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Dr. Rudolf Steiner
THE NEED FOR AN ACTING TECHNIQUE:
I think tuday will Ye 2 kind of introduction &g I

will speak mainly in general. Firsot of all, let us ask why

ig & method needed in the theatre? It scems that the theatre

goes on so well without any such difficulties as a "method",
Yes, it can go on like that and will go on for a long time,
but still it seems to me that the time will cone when every-
one of us will becomo snmehuw unhappy, simply because our

rrofession

E}ackﬂ a techniquéj - excuse me if I say things
that offend you about our profession, but I must speak
honestly to you what I feel about the theatre, and perhaps
you will fnrgive mo when you realize that I also em an actor

and, therefore, offend myself in offending you,
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Sometime we will realize that our profession is the
only one which has no technique, A painter has to develop a
technique, a musician, a dancer, every artist, but somchow
wae actors are laft alone - We are acting becauzse we want to
act, and wve ﬁct just as it gdns. sonething must be wrong,

This painful feeling that our profession has no
Technique made me unhapﬁy to the extent that I tried to find
what kind .of technique it could be. And then I saw that our
profession is even more difficult than any other, because
Ve have only one instrument_with which to convey to the audi-
ence our feelings, our emotions, our ideas - our owm body.

It is tdrrifyingiy_true.

THE ACTOR'S EODY AS AN INSTRUNENT:

1 use this same body for everything in ny daily
life, I use my voice for everything, for quarrelling, for
making love, for expressing my indifference, It is gtrange
to realize that I have nothing more to show to the audience
than mygelf, 1If fuund it difficult to find & justification
for using the most abused thing in my life, my body, as
something which I have to show every evening as a new thing,
interesting, atﬁractive. By ovm body, my own emotions, ny
own volcexwsI have nothing except myself.

Then I understood that if it is so that the actor

cannot have a musical instrument or a brush, or paint, then
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he mustv have a special kind of technicue which he muegt find
inside himself., If we find this technique, or at least the
approach to this hidden, mysterious thing sitting in our=-
selves, then maybe we shall get to the point where we shall
hope to have & technique.

After many years of trying to find this technigue
1 found that everything we need in order to develop such a
Technique is already there in us, if we are born a2s actors.
That means that we have only to find out which sides of our
ovn nature have to be strass;d, underliined, exercised, and
the whole technique will be there. Because while we act,
gﬁnd or bad, we are using our own nature but in a very chaotic
ways, in such a way that one part of our nature is disturbing
the other part and the third part comes in between, and sona-
thing else falls down upon us, etc. But the elemenis are
there, the thing is how to anatomize our own natude - to find
what is a, b, ¢, and d, and then when a, is vell=-gshaped and
b, is well-shaped, we can let these letters cone intuitively
together and create words which will mean something and will
not be so chaotic.

1 have found three things - when I say “found", I
mean 1 have been attentive to certain points and they have
become obvioug; I have invented nothing - the three realms
which have, first of all, to be distinguished. 1. our bodies,

Z2e Our voices. 3. our emotions., At first I thouzht that we
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must- keep cach one of them apart and try to develop them as
if in different rooms. But I found that when we start to
develop the body, Tfor ingtance, we find a very interesting
thing. Trying to make exercises with our bedies only, in a
purely phyaicﬁl way, we find graduzlly that we are already
in the other room where our emotions are, 30 that our body
becomes; later on, nothing other than our psychology incor-
porated in our whuie bedy - hands, fingers, eyes, etc,

THE ACTOR'S PSYCHOLOGY:

Thus, the hudy_becumes rart of our psychologzy,
which is a very interesting experience and a very surprising
one. Suddenly we fenl that this same body which we use tho
whole day through for going here and there, this body is a
different one when we are on the stage, because there it
becomes, ag it were, my condensed, crystallized psychology,
1f I have something inside me, it becomes my hand, my arm,
ny cheek, my eye, etcs

Then we go into the other room, where pure psycho-
logy is - nothing to do with the body, only ideas, feelings,
will impulse, etc., - and we try to develop thenm asg purely
psychological things, Suddenly we discover that it is our
body algo, If I an unhappy, it is ny bedy, my face, nmy arms,
Wy hands, every part of me becomes wnhappy if I have trained
my body aufficiently; but it is possible only if my psychology

hag been developed separately from the beginning,
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THE INTELLECT:

Then they, the body and the psychology, find each
other somewhero in the sube-conscious regions of our creative
soul, and whon they meet each other, we find the following
things = that all that we have to do on the stage is to find
out gradually that when tThe developed psychology and the
developed body find each other and join together in our sub-
congelous life, then we have to exclude_une disturbing ele-
ment in our profession., It is our dry intellect which tries
%o interfere with our emotions, with our body, with our art,
Intellect in the sense of dry thinking., Perhaps you will
ﬁelp me to find the right term because actually “intellect"
lg a very high term. But by intellect, we mean a cold, dry,

-analytical approach to things which cannot be approached in

this ways. This is the only difficulty we nmust exclude.

WWe have to rely on the training of our bodies on
the one hand, and the training of our emotions on tho other,
and on excluding this intellect for the time being. This
does not mean that one has to become a fool - but to rely
upon our emotions, on our bodies, and not to rely upon this
clear, cold thinking, this "murderer®", which sits iﬁ our head,
Iater on it will become very useful when it sees that it can-
not kill the body or the emotions, because it.iﬂ in the
actor’s power, I can become gay and laugh, or sorry and
thoughtful es I wish because I have trained myself.

Then the intellect becomes very useful because it
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makés clear for me everything in my profession - starting
with the written play and finishing-with the production on
the stages Every detall hecnmeadfull of meaning, full of
senze, because the intellect Imows that it cannot do any-
thing but serve me. But to start by ﬁaking agreements with
the intellect, to fawn before it, to obey it, then we aro
loste When the intellecet is allowed to become the master,
it becomes & fool, an evil fool and a merciless one., Every-
thing which the intellect can make clear it makes obscure if
1t-knnwa "I an tha only master.” Then we are lost.

THE ACTOR®S VOICE:

- So the firﬂt gcheme 1 want to convey to you is to
anatomize the body, emotions, and vaicn and have nnthing tn-
do with the intellect., The body becones the soul and the
soul thulbudy. and the intellect is allowed to come anﬁ
serve, The voice is a special thing and a very interesting
onee, I cannot Bpedk about the voice here because it is not
my speciai field, but the method which we use in oﬁr gchool,
that of Dr. Rudolf Steiner, is 2 very interesting and pro-
found one, and also the results ﬁra not immediately obvious,
and this 1is very good. When the results are there, they are |
of such a kind that our voice becomes a fine instrument for
expressing and conveying the most subtle psychological thingsg.
The ﬁachniqua.nf using our voice according to this method, is
of such kind that we can send the voice either in high or low
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tones over a distance which seems sometimes impossible.

THE ORIGINS OF THE THEATRES:

The gecond point is - speaking again only in genoral -

that very often we professional people forget one thing. Ve
forget that everything which starts must be finiﬂhed - just as
with a plant, The seced ig put into the ground, the long pro-
ceas of growing takes place, and another seed ig the result
and goes into the ground again, etec., etc, Just so with the
theatre, Once the human race found it necessary to exXpress
and experience for itsgelf cortain things which they called
“theatre™, You know, of course, tho origin of the theatre and
how profound and deep it is. After thig profound éxpariﬁnca
which humanity had - mogtly religious, many thousandg of years
ago - the process of using the theatre degenerated more and
more and went to the most ignoble depths., But the beginning
wag very high and the end will bo still highor,

Therefore, there is very much to do in the theatre,
Lany'things have 1o be redigcovered so that the beginning will
become the ends And I think we must do everything we can to
make the theatre more noble, more complicated, ag it were. be=-
cause this will serve our human culture more than anything
elsa, All the moral preaching is nothing in comparison with
the theatre, if one has the vision as to what will be the end
of this beginning. And if one has only the courage to say

Tthat we are in a state of degeneration.,
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THE DEGENERATION OF THE THEATRE:

What was at the beginning, and what must be at the
end, and what is the degeneration? In the beginning, as you
mow, the theatre was the means of getting certain impulses

from somewhere clse to enrich one®s experience. The end will

"be to enrich the éurruunding life by giving back all the ex-

periences which the hunran being can accumulate more and more,
and become so rich and full of prbciuuﬁ ideas, emotions, and
will impulseﬂ and'give them back through the theatre. The
moment of degeneration is the little, dry, condensed, ego-
tistical self - I am & very small 1little thing, and I an
showing on the stage how I love, how I hate - me, me, me,
This is degeneration, this condensed and closed, “I'am".nis

the sign that the theatre has degenerated, and instead of

getting things, or giving things, one enjoys oneself on the

stage In the most egotistical and selfish way,

THE ACTOR®S RELATIONSHIP TO THE CONTEINPORARY LIFE:

The whole life which we have now can be used again
for accumulating things, and for preserving them in our gouls,
if we want to be actors who are inclined to go this way. For
instance, to say to oneself, there is a war. Of course, we
cannot really imagine what is going on over there, ugswauld

become insane, This lack of imagination allows us to £0 on

living - but to a2 certain extent we can, we arecbliged to ina-
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gine tho war there. We are obliged to live, for instance,
with our dreams. We awaken in the morning, and we know we
have dreamed, but we don't think any more about it. But wo
nmust make an effort sometimes to remember our dreams upon
awakening - why we vere laughing or crying, happy, sad, etc,.
Or I have to imagine tho psychology of Hitler, for instance,
although it is a2 very unpleasant business, To penetrate into
this man « tho most unimaginative mind in the world because
he does not know what he is doing, therefore, he has no ima-
gination - nniy a will and nothing more. But we have to un-
derstand what he isg, or ve have nnthing‘tn do on the stage.
Just ag we have to understand Francis of Assisi as much as
we can, Ve will;pn%vﬁucﬁheulnzaﬂﬂ iﬁLﬁo do this consciously,
and by our own will. We will remain absolutely sane, but if
vo deny this necessity to penetrate into these minds they
will penetrate into ours, and then we will become insane,
This moment will come, but it is better that we do
it ourselves and enrich our actor®s soul, Then, if we have
found some slight understanding of Francis of‘Assiéi and
Hitler; and all that lies between them, then it may happen
that we appear before the audience on the stage, and suddenly
we wlll be able to produce such things, have such radiatidn.
that Francis of Agsisi will act there, so wili Hitler, but
they will be used and will serve us because we have under-

stood and digested them.
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THE THEATRE OF THE TUTURE:

These are the means which I believe we, as conten-
porary actors, must use in order to come out of this state of
degenerationy consciously to absorb things and let them live
in us and torture us ~ wo have to suffer if we have anything
to say, because if we are only happy, we. have nothing to say.
Then, when we have Francis of Assisi and Hitler in us some-
where, we will inevitably realize what the theatre can and
will be some day.

We shall understand many things. First of all, wve
will see that all the points in our Method are keys which
open our own nature for us. All those closed doors, behind
which we shall find Hitlar'wham.we.manage and govern, and
Francis of Assisi who inspires us. All the black things we
possess, all the white things we get, and then we can mix the
colors and they will mix themselves inside us. Then we shail
really enjoy our profession because we have the vision of the
future theatre. Ve have our own actor's creative nature in
our own will, and, as actors and artists, we have more than
we have as private persons. As privete persons, we "know"
very much and it is useless for our art - as artists we "know"
very little but these little things are so big they make up
the whole life for us. This is point two. We will make all
these points more concrete by taking each point of the Method
separately.

(Intermission)
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THE PERFORMANCEs
We will not make a great mistake if we ccmparé the

performance as an independgnt being, with_thn'indiﬁidual
humaﬁ belng. We know fhat human beings have ideas, th¥dughts,
and that we have our feelings and emotions, which are quite
difierent from what we call thoﬁghts or ldeas, and we also
have our will impulsegs. Three different reglons which can
be separated one from the other - 1. ideas. 2., feelings.
3¢ will impulses. |

| The same is true of the performance - I don't mean
the written play because that is only the seore, only the
symbol and indication nf‘what we have to add, but it is not
vyet the performance. I mn&n;the'perfurmancc on the stage

where everything lives.'muvéﬂ‘and exlsts.

THE ATHOSPHERE:

The performances as an independent being has also
the idea, the "what" that is going to be shown. All that we
have on the stage which is "what," is the world of ideas on
the stages Then we have in the performance the realm of
feelings, the heart-beat, as it wers, and these we call the
"atmosphere” of the performance. It is nqt the feelings of
this or that actor, it is the feeling which belongs to the
performance itself, to nobody but to the performance,

For instance, let us take some examples to illus-

trate what I mean by this "atmosphere," which does not belong
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to anyone but still exists. Let us imagine a street acci-
dent - there is a definite atmosphere around the place where
the catastrophe has taken places When you enter the scene
whers all the people are running or moving or standing still,
you, Tirst of all, feel the atmosphere before you understand
what it is that haﬂ'happened.- To whom does this "heart-beat®
belong? To nobody. The policeman has quite differﬂnt‘feel-
ings, but he hac not produced the aimospheres The victim has
different fecelings, but still it is nnt‘the atmosphere of the

‘catagtrophe. We look on helplessly, but our mood ih also

differcnt. To whom does this atmosphere belong? - to no one.
You can®t find the person who hag created this atmosphere of
the catasirophe, and still it is there,.

Thig is a very gtrange thing, and psychologists
cannot explain it. They try to figure it out by meocns of the
dry intellect - from where does this atimosphere come and To
whom does it belong - it cannot be explained, but it is there.
Let us take another example - you enter an old castle. In
whatever mood you are in, you feel immediately something of
the atmosphere of the castle. Who created this atmosphere?
No one is there. The walls, doors, and windows? It is there,
and you even feel, just ag you did when you underwent the
painful atmosphere of the catastrophe on the street, that
firﬂt there is a 1little fight between your own mood and feel-

ings and the atmosphere, and elther you pusk it away from you,
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or you give in to it., Either 1t is stronger than you are,

or you are stronger than it is. Just the same with the cas-
tle - you may enter it in a very gay mood, and suddenly some-
thing comes over you. In the castle it is perhaps pleasant
to accept the atmosphere and merge with it, but there is
still a moment when it is gquestionable which will conquer -
the atmosphere or your will,

Each performance should have an atmosphere which
does not belong to anyone but belongs to the performance it-
selfs FEach scene in the performance must have its Ewn atnoge=
phere - I say™"must®” because it is not always there, Why?
Because of the intellect we have spoken about, this dry, cold
intellect 1s an enemy not only of our personal feelings, but
also of atmogpheres in the performance, and of the atmosphere
of the verformance a&s a whole, because the intellect cannot
stand feelings. It knows that as soon ag we allow our heart,
as the realm of feelings, to becone 2live, the intellect im-
mediately feels it has to think differently. All its kmow-
ledge and convictions mean nothing at the moment when we allow

our heart to produce its values.,

THE FEELINGS:

In our present culture - not only in America, but
in the whole world and before the war, because now it is a
bit different—~ our present disease is that we have closed

and shut our hearts to such an extent, that we cannot not only
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produce atmospheres on the atagﬂ; but we are ashamed to show
our feeling to each athar.-knowing that in one's head instinc-
ti?ﬂiy gits 2 devil who will laugh at all our feelings. if wo
dare to show them. If that is so, theﬁ. of course, we cannot
create any_ﬂtmuﬂphara'Un.tha.ﬂtage. and we aro compelled to
show only an imitatlon of oﬁr-awn perscnal "I am" feelings,
and "I an® is not an intareatiné person - ny perﬂanal'feel—
inéﬂ méan.nﬂthing*when shovn frnm the stage. It has to bg
sonething biggar than "I an", and the atmosphere on the stage

" ig one of the means to show more than one could show if one

relies only upon his uwﬁ 1ittle "I am”; Atmosphere gives us
the z21r, the sPﬁcé aroumnd uss It coaxes our deepoer feelings

and egmotions, our'dreamﬂ.'our Francis of Assisi, our Hitler.

'withuut'ﬁimﬂsphﬁre we are imprisoned on the stage.

‘There are certain means by which we dan create the
atmbaphere on the Btﬁgo and let me tell you in general about
theﬁ. The atmosphere, "the soul"” of the performance, the
fealm'of_tha feelinge, is what our present time needﬂ more
than.anyfhing else. ﬁﬁ are not free inwardly because we are
afraid of our owm hearts, and the hearts of our fellow actors.
First of all, we have to learn, to train ourselves ag actors
to discover in our everyday life the atmospheres which are
around us everywhere. This can be done very consciously.,

You can enter different roons, different streets, buildings,

etqﬁ. and ask yourself what atﬁaapherﬂ,is there. Very soon
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you will see that there are atmosphores Bverywhafe - strongly
expressed, puwur$ul atmuaﬁheres. This fira# attempt to
understand, to absorb fhe atmosphers will bé the first step
to tho abllity to create 1t on the stage. For instance, ths
atmosphere of this room in which we are sitting5iﬂ a’ very. |
ﬁtrnng'and obvious one, If we pay attentiﬂn to it;'wa.ﬁill
reéliaa that it is there and that we have not ﬁreated it
individuvally, . | |

The second step can be the following, When reading
plays, for instance,. we can Try tu find which atmoéﬁhare‘
would be the most expressive one for this gcene, for ﬁhis__

moment, for this partlnf the scene. Ve can_dnithiﬂ pleasant

exercise when reading plays. Take Othello, for instance, If
you are traihﬂd and aensitivé,to atmoépherﬂ. yoﬁ will find
that the tragedy of Othello has en atmosphere which you could
naﬁar confuge with any othﬁr of Shakespeare's tragedles,
Iwelfth Hightnhﬂsha QEfinite atmosphere, and so has any modemn
play. There ié'ndﬁhing in the whole world without atmosphere
except our dry, cold;intellect which knows nothing about at-
mosphere and fights it..

The third way to be able to manage atmospheres is
t0 imagine the atnosphere we want To create on the stage, to
imagine it objectively as being in the actual air around us,
But not yet in us. We can imagine that this room is filled
with smoke, with blue smoke, with gray smoke, or with a

2w
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fragrance. It is'easy to imagine that, Or we can imagine
that the air is filled with sorrow, It ié Just as easy as
to imagine it filied with smoke. The miatake would be to
fry To feel that you have to be sorry. No, sorrow is every-
where around you and yet you are free from it.

If wo imagine -that the air is filled with sorrow,
then we can do anything we like in it. e can move, we can
speaiy we can sit quletly, but we must try to be in harmony
with thie imaginary atmospheres This is also very easy.

It is only difficult if we try to force ourselves to féol
sorrow, This is wrong.,

Now try to imagine how you must move in order 1o
be in harmony with this imaginary atmosphere. If you have
trained your body by mecans of other exercises, you will be
able to move in harmony with this atmosphere of sorrow.

And ag soon asg you ﬁegin to produce these simple movements,
there beging to be something inside you like a 1ife, which
can be called, "I am sorry“. Without any reasone In our
art we don't have to have reasons, As soon as we have +o
have reasong, we can do nothing with them, and then it is
not arte The actor must be able to cry without any reagon,
simply because he 1s ean actor. If he cannot cry immediately,
then he must leave the stage. If he has to recall the death
of his father, poor old man, eﬁh.. etCs, then he ig not an

actor, If I c¢an be angry without any reason, then I am an
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actor, dbut if I have to thinlk of Himmler, whom I hate, beforo
I can bo angry, then I am not an actors Everything has to be
a£ my disposal because eve:ything is developed,

As suoﬁ as we imagine the.atmnsphera and imagine
it in the air around us, and then move in it in harmony, then
our feelings will arise, and we can act with pleasure, Thei
noxt step will be to radiste back this atmosphere., ' We have
to increase it, beeausu if wﬁ get something from certain in-
Epifation,thcra is nﬁthing Tfor us to do but to give it back -
tn'mifrur it.. Atmosphere has the ability to be increased to
a very great extent if we are able to send it outs |

Here again 1s a very subtle point, Ve can ego-
tistlcally enjoy the atmosphere and keep it for ourselves,
but it will immediately die Gui. Whereas, the more we give
it back, the more it will incrocso. But because all actors
in 21l countries are to a certain extent egﬂtisticai, they
are afraid of the audliences They depend upon the opinion
of The audience, and this egotistical contraction and fear
héfora the audience is so great that we cannot mirror any-
thing and all our efforts are only "pushing,® with our words,
with our faces, with our clichés, because we are afraid of
the audicence. Iﬁstead of letting the audience chllﬁborate
with us and then it will be “our"'perfarmance,‘ﬁnfking tog=-
ether becauﬁa‘the-atmuzphera is there.

The significance of atmosphere in our time is perhaps
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more important than anything else because I think the theatre
is, and will be, one of the most imporitant cultural mediums
for present humanity. Because the atmosphere, just as it
opens our own hearts if we imagine it around us, it opens

the hearts of everyone in the audience. And if we, through
our profession, are able to open the hearts of our fellow men
we shall create a miracle, DBecause the thing which we lack
g0 much 1s feelings in our life, and if ve want to serve our
present time, it does not mean that we necessarily have to
take a modern play, about modern times, just writte;. We can
take a play written hundreds of years ago, if we are able by
means of this play to awaken human beings to things:whiph are
sitting so deeply inside them = things which we keep so closed
and supressed that we cannot understand the things which are
going on around us. We cannot understand the war in Europe,
We cannot understand what is coming to us, what is going to
happen, what will be the ond of Hitler, we cannot understand
anything because wa do not feel it. But we must understand.
When the heart is torn to pieces and is open and the intellect
becomes a Eer?ant. then we immediately see what Hitler is,
what he hag already got, what we cannot avoid, what we can
avoid - all these social, cultural problems can be solved by
the means of our beautiful, myatarious. great profession, the
theatre, And the atmosphere is the neans by which we can
speak To the audience about things without using words to
speak to, to listen to.
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lany years ago I tried the following exXperiment -

while acting Hamlet. I tried to act Hamlet each night not

asg 1 wanfed to, but as the audience wanted me to. It was
very interesting because each evening I got different sug-
gestions and queatinns.'as it were, from the aydiénce. If

it was an audieﬁce from the street, I got one thlng. 1T 4t
was a group of feachers}rI 70t quite another lot of questions,
and theﬁ hed to be answered differently. And so onjl S0 I am
absolutely positive that if the atmosphere is there, the audi-
ence will tell us so wpany things and we shall tell them so
m#ny things which they really need and which we really need
and our time needs - only by means of atmosovhere.

And here again is a very interesting thing. In the
present theatre we rely very much on the meaning of the word
and we speak from the stage the content, the meaning. the
"what, and, therefore, we don't need as if any atmosphere,
because we can say the "wﬂat" without any atmosphere, But as
soon as an atmosphere is there, let us say the atmospvhere of
love, you will preéently forget the meaning and speak some-
thing much more. COur language, our words, will become so
+ull of "meaning," which is more than “content."” And if we
speak these 1oving-wnrds in the atmosphere or hatred, for
instance, it is a very interesting combination, & collision
of things which makes it interesting. Super-human, under-

human, anything but the bare thing itself,

oo
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So the atmosphere is the best director. No director
can suggest thinge which the atmosphere can, and if it is
there and.the actors are agreed upon certain atmospheres ﬁnd
really create them, you will find that you are acting tonight
not just as you acted yésterday‘? it will be different because
the atmosphere is the life and the 1life is never thé same. (Qn

the stage we will find such 2 variety of things inside us, if

we become inspired by atmospheres we create ourselves.

Now, let me finish my comparison of the performance
as an independent being, with thE human being, Thérperfur—
mance is the idea; the "what,” the realm of feelings, the
atmosphere, and the will, Everything which we- can see on the
stage withoour ayna,.averything that is audible, belonzs to
the reslm of the will of the performance, It moves, it is
thern.'it is a cnnsfant process. And 1if we shall define these
three things, we shall find later on the place where and how
to apply certain points of the method,

THE OBJECTIVE:

Let us take an examplé.frﬂm Stanislavsky's Mothod -
the ”nhjective;. Very uften actors try by mistake to apply
the objectlive to the realm of ideas - it cannot be applied
there - it has to be applied to the realm of the will, ﬁecause
the objective is that which I am going to do, to act, that
which I want.  We need only mowe inwardly to the objective,

end be still outwardly, because inwardly we are always moving.
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While sitting there, if you realize it, you will find you are
moving inwardlys. I can move visibly with my hands, my body,
my eyes, and I can also move only inwardly, and that is the

realm of the objective,

RADIATION s

Q0f course, we can tako another point - radiation.
Congciously radiate go that you feel that you are giving out
everything you can to your audiences Of course, it has to
do with the will very much, but you can radiate your feel=-
ings. Xt is the realm of the hearts +

If this division of thuughé. fealing. and will seons
to be intellectual and dry, it'nnly sceemg O be becauge when
you feel that you can really manage these three levels cOne~-
cretely, you can plunge into the realm of ideas, or becomo
absolutely filled with the realm of Teelings., You can live
in the realm of the heart, as well as in the realm of the
will, Yhen you feel it concretely and it is no longer an
abstract idea, which it scems to be in our talk today, when
it becnmeé concrete, then you will gee that all these things
are tho means of expression, are tools in our profession, and
this temporary anatomizing will lead us later on +to such a
compogition of things in us, such 2 harmonious composition,
that we ghall be able to discover in ourselves many things
which want to be awakened but we don't alloew them, because of

the chaos which is going on in our actor’s nature while we are
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preparing the play.

DEVELOPING THE ACTOR'S NATURE:

Now, the last thing for today. The way to develop
our ovm nature takes time. Wo have to use a certain amount
of time and effort for training ourselves, but after this
period of training which may be a long one, Wo will fingd it
a real economy of time. Sometimes this porled of training
is migtaken in our profession for & loss of time, when wo
have to produce plays in four weeks. We think that if this
training takes years there must bo something wrong. The
wrong is only if we think the period of training is an eter-
nal ones No. It i a long one, but when it is acconplished
it ig such an econonmy of time. VWhen you can laugh, cry,
ging, be happy, at once - when you have trained your imagin-
ation so that you can see the whole of Othelle at once - that

is real economy of time,

If we don't have to keep our hands in our pockets
for the first two weeks before wa overcome our sense of shama,
we will realize what our hands and arms can do for ug as means
of expression. If we are free to nmove our hands and arms from
our center and not from our Jjoints and are free, then we can
speak of economy of time. So really it is the greatest economy
of time to spend a long period of time in training, When every-
thing is there, after a long period of training, then I will

believe that the performance can be done even in two weeks. But

not nowe

)



