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PERFORIMANCES IMOR CHILDEREN
IESPONSIBILITY TO THE SQOCIAL LIYFE
TAUCHTER - HUKOA .

SCEMES FROM SHAKESFEAHE

NIGHT FEELINGS THROUGH RIGHT MEANS
#ichelangeclo

ibgen's Brand .

IFPORTANCE OF TIHE EXERCISES
EXERCISES TO AWAKEN THE FEELINGS

PERFORMANCES FOR CHILDREN:

A big end intcresting task has been glven Torence.

Ag arblst, director, designer, audlence, as everything, he must
oxzplore the approach to the problem of creating a performance for
ohlldren. In our future theatre I hope thal one of the nost ine-
portant 1llnes ln our repertolre wlll be perforrances for children,
bacause children of today need our help so wuch, They are fed on
so many materialigtlisc, undigestivle thingzs, so that these poor
crentures arc growlng up and instead of developlng thenselves,
they are becoming, Iron childhood, more and more contracted, and
are unable tﬁ £ind their nlace in the soclal life.

Thruugh-wrang cducation, through lack of imagination,
lack of falry tales, these belngs are killed. This 1s ourder,
what e are dolng Lo our children. It i3 "legal,"” but tue are
killing them., Therefore, 1f our theatre wants to serve our
goclal 1life, we aust glve thece ercabtures the nourishment wnich
they deserve and need. And tc can do thlg through the world
of the falry tales

T want Terry to approach thils gubject very seriously.

e must dizcover how our future Theatre can play before an
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aundience of children. I suggest that he use ilrham's creatlve
powers in playurighting and designing, and to make this experi-
mant wlth her concerning how our future theatre will play before

an audience of children.

AESPONSIRILITY FOR SOCIAL LIFE:

I hope our fubure theatre will develop along three malin

lines:

Onc 1line is our response to the asoclal and politicnl
1ife which 18 a burning question in our life today.

e must rospond to the sooclal 1life nbolit us, be-
cause art for art?!es sako is a bubble - nothing.

Tt ig 2 monastery which i1s not right in our tirce,
There is too much shooting around ug and we zmust
rospond to it. ‘!c must mlrror thls shooting 1life,
and do evorything we can to stop 1t. Ve must be
Michelangelos in this way, to do everythlng we can

to stop the shootling around us,

Another way we may dare to serve the socianl 1life

1g throuch our work with the chlldren.

TAUGHTER AND IUMOR: The third way 1s to make people
leugh, to expand the hunan being. Laughter is llke

heat, like food, like a deep breath, Without huror

the human dbeing 1s not able to expand,

In these three ways I feel we may, as a theatre,

date to scrve the socinl 1life of our tice, and humanlity,
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Zoatrice [%eatrlce Straigﬁgl is going to explore the
problem of Joan of Arc. HEIPdEHE for the performance are very
attrective and interesting s a Sirectnr's ideas. Terry
must be sure that the people wlith whom he works have sowme feellng
for childron. Delrdre has this love to work with children, and
there may be others. Speak to the zroup and find which ones are
interested in this work particularly. This dces not mean that
you must not take others. You nust prepare your work wilth great
carc, beecause the iden nust underllie each part and each person
who helps you, The idea 1s to help these children who will bury

ue after a certain time. If members of the group have suggestlons,

please brinz them to me.

3CENES FROM SHAKESPEARE:

The new students are to work on scenes from Ihe verchant

of Venlce, lomeo and Juliet, and Othello. Thege socones must be
taken from the point of view that they must awaken flaming feellngs
which we have to discover in ourselves. Therefore I have chosen
certain things which can be interpreted as cool or cold, or can
also te interpreted in a very flaming way. Thls 1s what I went -
nothing of coolness or coldness. Thls kind of lnterprectation is
forbidden for these sketohes. If in the future we darec to pot
Shakespeare, then we will discover thls tremendous flre wnich

lies in his creation - which has not only héen forgotten, but

which was never dlscovered. Actors seem to think that in order

to aet Shakespeare, they must be stiff and cold; but thexe 1is
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no more fiery material in the dramatic world than Shakespeare'ls
works. Each work is an explosiqn, but to bo able to =act hils plays
we muat walt some years., In doing these scenes, try to dlrect
yourselves go that you are performing themn, Everything nust be
fjustified and very interesting, and must be the incorporatlion of
this hidden fire which 18 in each character in Shakespeare,

iake the porformance as rich and full as you can,

GET THE RIGHT FEELINGS THROUGH THE RIGHT I[MEANS:

we shall start the tern wlth o very dull thing: by
going through our exercisec to remember them and to find out
again vhat they mean. We will start this work of selecting ex-
ercises and speoclal improvlisations and certaln other things.
our motto for this term will bhe "GET THE RIGHT IFEELINGS THROUGH
THE RIGHT IMEANS." From this point of view we must srork through
the whole term. %e must look at our exercises from this polnt of

view so that you are able to do them. To know the exercises

doeg not comfort me., You must be able to do them. You must be

able to get from our exercises what we call inspired feellngs,

Just as we must look a2t lNichelangelol!s drawlngs from this polnt
of view,

Don't take things vaguely or in general. Approach
[lchelanpelots pictures only from the point of view of what feei—
ing 13 expressed thope - tltanle feelings in each part of the
body. First look at the whole pleture, and then at separate parts.,

Don't allow yourselves to flounder for one moment. e are looklng
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for the feellnsgs in eaﬁh picture, It is not sufficlent to feel,
"Oh, how bBeautifull® Leave thiﬂipsyahqlugy forever. hencver

ve work with the feelings they nﬁst te, for us, socething like a
flame, The layman is permltted tCo have a vague fecling about

the pletures - but for ugs 1t must be concrete. Then ue are
professional people. Otherwlse we are only people from the street,

You must reallze that 1t is feeling that moulds end
createa theso trorcndous forms., Study some part of one of the
plotures and drink it in. Get the result inside of you, llow
compare what you have treen studying wlth the photograph of gong=
one you know. Lot us say, your auntie's plecture. 1t 1s the
pieture of a living person perhaps, and yet 1t 1la dead, I implore
you to malke your bodies an instrument for the fecllings. Do not
leave then socevhere in your suul and heart, The feellngs are
everyvhere, and must be in your fleshe Then you are an artlst,
Then you are a small or blg illchelangelo! 3ut if you have your
feelings "gomewhere,® your body wlll hang on you like an old
overcoat,

““hen you really fill your bodg. with feellngs, poun
will find it getting warm inside, as if you are in a warm room.
ihen your body is full of feellng, your body ls like an instru-
nont, the mugscles of which are gpeaking one wlth another. You
17111 get a certailn pleasure from strengthening these muscles.
Thoy will strengthen themselves with a ceréuin and opeclal
bleasure, with o specilal conncctlon which we don't know in our

everyday life, If you will realize this, it will help you
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tremendously.

we have no other 1ns$rument than our bodies -~ without
which no anount of make-up, costume, words - even Shakesreare's
words = wlll help us., Ty to enjoy the exerclses, because the
hunan body likes to be used, Y%hen it is not used entirely, it
becomesa gad, although we are too intellectual to notlice it.

An artist muagt be gble to use hls whole body, hls whole volce,
hizs whole instrument. If you willl understand thls once and
foraver, you willl get so zany things from 1it.

Howr lot us go back to the Hichelengelo figures. By
dolng thege gestures, try to imagine what he felt. He has done
all the gestures wvo sce.

The artiast must f11l hisg ingtrument with the feelings
he has inslde. This i3 the problem: not to keep the feelings
inslde., This 1a not of any valuec: no aone 1s lnterested in this.
You must express it by every meana, If I am a palnter, I 711l
express 1t by colors; 1f I am an actor, vith oy body, mﬁ volce,
ny radiating powers. 2But this would not be possible if oy body
were not rerceated wlth the feelings. Cur bodies must be satur-
nted wlith the feellngs. Otherwise we are not artists,

Agaln, compare the plctures of lichelangels with your
auntliefs photo, If you think of a person who wears the sarce
clothing for many years, you wlll see that the dress changes 1t-
gself, not Leeausec it 1s getting older and older, but because with
time 1€ acqulres the feclinzg and exotions of the person. One

dress 13 1like a olerk, z2nother like a very stupid person, another
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1ike a very gay person. <The dress talkes on uhe character of the
rerson, If you look at clothing henglng on a wall, 1t wlll speak
to you bocauce often old clothes 2Zeb our feeling through the
montha and years. Then how much casier it should be to fill the
1iving tody with our feelings - and how necessary it 18 X0 18 8
notural law, The Teelings are not cseparate from the things and
beingg they are ccnozcted with.

ow liston to some nusiec., Ve nust hear the feelings.
The plano is not dead when it lag played upon by ¥Mr. Harvey.
Inogine thet 211 the thfings inglde end outside are respondlng to
the feellnge that !r. Harvey glves. You aust develop this sense
for the wny feelings permeate and penetrate thlngs like old
clothess TFor an artist theee things cre concrete.,

‘The whole tragedy in Ibsen's Brand . is bullt on the
things left after the child's death. The mother is not able to
lenve the things. She i3 absolutely one wlth then, The father
inslsts thot she glve them up. ©On this psychology - that the
feelings end the whole being can be in somc things -~ the whole
tragedy 1s bullt. When the mother glves up the child?s things,
thon she 13 as if dead, Then her hugband ig afrald and feels that
he has killed her. The whole tragedy is bullt on thls, whilch is
pert of our professlon,

To be able to fill severything - and primarily our bodles -~
with feelings; then we are artlsts. If not, then what have we to
show? Perhaps some of ug have beautiful bodles end volces,

( and some not. 4hat have wa Lo show 1f we are enpty

inside? Only ¥r. Tobey's costumes, e credlt




for which telongs to I'r. Tobey, and not to us, IBut we are nlihing
altting in these costumes; 1if HE\GIE empty from the point of view
of the feellngs, We are nothing. This 15 the most lmportant

thing for us to know.
TMPORTANCE OF ®WXRRCISES:

Exerclse:

Az AT you are a sculptor, mould and create a flgure
that wlll deseribe "the last cry.” 3ee it in every detall 1ln
your imagination. After.you have worked on it in your iragination,
reallﬁ carving and moulding every detall, then incorporate 1it.

Then try to draw the line of the whole figure with one novezent,

This is, 1n a sense, o psychologloal gesture or archetype.

Exerclset

Using thﬁ hands, express the feeling, "I imﬁlure you,"
To be able to ﬁﬂt reans to be able to use the instrument which 1s
elaborated like the brain 16: by thinklng exercleags; so the body

is also - by acting exerclscg.

The Actort!s Harchs:

risten to each word thet is glven to you, and do 1T
at once, Lon't nolléﬁ them in your mind and think you will do them
1ater. Do then as they are sald. This 1s ipmportant! By dolng the
actor's march, we arc re-creabtlng our bodies. To a certaln extent
our bodies are 5511l flexible, and by {illing theo with certein
feelings, we are re-creating them, Ve must bear this in =nind.
By walking hormoniously we are re-creating our bodleg, and they

becore more and more hearmonlous,
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je have not only done the exerclse, but we have taken
into ourselves another body 1if, vhen dolng the exerclse, we were
very concentrated on the ldea that by filling our bodles wlth
gome feelings, we are re-crecting them., I have knowa two such
cxamples in ay 1life - two persons wWho nave actually re-~created
theilr bodies, They were both very awkward, and they wantied so
nuch to bec groceful. Through years of work and exercise they be-
cane graceful, Thig ls the power of desire, tﬁé potrer of eimnm,
the power of knowing what you want. It is a tremendous power,

Two awkward bodiecs were re-crecated by thils power,.

xerclse:

Listen to a ausical sentence, Listen to it with your
whole body. AS we have to express our feellings wlth our whole
body, me also have to lear with our whole body. TIry to listen to
the music with your palms, with your chests, with your centers,
Now turn 2round and listen to the muslce wlith the center of your
backs,

. The paychologlcal gesture 1s 1like the nuslic of a
superhunan bheing.

Soge of you move your faces subconsclausly. This is
good, beccuse they expressthings of theaselves, You must start
with your whole being first. The face and the eyes are the last
thing. The face i3 not in our power, It 1é:tnn fine. It must
express and xadiate and shine of ltself, It is right when 1t

comes as the result of szomething you are dolng,
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The more your body is full of feeling, the mere you
awalken this natural desire To n%t= I want to zct because 1 have
sonething o acte Thls inpulse to act 1a The way back to our
first dreamg: when we were young and ianted, for the first tirme,
0 be actors, This ls a preclous moment in our liveg; how and
where, we don't know, but we are full of desire, lie nust come
beclk to this preclous moment; and this 18 always presant ¥hen
our bodiea are Tilled with feelingg. Ue are agaln chlldren,
£11lcd with the deslre to acte. This is vdry preclous,

The human being is able to racreate his body and
voice only from the inslde. what a great power 1t 1s - our

feelings - 1if we can manage then consclously.

Fxerclsos

vr., Horvey will play a sentence, and then we will
reoreate 1t 1lnto words and speak them. Another sentence on the
planoc., Firatl 1isten wlth your ears, then w th your palms, then
try consciously €o absorb the feelings and fill your body wlth
them. Then hear it with the center of your back, then wlth your
chest, then with your whole body and move towards the nuslc,
Then incorporate the sentenf/i» of muslc into words. Antlelpate
the pleasurc of belng able to speek with the human volce. 1t in
necessary for the actor to have this pleasure of antliclpatlion,
beepuse then e have a creatlve spirls and‘ﬁith it will avalen
the flame we have spoken of. Again incorporate the ouslcal

acntence in words.
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I'nke the sticks and m&ke bwu-rﬂus on the floor with
them. The eworcise is, agaln, for the feelings; but this tioe
you must awalzen them through your imagination, through imasining
the followlng thing. Iou aro standfing on the edge of a cliff,
There i3 o deep uhasﬁ and another cliff on the other side,
Imazine that you have only to nmake an effort to-te able to fly
over the whols space and you are there,.

Inngine this sevnrni timog. Then be led by the feoel-
ing which arises from your laaginatlon, and zmove batieen the two
rowg of gticks, Your ﬂings.ara your feelings. Iour feellngs are
vour wings. Imagine agaln with your whole power, with your dev-
elpped imegination and concentration. Yhat you arae doing 1ls a
coptain ind of action., You must be quite aware of what you ore
doinz. You nre acting this simple action, being ingpired and led
by the feelings which you get from your imagination,
GONDITIONS=Eepaat this exarelse. Cet the feelings from the 1lmag-
1nntion, catech them, and then move, Add soxe condi:tiong, and try
to inagine them so that you will get a certaln feeling out of
these conditions. Thls time you nmust do only the first moment
when you leave the earth and then the logt moment when you touch
the earth again, The movements must be very econonlical, e
brave cnough as acctors to give in to the feellngs. .

NUANC¥S :

From the new conditlons try to get a certaln nuance

in the feelings you had tefore. For lnstance, cach conditlon
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zlven to you by the director nust apeek cnother feeling, and then
the director will be able to lead\you. Therefore be very cercful
ilth tho conditions which are glven you. When the actor himself
believes, then, in spite of nil the movements which we see and
hear, it is hersuaaivc wacouse of this lnner power of the feellngz.

Another nuance in the feellngs .11l arlse if you con-
aider yourzeclves ag & ZTOUP. You must start off together and go
+t the same time to the other place. This friondly contact will
awaken in you another nuance of the feeling. (Gradually you will
sca that everything we have 1n our nethod is a key to opening
our feelings.) Try to imagine the whole group flylng over the
space, then the nuance wlill arlse ln you because of the new
sondition’ o HNever loce the {dea of the exercige, because the
sare exereisc cen be used for meny aing. This time we are appeal-
ing to our obllity to awalken the feeling with all nossible nuances,
tecauge we want to awaken then. we must learn to magter our oOwn
tnner life. It nokes 2 groat difference to a human bteing if he
is walklng alone, or if he 1s walling in a crowd. Study the
fino nusnces of feelings created by all the conditions.

Another nuance: When you arc f1lying over the middle
of the abyss, you feel that the possibility to fly leaves you
then you malke an effort and azain are able to fl1y. Try to experi-
enco thig nuance in your imagination. S3tudy the feelings lihich
arise,register them, and 1ﬂt_bhem lead you, Study the scale or
the gamut of your feellngs, and Tollow them. The meaning of this

crerclse is to auwaken the ability to vary these simple feellngs.
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Now add another nuance. You are flying first upwards,
very high, makinz a big arc. \Rgain you lose the 2ability %o
Tly, and although you fight more and more to regain it, you do
not succeed and you fall into a bottomless abyss. You must
feel that the falling down takes hours and hours, You lie
en the ground, unable to get upe.

Another nuances ithen you have fallen and are lying
on the ground, out of the pause create the words, "Help mel"
The position in which you are lying will suzgest to you
certain feelings out of which you must create the words.

Realize whether you have had feelings, and whether
you were brave enough to give your whole being to these
feelings and be led by them. This is the purpecse of the exer-

cise,

OQur missicn is to show the world that the human heart
still 1lives. What the human brain can say has already been
saild, vwritten, and read. Dut the human heart has not yet been
discovered. ¥Worse than that, it has been trampled under foot.
Consider the day when the curtain will zo up on our first
performance in New York, in London, in Boston. That day will

come, and then it will be too late to Tind the feelings. ife

D

Y 2 . is Therefore, have the p ence to do our
must do thzt work now. Therefore, have the pati to d

will awaken the feelings. That is

6

simple exercises so that w

our mission. That ig all we have to show o +he world,



