "What have I done?? Then
you can correct it, and also with the intellect, etc. This
is the way to find the ubjective;

Questions when13t&rting an objectlive, if you feel very flat
and don't know how tﬁ get warm, it helps to take an objective

which haes some connection with the whole scene.

THE IMAGINATION;:

Answers It may help very much in your case, but in this case,

1 would say that you should choose the most simple, the most

obvious objective. The easiest way to get the objective, and,
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at the same time, to become warm is to appeal to our imagina-
tion. For instance, let us take Sir Toby entering the cellar
in Twelfth Night., If I can see him entering the cellar in my

imagination then I can find the objective. If I cannot sece
him, then I am not an actor. When I see him, immediately the
objective will come. It can be developed, of course, but it
must always be & kind of vision. Nobody else in the world can
see my Sir Toby, just as no one can see himself. The imagina-
tion is nearer to us, and is what leads us Eonneét_to the
state which we may call "to be warm" or to be ready to act,

I always feel very unhappy when someone says, "But
that is not ShERGSPEﬁre!" How do we know what Shakespeare
thought or saw? I have my Shakespeare and you have yoursg -

no one has the right to criticize it.

Questiont But does it not seem that we develop certain associ-
ationg around certain images, for example, a fat Santa Claus?
It seems to me that the whole problem of the cultural image

is something we are afraid of,

Answer: We make one blg mistake - we discard one thing or tho
other, whereas both are true. Santa Claus is there, even if
one hag a beard a bit shorter and the other a bit longers

Questiont You speak about and demonstrate the ideal actor who

can laugh or cry at will. You say it is not necegsary for the
developed, mature actor to think of his “dying grandfather”,
It makes scnse to me, but I don't know hov, although I have
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understood everything you have said about what we want to
achleve ~ the goal. But perhaps I have to use my "dying
grandfather". because: that,is the dnly way I can get at the
zoal I wants liy problem is, what should I use in place of
ny "dying grandfather“?

Answers There are two thiﬁgﬂ with which we can replace the
"dying grandfather®. First of all, a developed, flexible,
emotional 1life, If it is develnpéd; it includes all the

"grandfathers” in existence. Ve don®t need any one partic-

ular image. In it are all "Lears,” all "fathdfﬂr ﬁil every-
thing ~ if the emotional life is developed, it is there for-
ever, That is one thing. There 1s another way, but it seems
to me a little dangerous. If we take the real image of our
real grandfather, it becomes too personal in the WIONg 8ense,
You will get certain feelings, perhaps strong ones, but they
will be of a different kind %than.we are aiming at in our work -
fhey are not to ba shown. They will have a certain personal
color which makes ugs 2 little smaller and makes the audience
suspiclous wﬁﬁther consclously or unconsciously, and the actor
can become hysterical after a certain period of time if he
worke in this way, becauﬂa_we do not allnwlnur'nature to for-
zet the "grandfather” drama in our life to the extent that our
psychological 1life requires., Ve always take him out of his
gr&ﬁelanﬁ cannot forget him, which makes us psychologically

111 after a time, because we force our nature.
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Question: If an actor hag = very strong imagination, that

imagination is all inclusive. One does not have to depend on
a gpecific incident, but ono can gather that feeling fronm
many incidonts. Our problem in creating feelings lies in the

.inahility To really cnncentrﬂtn_tn the point where the ima-

ginatiaﬁ ig ﬂtrnng,.withnut being disturbed, If our concen-
fratiﬁn is Bnﬁmrung'thaﬁ Wo can actually and truly imagine,
our pﬁﬂpnnﬂeu would be stronger,

hnﬂwért Frdm ﬁy-puint of view this is abgolutely right.
Queption: What I am driving at is this. You, for example, are
2 mature actor, but that is not true of me. Somo things I can
do, others not. What I an trying to find oul is hoir to deepen
the exporience and managn:thnt place where I am not go gtrong.
One way may be through the eXperience of my "dying grandfather®.
What I am looking for is a conerete way to overcome these weak
gpota in me. You may say concentrate more, but thﬁt is not
right for me. When it does not happen for me, what do I do
then?

Question: The imagination of an actor is not that of an ordin-

ary person. I want to kmow how to do thinge which I anm not
able to do. |

Questions What I understand is this., Ve have 2all relicd on

our "grandfathers" and our personcl lives in relation to a part,
ingtead of fully exploring the play itself., 1Instead of doing

that, we have relied on our personal feelings, If we concen-
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trated and worked upon the imaginative possibilities of the
characters in the play, it would come.
Question: We are all here because vo want you to show us a

way by whlch we cﬁn go aviay from you better actors.

Quostions Is it true that you mean that there is a technical
equipnent which makes it pnﬂﬂiﬁld for me to use all the
“grandfathors"?

Question: I understand what you mean but I cannot do it.
Porhaﬁu I was not born an emotionally dcvaiapad POrEOon. X
have tried to find my wa&'to it and the firét step is to

turn to the things I know best + or whatever imdge moves me.

Question:. You use the phrase "a flexible emotional life".

I have tried to remember gomething which made me laugh or
cry..and I_hgvu not been successful., ILator on I waﬂ'abln to
do it IflI'trﬂqe 1t, I finﬁ that in life I have been dif-
forently moved in different exporiences, and this has worked

into my technique as an actor.

CONCENTRATION s

Answer: This may cover all your questions. . First of all, it
geems to me that there is no cantrﬂdictinn in our understanding
of the theatre. The whole difference is that you say that when
you think of your "dying grandfathe}.“ he leads you to‘ﬂigger
things. This is just the opposite to what I have Jjust said;
which is that it makes you smaller. II we accugulﬁte'enuugh

experiences from our "grandfathers" and then forget them, we
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will not necd to remember our "grandfathers." You need only

to remember theo atmosphere, to have & gpark of anticipation

" of what it should be, laughter, sorrow, and so on., The sane

wgrandfather”, if ho hae beon forgotten and gone his way,

will roturn as an artistic Qmution; I an speaking ag&inst

remembering things which'ﬂré gti1l too _vpersonazl,
" The whole quostion is, can we develop in ourselves
the power of imagination and concentration. i am sure wae can.
Therefore, the whole queﬂticn.iﬂ; are wo golng to develop
them? If we do, it means that we movo towards the aim which
ig actually the same one. But the question is, can wo take
ono gtep nearer to the ability not to remember our “"grand-
father" or do we still have %o femamber him? If we con oenly
remember him and notﬁing else, fﬁﬂn we are not artiéﬁﬂ. But
we agsume that we are artists, and the question only remains
whether wo viant to dnvélop certain abilities dr'nnt.

Here I thiqk that fhu ability to concentrate is a
very impqrtant points Unless we dovelop this special ability
ve cannot accumulate many things, and we don't see many things
bacauge the 1life does not enrich us tanthe extent that vwe need,
Wwithout this golden key we cannot do very much. Nothing can
be done without this special kind of concentration,

I1f, for instance, we imagine King Lear, we can ima-
gine hinm only because we are alrecady rich enough ingside our=-

selves with all the "grandfathers®” which we have forgotten.
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But we cannot imagine King Lear if wo have a concreto grand-

fathor who is s8till tearing our physical nerves and heart %o

plecess Concentration makes us accumulate more "grandfathers,”

and digest them more quickly.

When my own father was dying, I concentrated my
attention on him to such an extent that, although it was very
tragic and painful to me, I digested the whole event to such
an extent that I could usec it in King Lear - in fact! I had
+o uge it. If I had not completely concentrated at the moment
of my father®s death, I might have dragged it withﬁﬁn for many
years, and been unable To use it ﬂuhconncinuﬂly.. When 1 cry,
I am, of course, crying for my father, ny mother, my dog, and
all those things and people whom I have actually forgotten,
but they are crying through mce

So it is just 2 question of concentraticn. I vio
are able to concentrate to such an extent, and by fhé means
which we will work upon, then the abillity to laugh, To cry,

to be influenced by one'’s ovn imagination will come more

quickly, and more easily. It is only 2 question of doveloping

and traininge.
I believe that we are all more talented than we seen
to be. Actually I believe that we are all Geniuses, dbut we

don®%t ¥now it, a2nd we are afraid of it and beliove that we

cannot do this or that, because of inhibitlions, under-deoveloped

imaginations, etc., therefore, we have to use clicﬁﬁh. If one
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%hinkn back over one's owvn life, ons will find moments when
there are signs of genius, TFor the experilenced actor it is
only a question of cleaning one’s ovn inner 1life by the right
meang, with patience and great effort, then we will discover
many things which we cannot even believe are therec.

HRow can we, for ingtance, dream such strange things -

such strange interpleay of characters, atmospheres and emotions -

we cammot do it if we think we can only do this and no mores ii
Ve mugt say to ourselves tThat we can do much mnre._if wo only
discard certain things and develop others. Of course, it takes
timo, which ig unpleasant, but we have to pay for thd result,
Questions I think we all desire to hear from you a simple

gyaten of technigque for dolng certain things. You have said
sonething which I feel is an angwer to this question of tech-
nique, and I would like to explﬂre'it further. That is tho
idea of concelving the finished picture before it is finished,
I was warned against this in the previous work I have doneo,
but it attracts me aﬁd I like it. It seems to tie up with
your other conception of the ﬁill impulses, which I think is
a much larger development of the idea of the objective. I
would like to have thaf developed further, because for me that
1s the "how",

Answery As long as we have to gpeak about this method, it will
geem a 1ittle difficult, becaﬁaa we have to do it in order to
wnderstand. But when you come to do it, you will find that it
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is very simple. All the points I have mentioned one by one
are really brothers and sisters and are actually one thing.
Tharn ig really only one button you have to press inside, and
all of these brothers and sisters will become alive, but to

becone acquainted with them you must speak with each one indive

- idually. Actually, it is a very simple method. We will come

to the point where we have spoken about So many things - con-
ceniration, imagination, radiation, etc., etce., and you will
be astonished when you find‘that at the moment ynu+realiy con-
centrate you willlhavn everything there, because real concen-
tration cannot be done without will impulses, imﬂgiﬁation.
radiation, atmnﬂphere; and 80 on. Just the same is tfuu of

atmogphere, when you want atmosphere and really creato it, then

everything else ig there. It is one thing. So a great mathe-

matician may arrive at a certain mathematical formula, after
many years of writing many formulas which hé could not bring
together. Suddenly it comes, and this pleasant moment is
inavitabla.

Exercigaes _on Concentrationg

| Very often in theatre schools, we start by using two
main organs - the eyes and ears., For a certain stage in our
vork that is all right but we must go further. ILet us gsay we
want {o concentrato on sgome objects We have to soo it, and

that is the first stage. Ve can even describe it in details

AN "-:
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to support what we see with our eyes. Then we must do the
following thingss Without moving physically, we must move
with our whole being towards fhu object. Fﬁr ingtance,
When ﬁe love, we concentrate on the person to such an extent
that we afﬂ cuntinﬁcusly moving towards that porson. So by
our will we must move inwardly towards tho objeet of our
concentration, The.phyﬁical bndy.remainq,quiﬂt but something
moves tuwarﬁalthig‘nbjact. When you are with the object, the
physical body must remain free and relaxeds Then you will.
faelﬁthﬂt your looking and sceing.is of'secﬂndafy importances.
Now you have tho'ubjact not with your eyes only,
but with something else which is much more important, much
nore "taking® tho thing than your eyes. The lagt step is to
"take® the object and keep it - to such an extent that you
wlll not ﬁnuw whether the nbjacf hag you, or you have the
object - you become one with it., And when you bnceﬁu one,
a miracle happens - yourknnw exactly how heavy.it is, what
ghape it is, ﬁhat nolse it makes, what shape it is from all
sides at the same time. IWith our e¢yes we see the surface.
then we ﬁpprﬂach the object witﬁ cur physical body we know
it somehow vaguely, wﬁﬂn ve "take" it, we know it better, and
when we are "taken” by it, all the quﬂlitiés of the thing we
knuW'aﬁd oxXperience, Také two'objecﬁsﬁ the more we do this
process of merging together with these things, the nmore dif-
ferent they ﬁecamu until they are incomparable, and they ean
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show ug so much that we may even become frighfened, bﬁt it
is the only real way to Eggﬂ_thiﬁga. This process of cone-
cﬁntratiun. of "merging” togethor, is the only way to really
know things. Whether it is a box of matchen or & human be-
ing, tho pgaceﬁp of concentration, nf'mnrging together with-
out the ph&niéﬁl body is ‘the eame, Whethor it is the ioses
of ﬁichﬂnlanghla. a rnnl'parﬂun;uﬂ sound in tho street, atcs,
the power of concentratinn hag to 5; just the same in all
cased, ) |

If we aro able to get so many interaosting thingﬂ
from gimple objecta, how much more enriching and iﬁterenting
will be the work on the part we are going to play. We can
concentrate on our part if we are able to concentrate to the
point where we no longer need tu look at the uhjeat. Then
it makes no difference whathar it ig an imaginary character -
Sir Andrew ﬂguechauk. or the actor whom I seo on tho stage
with body and costume. The iﬁuginatiﬂn bocomes s0 concroto
and through the power of concentration makes immediately the
world of imaglnutiuﬁ go real and concrete that there is no

naeed to remember the real “grandfather,® because the imaginary

"grandfather,” which is showvn the actor as King Lcar. Claudius,

etCop 0lCo,p ig juat ag concrete. lNore than that it is so free
from the actor's nerves and physical pain, which ig not so if

I think of my not-forgotten father or mother or grandfather.
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THE INAGE: .

This beging to show us how much it is all one thing -
concentration makes imagination concrote, and imagination, if
it is concrete, cannot be, produced without concentration of
this kind, Another and last result of this exercise will be
that the images which we aro going to aet by such kind of cone
centration and highly doveloped imagination, will appear before
us while we are working on tho part. They will appear before
ug absolutely concretely, so that although we cannot gee them
with our physical cyes, we can deseribe the spot uﬁ which
Haﬁlet standa; the wrinkles in his face, etecs, eotecs These

will come of thomselveg, 1T Imow of one case when an actor

was reading a book which had nothing to do with the part he

wvag working on. Suddenly he felt “he 1s here," but the book
interested him, and he did not want to look at the image.

There was a real fight between then, but the image wag so
gtrong that the actor etopped reading and gave in to tho image,
The power of su&h imaginatlun 1g incredible, It is stronger
than a real person, beecauge the neans by wﬁlch this imago in-
gslste on ﬁerging'with the actor 1s of such a nature that he
cannot say "no" to it. o

But the means to this imagination is to develop this

kind of concentration which ig by going out of one's phyéicul

body ag it were, and "taking” the image, the thing, or the
sound, and morging with it. While exercising, it is important
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not to allow oneself to break the ccncentratian - of course,
it will hapen but then one gets to the point where one con
grasp tha 1maga and keep it without brzaking the connection,
Let us @0 it by concentrating on tha_oﬁjﬁct and bniﬁg;ﬂizg
it; Then we can go on smoking and talking; and ﬂtili we will

have an unbrokenruonnactian with the ‘thing.

CONCENTRATION &

Question: I can force mygelf to concentrate on Tthe simple

qualities of tho matchbox, but actually I only find it inter-
esting if it io reldted to ﬂnmnthing else which arouses my
interest and excitemente I cannot get excited about it unless
it iz more than Just the simple object,

Answery If it, the objcct.lremiinﬂ only the object, then this

is not experiencing a developed cﬂncentrﬂtionf This becomes
chly Enlintullnctual thing of observing and watching.

| These are only two variations of what héppﬂnﬂ when
you are really concentrated. But thenégara mny more. In the
process of real conéantrﬂtian. you expericnce many thinges be-
fore you are eble to pursue your aim. You will meet so many
things that it will seem that each ono ig different, but
There are so many rooms to be gone through before you get a
real grasp on concentration. One day you can go one way, and
the next day another, and each time you will find different
ways - all are true. Tor instance, you may start with a gime

ple object some time, and suddenly you will see your own



®
I'r' L
i
"

ile Chekhov November 11, 1941

immediate future, and you will think you are crazy, but becouge
you are going so deeply Into yourself you seo yourself in the
future, in the past, etes On the other hand, you can really

remain with the image, and can do su_wﬁll that you are almost =

"taking® it. From the begirning, it may seoem different, but
it is always tho sanc.

Queations I thinkjconcentration means. something else. I feel
fhﬂt my concentration would bc_dinsnlvnd if I allowed myself
to go further than that, |

Angwers If you have the power of concentration - which is not

the object at all - it is what comes to you through the power

of concentration that we are aiming ats You must distinguish
Inwardly whether you ﬁre floundering, or whether your concen-
tration on a certain object has led you somewhore where yuu
want to go. It depends on you. TFronm yourﬁaxparience you will
know whether you are floundering EEr fulluwing]. |

Questions What is the proof of concentration, when you have
such a varied collection of experiences? How do you kmow if

we are concentrating?

Answers I cannot know whether you are concentrating, but there
are cortain symptoms which show i+,

Question: And whatever happens as a result will tell you?

Answer: Yes. As a practical suggestion, I would say let
everything happen. Let it be right or wrong, and don®t worry

about it, Have only one aim - to go oui, to grasp, to merge
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and to hﬁld. After a few days it will becone nbviaua.-hut
the only ﬁim ic to concentrate in the way I have suggested.
All the symptoms are there becauso ﬁf the attenpt to concen-
trate the atiention, as we ma&n ite All these questions will
| dlisappear in time. |

_Qunntion: Thiﬂ may havo ﬁumathing to do with day-drecaning.:
I have been told that thiu ig wrong, but yuu Jay that it is
right. If you ﬂnnﬂgntratﬂ to the point where the situatinn
heéuﬁonzq concrete that'ﬁou actually féul it and rgspond to
it, then is vour cnncenfrﬁtioh'right? |
Answery lot qﬁite. It is the ability to flounder, but not
. ydt The abllity to concentrate. The ability of concentration
is the ability to exercise your will. You will nodt eunfuse
it with day-dreaning, becauﬂu if you are only draun into ina-
ginary things, you are the victim, and not the hero, Is it
your ovm will to cnncantrﬁte‘and then to follow the thread,

or are you ldd weakly by gdcideﬁtal imagination?
| Day-dreaning is notlcuﬁcentratiun ag we mean 1t,.
When I told you that tho part can appear before you avén against
your will, 1t is not day-dreaming, but it iﬂ-bﬂﬂaﬁﬂﬂ of a
Etroﬁgly developed imagination and concentrations The image
comeg filled with your own will, therefore, you cannot fight it.
If you will do the exercises you will see how many things will
become quite clear, because of the effort to concentrate 2lono.

Very soon you will be able to distinguish between right and wrong.



lie. Chekhov November 11, 1941

Questions I am not clear on the purpose of concentration.

It seems to me that when I try to cundentrata. the purpose

.is to release whatever can happen. Probably nothing chh
happens as a result of this communion, but it showa thot ono
ig waking up inside.

hngwer: It is true, but there is o danger. Let us imagine,
for instance, thait someone 1g going to hypnotize another por-
gon. . For this, one needs a very strong concentration, and

you can’t do it if you are not able to geec the person doing

the thing. 1If you are doing this thing by meanﬂ'ofbth& person,
then.hﬂ immediately geiﬂ up and doeg it, But in the midd;n
you may think about his sister, and while you aro still in the
procaga of concentration, tha pﬁrpﬂse lg loat, It is a ques-
tion of your own inner*hﬁuﬂﬂhuld ~ what you are aiming at,
You may want to flounder a2 little - ﬁhan flounder. You may
order yourself to remain with the object - then you can remain.,
It is your buslness how you use thig power of con-
centration. You may want to have a very strong iﬁaginaticn
about something, Yﬁu concentrate on the image and Tfollow it.
Another time you concentrate for quite anothor ajim - you radi-
ato your feelings from the stage. You can usa it for ocstab-
lishing contact withfyour partners, and you can use it hen
you first enter the stage for hinting +o your audience what
w;ll happen to the hero at the end of the play, By means of
strong concentration you can tell +then what'will happen &t tho
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end. For instance, if I an playing King Lear - I an earthy .
and unbridled at the bezinning, but I ean send one spark to
the audience, and they will anticipate the moment of "Howl,
howl, howlt®

I For all these "tricks” you must use concentration.
Nothing can be done without it, but, of course, dangers are |
there too, Inﬂfead of following one line you m2y begin to
flounder. All these dengers will becomo very dpviouﬂ. ir
you have tho patience %o go on in ﬁpitelaf {he ﬁéEE;ng dife
ficulties, | I |
Question: I feel there is 2 great difference among the peo-
ple in this roon éﬂ to lovels of concentration, but we have
no basie for knowing how good ouy concentration is. There
should be samufhing-mure to it, it seens to me, You should
be able to get from us, by analysis of some kind, just how
good our concentration is.

Answers This is a case in which my help is lesgs and less

needed, because tho éffort to concentrate will itﬂnlf.teach
you much more than I can tell you. 0f ccurse, I can give you
a2 geries of different Qxerelises, hutltu expafienco then is
something eine. For instance, t2ko an imaginary chﬁir and
then try to transform the chﬁir = without breaking your atten-
tion - into a cow, Very difficultf Terribly difficult! or
imagine that you ararpouring téa into & ﬁup, ﬁnd.then try to

imagine it reversed. Try to imagine yourself walking backwards,
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In reallity, it is not difficult to do, but in the imaginntion
youlnaed a terrifiec power of concentration to be &ble to do
ite |

1f your head gets tired when you are doing these
exercisos, then it is wrongs Real concentration does not
occupy the brain at all, so when the head gets tlred don't go
further. The more we attempt to o out to the object, the
nore wo will get the feeling that tﬁé head has nothing to do
with 1t. Real mathematiclans are calculating without using
their brains. They are working with different parts of their

* beings, with diffﬂreht.qualitiesi only when one is learning

arithnotic is one tired. Thoy play chess with their hands
and feot, and inaudible voices, etc. So only the first stage
of the exercises occuplies the physical brain, and it must not
becoma over=tired, Again, let us take the oxample of love.
You cannot be tired of love, if it is a happy one. You will
be_mﬁre and more inspired by its Just so with concentration,
When it is right, you will become more young and stronge

I have in mind a sketche Lot us try to do it with
a general atmosphere to begin with, and then we will divido
it more and maré. and then certain simple situations will
develop and thias sketch will grow of itself, and will becomo
a play., We will start to create really from nething, and we
will start with it next time. Then I will {tell you why wa take
the opposite way, starting from nothing, so that it will be

. &
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our own creatione
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(INSERTION AT THE BEGINNING):

oueations The moment I begin to concentrate on the object 1
begin to uge my imagination, and it beccmes Bomﬂthing elso.
Answer: That ig the thing we are aiming avt. If by concen-
trating, our imaginatidn ig aroused, then we have achieved
oUr PUrpoSCe

Quentinnl T don®t think that is true.

Answers The purpose of concentration scens to be going out
of oneoelf, but actually it is going into onegelf so deeply
that you will find all your abilities trembling and willing
to obey. concentration alone is opening the door of your

ovm crcative abilitys You can direct this the way you want,

but it may happen that it will be the way to your own cre-

ative individuality. Nobody knows what it ig but you yourseli,



