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THE THEATRE OF THE FUTURPE1

Qur themo io the theatre of the future - a very

broad theme, Vo can ﬁppruach it fron so many points ¢f view,
but we must choose one of them. I think that if we gpeak
about the theatre of the future from the point of view of
the actor of the future, then we can sce more things than if

we wero to choose another approachs

'}

THE ACTOR IS THE THEATRE:

I think the Theatre consists of the actor and that
is alle Nobody else is important in the theatre, from my
point of views IXf the actor is not there, then there is no

theatre.s All that the director, the author, tho designer do
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will not make a theatre.

Thorefore, 1 think the actor is the one who has to
worry about the theatre, and to create 2 new onee. And we cén
help him by our belief in hio ability to create the theatre
of the future. I mean wo, the audience, and his colleagues

and fricnds. ©f coursce, 1t will be difficult for him because

there are go many things whieh stop the actor'®s developnment

in.nﬁr fimca- For ingtance, tho box office is 2 very pleasant

place, bﬁfﬁit o disturbing. Tho actor cannot congcentrate on

hls profession if the box office says stop or start. . But

the actor, and only the actqr. can overcome even thio difficulty.
I think a group of actors, of "pionecers,” will very

soon find each other and really start to fighte But how? DNot

to change thinge which cannot be changed such as closing the

box officeo, but to traln thenselvess and if they are patient

ecnough to train themgelvon, then the audience will become

convinced that there is something new going on, and the audi-

ence will decido everything - even fbout the box offico.

"LIFE™ ON THE STAGLD:

Now let me say what the actor can do for this future
ideal theatre. Actors ﬂ?ﬂ;yWhErE - I was once an actor myself,
and the negative things I an going to say {0 you I say about
nyself as well - we actors are blind to certain things on

which we actually stand, or should stand, and feel ourselves

on firm ground., One of the most lmportant of these things is
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that we have loot the sence for “1ifs." In 2 ninute I will
tell you what I mean by tﬁiﬂ Term "life." We den't ses
1ife and we hate to portray 1ife on the stages All these
difficulties we have on the stage, all the clichés ara signs
that ya'hdva no real connection with life, and wo substitute
it with dnﬁd formse I am convinced thaﬁ each one of us
actoro io much fichﬂr._much mnrﬂ talented than we sometinos
ﬂﬁcmhto be, But we don't digcoeet nursnlves;and, thereforo,
Wwe think we have to use different clichdg and rmannorisms, and
all the things which are so obviauﬂly false., Ve cannot de-
celvn our audience with thig had inltation of lifu. o show
them thingo which malie ug unhnppy.

what 1s this "lire" which the actor of the future
will try to find a connection to? All the nvents which we
1ctnrn gsee around ug, nll Tho events are only an outer oxe-
precsion of something which makes thego things, which moves
them, develeps them, etc., and this second level is the
"life," Ior instance, let us look at o tree nrra plant and
try to imagine what happens in this plant which makes i% into
a plant. This ip tho "life™ - not an abstract lifo; because
abatract life meana nothing - but tho real power which iso
there working nows The power which is quite obviously directed
from tho ground up to the leaves, and even above thom and

around them: This is not lifc or power in general; it ig a

special kind of power which forms and molds thic kind of plant.
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How let us imagine an ocak, for instance, and com-
pare the plant with the cake wWo must see tha%t there is a2
different kind of life in the oak tree because the leaves
arg different, the size is diffurﬂptgand 50 one. Thiag power
in the oak tree iﬂfﬂamuthing we can think of« We can think
about it and accept ite There must be a certain pover,
atherwlsn_tﬁa plant or tree would not grow. But for the

actor, who incorporated everything, it is not enough to know

about it, to ziccept it intellectually, The actor hqn to be
able to grow with the plant together, not in gunaral bﬁtﬁﬁith
this particular plant. He nugt be able €0 mold inwardly this
kind of leavesa, and to mold the oak form differently, When
the actoxr tfics To penetrate into all these life currents,
life eventa which are everywhere around us, what does he do?
it awakens the life in himself, the 1ife which is the only
meang by which he is able to perform on the stage. Of course,
We are gpeaking about the ideal cagse and about tho actoxr of
the future.

ow let ug look at an animal. How ghould the actor
look at an animal? Let ug imagine 2 lion, for instance., What
wo know about & lion is approximately the gshape of itp it
geems to be yellow and beautiful, but what else? I don't know.
DBut thig is not enough. We have to plunge into the lion's

1ife, and we will see how different it is from the 1ife which

‘moldg the plant or the oak Zree. e shall see that the power



1« Chekhov February 17, 1942

which molds tho lion's paws if we penetrate through them into
the life which molds these paws; we will get the impression

of paoesionate will which ic always looking for victims, for
grasping, for catching movenents, and so on. The form of the
paws will speak to ug actorsc about things which we do not know
exiot in us, but thoy are thero.

Then we shall discover that all of us are liong, are
animalg, plants, trecos, angelice beings, and so on, Hu'must |
only penetrate into them and rob them of thelr specific life,
then we will undorstand that we can do overything on the
stage. We can be angels or devils, Romeos who love 80 much,
or Iagos who know how to hurt, and hate, and be happy that the
person iﬁ dead, Ve can be ﬁurﬂurnrﬂ. judges, victimo, every-
thing, but to discover this thiﬁg in us we have to breathe in
the lifa which is around ug,

DIMENSIONS OF SHARESPEARE'S CHARACTERS:
' I will not dare to apeak about Shakespeare except
for one word. I doubt that we nnﬁnrﬁ can really and truly
perfbrm Shakespeare if we have not discovered in ourselves all
these lions, cats, plants,’ caks, angels, I think Shakespeare
never wrote about "us,” but always abdbout beinge who 2are either
lower than we are, or .-higher, I don't think we can find =2
single charactor which is just like we are. But this variety

of characters which Shakespeare created shows us that this iz

the varioty which is represented in heaven and in hell. Ve
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have to be devils, end we have to be angels, then Ehnknaﬁeurn
w31l diselose himself for ua, and we can then diﬂcuvnf Shakes-
ﬁe&rﬁ fﬁr:burﬂnl?un.

ﬁhan we are reading Shaaspeafe. we 4o not yet know
what it ig, and-only after having plunged into the tremendouc,
and cometines terridle life of hiﬁ heroces, do we begin to
cuess what they might be. Othello, for ingtance. HNow try to
imagine what we have to awaken in ouraelves to become so page-
slonate and Go tcﬁdar; go willful and go weak - what kind of
walk we mugt have to express Othello. How uffenﬂivalit is
when we gee sn actor who walks into his dregoing room or onto
the ptage as Othello as though it were just the samo - whother
he loves or isc jealous, §i¢ 1o just the same to such an actor.
R very dicappointing it io to sce a Hamlet on the stage who
ig jugt 28 wo are. But this is a mistake - elther we 2re all
Hanlets or ho io different. So it is with all the characters
of Shﬂkﬂﬂpcﬂrﬂ.

|}

Now let ug sco what the actor can do to awaken the

1ife within him. Pirgt of ull, he must go through certain
mental work. He has to recognise that he iz living under the
presoura of materialligtic’ thoughts which are killing evory-
thing, killing hic life and higs ability to esce the 1life around
him - his ability to catch the 1life and to take it from every-

WhoYeo.

There are more dangers from this materiallistic world
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outlook. If the actor hag a philosophy, if he is an honeot,
logical materialist, then it is one thing, But what we sec

in the majority of cases is that the actor does not know
whether he is a2 materialist, o spiritualist, or an idealisi;

he simply iiVﬂﬂ from hour to hour, or even from one half hour
tn_annth&r. being under this materialistic influence which io
everywhere in our epoc, It 1s a ghame to speak about angels
becauge the air is filled with materialistic thoughtse. The'
last wave of materialistle thoughtwae at the end of the lnstb
century, when we were thinking of materialisn ag proudly
finding new ways, in art, in religion, in essential questiong -
finding through lqﬁic an apprecach to the scriptures, to vitalism.

We actors think we are all right in our minds, but we are not.
Wie have retained so many habits of the materialistic kind of
1ife, which is more dangerous than if we have 2 ﬁirm conviction

!

that the world consists only of matter.

FATERIALISH - THE CLICHﬁlIN ACTINGS

The actor who wants to be a ploneor in digscovering
the new theatre, who wants to know how Hamlet looksn, how
thnlla looks, how Claudius shouts, "Give me somo lightt®,
must dlscard his materialistic way of living. That means to
substitute new habits for old habita, If we have bocome
accustomed to sitting with arms crossed, for instance, it
geems quite innocent, but it is not because it is 2lready

filled with naterialistic impulses. 7o sit in another way is
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unconfortable, but do it and then something will break in you
and zonme new monning. some new feeling, somoe new connection
with tho plants and treoes willlbn theree. That ic the way

to throw away this heavy blanket of materialist habits which
are hanging upon ugs

Sa. ap actoro, we have first to realize that we aro
not quito ourselves. We aro gomechow glaves of thoughts which
vie call matorialigtic thnﬁgﬁtﬂ. which aro ovurywharu in the
air arﬂundluﬂ. in our bodies, in our manner of seeing ahd
hearing thinga. The actor has also to realize that the materi-
aliotic world ocutlook, however harmonious it may ﬁuem. hag
dcgﬂnnrntﬁd in our day into thic world disastor we are living
in. All the thinggs which torture us now come from thip degen-
erated, materialistic point of view,

WWhen tho artist first bnginﬁ to flirt with concrete
things instead of hieg imagination and his ideas, and he falls
in love at firot slyly with these things and many more things
become attractive to him, then he feels he doesn't need his
imagination because everything is given - the shape, the forn,
and the colors with which te paint it. 'Then the arfiﬂt comes
fo the point when he rcaliy falls in love with such things so
deﬂplj and profoundly that he beging to think that he is a

thing which has to be dressed, made-up, and shown from the

gtage.,

This is the price which we must pay today for this
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Tlirting long ago with real things. But if the artist of
today wants to be honest with hinself, he will say, "I mugt
€o on flirting. I have to love tanks and machine guns and
2ll the things which are shown on the news reel.® But how
can the ucfnr. loving tanka, act Hamlet? I think it is im-
poosibles Thoe tank ig a thing which is mighty enough to
kill us ap artists, not enly physically, as it ig happening

in the world now, but psychologlcally ag well,
1f I don't love this tank, then I have to go the

whole way backe. It is not enough to say I deny the tank, but
1 aceept tho clichf in the theatra - they are the camo thing.
The dead clichﬁ'aﬁ the atage is the sane thinges the tank on
tho battlefield. A1l tﬁnuu illusiong have to be throwvn away,
for as artists we are peoplo who have %o do with life, or we
dre subconaciously slaves of death, What is the second thing
which the actor has to do? He has to soexlife overywhere, znd

to say goodbye to all materialistlec thoughts and habita of
lifﬂl

THE ACTOR'S TECHNIQUE:

The third things Ve, ag actors, mjst have oup technique,
which is just ag fine and A8 caompllcated ag tha_techniqun of
any other artist. Our meang of expression must become different
°nes from those which we havenow. OQupr instrunent which Serven

TO convey to our audience all our imagination and feelings and
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will-impulses and everything, this instrument - our voices
&nd body - has to be remade, re-created. It has to be con-
sciously changed. II

HHow can i{% be done, and what Mind of change can we
gnt?l Let us say that we are moving on the stdgn. We can
move by using our muscles - just by using them. We can take
a chair and know fﬁﬁt'the physlical budy moves 1t and puts it
downe HBut have I oxperienced sonmething more than the usual -
mpnndr to move on the stage? Irf ﬁot. then it has to bo ne-
createds How? I have to discover in nyself ag an a;tar that
this kind of muvnmént. which starts abruptly and uses only
mugeles, must bo dropped. I have to find something else,
which is firgt the life impulse and & concrete one.

Firgt the Impuse to move, then, within this.impulse,
to let the body move and follow the impulse - not the opposite.,
When I have put the chair down,and I feel that my nction ig
finighed, that would bc'wrongu 1f I have 2 life-impulse
first, then I allow my body to follow it and take the chnir.

and place it down, but the life-impulse roes on, sustaing,

then stops. The life-impulse hag to be started, and the life-

fmpulﬂﬂ nag to zo _on after:the physical movement has baen

accomplished. Then we shall feel our bodiea in quite 2 dif-
ferent way. We shall feel that our bodies serve ugs as instru-
ments for expressing things which are more than physical. %o

express will-1impulses and life-impulses iz something which
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the audience must get, and on the waves of which we can radi-
ate to our audience fine things. Hamlet's psychology, for
instance. VWe are not able to convey what Hamlet thinks or
wigheg without it, but with the life~impulse we can, on these
wavua.lcnnﬁey to the zudience such things which will be the
clocegt posgible things to Shakespearo.

‘Wﬂ do not know what Shakespeare thought or felt, but
the nearest thing we can do ig to use thegse life-impulses and
wnvqa:nn which we can convey to our uﬁdicnce the finoat things
which we can find in 3Shakespeare's plays. There arﬁ 30 many
neang to revive and to fill with life our own bedies ~ there
are so many meana to make alive the surroundings - but we have
not the time to speak about 211 the possibilities of develop-
ing and re-creating our bediea -~ we must speak now about other

thingﬂ'

ATIOSPHERE 1
The surroundings of an actor are also dead nowadays.
when the actor enters the stage, he knows his business, he

knows his cues and his partners® cuesz, and ‘they are things

separate from each other to such an extent that when, for in-

stance, I have gzid certain words and now my partner Upeaﬁs.
what am I doing? WNothing. I simply disappear into nothingness,
and only if I am an experienced actor will I 4ry not %o show

ite 3But 2ctually I am at home with my dog ~ when I hear my

cud, I go on, but where have I been in between while? 1In a
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prychological emptiness,

dere we must try to find out what is in the actual
air around tho zctor. %The air is ’lways filled with the
atmosphere, which ig the only air that the actor can breath
in and out. Vhen he is surrounded by the atmosphere, he is
there, he is present, he doeg not need to disappeay into
nothingness. The atmosphere is gomething which we can create
around us consciously. We don®t need to wait for the happy-
event when suddenly the mood or the atmosphere comes upon
Us, and we have a happy rehearsal for half an haur.hand then
again & dry business takeco over. we can crefto tﬂc atmﬁsphere.
and, in fact, wo are oblipged to do so, |

What is the atmosphere on the atage? Two things are
very 2kin but not the same. There aro the personal feelings
of the actor which he uses Tor +he character, but the atmog=-
phere is something different - it ig an objective realm of
feelings around us. As ap exanple, wo can easily imagine an
accident on the streot. e are approaching this catustruphé.
Don't you think there is a certain point vwhoere first we see
the catastrophe, and then ag We approach it nearer and nearer
and w2 are surrounded by the atmosphere of the catastrophe,
ag if we were really approaching the space filled with some-
thing very tangible for the actor - it is not the same ajir
which is just two or three foot before it,

When one comes into the general atmosphere of catastrophe,
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he may find that all the words ho nay speak, all his move-
nenta, all his desires are different because of this general
f@tnogaphere of cataﬂﬁrnphe. This general, objective atmosphere
inopires ene %o move, to gpeak, To think, to feel, to radiate
different fhingﬂ. This ic the air which glves incpiration to
the actor on the stage. That ic what makes the performance
alive,
liow we have the catasgtrophe on the street - one

persen 1s frightened, another porson fights with hiq fearm,
a third is happy that it didn®t happen to him, a fourth is
Trying to help but does not know how to, another helpc and
ic busy. Thoy are all in different personal moods, yot all
of them - including the policeman - are membors of thig
general objectivo atmoopheore of the catagtrophe. Ve -can f£ind
tThese atmospherass everywhere is wo only become scnuitiva
enough.; to them.

|  For inﬁtaﬁcn. inogine a clinics Hago it not ito ovm
atmosphore? The general atmosphere is there, whatever the
mood of the people in it may bo. -Then inagine DBroadway in
the evening, In the morning, at noon, at midnight - everyone
is differents 7o be able to cateh those ainospheres and to
allow them to influence us so that everything which will be
done or spoken will be under the influence of the atmosphere,
then the space around the actor on +%he stage wlll be filled
with different kinds of life -~ just as with the plant or
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other kind of life which the actor can see and llve in. Then
the ﬂpac& will not be amptylarnund the actor.

| The atmosphere is not only very helpful for the
actor while acting or preparing hiﬂ'pﬁrﬁ;% The atmosphere, it
geong to me, heg a great misgion In the future thegtre. In
vhich sense? hat are we looking atlnqw whart we 20 to ceec 2
perfbrmﬁncu? We want to see a2 gtar, ﬁﬁt the theatre docsa
not canninf solely of ntarﬂ. io want to geo and to hcur.ﬁhat
the author hago vritten about, and what elge? If Thero aroe no
stars? Perhaps that is all we are going to ceo - the play -
but where is the theatre? ‘hero ﬁru thc-acturn 1f{they are
not stars? "Have you ﬂaqn the ﬁlﬂy?". we ask. Why not, “Have
you seon the performance?. :Bbcause thore is no performances

Thig 1l what hapnens un'thu ﬂtdéa. Thers are the

author®s ideag, then & gap, then actors® bodies and vlices,
clavﬁr. humoroug, or whatever thn‘authnr'a ideas are. Ve
understand them from the audience, and we gee = if ve are
gitting near enouzgh - the actors moving and speaking, but
nothing in between, The idea and the will., The actorg are
noving and doing their business - that is the will - but where
is the heart that is in between? Very often there is no
heart-beat in the porformance. Imagine for a nmoment that we
have brilliant ideas and & strorg will but no heart, What is
1t? A fine machine, @ clever machine, but not a living being.

Without the hesrt-beat there is no life. I wanted 4o say that
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Hitler is a good picture for such a mAchine, an inhuman
nachine, but that is not right because he is not clever, and
ho has no will - ho is only o puppets DBut such & person is
& cold, frightening machine.

1T ig an extreme oxample, but gtill it is what happenc
on the stage. W¥We have the author's idens and the actors®
business, but no cne ip very worried about it. Ho one is
frightened, no cne is sorry, but it doss not touch no af all
because the actor ig cold, He Tulfills his businesa and speaks

the author®p ideags.

THE LIVING PERFORMANCE:

Now the atmoophere isc tha heart-beat of the perform-
ance. The a2tmosphere ig the thing whieh the futuro thontre
and the future nctor munt take ecare of, just ap we take caré
of our physical hearts. IT our physleal hearts are somehow
in disorder, we cannot think as well ag before, we cannot
Tulfill our businesg ag well, we must lie downe Fut the
theatre is much nore than that, When the heart in the theatre
stops, what are we looking at? Nothinge There is nothing on
the stage if there i3 no atmosphere. Guessing and pretending,
that is 211, It ig nonsense, The performance mugt have a soul.
The epirit is the author, and the soul is the actor, and the
body which nmoves is the director, énntumya. and everything,
Body, soul, and spirit, then it is a liv}ng thing. Otherwise,

it is perhaps nore dangerous than a Hitler,
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WHAT THE AUDIENCE NEEDS:

Then wu'have to discover one thing more, we.uctors.
e have to find out what for and for whom are we acting. If
we act for ourgelveg to.lhave satisfaction, it is wrong. Ve
have to act only and Exéiuﬂlvely for the audlience. Ve nust
be able to sacrifice ourgelves completely while being on the
gt2ge and servo thn,nﬁquncn f?4£hfully. Wie have to answer
thelr questlions, we have %o satisfy thelr needs. But for
that we must know what the audience nceds, and here again is
a difficulty with the box office, because the box office also
knowg that tho audience needs, and the box offlce is a poison
office in this sengse. DIBut the actor muat have a different
point of view. Tho actor must be able to opon his owvm nind
and soul and will and to ligten to the audience, listen to
wha? the audience desires and what its needs are,

First let us gsee Jjust superficially. Before tho
war - I moan before this war - there were certain plays pro-
duced in New Yorks Now everything io changed, incide of uc,
in our lives, we have different dreanms, our feellng:sfor tinme
ic different. ie feel wo have started to live & different
life. But the box office fnm:inc just as it wag before the
war. No change in the theatre. It is as if the audience iao
just the same. As if the needs of:the theatre are just the

same =~ to fped the box office.
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THE IMAGINARY AUDIENCE:

Here the actnr'muat do the following work: There
is the imagination. Every actor who wants to be a pioneer
has to imagine the theatre, has to choose a play = let us
say it is Hamlet again. The actor must imagine that he sees
the performance going on, and he sees the audience in his
imaginations. Now he must perform this imaginary performance

and listen to the imaginary audience,

What is the audience's reaction to Hamlet today?

If the actor will exercise this way, he will very goon dise-
cover that he has different ears, different eyes, and he
nows the audience and what it wants from the performance of

Hamlet, from the performance of Othello, or any modern play.

The imaginary audicence will tell him when he is free .from
all disturbing elements. This imaginary audience will tell
him what they are suffering, what kind of hunor they need,
whatever they need. And then the actor will feel himself
somehow with the audience while he 1is acting bn the stage.
He will no longer believe the ncﬁspaperu or his friends or
his enemies, he will know what the audience of today is. In
this imaginary audience will be included Pearl Harbor and
Churchill’s speech and Hitler®s mask., Everything will be
included ~ all our hopes, beliefs, conflicts, and doubts, the
audience will speak about these things to us. And when the
actor opens his heart to the imaginary audience ﬂf'tuday and

hears the voices of the audience, he will act differentiy,
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he will move differently on tho stage - how we do not know.

In thia way the actor will find the audience and
will have the audience in higs cotl forevers Then the director
will be the audience itself...tho best director...the finest
and wisest, Tho actor will also feel that the audience has
it noeds which must be setlisfied, and the audience has things
which i{ will digest, but it dacﬂ not need very nuch. Tho
audience guta these things, laughu and sometimes gigglun. and
payﬂ maney for it and the actur feele, "Porhaps I will not do

., this business., It is not thﬁ right tino."

" Tho actor, through thﬂﬁ imqginary audience, will
feel that ho i3 here, playing a nmedern play, but he is also
in the var in the Pacific as well. He iﬁ not isolated c¢go-
Tistically, and io able to be respeneible for 211l heo does on
the atage, for all he thinka and imaginec, and for how he
moves on the stage. Then another thing will come. Often
we hear that Shakespeare®s humor is not humorous at all, that
it is dull and the sentences aro. lunr and indecent. BEut the
actor who ig able to be here and in tho war zone at the sama
time, he will be able to discover how torribly humorous
Shakespearce ig. How hig hhmnr comes fron guch a depth ‘whero
it is so near to tragedy.

OfTen we think that here is aomething very humorous,
and here ig something very tragie, and nothing in befwaun.

But they are really together. ITf you lauzh at the clown,
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Grock, you are laughing and crying at the same time. ifhat
happens? The new actor of the future will be able +to put
the theatre on the ground of such things which now seen so

far apart.

THE CREATIVE PROCESS - FOUR STAGES:

Then the actor will discover one more thing. He
will discover that the creative process is not a floundering
thing., The crcatlfu procegs is a most exact process, Nothing
of flaunduriﬁg. FrﬁcdnmEiu not license. The nrcatlvn'ppq;pqs.
which the actor of the future will know fron inpide, consiots

of four definite stagea which the actor will love.

The first stagae ic when he feels that the part ho
is going to perfornm, the pley he is going to perform, io gomo-
thing which he can embrace entirely as a general ﬂfmoﬁphere
which comes nearer and nearer. No detailg yet, but a pleasant

atmosphere of the play called Romeo and Juliet, let us Say.

It iz a world., The Tempest is quite a different world.

Othello ic quite anothor world, Hamlet, another world. The

first step is to listen to the future play, to the future
performance ag if to musie. To listen and +o enjoy and to
take in more and more, without interfering yet with thig
marvelous pracess of conception. The child mugt be conceived,
it must be surrounded by this atmosphere and be prepared.

Thn actor will knaw that this is the first stage, and he will
be =ly and wait.
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ihe _second stages ore details begin to sparkle in

the imagination. WNot yet in reality, which is full of cliches
and habits. Images befinningto appear here and thero. Uy
part, yauripart, hig part, all our parts, They sparkle and
begin {0 appear with promices - they let us guess, and they
entlice us, Gradually, inffhiu second stage, ‘the actor of the
future willlvcry carefully put hishand on the noving world of
images and will start. to muﬁn'them with hig own will, asking.
Don Quixote, for instance, to show his arms and handg when
he is standing on guard, and +the image shows him.* ;Shnw mo
how you are eating thic dry fish.®, and the imagze will show,
"Show mp how you kisu this prostitute, thinking she is a
_princecs.” "Show me how the prostitute laoks." “Now move,
come together, separate.” “Show ne this moment," and so the
performance beginsc to grow in cne's imagination,
This is the gecond stage, when the acfor'will creato
the performance in his vivia imagination which he has got
from everywhere, and can manage and can influence his 1magan‘
80 lightly.and easily that they will dance under hig question-
ing.gaze, and perfornm, perform, perform - the whole thﬁng will
be almogt there, ' ,

FThe third stoge starts when all theso images ‘must

be distributed into different bodiez. Into the body of the
actor who is acting Don Quixote inte the 2uke, into Sancho

Pﬁnza, and so on. Different bodies filled with the life, and
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they start the third stage of incorporating these movable
images. The actor has seen Don Quixote so many times in the
world of the imagination - how he walks, how he moves - and
then the body is filled more and more, and inspired more and
more with the image which was there and which has shown itg
life. V¥hen the image is there and the actor can xlance ag
von quixote and move 1like him, When the character is every-
thing and the actor looks at himself absolutely objectively,
not egotistically, then the character moves and speaks out of

£

hin.

INSPIRATION - TWO STATES OF CONSCIQU3NESS:

Then comeg the fourth stage which we can't do - it

comeg of itgely. The inspiration comes, the imagination stops
and the inspiration is there. It means that I am two pexrsons.
I have given my body, my willliMpuléc. and i1t [ihe image [ has
mees 1 am Don Quixote beciause he wants me to be, and there is
another "I Ame" Absolutely f{reo, calm, and quiet;looking at
this Don Quixote - looking and magically leading 1t5L The
second "I" forfgees everything thut will happen on the stage.
If Don Quixote is sitting at the tadble, the other "I" knows
that he is getting up before he does it. Therefurg. L tell
nim to get up like this or that, and he does it, being sure
that there ic his gulde, his inspiration, inih strange form

1

Of a second "I." It is not mere Tantagy that I am speaking

about. We know that Goethe was a scientifically sound AT ,
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but he had thias ability to divide his consciousness in a cre-
ative state. He was one Goethe in his 1ife, and another
Goethe who looked upon the othexr. Two Goethes, and the second
wag actually the artis%, the great Goethe. ¥We know that he
wag - without hating himgelf morally, without hating the girl
he loved at the maﬁunt - at the most critical moment of his
1ifo, he wag atill Goothe. Cne Goethe wag with the glrl and
the other vwag looking at them both, accepting this Tthing
bncnuﬂulGncthn'waﬂ a pure, artistic nature. Then the other
GCoethe wrote about hig cwn love experlences very uft;n. and
wrote so that we are astonighed how he knows such things, such
fine, oubtle, mysterious, hiddnn thingo, when he and she are
in love. Because ho geoeg himgelf looking at himaolf and at
fhn girl.~ creatling there tho divided congsclousnesc. And the

ﬂcturnnf the future will be able to do thisc, and wiil know

_that there is no othor way than %o go patiently through tho

four stagesc, one after another - at the ond the incpiration

and the two conscioutnoggod.

" 4% R B 2 & &

Questions You speak aboud the atmosphere which influences the

actaon Perhaps you could expand the whole question of the

trangition.

Angwer (Michael Chekhov): The atmosphere is one thing, but

thero are others. For instance, if wo develop the ability *o
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move in different ways. If we train ourselves %o move in
different ways, for which there are special exercises, then
the body itgelf can ingpire us very much. e know that very
often we actors are instinctively avoiding things which our
bodieg canﬁat do. Ior 1nstnﬁcu. the actor might like to
imagine Dox Quixote in one way, but because he 1s not flexlble
enough in his bedy, he finds it bntte# tn*imaginu the charac~
ter more simply. Vhen the beody in developed more, the

imaginatien will be more free.

Questicns But how about the objectivoe? Woyldd not the object-

.ive take eﬁ%n of the trap of doing nothing in between speeches?

Ancwer (Miehael Chekhov): The objective, as I understand it,

£211s the whole scenic time on the stages The question io
~only how to use it If we take the objective only ﬁitﬁ our
minds, it will not help. If the intellect understands some-
thing, 1t keeps 1t there longer than necescary and does not
2llow the will to use it. But tho objective, which we taka
by meﬁnﬂ of our will, is there dﬁring the whole porformance,
and there are no gaps baecause the actor has hia objective as
a character, and he is going to fulfill it. So the objective

helps very much to avoid any gaps on the stage.

Questiony When you were spe2king about whert the audience

wants - about comedy and tragedy -~ the way in which you arrived

at it is not cleadr to me. When you say you know what tho
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audience wants, I don't understand this unless you know it in

terma of yourself,

Angwer (lichael Chekhov): ng soon as we see with our imaginary

eyea the "reason the "intellect™ i somohow limited or be-
witcheds Of course, there is someothing of yourself because
the artistiic aiwpyu an individual who has to gay something

to the worlde Tho artist hasg the right to exXpress his npin;nn.
doubts, and convicticng through hia_nrt. It is a combinution
of "guessing" what fha imaginary ﬁudiﬂncc wantc and adding to

- it what the artist wants as a creative indifidual.

Thore ig one great illugion in our art when we think
wa can porform and interpret the part absolutely objectively.
There is no objective point of view at all., The artist has -
not the right to bo objective, otherwise he has nothing to
gay, nothing to performe It must be objective in the sense
that I am living in my time - I must know what happens - I
must know what Hitler and kusgolini and othor quasi-great
characters aree I must know everything on earth and, more
than that, I nust guess what will happen tomorrow. And then,

on top of all that which is objective, I nust throw my sub=
| Jective 1light on such things and hate Hitler in my own Vay .

Questions To throw awly the habit of materizl thingc - to give
it away i1s comparatively essy, but whnt do you Zive them

Instead? How do you get the actors to be able to imagine and
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+to trust their imaginations. To let 1t flow and say there
it is. what is 1t7

Annqu_(minhaanghekhnv): rirst of all, I never recommend my

colleagues or students to drop all their habits immediately
because 1t1may bo Juéﬁ-au dangerous as you say = the habits
are gone end nothing new is there +0 pubstitute for them. The
way ta.drnp old habits in time is to follow certain develop-
ment, 2 certaln Eethnd, ag we c2ll it. Of course, I cennot |
aven give & hinf of our Fethod in such a2 short time, but there
i a2 mothaed which can gradually substitute all the habito,
ziving the actor the abilify to create anew ateach moment,
without worrying that thero will be empily spaces and gapse

It takeo time end training on tho one hand, and on the other
hand.'wq munt'npt drop the habitc until the new thinén are

coning along to take their places
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