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fha Golden Steed:

Try to understand the scheme which we have created
and which hanzs on the wall to remind us. You nust know
what 1t neans to you, not only as a zgoomeiric thing, but
how it speaks to you as an actor. Iry to imazgine the scene

and how you are acting cach moment,

TH%W CLIMAX: g
tig have begun to realize the difference between the

three atmospheres, and there ia some difforence in your souls
and beings: Try now to make an effort to reach the c¢climaxes.
“ry to start the Silver Steed with fortissimo and reach the
clinmax pianisgsimo., In the Copper 3Steed we try to show vwhat
is pagsionates In the Silver Steed we are tryinz to show
the gpiritual, The director must choose the way in which to
show this gpiritual gquality wore clearly. Iarts of the play
aust be nuted - thoge par%s Wwhich are under the carth, The
tempo -~ forte foriissimo = can ve reached in nany ways, it
does not depend upon speed,

The three difforent xeys for the three 3teeds are:

l, Copnaor Stoed - pagsionate, climbing up all the time., 2.

Silver 3teed - feelirss, beginning with accent ifrom forts
to planigsino. 3. Golden Steed -~ will, assertion, affirmation.,



It nay scem now that you are not free because of thig forn,
. . ‘.'1 - » ! e
but without such eofforts you would only be chaotic, not froe,

This is the real way to bas Ifreo.

ATHOSTHE K1

zach gound, each event, eéach thing hag an atmogphere
or can suggest an atmosphere, but we ars not yet trained
enough’ in everyday life to get the atmuﬂphéres fron every-
vwhere, You must realize what you do, what does it mean to
et the atmosphere and to radiate it? It is really simple -

ags an exercise it is simple.

JUSTIFICATIO s

You will be ziven soma movements and positions with-
out beinz told what they are for, and you aust find somothing
which will jugtiiy themn. 1. Get up and walk directly to the
corner of the structure, wait there for thoe count of five and
justify why you are doing thigs. It mugt be absolutely natural,
and you will be gure it is riszht because of the psychological
idea which you have in your mind. This exercise means to do
the task very exactly, but also to find inside yourself the
justification for your actlong.

This exercise can be done very often in your work
at home, and it will develop your actor's feelinz voery much,
ard 208 a result each mlse en scene will mean much nore to
you, 3y this cxercise you will awaken a great freedom ag

an acter, becauge if aa an actoxr you ars unable to justiify
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for yourself the thingstwhiﬁh the director or author zives
you, you will be doomed, This exercise awakens the most
necagsary actor's abilities.

«oWl another exerclse for justification: You nust
cross the room until you reach a certain point. At this point
Jou aust make a 3mall cirecle to the right, and then retrace
your steps. And still anothor juatificatidn oxaorcise:r Two
people are walking paralled and when they reach a certain
point one person goes forward to a certain point, while the

other person puts hig hands to his head and then turns back,

CORCEITRATION

Try to realize what you do when you are concentrating -
Whethor you are stretching some parts of your soul, or
pulling in sonmethirz, whether you are snlarging yourself, ote.
Sverything ls there, it depends upon tho conditions, You are
very flexdble in the powers you pogsess In concentration.
The less tense your body is, the more free you are. There-
fore it ias very important to relax your bedy. i 2al concentration
iz fraedom of your invigible powers. Kemember that concentration
ig like having a stone in your handgs. ihen you are really
coneentrated on something, there is somethinz stone-like

nd ©ixXed in your soul - dbut rot in yuué ovody.
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Another Iorm of the exercise for justification is

to take some picture or sculpture and try to imitate it and
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Justify the position,

The Teelinz of £ruth wiil e your real juide through-
out your profession. Like a mother with her child - the
nother will never be untruthful to her child. ve must bear

this child - we must have this faeling of truzh in all our

actions, our speech, etc.

tha Flshing Seene: (Director's exercise:)

1. Incorporation of images at first moment of rplay,
Imagine lyinz on the sand in 2 heavy exhausted sleep, waking
as dawvn comes; imagine the moment when the realization of
where you are ard what is happening is borne in upon you.
Incorporate this monent.

2, Creatoe the atmogsphar=z of the first few nonents

of the play and try to speak the dialezue out of the atmosphere.

Criticigm:

The cast must not “sleep" during the rehearsal,
“he director nust not allow his cast to lose its ensrsy, or
to be phlegmatic or unresponsive., EZach menber of the cast
nust maxe a conscious effort to create an active and receptive
state, as 2 result of which each individual will feel a new
life and will get the ability to creata., if you are fully
avware and active overy moment when you a&e WorKing, you will
rest tettier during the rest hours. ilie less of enersy and
activity is a conditlon which will nake the actor's pro-

fesgion weak, e must find a new attitude of mind towards
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the theatre, and this means we must find a new activity.
The director mu5t1}emind hig cast not to be lazy,

and the cast must make an effort to be allve., this is the

way to creation, ‘ihen your minds and bodies are aslasp,

then 1t is impossible to create,

PLYING OVER THE PLAY:

Cur Method zives us the pussibili&y to fly over
the whole play and to touch any moment we want with our
inagination, or by the incorporation of images, or by the
other means which we have. ‘‘herefore the director must con-
centrate not only on the toginning of the nlay because then
only one part of the play is born. ‘I'he reason that I have
included thig flying over the play i: the Mathod, is because
all ny life in the theatre I sufferec vecause we always
started with tho first aet and went over it asain and again,
and then remembered that wwe had the second and third act
to create before the performance. This was true even in the
doscow Art Theatre. Tho first act was always zood, but
tne other acts didn't come up to that standard.

The longer the director will vostpone the moment
of trazedy, the more difficult it will be. The z2ctor's
subconscious fears the most important moment. It is absolutely
neceasary to touch all the important moments in the olay,
otherwise you will find that some of your actors are growing

in ‘their ports while others are not yet born. If you try
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+o understand the scheme of the Ma2thod you will find that
there are many means by which you can touch the play. LI
not, the Method would be vorth nnthiﬁg. and we would have to
fall back on the old habits which are full of rear.

I kxnow thls from my own experience, ‘hen 1 wag
ziven the leading role in Gogol's Iho Inspactor Gnnnrn}i I
wag torrified of it because I knew it was one of the most

important roles in the thcatre.J'I wag afraid of it until

orie old actor told me to think of the part as if it were the

nost stupid and unimportant one. I did this and then I was

frec.

TH® FERLINGS:
This was only an accident, but now we have our

Mmethod which makes us free., That is the reason why I eliminated
“feeling" Trom the scheme, becaugse this is the most frighten-
ing thinz the actor has to deal with. Cur Method is not %o
feol but to do something which will awaken the feeling. Ve
can do things without being ashamed, and in doing we will
avieken gome feelings which will help us. Ve have the posglie-
bility to approach the play without any of the fears, shanme,
or suffering which are the zhosts of the old actor's method,
We are able to touch the most important moment of
the play without spoiling it. For instance, you could find
a psychological zesturae for the moment when John xnows that
he is saved and that all the others are dead, You aust pre-

pare your actors for this important moment. You must not be
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afrald of touchlinz the most important moments, If you had
only the old methods you would not be able to do this., 3ut

by touching on the play you are able to do everything, and your

. imagination will work simultaneously with the gesture. The

climax of this play is a nost tragic situation. It is at
the moment when Jocelyn meets her husband,

The main point of our Mesthod is that we aust not
be afraild of the most important moments. Imazine the moment
when John is trying, with his heavy wet boots, to junp out of
the boat, e are able to touch this moment of the play withe
out svoillng anything,

You nust find tha most important =oints in the play.
By finding the important points you will build a skeleton and
this will be of sreat Importance tﬁ the actor who vwill Ynow

the important point to which he is working.

It is not ndueﬂaary to employ naturalistic or realig-
tic meang in order fo create a stronz play. It is always possi-
ble to oxpresgss the same thing in an aesthetic way. This is
true of nusic, painting, etec. For example, some modern painters
are vainting alnost anatomically. This ia an exireme instance,
but everyone of ug living in our present culture, which is so
anatomical, has lost the border between art and anatomy. There
are thinss in our everyday life which must be hidden., iie must

escape the naturalistic approach.



