- An actor
- prepares




Constantin Stanislavski

AN ACTOR
PREPARES

Translated by
ELIZABETH REYNOLDS
HAPGOOD

A Theatre Arts Book
ROUTLEDGE
NEW YORK




Published by Routledge/Theatre Arts Books
A Division of Routledge, Chapman and Hall, Inc.
29 West 35th Street, New York, N.Y. 10001
© Copyright 1936 by Theatre Arts, Inc,
© Copyright 1948 by Elizabeth R. Hapgood
® Copyright Renewed 1964 by Theatre Arts, Inc.

All rights reserved under Pan-American Copyright Union

© Copyright under Pan-American Copyright Union

All rights reserved. Except for brief passages quoted in a
newspaper, magazine, radio, or television review, no part of
this book may be reproduced in any form or by any means,
electronic or mechanical, including photocopying or
recording, or by any information storage and retrieval
system, without permission in writing from the Publisher.

41st Printing, 1988
First paperback printing, 1989

Paperback ISBN 0-87830-983-7
PRINTED IN THE UNITED STATES OF AMERICA

CONTENTS

NOTE BY THE TRANSLATOR
I. THE FIrsT TEST - - -
II. WHEN ACTING Is AN ART - -
L. Acrton - - - - -
IV. IMAGINATION - - - -
V. CONCENTRATION OF ATTENTION
VI. RELAXATION OF MUSCLES - -
VII. UniTs AND OBJECTIVES - -
VIII. FAITH AND A SENSE OF TRUTH
IX. EMOTION MEMORY - - -
X. COMMUNION - - - =

XI. ADAPTATION - - - =
XII. INNER MOTIVE FORCES - -
XIII. THE UNBROKEN LINE - -
XIV. THE INNER CREATIVE STATE -

XV. THe SUPER-OBJECTIVE - =

XVI. ON THE THRESHOLD OF THE SUBCONSCIOUS

PAGE

12

33
54

95
111

127
163
193
223
244
252
261

271
281




NOTE BY THE TRANSLATOR

Fricnds of Stanislavski have long known that he wishea
to leave a record of the methods by which the Moscow Art
Company was built up, in such a form that it could be of use to
actors and producers after his death. The first time he mentioned
this wish to me he spoke of the projected work as a grammar of
acting. In his own My Life in Art, and in similar expressions by
persons who studied under him, a wholly different contribu-
tion has been made, one much easier, and in his opinion of
lesser importance. A manual, a handbook, a working textbook
has been his dream, and a most difficult one to realize.

Since the modern theatre came into existence, something like
three centuries ago, conventions have accumulated, outlived
their usefulness, and become hardened, so that they stand in the
way of fresh art and sincere emotion on the stage. For forty
years the effort of the Moscow Art Company has been to get
rid of what has become artificial, and therefore an impediment,
and to prepare the actor to present the externals of life and their
inner repercussions with convincing psychological truthfulness.

How was this long and difficult process to be putinto a book?
Stanislavski felt the need of a freedom of speech, especially
about the faults that harass actors, that he would not have if he
used the names of his actual players, from Moskvin and Kacha-
lov down to the very beginners, and therefore he decided on a
semi-fiction form. That he himself appears under the name of
Tortsov can scarcely escape the astute reader, nor is it difficult to
see that the enthusiastic student who keeps the record of the
lessons is the Stanislavski of half a century ago who was feeling
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his way toward the methods best suited to mirror the modern
'world.

There is no claim made here to actual invention. The author
is most ready to point out that 2 genius like Salvini or Duse
may use without theory the right emotions and expressions that
to the less inspired but intelligent student need to be taught.
What Stanislavski has undertaken is not to discover a truth but
to bring the truth in usable form within the reach of those actors

are willing to undergo the necessary discipline. The book does
include, again and again, statements of general principles of art,
but the great task set for himself by the author has been the em-
bodiment of those principles in the simplest working examples,
to be laboured over day after day and month after month. He
has endeavoured to make the examples so simple, so near to the
emotions that can be found as well in one country as in another,
that they can be adapted to the needs of actors whether they
happen to be born in Russia or Germany, in Italy, France,
Poland, or America.

Of the importance of such a working record, in order that
the greatest of modern acting -ompanies shall shed its beams as
far and as wide as may be, litle need be said. What would we
not give for detailed notes of how Moliére rehearsed his own

; plays,—tchcarsals of which echoes, true or outworn, remain in
: the Comédie Frangaise? Or could the value be estimated a
full picture of Shakespeare in the theatre, drilling his actors

in The Tempest, Romeo ard Juliet, or King Lear?
E.R. H.

i
}

and producers who are fairly well equipped by nature and who

CHAPTER ONE
THE FIRST TEST

I

e were excited as we waited for our first lesson with the

Director, Tortsov, today. But he came into our class
only to make the unexpected announcement that in order to
become better acquainted with us, he wished us to give a per-
fo.rmance in which we should act bits from plays chosen by us.
His purpose is to see us on the stage against the background of
scenery, in make-up, in costume, behind footlights, with all the
mj);:c;u?hx;lyy then, said he, will it be possible to judge our

At first only a few favoured the proposed test. Among these
were a stocky young fellow, Grisha Govorkov, who had al-
ready played in some small theatre; a tall, beautiful blonde
called Sonya Veliaminova; and a lively, noisy chap nameci
Vanya Vyuntsov. |
; Gradually we all became accustomed to the idea of the com-
ing try-out. The shining footlights grew more tempting and the
performance soon seemed interesting, useful, even necessary.

In making our choices I, and two friends, Paul Shustov and
Leo Pushchin, were at first modest. We thought of vaudeville
or light comedy. But all around us we heard great names pro-
Ifounccd—Gogol, Ostrovski, Chekhov, and others. Impercep-
tibly we found that we had stepped ahead in our ambitions and
would play something romantic, in costume, in verse.

I was tempted by the figure of Mozart; Leo by that of Salieri;
Paul thought of Don Carlos. Then we began to discuss Shakes-’

I




2 AN ACTOR PREPARES

peare, and my own choice fell on Othello. When Paul agreed
to play Iago, everything was decided. As we were leaving the
theatre we were told that the first rehearsal was fixed for the
next day.

When I reached home, late, I took down my copy of Othello,
settled myself comfortably on the sofa, opened my book and
began to read. Hardly had I read two pages when I was seized
with a desire to act. In spite of myself, my hands, arms, legs,
face, facial muscles and something inside me all began to move.
I declaimed the text. Suddenly I discovered a large ivory paper-
cutter. I stuck it into my belt like a dagger. My fuzzy bath
towel served as a white headcloth. Out of my sheets and blan-
kets I made a kind of shirt and gown. My umbrella was pressed
into service as a scimitar, but I had no shield. Here it occurred
to me that in the dining-room which adjoined my room there
was a big tray. With the shield in my hand I felt myself to be a
genuine warrior. Yet my general aspect was modern and civi-

@r\> Jmcd whereas Othello was African in origin and must have

AW

., something suggestive of primitive life, perhaps a tiger, in him.

.Q(\\

In order to recall, suggest, and fix the walk of an animal, I began

a whole new set of exercises.

‘\(5\ Many of these movements I felt to be in a high degree suc-

cessful. I had worked almost five hours without noticing the
passage of time. To me this seemed to show that my inspiration

was real.

2

I awoke much later than usual, rushed into my clothes and
dashed to the theatre. As I went into the rehearsal room, where
they were waiting for me, I was so embarrassed that instead of
apology I made the careless remark, ‘I seem to be a little late.’
Rakhmanov, the Assistant Director, looked at me a long time
reproachfully, and finally said:

-n..\z’_
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‘We have been sitting here waiting, our nerves on edge,
angry, and “it seems I am a little late”. We all came here full of
enthusiasm for the work waiting to be done, and now, thanks
to you, that mood has been destroyed. To arouse a desire to
create is difficult; to kill that desire is extremely easy. If I inter-

fere with my own work, it is my own affair, but what right
have I to hold up the work of a whole group? The actor, no
less than the soldier, must be subject to iron discipline.’

For this first offence Rakhmanov said he would limit himself
to a reprimand, and not enter it on the written record kept of
students, but that I must apologize immediately to all, and make
it a rule in the future to appear at rehearsals a quarter of an hour

" before they begin. Even after my apology Rakhmanov was

unwilling to go on, because he said the first rehearsal is an event
in an artist’s life, and he should retain the best possible impres-
sion of it. Today’s rehearsal was spoiled by my carelessness; let
us hope that tomorrow’s will be memorable.

* * *

This evening I intended to go to bed early because I was

afraid to work on my role. But my eye fell on a cake of choco-
htc I melted it with some butter and obtained a brown mess.
Tt was easy to smear it on to my face, and nake myself into a
'Moor. As I sat in front of my mirror I admired at length the
flash of my teeth. I learned how to show them off and how to
turn my eyes until the white showed. In order to make the most
of my make-up I had to put on my costume, and once I was
dressed I wanted to act; but I didn’t invent anything new; I
merely repeated what I had done yesterday, and now it seemed
to have lost its point. However, I did think I had gained some-
thing in my idea of how Othello ought to look.

/"G‘(‘
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3

Today was our first rehearsal. I arrived long ahead of time.
The Assistant Director suggested that we plan our own scenes
and arrange the properties. Fortunately, Paul agreed to every-
thing I proposed, as only the inner aspects of Iago interest him.
For me the externals were of greatest importance. They must
remind me of my own room. Without this setting I could not
get back my inspiration. Yet no matter how I struggled to
make myself believe I was in my own room all my efforts did
not convince me. They merely interfered with my acting.

Paul already knew the whole of his role by heart, butThad to
read my lines out of the book, or else to get by with approxi-
mations. To my astonishment the words did not help me. In
fact they bothered me, so that I should have preferred to do
without them entirely, or to cut the number in half. Not only
the words, but also the thoughts, of the poet were foreign to
me. Even the action as outlined tended to take away from me
that freedom which I had felt in my own room. -

‘Worse than that, I didn’t recognize my own voice. Besides,
neither the setting nor the plan which I had fixed during m
work at home would harmonize with the playing of Paul. For
example, how could I introduce, into a comparatively quiet
scene, between Othello and Iago, those flashes with my teeth,
rollings of my eyes, which were to get me into my part? Yet I
could not break away from my fixed ideas of how to act the
nature I conceived of as savage, nor even from the setting I had
prepared. Perhaps the reason was that I had nothing to put in
its place. I had read the text of the role by itself, I had played
the character by itsclf, without relating the one to the other.
The words interfered with the acting, and the acting with the

words.
* * *

THE FIRST TBST S

When I worked at home today I still went over the old
ground without finding anything new. Why do I keep on re-
peating the same scenes and methods? Why is my acting of
yesterday so exactly like today’s and tomorrow’s? Has my
imagination dried up, or have I no reserves of material? Why
did my work in the beginning move along so swiftly, and then
stop at one spot? As [ was thinking things over, some people in
the next room gathered for tea. In order not to attract attention
to myself, I had to move my activities to a different part of my

:g?m"“d to speak my lines as softly as possible, so as not to be
o |

~ To my surprise, by these little changes, my mood was trans-
formed. I had discovered a secret—not to remain too long at

one point, for ever repeating the too familiar.

4

At today’s rehearsal, from the very start, I began to impro-
vise. Instead of walking about, I'sat on a chair, and played with-
out gestures or movement, grimaces, or rolling eyes. What
happened? Immediately I became confused, I forgot the text
and my usual intonations. I stopped. There was nothing for it
but to go back to my old method of acting, and even to the old
business. I did not control my methods; rather they controlled
‘me.

5
Today's rehearsal brought nothing new. However, I am be-
coming more accustomed to the place where we work, and to
the play. At first my method of portraying the Moor could not
be harmonized with the Iago of Paul at all. Today it seemed
as though I actually succeeded in fitting our scenes together. At

any rate, I felt the discrepancies less sharply.
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6

Today our rehearsal was on the big stage. I counted on the
effect of its atmosphere, and what happened? Instead of the
brilliancy of the footlights, and the bustle of the wings filled
with all sorts of scenery, I found myselfin a place dimly lighted
and deserted. The whole of the great stage lay open and bare.
Only near the footlights there were a number of plain cane
chairs, which were to outline our set. To the right there was a
rack of lights. I had hardly stepped on to the stage when there
loomed up in front of me the immense hole of the proscenium
arch, and beyond it an endless expanse of dark mist. This was
my first impression of the stage from behind.

‘Begin!” someone called.

I was supposed to go into Othello’s room, outlined by the
cane chairs, and to take my place. I sat down in one of them,
but it turned out to be the wrong chair. I could not even recog-
nize the plan of our set. For a long time I could not fit myself
into my surroundings, nor could I concentrate my attention on
what was going on around me. I found it difficult even to look
at Paul, who was standing right beside me. My glance passed by
him and travelled out into the auditorium, or else backstage to
the workrooms where people were walking around carrying
things, hammering, arguing.

The astonishing thing was that I continued mechanically to
speak and act. If it had not been for my long exercises at home,
that had beaten into me certain methods, I must have stopped
at the very first lines.

7
Today we had a second rehearsal on the stage. I arrived early,
and decided to prepare myself right on the stage, which today

was quite different from yesterday. Work was humming, as
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properties and scenery were being placed. It would have been
useless, amid all this chaos, to try to find the quiet in which I
was accustomed to get into my role at home. First of all it was
necessary to adjust myself to my new surroundings. I went out
to the front of the stage and stared into the awful hole beyond
the footlights, trying to become accustomed to it, and to free
myself from its pull; but the more I tried not to notice the place
the more I thought about it. Just then a workman who was
going by me dropped a package of nails. I started to help pick
them up. As I did this I had the very pleasant sensation of feeling
quite at home on the big stage. But the nails were soon picked
up, and again I became oppressed by the size of the place.

I hurried down into the orchestra. Rehearsals of other scenes
began. But I saw nothing. I was too full of excitement, waiting
for my turn. There is a good side to this period of waiting. It
drives you into such a state that all you can do is to long for
your turn to get through with the thing that you are afraid of.

When our turn did come I went up on to the stage, where a
sketchy set had been arranged out of bits taken from various
productions. Some parts were wrong side up, and all the furni-
ture.was ill assorted. Nevertheless, the general appearance of the
stage, now that it was lighted, was pleasant, and I felt at home
in this room that had been prepared for Othello. By a great

stretch of the imagination I could recognize a certain similarity
" to my own room. But the minute the curtain rose, and the audi-

torium appeared before me, I again felt myself possessed by its
power. At the same time some new unexpected sensations sur-
ged inside of me. The set hems in the actor. It shuts off the back-
stage area. Above him are large dark spaces. At the sides are the
wings that outline the room. This semi-isolation is pleasant, but
a bad aspect is, that it projects the attention out into the public.
Another new point was that my fears led me to feel an obliga-
tion to interest the audience. This feeling of obligation inter-
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fered with my throwing myself into what I was doing. I began
to feel hurried, both in speech and in action. My favourite places
flashed by like telegraph poles seen from a train. The slightest
hesitation and a catastrophe would have been inevitable.

8

As I had to arrange for my make-up and costume for the
dress rehearsal, I reached the theatre today even earlier than
usual. A good dressing-room was given to me, as well as a gor-
geous gown, which is really a museum piece, and is used by the
Prince of Morocco in The Merchant of Venice. I sat down at the
dressing table, on which were laid out various wigs, bits of hair,
lacquer pots, grease paints, powder, brushes. I started to put on
some dark brown colour with a brush, but it hardened so
quickly that it left almost no trace. Then I tried a wash with the
same result. I put the colour on my finger, and thence on to my
face, but had no luck, except with the light blue, the very
colour, it scemed to me, that was of no possible use in the make-
up of Othello. I put some lacquer on my face, and tried to
attach some hair. The lacquer pricked my skin and the hair
stuck straight up from my face. [ tried one wig after another.
All, put on a face without make-up, were too obvious. Next I
tried to wash off what little make-up I had on my face, but I
had no idea how to do it.

About this time there came into my room a tall, very thin
man with glasses, dressed in a long white smock. He leaned
over and began to work on my face. First he cleaned off with
vaseline all that I had put on, and then began again with fresh
colours. When he saw that the colours were hard he dipped a
brush into some oil. He also put oil on to my face. On that sur-
face the brush could lay the colours smoothly. Then he covered
my whole face with a sooty shade, proper to the complexion of
a Moor. I rather missed the darker shade which the chocolate
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had contributed, because that had caused my eyes and teeth to
shine.

When my make-up was finished and my costume put on I
looked into the mirror and was delighted with the art of my
make-up man, as well as with the whole impression. The angles
of my arms and body disappeared in the flowing robes, and the
gestures I had worked up went well with the costume. Paul and
some others came into my dressing-room, and they congratu-
lated me on my appearance. Their generous praise brought back
my old confidence. But when I went out on the stage I was dis-
turbed by the changes in the position of the furniture. In one
place an armchair was unnaturally moved forward from the
wall almost into the middle of the scene, and the table was too
near the front. I seemed to be put on exhibition right in the
most conspicuous place. Out of excitement I walked up and
down and kept catching my dagger in the folds of my costume,
and my knives on the corners of the furniture or scenery. But
this did not keep me from an automatic delivery of my lines
and an incessant activity on the stage. In spite of everything it
seemed as though I should get through to the end of the scene,
yet when I came to the culminating moment in my role the
thought flashed into my mind: ‘Now I'll be stuck " Whereupon

"I was seized with a panic, and stopped speaking. I do not know
‘what guided me back to an automatic rendering of my part;
but once more it saved me. I had only one thought in my mind,

‘&ggmsh as quickly as possible, to take off my make-up, and to
get out of the theatre.

And here I am at home alone, where I am most unhappy.
Fortunately Leo came around to see me. He had seen me out in
the audience, and wanted to know what I thought of his per-
formance, but I could not tell him because although I had
watched his bit I did not notice anything, because of my own
excitement in waiting for my turn.
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He spoke familiarly about the play and the role of Othello.
He was especially interesting in his explanation of the sorrow,
the shock, the amazement of the Moor, that such vice could
exist in the lovely form of Desdemona.

After he left, I tried to go over some parts of the role, with
his interpretation, and I almost wept, I was so sorry for the
Moor.

9

This is the day of the exhibition performance. I thought I
could see ahead exactly what was going to happen. I was filled
with a complete indifference until I reached my dressing-room.
But once inside, my heart began to pound and I felt almost
nauseated.

On the stage what first disturbed me was the extraordinary
solemnity, the quiet and order that reigned there. When I
stepped away from the darkness of the wings to the full illumi-
nation of the footlights, headlights and spotlights, I felt blinded.
The brightmess was so intense that it seemed to form a curtain
of light between me and the auditorium. I felt protected from

the public, and for 2 moment I breathed freely, but soon my

eyes became accustomed to the light, I could see into the dark-
ness, and the fear and attraction of the public seemed stronger
than ever. I was ready to turn myself inside out, to give them
everything I had; yet inside of me I had never felt so empty.
The effort to squeeze out more emotion than I had, the power-
lessness to do the impossible, filled me with a fear that turned
my face and my hands to stone. All my forces were spent on
unnatural and fruitless efforts. My throat became constricted,
my sounds all seemed to go to a high note. My hands, feet, ges-
tures and speech all became violent, I was ashamed of every
word, of every gesture. I blushed, clenched my hands, and
pressed myself against the back of the armchair. I was making a

THE FIRST TEST II

failure, and in my helplessness I was suddenly seized with rage.
For several minutes I cut loose from everything about me. I
flung out the famous line, ‘Blood, Iago, blood!’ I felt in these
words all the injury to the soul of a trusting man. Leo’s inter-
pretation of Othello suddenly rose in my memory and aroused
my emotion. Besides, it almost seemed as though for a moment
the listeners strained forward, and that through the audience
there ran a murmur.

The moment I felt this approval a sort of energy boiled up in
me. I cannot remember how I finished the scene, because the
footlights and the black hole disappeared from my conscious-
ness, and I was free of all fear. I remember that Paul was at first
astonished by the change in me; then he became infected by it,
and acted with abandon. The curtain was rung down, out in the
hall there was applause, and I was full of faith in myself.

With the airs of a visiting star, with assumed indifference, I
went out into the audience during the intermission. I chose a
place in the orchestra from which I could easily be seen by the
Director and his Assistant and sat down, in the hope that they
would call me over and make some pleasant comment. The
footlights went up. The curtain was drawn, and instantly one

of the students, Maria Maloletkova, flew down a flight of stairs.

" She fell to the floor, writhing, and cried: ‘Oh, help me!” in a

~way that chilled me to the heart. After that, she rose and spoke

some lines, but so rapidly that it was impossible to understand
them. Then in the middle of a word, as though she had for-
gotten her part, she stopped, covered her face with her hand:,
and dashed off into the wings. After a little the curtain came
‘down, but in my ears I still heard that cry. An entrance, one
word, and the feeling goes across. The Director, it seemed to
me, was electrified; but had I not done the same thing with that
‘one phrase, ‘Blood, Iago, blood!” when the whole audience was
in my power?




CHAPTER TWO
WHEN ACTING IS AN ART

I

Today we were called together to hear the Director’s criti~
cism of our performance. He said:

‘Above all look for what is fine in art and try to understand
it. Therefore, we shall begin by discussing the constructive cle-
ments of the test. There are only two moments worth noting;
the first, when Maria threw herself down the staircase with the
despairing cry of ‘Oh, help me!” and the second, more extended
in time, when Kostya Nazvanov said ‘Blood, Iago, blood!’ In
both instances, you who were playing, and we who were
watching, gave ourselves up completely to what was happening
on the stage. Such successful moments, by themselves, we can
recognize as belonging to the art of living a part.’

‘And what is this art?’ I asked.

“You experienced ityourself. Supposcyou state what you felt.’

‘I neither know nor remember,’ said I, embarrassed by Tort-
' s0V’s praise.

“What! You do not remember your own inner excitement?
You do not remember that your hands, your eyes and your
whole body tried to throw themscives forward to grasp some-
thing; you do not remember how you bit your lips and barely
restrained your tears?’

‘Now that you tell me about what happened, I scem to re-
member my actions,’ I confessed.

‘But without me you could not have understood the ways in
which your feelings found expression?’

12
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‘No, I admit I couldn’t.’

“You were acting with your subconscious, intuitively?’ he
concluded.

‘Perhaps. I do not know. But is that good or bad?’

“Very good, if your intuition carries you along the right path,
and very bad if it makes a mistake,” explained Tortsov. ‘During
the exhibition performance it did not mislead you, and what -
you gave us in those few successful moments was excellent.’

‘Is that really true?’ I asked.

“Yes, because the very best that can happen is to have the
actor completely carried away by the play. Then regardless of
his own will he lives the part, not noticing how he feels, not
thinking about what he does, and it all moves of its own accord,
subconsciously and intuitively. Salvini said: “The great actor
should be full of feeling, and especially he should feel the thing
he is portraying. He must feel an emotion not only once or
twice while he is studying his part, but to a greater or lesser de-
gree every time he plays it, no matter whether it is the first
or the thousandth time.” Unfortunately this is not within our
control. Our subconscious is inaccessible to our conscious-
ness. We cannot enter into that realm. If for any reason we do
penetrate into it, then the subconscious becomes conscious and
dies.

“The result is a predicament; we are supposed to create under
inspiration; only our subconscious gives us inspiration; yet we
apparently can use this subconscious only through our con-
sciousness, which kills it.

‘Fortunately there is 2 way out. We find the solution in an
oblique instead of a direct approach. In the soul of a human
being there are certain elements which are subject to conscious-
ness and will. These accessible parts are capable in turn of acting
on psychic processes that are involuntary.

“To be sure, this calls for extremely complicated creative
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work. It is carried on in part under the control of our conscious-
ness, but 2 much more significant proportion is subconscious
and involuntary.

“To rouse your subconscious to creative work there is a
special technique. We must leave all that is in the fullest sense
subconscious to nature, and address ourselves to what is within
our reach. When the subconscious, when intuition, enters into
our work we must know how not to interfere.

‘One cannot always create subconsciously and with inspira-
tion. No such genius exists in the world. Therefore our art
teaches us first of all to create consciously and rightly, because
that will best prepare the way for the blossoming of the sub-
conscious, which is inspiration. The more you have of conscious
creative moments in your role the more chance you will have
of a flow of inspiration.

‘ “You may play well or you may play badly; the important
thing is that you should play truly,” wrote Shchepkin to his
pupil Shumski.

“To play truly means to be right, logical, coherent, to think,
strive, feel and act in unison with your role.

‘If you take all these internal processes, and adapt them to the
spiritual and physical life of the person you are representing, we
call that living the part. This is of supreme significance in crea-
tive work. Aside from the fact that it opens up avenues for in-
spiration, living the part helps the artist to carry out one of his
main objectives. His job is not to present merely the external
life of his character. He must fit his own human qualities to the
life of this other person, and pour into it all of his own soul.
The fundamental aim of our art is the creation of this inner life
of 2 human spirit, and its expression in an artistic form.

“That is why we begin by thinking about the inner side of a
role, and how to create its spiritual life through the help of the
internal process of living the part. You must live it by actually

S @00 e O ORISR e L 0 0 o e
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experiencing feelings that are analogous to it, each and every
time you repeat the process of creating it.”

‘Why is the subconscious so dependent on the conscious?’
said I.

‘It seems entirely normal to me,” was the reply. “The use of
steam, electricity, wind, water and other involuntary forces in
nature is dependent on the intelligence of an engineer. Our sub-
conscious power cannot function without its own engineer—
our conscious technique. It is only when an actor feels that his
inner and outer life on the stage is lowing naturally and norm-
ally, in the circumstances that surround him, that the deeper
sources of his subconscious gently open, and from them come
feelings we cannot always analyse. For a shorter or longer space
of time they take possession of us whenever some inner instinct
bids them. Since we do not understand this governing power,
and cannot study it, we actors call it simply nature.

‘But if you break the laws of normal organic life, and cease
to function rightly, then this highly sensitive subconscious be-
comes alarmed, and withdraws. To avoid this, plan your role
consciously at first, then play it truthfully. At this point realism
and even naturalism in the inner preparation of a part is essen-
tial, because it causes your subconscious to work and induces
outbursts of inspiration.’

‘From what you have said I gather that to study our art we
must assimilate a psychological technique of living a part, and
that this will help us to accomplish our main object, which is to
create the life of a human spirit,’ Paul Shustov said.

“That is correct but not complete,’ said Tortsov. ‘Our aim is
not only to create the life of 2 human spirit, but also to “express
it in a beautiful, artistic form.” An actor is under the obligation
to live his part inwardly, and then to give to his experience an
external embodiment. I ask you to note especially that the de-
pendence of the body on the soul is particularly important in
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our school of art. In order to express a most delicate and largely sub-
conscious life it is necessary to have control of an unusually responsive,
excellently prepared vocal and physical apparatus. This apparatus
must be ready instantly and exactly to reproduce most delicate
and all but intangible feclings with great sensitiveness and direct-
ness. That is why an actor of our type is obliged to work so much
more than others, both on his inner equipment, which creates the
life of the part, and also on his outer physical apparatus, which
should reproduce the results of the creative work of his emo-
tions with precision.

‘Even the externalizing of a role is greatly influenced by the
subconscious. In fact no artificial, theatrical technique can even
compare with the marvels that nature brings forth.

‘I have pointed out to you today, in general outlines, what
we consider essential. Our experience has led to a firm belief
that only our kind of art, soaked as it is in the living experiences
of human beings, can artistically reproduce the impalpable
shadings and depths of life. Only such art can completely absorb
the spectator and make both understand and also inwardly
experience the happenings on the stage, enriching his inner life,
and leaving impressions which will not fade with time.

‘Moreover, and this is of primary importance, the organic bases
of the laws of nature on which our art is founded will protect you in the
future from going down the wrong path. Who knows under what
directors, or in what theatres, you will work? Not everywhere,
not with everyone, will you find creative work based on nature.
In the vast majority of theatres the actors and producers are
constantly violating nature in the most shameless manner. But
if you are sure of the limits of true art, and of the organic laws
of nature, you will not go astray, you will be able to understand
your mistakes and correct them. That is why a study of the
foundations of our art is the beginning of the work of every
student actor.’

J .

WHEN ACTING IS AN ART X7

“Yes, yes,’ I exclaimed, ‘T am so happy that I was able to take
astep, if only a small one, in that direction.’

‘Not so fast,’ said Tortsov, ‘otherwise you will suffer the
bitterest disillusion. Do not mix up living your part with what
you showed us on the stage.’

‘“Why, what did I show?’

‘I have told you that in all that big scene from Othello there
were only a few minutes in which you succeeded in living the
part. I used them to illustrate to you, and to the other students,
the foundations of our type of art. However, if we speak of the
whole scene between Othello and Iago, we certainly cannot call
it our type of art.’

“What is it, then?’

“That is what we call forced acting,’ defined the Director.

‘And what, really, is that?’ said I, puzzled.

“When one acts as you did,” he explained, ‘there are indivi-
dual moments when you suddenly and unexpectedly rise to
great artistic heights and thrill your audience. In such moments
you are creating according to your inspiration, improvising, as
it were; but would you feel yourself capable enough, or strong
enough spiritually or physically, to play the five great acts of
Othello with the same lift with which you accidentally played
part of that one short scene?’

‘I do not know,’ I said, conscientiously.

‘I know, unquestionably, that such an undertaking would be
far beyond the strength not only of a genius with an extraordi-
nary temperament, but even of a very Hercules,’ answered
Tortsov. ‘For our purposes you must have, in addition to the
help of nature, a well worked-out psychological technique, an
enormous talent, and great physical and nervous reserves. You
have not all these things, any more than do the personality
actors who do not admit technique. They, as you did, rely en-
tirely on inspiration. If this inspiration does not turn up then
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neither you nor they have anything with which to fill in the
blank spaces. You have long stretches of nervous let-down in
playing your part, complete artistic impotence, and a naive
amateurish sort of acting. At such times your playing is lifeless,
stilted. Consequently high moments alternate with over-
acting.’

2

Today we heard some more from Tortsov about our acting.
When he came to the classroom he turned to Paul and said to
him:

“You too gave us some interesting moments, but they were
rather typical of the “art of representation”.

‘Now since you successfully demonstrated this other way of
acting, Paul, why not recall for us how you created the role of
Tago?’ suggested the Director.

‘I went right at the role for its inner content, and studied that
for a long time,” said Paul. ‘At home it seemed to me that I
really did live the part, and at some of the rehearsals there were
certain places in the role that I seemed to feel. Therefore I do
not know what the art of “representation” has to do with it.”

‘In it the actor also lives his part,’ said Tortsov. “This partial
identity with our method is what makes it possible to consider
this other type also true art.

“Yet his objective is different. He lives his part as a prepara-
tion for perfecting an external form. Once that is determined to
his satisfaction he reproduces that form through the aid of
mechanically trained muscles. Therefore, in this other school,
living your role is not the chief moment of creation as it is with
us, but one of the preparatory stages for further artistic work.’

‘But Paul did use his own feelings at the exhibition perform-
ance!’ I maintained.

Someone else agreed with me, and insisted that in Paul’s
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acting, just as in mine, there had been a few scattered moments
of truly living the part, mixed with a lot of incorrect acting.
‘No,’ insisted Tortsov, ‘in our art you must live the part every
moment that you are playing it, and every time. Each time it is re-
created it must be lived afresh and incarnated afresh. This de-
scribes the few successful moments in Kostya’s acting. But I did
not notice freshness in improvisation, or in feeling his part, in
Paul’s playing. On the contrary, I was astonished in a number
of places by the accuracy and artistic finish of a form and
method of acting which is permanently fixed, and which is
produced with a certain inner coldness. However, I did feel in
those moments that the original, of which this was only the
artificial copy, had been good and true. This echo of a former
process of living the part made his acting, in certain moments, a
true example of the art of representation.’
‘How could I have got hold of the art of mere reproduction?’
Paul could not understand.
‘Let us find out by your telling us more about how you pre-
pared your Iago,” suggested the Director.
"To be sure that my feelings were externally reflected I used a
mirror.’
“That is dangerous,” remarked Tortsov. ‘You must be very care-
Julin the use of a mirror. It teaches an actor to watch the outside rather
than the inside of his soul, both in himself and in his part.’
‘Nevertheless, it did help me to see how my exterior reflected
my sensations,’ Paul insisted.
“Your own sensations, or the sensations prepared for your
pare?’
:My own, but applicable to Iago,’ explained Paul.
Consequently, while you were working with the mirror,
what interested you was not so much your exterior, your gene-
ral appearance, your gestures, but principally the way in which
you externalized your inner sensations,” probed Tortsov.
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‘Exactly!’ exclaimed Paul.

“That is also typical,’ remarked the Director.

‘I remember how pleased I was when I saw the correct re-
flection of what I felt,” Paul continued to reminisce.

“You mean that you fixed these methods of expressing your
feelings in a permanent form?” Tortsov asked. )

“They became fixed by themselves through frequent repeti-

on.
; “Then in the end you worked out a definite external form for
the interpretation of certain successful parts in your role, and
ou were able to achieve their external expression through tech-
nique?’ asked Tortsov with interest.

‘Evidently yes,” admitted Paul.

‘And you made use of this form each time that you repeated
the role?’ examined the Director.

‘Evidently Idid.’

‘Now tell me this: did this established form come to you each
time through an inner process, or after it was once born did you
repeat it mechanically, without the participation of any emo-
tions?’

‘It seemed to me that I lived it each time,’ declared Paul. ’

‘No, that was not the impression that came to the spectators,
said Tortsov. ‘Actors of the school we are discussing do what
you did. At first they feel the part, but when once they have
done so they do not go on feeling it anew, they ma':rely remem-
ber and repeat the external movements, intonations, and ex-
pressions they worked on at first, making this repetition with-
out emotion, Often they are extremely skilful in technique, and
are able to get through a part with technique 01.11y,.and no ex-
penditure of nervous force. In fact, they often think it unwise to
fecl, after they have once decided on the pattem to follow. They
think they are surer to give the right performance if thcy mcrc-ly
recall how they did it when they first got it right. This is applic-

;
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able in some degree to the places we picked out in your playing
of Iago. Try to remember what happened as you went on with
your work.’

Paul said that he was not satisfied with his work in other
parts of the role, or with the appearance of Iago in his mirror,
and he finally tried to copy an acquaintance whose appearance

~ seemed to suggest a good example of wickedness and cunning.

‘So you thought you could adapt him to your own uses?’
Tortsov queried.

‘Yes,’ Paul confessed.

“Well, then, what were you going to do with your own
qualities?’

“To tell the truth, I was simply going to take on the external
mannerisms of my acquaintance,” admitted Paul frankly.

“That was a great mistake,” Tortsov replied. ‘At that point
you went over to sheer imitation, which has nothing to do with
creativeness.’

“What should I do?’ asked Paul.

“You should first of all assimilate the model. This is compli-
cated. You study it from the point of view of the epoch, the
time, the country, condition of life, background, literature, psy-
chology, the soul, way of living, social position, and external
appearance; moreover, you study character, such as custom,
manner, movements, voice, speech, intonations. All this work

4
E
L

on your material will help you to permeate it with your own " |

feelings. Without all this you will have no art.

‘When, from this material, a living image of the role
emerges, the artist of the school of representation transfers it to
himself. This work is concretely described by one of the best
representatives of this school, the famous French actor, Coque-
lin the elder. . . . “The actor creates his model in his imagination,
and then, just as does the painter, he takes every feature of it and
transfers it, not on to canvas, but on to himself.’ . . . He sees Tar-

e
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tuffe’s costume and puts it on himself; he notices his gait and
imitates it; he sees his physiognomy and adapts it to himself; he
adapts his own face to it. He speaks with the same voice that he
has heard Tartuffe use; he must make this person he has put to-
gether move, walk, gesticulate, listen and think like Tartuffe, in
other words, hand over his soul to him. The portrait ready, it
needs only to be framed; that is, put on the stage, and then the
public will say either, “That is Tartuffe,” or, “The actor has not
donea good job.” ...’

‘But all that is frightfully difficult and complicated,” said I
with feeling.

“Yes, Coquelin himself admits it. He says: “The actor does
not live, he plays. He remains cold toward the object of his
acting but his art must be perfection.” . . . And to be sure,’
added Tortsov, ‘the art of representation demands perfection if
it is to remain an art.

“The confident answer by the school of representation is that
“art is not real life, not is it even its reflection. Art is in itself a
creator, it creates its own life, beautiful in its abstraction, be-
yond the limits of time, and space.” Of course we cannot agree
to such a presumptuous defiance of that unique, perfect and
unattainable artist, our creative nature.

“Artists of the Coquelin school reason this way: The theatre
is a convention, and the stage is too poor in resources to create
the illusion of real life; therefore the theatre should not avoid
conventions. . . . This type of art is less profound than beautiful,
it is more immediately effective than truly powerful, in it the
form is more interesting than its content. It acts more on your
sense of sound and sight than on your soul. Consequently it is
more likely to delight than to move you.

“You can receive great impressions through this art. But they
will neither warm your soul nor penetrate deeply into it. Their

effect is sharp but not lasting. Your astonishment rather than
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your faith is aroused. Only what can be accomplished through
surprising theatrical beauty, or picturesque pathos, lies within
the bounds of this art. But delicate and deep human feelings are
not subject to such technique. They call for natural emotions at
the very moment in which they appear before you in the flesh.
They call for the direct co-operation of nature itself. Nevertheless,
“representing” the part, since it follows our process in part,
must be acknowledged to be creative art.’

3

At our lesson today, Grisha Govorkov said that he always
feels very deeply what he does on the stage.

To this Tortsov replied:

‘Everyone at every minute of his life must feel something.
Only the dead have no sensations. It is important to know what
%'l:)u are feeling on the stage, because it often happens that even

e most experienced actors work out at home and carry on to
the stage something which is neither important nor essential for
their parts. This happened to all of you. Some of the students
showed off their voices, effective intonations, techniques of act-
ing; others made the spectators laugh by their lively activity,
ballet jumps, desperate over-acting; and preened themselves
with beautiful gestures and poses; in short, what they brought
to the stage was not what was needed for the roles they were
portraying.

. ‘As for you, Govorkov, you did not approach your role from
its inner content, you neither lived it nor represented it, but did
something entirely different.’

‘What was it?” Grisha hastened to ask.

‘Mechanical acting. To be sure, not bad of its kind, having
rather elaborately worked out methods of presenting the role
with conventional illustrations.’

I shall omit the long discussion raised by Grisha, and jump

¥
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directly to the explanation by Tortsov of the boundaries which
divide true art from mechanical acting.

“There can be no true art without living. It begins where
feeling comes into its own.’

‘ And mechanical acting?’ asked Grisha.

“That begins where creative art ends. In mechanical acting
there is no call for a living process, and it appears only acci-
dentally.

“You will understand this better when you come to recog-
nize the origins and methods of mechanical acting, which we
characterize as “rubber stamps”. To reproduce feelings you
must be able to identify them out of your own experience. But
as mechanical actors do not experience feelings they cannot re-
produce their external results.

“With the aid of his face, mimicry, voice and gestures, the
mechanical actor offers the public nothing but the dead mask of
non-existent feeling. For this there has been worked out a large
assortment of picturesque effects which pretend to portray all
sorts of feelings through external means.

‘Some of these established clichés have become traditional,
and are passed down from generation to generation; as for in-
stance spreading your hand over your heart to express love, or
opening your mouth wide to give the idea of death. Others are
taken ready-made, from talented contemporaries (such as rub-
bing the brow with the back of the hand, as Vera Komissarzhev-
skaya used to do in moments of tragedy). Still others are in-
vented by actors for themselves.

“There are special ways of reciting a role, methods of diction
and speech. (For instance, exaggeratedly high or low tones at
critical moments in the role, done with specifically theatrical
“tremolo”, or with special declamatory vocal embellishments.)
There are also methods of physical movement (mechanical
actors do not walk, they “progress” on the stage), for gestures
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and action, for plastic motion. There are methods for expressing
all human feelings and passions (showing your teeth and rolling
the whites of your eyes when you are jealous, or covering up
the eyes and face with the hands instead of weeping; tearing
your hair when in despair). There are ways of imitating all
kinds of types of people, various classes in society (peasants
spit on the floor, wipe their noses with the skirts of their coats,
military men click their spurs, aristocrats play with their lor-
gnettes). Certain others characterize epochs (operatic gestures
for the Middle Ages, mincing steps for the eighteenth cen-
tury). These ready-made mechanical methods are easily
acquired through constant exercise, so that they become second
nature.

‘Time and constant habit make even deformed and senseless
things near and dear. As for instance, the time-honoured shoul-
der-shrugging of Opéra Comique, old ladies trying to look
young, the doors that open and close by themselves as the hero
of the play comes in or goes out. The ballet, opera, and espe-
cially the pseudo-classic tragedies, are full of these conventions.
By means of these forever-unchanging methods they expect to
reproduce the most complicated and elevated experiences of
heroes. For example: tearing one’s heart out of one’s bosom in
moments of despair, shaking one’s fists in revenge, or raising
one’s hands to heaven in prayer.

‘According to the mechanical actor the object of theatrical
8pe.cch and plastic movements—as exaggerated sweetness in
lyric moments, dull monotone in reading epic poetry, hissing
SO@& to express hatred, false tears in the voice to represent
grief—is to enhance voice, diction and movements, to make
actors more beautiful and give more power to their theatrical
effectiveness.

‘Unfortunately, there is far more bad taste in the world than
good. In the place of nobility a sort of showiness has been

;_‘ y
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created, prettiness in place of beauty, theatrical effect in the place
of expressiveness.

“The very worst fact is that clichés will fill up every empty spot
in a role, which is not already solid with living feeling. Moreover,
they often rush in ahead of feeling, and bar the road; thatis why
an actor must protect himself most conscientiously against such
devices. And this is true even of gifted actors, capable of true
creativeness.

‘No matter how skilful an actor may be in his choice of stage
conventions, because of their inherent mechanical quality he
cannot move the spectators by them. He must have some sup-
plementary means of arousing them, so he takes refuge in what
we call theatrical emotions. These are a sort of artificial imita-
tion of the periphery of physical feelings.

‘If you clench your fists and stiffen the muscles of your body,
or breathe spasmodically, you can bring yourself to a state of
great physical intensity. This is often thought by the public to
be an expression of a powerful temperament aroused by passion.

‘Actors of a more nervous type can arouse theatrical emo-
tions by artificially screwing up their nerves; this produces
theatrical hysteria, an unhealthy ecstasy, which is usually just as
lacking in inner content as is the artificial physical excitement.’

4

At our lesson today the Director continued the discussion of
our exhibition performance. Poor Vanya Vyuntsov came in for
the worst of it. Tortsov did not recognize his acting as even
mechanical.

“What was it, then?’ said I.

“The most repulsive kind of over-acting,’ answered the
Director.

Y at least did not have any of that?’ I hazarded.

“You certainly did!” retorted Tortsov.
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“When?’ I exclaimed. “You yourself said that I played—""

‘I explained that your acting was made up of moments of
true creativeness, taking turns with moments——'

‘Of mechanical acting?’ The question burst out of me.

“That can be developed only by long work, as in the case of
F;dsha, and you could never have had the time to create it. That
is why you gave an exaggerated imitation of a savage, by means
of the most amateurish kind of rubber stamps, in which there
was no trace of technique. Even mechanical acting cannot do with-
out technique.’

‘But where did I get those rubber stamps, since this is the
first time I have even been on the boards?” said I.

‘Read My Life in Art. There is a story about two little girls
who had never seen a theatre, or a performance, or even a re-
hearsal, and yet they played a tragedy with the most vicious and
trivial clichés. Even you have many of them, fortunatel;.’

“Why fortunately?’ I asked. J

: ‘Because they are easier to fight than strongly rooted mecha-
nical acting,’ said the Director.

‘Beginners like you, if you have talent, can accidentally, and
for a short space of time, fill a role very well, but you cannot
reproduce it in a sustained artistic form, and therefore you al-
ways have recourse to exhibitionism. At first it is harmless
enough, but you must never forget that it has in it the seeds of
great danger. You must struggle with it from the very first
moment so that it may not develop habits which will cripple
you as an actor and side-track your native gifts.

Take your own example. You are an intelligent person, yet
VYhy, at the exhibition performance, were you, with the excep-
tion of a few moments, absurd? Can you really believe that the
Mf)ors, .who in their day were renowned for culture, were like
wild animals, pacing up and down a cage? The savage that you
portrayed, even in the quiet conversation with his ancient,

J
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roarcd at him, showed his teeth, and rolled his eyes. Where did
you get any such approach to the role?’

I then gave a detailed account of nearly everything that T had
written in my diary about my work on my role at home. For
better visualization I put some chairs around according to their
place in my room. At parts of my demonstration Tortsov
laughed heartily.

“There, that shows you how the very worst kind of acting
starts,” said he, when I had finished. ‘When you were preparing
for the exhibition performance you approached your role from
the point of view of impressing the spectators. With what?
With true organic feelings, that corresponded to those of the
person you were portraying? You did not have any. You did not
even have a whole living image, which you could have, if only exter-
| nally, copied. What was there left for you to do? To grab the first
' trait that happened to flash into your mind. Your mind is stored full of

such things, ready for any occasion in life. Every impression, in some
N form or another, remains in our memories, and can be used when
| needed. In such hurried or general descriptions we care -very little
'\ whether what we transmit corresponds to reality. We are satished
 with any general characteristic or illusion. To bring images to life,
 daily practice has produced for us stencils or external descriptive signs,
which, thanks to long usage, have become intelligible to everyone.
“That is what happened to you. You were tempted by the
external appearance of a black man in general, and you hastily
" reproduced him without ever thinking about what Shakespeare
wrote. You reached for an external characterization which
seemed to you effective, vivid and easy to reproduce. That is
what always happens when an actor does not have at his dis-
posal a wealth of live material taken from life. You could say
to any one of us, “Play for me immediately, without any pre-
paration, a savage in general.” I am willing to wager that the
majority would do just what you did; because tearing around,
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roaring, showing your teeth, rolling the whites of your eyes,
h.as from time immemorial been intertwined in your imagina-
tion with a false idea of a savage. All these methods of portray-
ing feelings in general exist in every one of us. And they are
used without any relation to the why, wherefore or circum-
stances in which a person has experienced them.

Whereas mechanical acting makes use of worked-out stencils to re-
place real feelings, over-acting takes the first general human conven-
tions that come along and uses them without even sharpening or pre-
paring them for the stage. What happened to you is understandable
and excusable in a beginner. But be careful in the future, because
an_tgiey(ish over-acting grows into the worst kind of mechanical acting.

First try to avoid all incorrect approaches to your work, and to that
end study the basis of our school of acting; which is the basis of living
your part. Second, do not repeat the senseless sort of work that you
have just illustrated to us and which I have just criticized. Third,
never allow yourself externally to portray anything that you have not
lmfardly experienced and which is not even interesting to you.

An artistic truth is hard to draw out, but it never palls. It

- becomes more pleasing, penetrates more deeply, all the time,

until it embraces the whole being of an artist, and of his spec-
tators as well. A role which is built of truth will grow, whereas
one built on stereotype will shrivel.

‘The conventions that you found soon wore out. They were
not able to continue to excite you, as they had the first time,
when you mistook them for inspiration.

“Then add to all this: the conditions of our theatre activities,
the publicity attendant on the actors’ performances, our depen-

ce for success on the public, and the desire, that arises from
those conditions, to use any means to make an impression.
These pr?fessiona.l stimuli very often take hold of an actor even
Vd:l:en he.ls playing a well established role. They do not improve
quality of his acting, but on the contrary their influence is

F e
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toward exhibitionism and the strengthening of stereotyped
methods.

‘In Grisha’s case, he had really worked on his rubber stamps,
with the result that they were more or less good; but yours
were bad because you had not worked them up. That is why I
called his work rather decent mechanical acting, and the un-
successful part of your playing I considered amateurish over-
acting.’

‘Consequently, my acting was a mixture of the best and the
worst there is in our profession?’

‘No, not the very worst,” said Tortsov. “What the others did
was even worse. Your amateurishness is curable, but the mis-
takes of the others show a conscious principle which is far from
easy to change or to root out of the artist.’

“What is that?’

“The exploitation of art.’

“What does that consist of >’ asked one of the students.

‘In what Sonya Veliaminova did’

‘I’ The poor girl jumped out of her seat in surprise. “What
did I do?’

“You showed us your little hands, your little feet, your whole
person, because it could be seen better on the stage,” answered
the Director.

‘How awful! And I never knew it!’

“That is what always happens with habits that are ingrained.’

“Why did you praise me?’

‘Because you had pretty hands and feet.’

“Then what was bad about it?’

“The bad part was that you flirted with the audience and did
not play Katherine. You see Shakespeare did not write the

Taming of the Shrew in order that a student by the name of

Sonya Veliaminova could show the audience her little foot from

the stage or could flirt with her admirers. Shakespeare had a
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different end in view, one which remained foreign to you, and
therefjore unknown to us. Unfortunately, our art is frequently
exploited for personal ends. You do it to show your bcauty.
Others do it to gain popularity or external success or to make
a career. In our profession these are common phenomena and I
hasten to restrain you from them.

‘Now remember firmly what I am going to tell you: the theatre, on
account of its publicity and spectacular side, attracts many people who
merely want to capitalize their beauty or make careers. They take ad-
vantage of the ignorance of the public, its perverted taste, favouritism
intrigues, false success, and many other means which have no reIatior;
to creative art. These exploiters are the deadliest enemies of art. We
have to use the sternest measures with them, and if they cannot be re-
formed they must be removed from the boards. Therefore,” here he
turned to Sonya again, ‘pou must make up your mind, once and for
all, did you come here to serve art, and to make sacrifices for its sake
or to exploit your own personal ends? ,

‘However,” Tortsov continued, turning to the rest of us, ‘it is
only in theory that we can divide art into categories. Practically
all schools of acting arc mixed together. It is unfortunately truc;
that V\{e frequently see great artists, because of human weakness,
lowenng themselves to mechanical acting, and mechanical
o rising for moments to heights of true art.

Side by side we see moments of living a part, representing
the part, mechanical acting and exploitation. That is why it is so
necessary for actors to recognize the boundaries of art.’

. It was quite clear to me, after listening to Tortsov’s explana-
tion, that the exhibition performance had done us more harm
than good.

‘No,’ he protested, when I told him my opinion. *

i y opinion. ‘“The per-
ormance showed you what you must never do on the stage.’

At the end of the discussion the Director announced that to-
morrow, in addition to our work with him, we arc to begin

¥
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regular activities that have the purpose of dcvclopifxg our voices
and bodies,—lessons in singing, gymnastics, dancing and fenc-
ing. These classes will be held daily, because the d§velopment
of the muscles of the human body requires systematic and thor-
ough exercise, and a long time.

CHAPTER THREE
ACTION

I

hat a day! It was our first lesson with the Director.

We gathered in the school, a small but perfectly
equipped theatre. He came in, looked us all over carefully, and
said: ‘Maria, please go up on to the stage.’

The poor girl was terrified. She reminded me of a frightened
puppy, the way she ran off to hide herself. At last we caught her
and led her to the Director, who was laughing like a child.
She covered her face with her hands, and repeated all her fav-
ourite exclamations: ‘Oh dear, I cannot do it! Oh dear, I am
afraid!’

‘Calm yourself,’ said he, looking her straight in the eye, ‘and
let us do a little play. This is the plot.” He was paying no atten-
tion to the young woman’s agitation. “The curtain goes up, and
you are sitting on the stage. You are alone. You sit and sit and
sit. . . . At last the curtain comes down again. That is the whole
play. Nothing simpler could be imagined, could it?’

Maria did not answer, so he took her by the arm and without
a'word led her on to the stage, while all the rest of us laughed.

The Director turned and said quietly: ‘My friends, you are in
a schoolroom. And Maria is going through a most important
moment in her ardistic life. Try to learn when to laugh, and at

‘what.’

He took her out to the middle of the stage. We sat silent and
waited for the curtain to rise. It went up slowly. She sat in the

middle, near the front, her hands still covering her face. The
33
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solemn atmosphere and the long l;sih;:lncc made themselves felt.
ized that something must be done.
Shliirr::lsl}zlz removed one hgand from her face, then the other, at
the same time droppin3 her head so low that we could see rfx;l-
thing but the nape of her neck. Another pause. It was paintul,
but the Director waited in determined silence. .Aware of the mc-i
creasing tension, Maria Jooked out into the audience, but :1umc}’,1
away instantly. Not knowing where to look, or what to do, :k e
began to change, to sit first one way and then anothf:r, to take
awkward positions, throw herself back and t.hen strmghte‘;ll up,
to bend over, pull hard at her very short skirt, look fixedly at
i the floor.
sor:;}:?fn;ndmc the Director was relentl.css, but at last he gav‘ei
the sign for the curtain. I rushed up to him, because I wante
i me on the same exercise.
hu;lvtvoastrgut in the middle of the stage. This was not a'rcal per-
formance; nevertheless I was full of self-contradlcto.ry 1mpul§es.
Being on the stage, [ was on exhibition, and yet an inner feclnll{g
demanded solitude. Part of me sought to entertan the onlook-
ers, so that they would not become bored; another part told r:lle
to pay no attention to them. My legs, arms, heac.l, and tor;lo, u;
though they did what I directed, added son‘leth.mg supe duod
of their own. You move your arm or leg quite simply, an sud-
denly you are all twisted, and look as though you were posing
forStrE:;:l!.cI had been on the stage only once, yet it was 11n—
finitely easier for me to sit on the stage affectedly than simp y:i
I could not think what I ought to do. Afterwards the .others tol
me I looked in turn stupid, funny, embarrassed, gullty, apolo-
getic. The Director merely waited. Then he tried the same
exercise on the others.
‘Now,’ said he, ‘let us go further. Later we shall return to
these exercises, and learn how to siton the stage.’
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‘Isn’t that what we have been doing?’ we asked.

‘Oh no,’ he replied. “You were not simply sitting.’

“What ought we to have done?’

Instead of giving his answer in words he rose quickly, walked
up to the stage in a businesslike way, and sat down heavily in an
arm-~chair to rest, as if he were at home. He neither did nor tried
to do anything, yet his simple sitting posture was striking. We
watched him, and wanted to know what was going on inside of
him. He smiled. So did we. He looked thoughtful, and we were
eager to know what was passing through his mind. He looked
at something, and we felt we must see what it was that had
attracted his attention.

In ordinary life one would not be specially interested in his
manner of taking a seat, or remaining in it. But for some reason,
when he is on the stage, one watches him closely, and perhaps
has an actual pleasure in seeing him merely sit.

This did not happen when the others sat on the stage. We
neither wanted to look at them nor to know what was going on
inside them. Their helplessness and desire to please were ridicu-
lous. Yet although the Director paid not the slightest attention
to us, we were strongly drawn to him.

What is the secret? He told us himself.
1 Whatever happens on the stage must be for a purpose. Even
keeping your seat must be for a purpose, a specific purpose, not
merely the general purpose of being in sight of the audience.
‘One must earn one’s right to be sitting there. And it is not easy.
‘Now let us repeat the experiment,’ he said, without leaving
stage. ‘Maria, come up here to me. I am going to act with
you.’
‘You!” cried Maria, and she ran up on to the stage.
Again she was placed in the arm~chair, in the middle of the

Stage, and again she began to wait nervously, to move con-
sciously, to pull her skirts.
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The Director stood near her, and seemed to be looking for
something very carefully in his notebook.

Meantime, gradually, Maria became more quiet, more con-
centrated, and finally was motionless, with her eyes fixed on
him. She was afraid she might disturb him, and she merely wait-
ed for further orders. Her pose was life-like, natural, She almost
seemed to be beautiful. The stage brought out her good fea-
cures. Some time passed in just that way. Then the curtain fell.

‘How do you feel?’ the Director asked, as they returned to
their places in the auditorium.

‘P Why? Did we act?’

‘Of course.’ -

‘Oh! But I thought. . . . I was just sitting and waiting until
you found your place in the book, and would tell me what to
do. Why, I didn’t act anything.’

“That was the best part of it,” said he. “You sat and waited, and
did not act anything.’

Then he turned to the rest of us. “Which struck you as more
interesting?” he asked. “To sit on the stage and show off your
small feet, as Sonya did, or your whole figure, like Grisha, or
to sit for a specific purpose, even sO simple a one as waiting for
something to happen? It may not be of intrinsic interest in itself,
but it is life, whereas showing yourself off takes you out of the
realm of living art.

‘On the stage, you must always be enacting something;
action, motion, is the basis of the art followed by the actor.’

‘But’, Grisha broke in, ‘you have just said that acting is neces-
sary, and that showing off your feet or your figure, as I did, is
not action. Why is it action to sit in a chair, as you did, without
moving a finger? To me it looked like complete lack of action.’

Iinterrupted boldly: ‘I do not know whether it was action or
inaction, but all of us are agreed that his so~called lack of action

was of far more interest than your action.”
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- ‘You sfae,’ the Director said calmly, addressing Grisha, “the
‘ixnemal m.lmobility of a person sitting on the stage does not
MPI)' passiveness. You may sit without 2 motion and at the
“same time be in full action. Nor is that all. Frequently physical
demq is the direct result of inner intensity, and it is these
anner xﬁvitia that are far more important artistically. The
’gcseo oIf :11 is cxi'alot in its external forms but in its spiritual con-
A i e SRR D T S

 "“On the stage it is necessary to act, either outwardly or inwardly.’

2

‘Let us give a new play,’ said the Dir i
came into the classroonI: toyday. R S e
~ Here is the gist of it: your mother has lost her job and her
income; she has nothing to sell to pay for your tuition in drama-
tic school. In consequence you will be obliged to leave tomor-
;‘:nw But a friend has come to your rescue. She has no cash to
B d you, so she has brought you a brooch set in valuable stones.
Her generous act has moved and excited you. Can you accept
such a sacrifice? You cannot make up your mind. You try to
;cﬁlsc. Your fric?nd sticks the pin into a curtain and walks out.
ou fo!.low her into the corridor, where there is a long scene of
lﬁ’;:ll:ias;on, refusal, tears, gratitude. In the end you accept, your
i &;ves, and you come back into the room to get the
B ut-—.where is it? Can anyone have entered and taken
a rooming house that would be altogether possible. A
oy » nerve-racking search ensues.
& up on the stage. I shall stick the pin in a fold of this cur-
Inmd you are to find it.’
4 moment he announced that he was ready.
m%dashﬁlonto thcstagcasifshehadbceichascd. She ran
20 the edge of the footlights and then back again, holding her

] e
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head with both hands, and writhing with terror. Then she came

forward again, and then again went away, this time in.thc op-
posite direction. Rushing out toward the front she seized .the
folds of the curtain and shook them desperately, fmally bt.ermg
her head in them. This act she intended to represent looking for
the brooch. Not finding it, she turned quickly ‘and dashed off
the stage, alternately holding her head or bcatmg he'r breast,
apparently to represent the general tragedy of the situation.

Those of us who were sitting in the orchestra could scarcely
keep from laughing. ) .

It was not long before Maria came running down to us in a
most triumphant manner. Her eyes shone, her cheeks flamed.

‘How do you feel?’ asked the Director. .

‘Oh, just wonderful! I can’t tell you how wc:nderﬁ.xl. I'm so
happy,’ she cried, hopping around on her seat. ' fe’el justasif I

had made my début . . . really at home on the stage.

“That's fine,’ said he encouragingly, ‘but where is the brooch?
Give it to me.’ T 15

‘Oh, yes,’ said she, ‘Tforgot that. .

‘Thaty is rather strange. Ygou were looking hard for it, and you
forgotit!

We could scarcely look around before she was on the stage
again, and was going through the folds of thc.curta.m. )

‘Do not forget this one thing,” said the Director wa.rpmgly:
4€ the brooch is found you are saved. You may continue to
come to these classes. But if the pin is not found you will have
to leave the school.’

Immediately her face became intense. She glued.hcr eyes on
the curtain, and went over every fold of the material from top
to bottom, painstakingly, systematically. This time her search
was at a much slower pace, but we were all sure that she was not
wasting asecond of her time and that she was sincerely excited,
although she made no effort to scem so.
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‘Oh, where is it? Oh, I've lost it.”

This time the words were muttered in a low voice.

Tt 1sn’t there,” she cried, with despair and consternation,
when she had gone through every fold.

Her face was all worry and sadness. She stood motionless, as
if her thoughts were far away. It was easy to feel how the loss

_of the pin had moved her.

We watched, and held our breath.

Finally the Director spoke.

‘How do you fecl now, after your sccond scarch?’ he asked.

‘How do I feel? I don’t know.” Her whole manner was lan-
guid, she shrugged her shoulders as she tried for some answer,
and unconsciously her eyes were still on the floor of the stage.
‘Ilooked hard,’ she went on, after a moment.

“That’s true. This time you really did look,’ said he. ‘But
what did you do the first time?’

‘Oh, the first time I was excited, I suffered.’

‘Which feeling was more agreeable, the first, when you
rushed about and tore up the curtain, or the second, when you
searched through it quietly?’

‘Why, of course, the first time, when I was looking for the
pin.’ '
‘No, do not try to make us believe that the first time you
were looking for the pin,’ said he. “You did not even think of it.
You merely sought to suffer, for the sake of suffering.

‘But the second time you really did look. We all saw it; we
understood, we believed, because your consternation and dis-
traction actually existed.

“Your first search was bad. The second was good.”

This verdict stunned her. ‘Oh,’ she said, ‘I nearly killed my-
self the first time.

“That doesn’t count,” said he. ‘It only interfered with a real

search. On the stage do not run for the sake of running, or

‘k
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suffer for the sake of suffering. Don’t act “in general”, for the
sake of action; always act with a purpose.’

‘And truthfully,’ said L

“Yes,” he agreed; ‘and now, get up on the stage and doit.’

We went, but for a long time we did not know what to do.
We felt we must make an impression, but I couldn’t think of
anything worth the attention of an audience. I started to be
Othello, but soon stopped. Leo tried in turn an aristocrat, a
general and peasant. Maria ran around holding her head and her
heart to represent tragedy. Paul sat an a chair in a Hamlet-like
pose and seemed to be representing either sorrow or disillusion.
Sonya flirted around, and by her side Grisha declared his love in
the most worn traditions of the stage. When I happened to look
at Nicholas Umnovykh and Dasha Dymkova, who had as
usual hidden themselves in a corner, I almost groaned to see
their fixed stares and wooden attitudes, as they did a scene from
Ibsen’s Brand.

‘Let’s sum up what you have done,’ said the Director. ‘I shall
begin with you,” he said, indicating me. ‘And at the same time
with you and you,’ he went on, pointing to Maria and Paul.
‘Sit right here, on these chairs, where I can see you better, and
begin; you are to be jealous, you to suffer, you to grieve, just
producing those moods for their own sakes.”

We sat down, and immediately we felt the absurdity of our
situation. As longas I was walking about, writhing like asavage,
it was possible to imagine that there was some sense in what I
was doing, but when I was put on a chair, with no external
movements, the absurdity of my performance was clear.

“Well, what do you think?” asked the Director. ‘Can one sit
on a chair, and for no reason at all be jealous? Or all stirred up?
Or sad? Of course it is impossible. Fix this for all time in your
memories: On the stage there cannot be, under any circ nstances,
action which is directed immediately at the arousing of a feeling forits

any circumstances,

ACTION 41
&'n sake. To ignore this rule results only in the most disgustin
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am%qaﬁiy When you are choosing some bit of action leave feeling
%ﬁpmfual content aloqe;;Ngve:‘sge? to be jealous, or to make
“Tove, or to suffer, for its own sake. All such feelings are the result

LSS

of something that has gone before. Of the thing that goes before you

K Id think as hard as you can. As for the result, it will produce itself. -

“The false acting of passions, or of types, or the mere use of con-
ventional gestures,—these are all frequent faults in our profes-
sion. But you must keep away from these unrealities. You must
not copy passions or copy types. You must live in the passions
and in the types. Your acting of them must grow out of your
living in them.’

Vanya then suggested that we could act better if the stage
was not so bare; if there were some properties about, furniture,
fireplace, ash trays.

‘Very well,’ agreed the Director, and ended the lesson at this
point.

3

Our work for today was again scheduled for the School
Stage, but when we arrived we found the entrance to the audi-
torium closed. However, another door was open that led direct-
ly on to the stage. As we entered we were astonished to find our-
fclvcs in a vestibule. Next to that was a cosy little living-room,
in which were two doors, one opening into a dining-room and
thence into a small bedroom, the other into a long corridor, on
one side of which was a ballroom, brilliantly lighted. This
whole apartment was partitioned off by scenery taken from
productions in the repertory. The main curtain was down and
barricaded with furniture.

Not feeling that we were on the boards we behaved as if we
were at home. We began by examining the rooms, and then we
settled down in groups and began to chat. It did not occur to

F e
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any of us that the lesson had already begun. At last the Director
reminded us that we had come together for work.

“What shall we do?’ someone asked.

“The same thing as yesterday,” was the reply.

But we continued to stand around.

“What is the matter?” he asked.

It was Paul who answered. ‘I don’t know, really. Suddenly,
for no reason at all, to act .. .” he stopped, asif ata loss.

“If it is uncomfortable to act for no reason at all, why then,
find a reason,’ said Tortsov. ‘[ am not putting any restrictions
on you. Only do not continue to stand there like sticks of
wood.’

‘But,” somebody ventured, ‘wouldn’t that be acting for the
sake of acting?’

“No,” retorted the Director. ‘From now on there is to be
acting only for some purpose. Now you have the surroundings
you asked for yesterday; can’t you suggest some inner motives
that will result in simple physical acts? For instance, if I ask you,
Vanya, to go and close that door, would you not doit?’

‘Close the door? Of course.” And Vanya went over, slammed
it and returned before we had a chance to look at him.

“That is not what is meant by closing a door,’ said the Direc-
tor. ‘By the word “close” I imply a wish that the door shall be
shut, so that it will stay shut, to stop the draught, or so that
persons in the next room shall not hear what we are saying.
You merely banged the door, with no reason in your mind, and

in a way that might well make it swing open again, as in fact it
has done.’

‘It won't stay shut. Honestly, it won’t,” said Vanya.

“If it is difficult, then it will require more time and care to
carry out my request,’ said the Director.

This time Vanya shut the door properly.

“Tell me something to do,’ I begged.
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‘Is it impossible for you to think of anything? There is a fire-
place and some wood. Go build a fire.’

I did as I was told, laid the wood in the fireplace, but found
no matches, either in my pocket or on the mantelpiece. So I
came back and told Tortsov of my difficulty.

“What in the world do you want matches for?’ asked he.

“To light the fire.’

“The fireplace is made of paper. Did you intend to burn down
the theatre?’

‘I was just going to pretend,’ I explained.

He held out an empty hand.

“To pretend to light a fire, pretended matches are sufficient.
As if the point were to strike a match!

“When you reach the point of playing Hamlet, threading a
way through his intricate psychology to the moment when he
kills the King, will it be important to you to have a life-size
sword in your hand? If you lack one, will you be unable to
finish the performance? You can kill the King without a sword,
?.nd you can light the fire without a match. What needs to burn
1 your imagination.’

I went on pretending to light my fire. To lengthen the action
Iarranged that the make-believe matches should go out a num-
ber of times, although I tried hard to protect them with my
hands. Also I tried to see the fire, to feel the heat, but failed, and
soon began to be bored, so that I was compelled to think of
something else to do. I began to move the furniture, then to
count the objects in the room, but having no purpose behind
these acts they were all mechanical.

‘ ‘There is nothing surprising in that,” explained the Director.
I.f an action has no inner foundation, it cannot hold your atten-
tion. It takes no time to push a few chairs about, but if you were
compelled to arrange some chairs of different sorts for a parti-
cular purpose, as for guests at a dinner who must be seated ac-
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cording to rank, age, and personal harmony, you could spend a
long time over them.”

But my imagination had run dry.

As soon as he saw that the others had also run down, he
gathered us together in the living-room. ‘Aren’t you ashamed
of yourselves? If 1 brought a dozen children in here and told
them this is their new home, you would see their imagination
sparkle; their games would be real games. Can’t you be like
them?’

‘It is easy to say that,’ Paul complained. "But we aren’t chil-
dren. Theynaturally desire to play, and with us it mustbe forced.’

‘Of course,’ the Director answered, ‘if you either will not or
cannot light a spark within yourselves, I have no more to say.
Every person who is really an artist desires to create inside of
himself another, deeper, more interesting life than the one that
actually surrounds him.’

Grisha broke in: ‘If the curtain were up, and the audience
there, the desire would come.’

‘No,” replied the Director with decision. ‘If you are really
artists you will feel the desire without those accessories. Now,
be frank. Actually what was it that prevented your acting any-
thing?’

I explained that I could light a fire, move furniture, open and
shut doors, but these acts are not extended enough to hold my
attention. I light the fire, or close the door, and that is the end
of it. If one act led to another, and gave rise to a third, natural
momentum and tension would be created.

‘In short,” he summed up, ‘what you think you need is not
short, external, semi-mechanical acts, but some that have a
broader perspective, are deeper, and more complicated?’

‘No,’ I answered, ‘but give us something that, although sim-
ple, is interesting.’

‘Do you mean to say,” said he, perplexed, ‘that all that de-
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Pcnds on me? Surely the explanation must be sought in the
inner motives, in the circumstances amid which, and for the
sake of which, you are doing the act. Take that opening or shut-
Fing of a door. Nothing can be simpler, you might say, of less
interest, or more mechanical.

‘But suppose that in this apartment of Maria’s, there used to
live 2 man who became violently insane. They took him away
to a psychopathic ward. If he escaped from there, and were
behind that door, what would you do?’

Once the question was put in that form our whole inner aim,
as the Director described it, was altered. We no longer thought
about how to extend our activity, or worried about its external
form. Our minds were centred on estimating the value or pur-
pose of this or that act in view of the problem presented. Our
eyes began to measure the distance to the door, and to look for
safe approaches to it. They examined the surroundings for
directions of escape, in case the madman should break through
the door. Our instinct of self-preservation sensed danger, and
suggested ways of dealing with it.

Either accidentally or on purpose, Vanya, who had been
pressing against the door after it was shut, suddenly jumped
away, and we all rushed after him, the girls screaming and
running off into another room. In the end I found myself under
a table, with a heavy bronze ash-receiver in my hand.

The job was not ended. The door was now closed, but not
locked. There was no key. Therefore the safest thing we could
do was to barricade it with sofas, tables and chairs, then call up
the hospital and arrange to have them take the necessary steps to
regain the custody of the madman.

The success of this improvisation put me in high spirits. I
went over to the Director and begged him to give me another
chance at lighting the fire.

k
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Without 2 moment’s hesitation he told me Maria had just
inherited a fortune! That she has taken this apartment, and is
celebrating her good luck by a housewarming, to which she has
invited all her fellow-students. One of them, who is well
acquainted with Kachalov, Moskvin and Leonidov, has pro-
mised to bring them to the party. But the apartment is very
chilly, the central heating has not yet been turned on, although
it is very cold outside. Can some wood for an open fire be
found?

Some sticks might be borrowed from a neighbour. A lictle
fire is started, but it smokes badly, and must be put out. Mean-
while it has grown late. Another fire is started, but the wood is
green, and will not burn. In another minute, the guests will be
here.

‘Now,” he continued, ‘let me see what you would do if my
supposed facts were true.’

When it was all over, the Director said: "{odax‘ I can say that

you acted with a motive. You have learned action in the.
theatre must have an inner justification, b 'j cal, coherent a d real.
o e TR b T T T il al e L el . s

: if acts as a lever: o lift us out of the wori&“ofm'

Today the Director proceeded to enumerate the various
functions of if.

“This word has a peculiar quality, a kind of power which
you sensed, and which produced in you an instantaneous, inner
stimulus. '

“Note too how easily and simply it came. That door, which
was the starting point in our exercise, became a means of de-
fence, and your basic aim, the object of your concentrated atten-
tion, was desire for self-preservation.

“The supposition of danger is always exciting. It is a kind of
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yeast that will ferment at any time. As for the door and the fire-
place, inanimate objects, they excite us only when they are
bound up with something else, of more importance to us.

“Take into consideration also that this inner stimulus was
brought about without force, and without deception. I did not
tell you that there was a madman behind the door. On the con-
trary, by using the word if I frankly recognized the fact that I
was offering you only a supposition. All I wanted to accom-
plish was to make you say what you would have done if the
supposition about the madman were a real fact, leaving you to
feel what anybody in the given circumstances must feel. You in
turn did not force yourselves, or make yourselves accept the
supposition as reality, but only as a supposition.

“What would have happened if, instead of this frank con-
fession, I had sworn to you that there was, really and truly, a
madman behind the door?’

‘I should not have believed such an obvious deception,” was
my reaction.

‘With this special quality of if,’ explained the Director, ‘no-
Pody obliges you to believe or not believe anything. Everything
is clear, honest and above-board. You are given a question, and

are expected to answer it sincerely and definitely.
quently, the secret of the effect of if lies first of all in
orce, or make the artist do.
: %wwm‘oughlts -
rages him to have confidence in a supposed situation.
vhy, in your exercise, the stimulus was produced s0

L brings me to another quality, It arouses an inner and real
«‘ and d.os this by natural means. Because you are actors
You did not give a simple answer to the question. You felt you
fmust answer the challenge to action.

This important characteristic of if brings it close to one of the

" .
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fundamentals of our school of acting—uctivity in creativeness and

art.

b

‘Some of you are eager to put what I have been telling you
into immediate practice,” said the Director today. ‘That is quite
right and I am glad to fall in with your wishes. Let us apply the
use of if to arole.

‘Suppose you were to play a dramatization of Chekhov’s tale
about an innocent farmer who unscrewed a nut off a railroad
track to use as a sinker for his fishing line. For this he was tried
and severely punished. This imaginary happening will sink into
the consciousness of some, but for most people it will remain a
“funny story”. They will never even glimpse the tragedy of the
legal and social conditions hidden behind the laughter. But the
artist who is to act one of the parts in this scene cannot laugh.
He must think through for himself and, most important, he

must live through whatever it was that caused the author to
write the story. How would you go about it?’ The Director
paused.

The students were silent and thoughtful for a time.

“In moments of doubt, when your thoughts, feelings, and
imagination are silent, remember if, The author also began his
work that way. He said to himself:

¢ “YWhat would happen if a simple farmer, off on a fishing
expedition, were to take a nut from a rail?” Now give your-
selves the same problem and add: “What would I do if the case
came up to me to judge?” ’

‘[ would convict the criminal,’ I answered, without hesita-
ton.

“What of? On account of the sinker for his fishing line?’

‘For the theft of anut.’
‘Of course, one shouldn’t steal,” agreed Tortsov. ‘But can you
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pt.mish a man severely for a crime of which he is entirely uncon-
scious?’

‘He'must be made to realize that he might be the cause of
w1"cckmg a whole train, killing hundreds of people,’ I retorted.

Qn account of one small nut? You will never get him to
believe that,’ argued the Director.

'I"he man is only making believe. He understands the nature
of his act,’ said L.

If l:.he hrixsmn who r-E::tys the farmer has talent, he will prove to
you by his acting that he is unconsci f ile,” sai
e v onscious of any guilt,’ said the

As the discussion went on he used eve i
A ry possible argument to
justify the defendant, and in the end he succeeded in nig:kfning me
wiaken a little. As soon as he noticed that, he said:

You felt that very same inner push which the judge himself
Probably experienced. If you played that part, analogous feel-
ings would draw you close to the character.
~To ach.lcve this kinship between the actor and the person he
is porwaying add some concrete detail which will fill out the
play, giving it point and absorbing action. The circumstances
which are predicted on jf are taken from sources near to your
E}vn feelings, and they have a powerful influence on the inner

e of an actor. Once you have established this contact between
f'our life and your part, you will find that inner push or stimu-
us..Add 2 wl.mle series of contingencies based on your own ex-
Petience in hfc,.and you will see how easy it will be for you
sincerely to believe in the possibility of what you are called
upon to do on the stage.

‘Work out an entire role in this fashion, and i
awhole new life. i oy
thisT'he fc.elings aroused will express themselves in the acts of

imaginary person had he been placed in the circumstances
made by the play.’

k
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‘Are they conscious or unconscious?” I asked.

‘Make the test yourself. Go over every detail in the process
and decide what is conscious, what unconscious, in its origin.
You will never unravel the puzzle, because you will not even
remember some of the most important moments in it. These
will arise, in whole or in part, of their own accord, and will
pass by unnoticed, all in the realm of the subconscious.

“To convince yourself, ask an actor, after some great per-
formance, how he felt while on the stage, and what he did
there. He will not be able to answer because he was not aware
of what he lived through, and does not remember many of the
more significant moments. All you will get from him is that he
felt comfortable on the stage, that he was in easy relationship to
the other actors. Beyond that, he will be able to tell you nothing.

“You will astonish him by your description of his acting. He
will gradually come to realize things about his performance of
which he had been entirely unconscious.

“We may conclude from this that if is also a stimulus to the
creative subconscious. Besides, it helps us to carry out another
fundamental principle of our art: f‘unconscious creativeness
through conscious technique.”

‘Up to this point I have explained the uses of if in connection
with two of the main principles in our type of action. It is even
more strongly bound up with a third. Our great poet Pushkin
wrote about it in his unfinished article on the drama.

‘Among other things he said:

@  “Sincerity of emotions, feelings that scem true in given cir-
cumstances—that is what we ask of a dramatist.”

‘I add from myself that that is exactly what we ask of an actor.

“Think deeply about this saying, and later I shall give you a
vivid example of how if helps us to carry it out.’

‘Sincerity of emotions, feclings that scem true in given cir-
cumstances,’ I repeated with all sorts of intonations.

ACTION st

‘Stop,’ said the Director. “You make a banality of it without

uncovering the essential meaning. Whenyou.cannot grasp.a
thought as.awhole, breakicup into its corﬁpﬁc‘)hcngﬁrr,;s and
study them one by one.’ T

‘Just what’, asked Paul, ‘does the expression “given circum-
stances’ mean?’

‘It means the story of the play, its facts, events, epoch, time
'de place of action, conditions of life, the actors’ and regisseur’s
interpretation, the mise-en-scene, the production, the sets, the
costumes, properties, lighting and sound effects,—all the cir-
cumstances that are given to an actor to take into account as he
creates his role.

‘If is the starting point, the given circumstances, the develop-
ment. The one cannot exist without the other, if it is to possess
a necessary stimulating quality. However, their functions differ
somewhat: if gives the push to dormant imagination, whereas
the given circumstances build the basis for if itself. And they both,
together and separately, help to create an inner stimulus.’

'Al.xd what’, asked Vanya, with interest, ‘does “sincerity of
emotions” mean?’

‘Just what it says—living human emotions, feelings which
the actor himself has experienced.”

‘Well then,” Vanya went on, ‘what are “feelings that seem
true’’?’

‘By true seeming we refer not to actual feelings themselves
!)ut' to something nearly akin to them, to emotions reproduced
lnt‘llrcctly, under the prompting of true inner feelings.

In practice, this is approximately what you will have to do:
first, you will have to imagine in your own way the “given cir-
cumstances” offered by the play, the regisseur’s production and
your own artistic conception. All of this material will provide a
general outline for the life of the character you are to enact, and
the circumstances surrounding him. It is necessary that you

;
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really believe in the general possibilities of such a life, and then
bécome so accustomed to it that you feel yourself close to it. If
you are successful in this, you will find that “sincere emotions”,
or “feelings that seem true”” will spontaneously grow in you.

‘However, when you use this third principle of acting, for-
get about your feelings, because they are largely of subconscious
origin, and not subject to direct command. Direct all of your
attention to the “given circumstances”. They are always within
reach.’

Toward the end of the lesson he said: ‘I can now supplement
what I said earlier about if. Its power depends not only on its
own keenness, but also on the sharpness of outline of the given
circumstances.’

‘But,” broke in Grisha, ‘what is left for the actor since every-
thing is prepared by others? Just trifles?’

“What do you mean, trifles?’ said the Director indignantly.
‘Do you think that to believe in the imaginative fiction of an-
other person, and bring it to life, is a trifle? Don’t you know
that to compose on a theme suggested by someone else, is much
more difficult than to invent one yourself? We know of cases
where a bad play has achieved world fame because of having
been re-created by a great actor. We know that Shakespeare
re~created stories by others. That is what we do to the work of
the dramatist; we bring to life what is hidden under the words;
we put our own thoughts into the author’s lines, and we estab-
lish our own relationships to other characters in the play, and
the conditions of their lives; we filter through ourselves all the
materials that we receive from the author and the director; we
work over them, supplementing them out of our own imagina-
tion. That material becomes part of us, spiritually, and even
physically; our emotions are sincere, and as a final result we
have truly productive activity—all of which is closely inter-
woven with the implications of the play.

ACTION 53

‘And that tremendous work you tell me is just trifles!
‘No, indeed. That is creativeness and art.’
With these words he ended the lesson.

6

Today, we did a series of exercises, consisting of setting our-
selves problems in action, such as writing a letter, tidying up
a room, looking for a lost object. These we framed in all sorts
of exciting suppositions, and the object was to execute them
under the circumstances we had created.

To such exercises the Director attributes so much significance
that he worked long and enthusiastically on them.

After he had done an exercise with each one of us in turn he
said:

“This is the beginning of the right road. You found it through
your own experience. For the present there should be no other
approach to a part or a play. To understand the importance of
this right point of departure, compare what you have just done
with what you did at the test performance. With the exception

- of a few scattered and accidental moments in the playing of

Maria and Kostya, all of you began your work at the end in-

~ stead of at the beginning. You were determined to arouse tre-

mendous emotion in yourselves and your audience right at the
start; to offer them some vivid images, and at the same time ex-

hibit all your inner and outer gifts. This wrong approach natur-
ally led to violence. To avoid such mistakes, remember, for all

time, that when you begin to study each role you should first
gather all the materials that have any bearing on it, and supple-
ment them with more and more imagination, until you have
achieved such a similarity to life that it is easy to believe in what
you are doing. In the beginning forget about your feelings.

~ When the inner conditions are prepared, and right, feelings will

come to the surface of their own accord.’

B e




CHAPTER FOUR
IMAGINATION

I

he Director asked us to come to his apartment today for
our lesson. He seated uscomfortablyin his study, and began:

“You know now that our work on a play begins with the use
of if as a lever to lift us out of everyday life on to the plane of
imagination. The play, the parts in it, are the invention of the
author’s imagination, a whole series of ifs and given circum-
stances thought up by him. There is no such thing as actuality
on the stage. Art is a product of the imagination, as the work of
a dramatist should be. The aim of the actor should be to use his
technique to turn the play into a theatrical reality. In this pro-
cess imagination plays by far the greatest part.’

He pointed to the walls of his study, which were covered
with every conceivable design for theatre sets.

‘Look,” he said to us, ‘all these are the work of a favourite
artist of mine, now dead. He was a strange person, who loved
to make sets for plays which had not yet been written. Take for
instance this design for the last act of a play Chekhov was plan-
ning to write just before his death: about an expedition lost in
the icy North.

“Who would believe’, said the Director, ‘that this was painted
by a man who, in all his life, never stirred beyond the suburbs
of Moscow? He made an arctic scene out of what he saw
around him at home in winter, from stories and scientific pub-
lications, from photographs. Out of all that material his imagi-
nation painted a picture.’

54
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He then turned our attention to another wall, on which were
a series of landscapes, seen in varying moods. There, in each
one, was the same row of attractive little houses near a pine
grove—except that the time of year, the hour of the day, and
the conditions of the weather were different. Farther along the
wall was the same spot without houses, with only a clearing, a
lake, and various kinds of trees. Evidently the artist enjoyed re-
arranging nature and the attendant lives of human beings. In all
his pictures he built and core down houses and villages, changed
the face of the locality, and moved mountains.

‘And here are some sketches for a non-existent play about life
between the planets,’—pointing out other drawings and water
colours. “To paint such a picture the artist must have not only
imagination, but fantasy as well.”

‘What is the difference between them?’ asked one of the
students.

‘Imagination creates things that can be or can happen, where-
as fantasy invents things that are not in existence, which never
have been or will be. And yet, who knows, perhaps they will
come to be. When fantasy created the Flying Carpet, who could

- have thought that one day we should be winging our way

through space? Both fantasy and imagination are indispensable
to a painter.’

‘And to an actor?’ asked Paul.

‘What do you think? Does the dramatist supply everything
that the actors need to know about the play? Can you, in a hun-
dred pages, give a full account of the life of the dramatis per-
sonae? For example, does the author give sufficient details of
what has happened before the play begins? Does he let you
know what will happen when it is ended, or what goes on be-
hind the scenes? The dramatist is often a miser in commentary.
In his text, all that you find may be “the same and Peter”’; or,
“exit Peter””. But one cannot appear out of the air, or disappear
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into it. We never believe in any action taken “in general”: “he
gets up,” “he walks up and down in agitation,” “he laughs,”
“he dies.”” Even characteristics are given in laconic form, such as
“a young man of agreeable appearance, smokes a great deal”.
Hardly a sufficient basis for creating his entire external image,
manners, way of walking.

‘And what about the lines? Is it enough merely to learn
them?

“Will what is given paint the character of the dramatis per-
sonae and give you all the shadings of their thoughts, feelings,
impulses and acts?

‘No, all this must be made fuller and deeper by the actor. In
this creative process imagination leads the actor.’

Our lesson was interrupted at this point by an unexpected
call from a famous foreign tragic actor. He told us all about his
triumphs, and after he left the Director said with a smile:

‘Of course he romances, but an impressionable person of his
sort really believes in his fabrications. We actors are so accus-
tomed to embroider facts with details drawn from our own
imaginations, that the habit is carried over into ordinary life.
There, of course, the imagined details are as superfluous as they
are necessary in the theatre.

‘In talking about a genius you would not say that he lies; he
sees realities with different eyes from ours. Is it just to blame
him if his imagination makes him wear rose-coloured, blue,
grey, or black glasses?

‘I must admit that I myself have to lie quite frequently, when
as an artist, or as a director, I am dealing with a part or a play
that does not attract me. In such a case my creative faculties arc
paralysed. I must have some stimulant, so I begin to tell every-
one how thrilled I am over my work. I am compelled to hunt
for whatever there may be of interest and to boast about it. In

this way my imagination is spurred on. If I were alone, I would
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not make this effort, but when working with others one must
back up one’s lies substantially. It often happens that one can
use I:‘hf:se lies as material for a role or production.’
lmagination plays such an importan i :

W?tk,' asked Paul rather shyly, ‘whatp can hc:t diair;hl:ha:i:saictt??r s

He must develop it,’ answered the Director, ‘or else leave
the thc?trc. Otherwise he will fall into the hands of directors
who will make up for his lack by using their own imaginations
am.i he would become a pawn. Wouldn't it be better for him tc;
bu‘lld up an imagination of his own?’

‘That, Iam afraid,” said I, “is very difficult.’

Ie all df:pends on what kind of an imagination you have,’
said the Director. ‘The kind that has initiative of its own can b'c
dcv-cl.opcd without special effort, and will work steadily and
ufmnngly, whether you are awake or asleep. Then there is the
kind that lacks initiative, but s easily aroused and continues to
Wwork as soon as anything is suggested to it. The kind that does
not respond to suggestions presents a more difficult problem.

H . . -
ere the actor takes in suggestions in a merely external, formal

Way. With such an equipment, development is fraught with

difficulty, and there is very litt] Rk
makes a greateffore.” . ry lattle hope of success unless the actor

* * Sk

Hz'ls my imagination initiative?

Is it suggestible? Wil it develop by itself?

€s¢ questions give me no peace. Late in the evenin I

i‘;:c:n lzlhyselllf In my room, settled myself comfortably on i.xy

e pillows all arou.nd me, shut my eyes, and began to

T vise. But my attention was distracted by round spots of
ur that kept passing across my closed eyelids.

I . .
tionf.m out my light, as I supposed it was causing these sensa-
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What should T think about? My imagination showed me
trees in a large pine forest, gently and rhythmically stirring in a
soft breeze. I seemed to smell the fresh air.

Why . .. inall this serenity . . . can I hear a ticking clock? . ..

I had fallen asleep!

Why, of course, I realized, I should not imagine things with-
out a purpose.

So I went up in an airplane, above the tree-tops, flying over
them, over the fields, rivers, cities, . . . tick, tick, goes the clock.
.. Who is that snoring? Surely notI.. . . did I drop off ... have
Ibeen asleep long . . . the clock strikes eight. . ..

2

I was so discomfited by the failure of my attempts to exercise
my imagination at home, that I told the Director about it at our
lesson today.

“You did not succeed because you made a series of mistakes,’
he explained. ‘In the first place, you forced your imagination,
instead of coaxing it. Then, you tried to think without having
any interesting subject. Your third mistake was that your
thoughts were passive. Activity in imagination is of utmost im-
portance. First comes internal, and afterwards external action.’

I pointed out that in a sense I had been active, since I was
flying over the forests at a high rate of speed.

“When you are reclining comfortably in an express train, are
you active?’ asked the Director. “The engineer is working, but
the passenger is passive. Of course, if you are engaged in some
important business, conversation, or discussion, or are writing a
report, while on the train, then you would have some basis for
talking about action. Again, in your flight in the airplane, the

pilot was working, but you were doing nothing. If you had
been at the controls, or taking topographical photographs, you

might say you were active.
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' Perhaps I can explain by describing my little niece’s favour-
ite game.
: “What are you doing?” the little girl asks.
‘ “I am drinking tea,” I answer.
ddnklz;t”, she says, “if it were castor oil, then how would you
.‘I am forced to recall the taste of castor oil, to show her the
disgust I feel, and when I succeed the child fills the room with
her laughter.
* “Where are youssitting?”
* “On a chair,” I reply.

But if you were sitting on a hot stove, then what would
you do?”

‘Tam obliged to think myself on a hot stove, and try to decide
how I can save myself from being burned to death. When I
succeed the child is sorry for me, and cries, “I do not want to
play any more.” If I go on, she ends by bursting into tears.
Why. don’t you think up some such game as an exercise for
arousing activity?’

Here I broke in to point out that this was elementary, and to
aslf ho“: to develop the imagination in subtler ways.

Don’t be in 2 hurry,’ said the Director. ‘There will be plenty
Of: time. Just now we need exercises bound up with the simple
things that actually surround us.

“Take our class here as an example. This is an actual fact. Sup-
pose the sunf)undings, the teacher, the students, remain as they
::i( Nlc:w. with my magic if I shall put myself on the plane of
» e-believe, by ch.angmg one circumstance only: the hour of

day. I shall say, it is not three o’clock in the afternoon, but
thfec o’clock in the night.
ofg:e your nn.agination to justify a lesson that lasts so late. Out
t simple circumstance there follows a whole series of con-
Sequences. At home your family will be anxious about you. As

-
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there is no telephone you cannot notify them. Another student
will fail to appear at a party where he is expected. A third lives
in the outskirts and has no idea how he will get home, the
trains having stopped.

‘All this brings external changes and inner ones as well, and
gives a tone to what you do.

‘Or try another angle.

“The time of day remains at three in the afternoon, but
suppose the time of year has changed. Instead of winter it
is spring, the air is wonderful, and it is hot out even in the
shade.

I see you are smiling already. After your lesson you will have
time for a stroll. Decide what you intend to do; justify your de-
cision with the necessary suppositions; and again you have the
fundamentals of an exercise.

“This is merely one of countless examples of how you can use
forces within you to change the material things about you. Do
not try to get rid of these things. On the contrary, include them
in your imaginary lives.

“That sort of transformation has a real place in our more in-
timate kind of exercises. We can use ordinary chairs to outline
anything the imagination of an author or director can ask us to
create; houses, city squares, ships, forests. It will do no harm if

we find ourselves unable to believe that this chair is a particular
object, because even without the belief we may have the feeling
it arouses.’

3

In opening the lesson today the Director said: ‘Up to this
point our exercises for the development of the imagination
have, to a greater or lesser degree, touched on material facts,
like furniture, or on realities of life, like the seasons. Now I shall
transfer our work to a different plane. We give up time, place,
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and action, as far as their external accompaniments are con-
cefned, and you will do the whole thing directly with your
mind. Now,” he asked, turning to me, ‘where would you like
to be, and at what time?’
"In my own room,’ Isaid, ‘at night.’
: Gc?od, said he. ‘If I were to be carried into those surround-
ings, it would be absolutely necessary for me first to make an
approach to the.house; to climb the outer steps; to ring the bell;
to go through, in short, a whole series of acts leading up to my
being in my room.
Do you see a door-knob to grasp? Do you feel it turn? Does
tht‘a doqr swing open? Now what is in front of you?’
Straight before me is a closet, a bureau.’
“What do you see on the left?’
‘My sofa, and a table.’
“Try walking up and down; living in th
: . g in the room. What
you thinking about?’ e
I have found a letter, remember that it is not answered, and
am embarrassed.’
‘ Evidently you are in your room,” the Director declared.
Now what are you going to do?’
‘It depends on what time itis,” said I.
That’, said he in a tone of approval, ‘is a sensible remark. Let
us agree that it is eleven o’clock at night.’
: The very best time,’ said I, ‘when everybody in the house is
likely to be asleep.’
‘]ust why.’, he asked, ‘do you particularly want this quiet?’
‘To. convince myself that I am a tragic actor.’
b It is too bad you wish to use your time to such poor purpose;
W do you plan to convince yourself?’
‘I shall play, just for myself, some tragic role.’
What role? Othello?’
Oh, no!’ I exclaimed. ‘I can’t play Othello in my own room.

y
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Every corner there has associations, and would only lead me to
copy what I did before.’

“Then, what are you going to play?” the Director demanded.

I did not answer, because I had not decided, so he asked:
“What are you doing now?”’

I am looking around the room. Perhaps some object, some
accidental thing, will suggest a creative theme.’

“Well,” he prodded, ‘have you thought of anything yet?’ ‘

I began to think aloud. ‘Back in my closet’, I said, ‘there is a
dark corner. One hook there is just right for a person to hang
himself on. If I wanted to hang myself, how should I go about
i’

“Yes?’ urged the Director.

‘Of course, first of all, I should need to find some rope, or
belt, astrap...’

‘Now what are you doing?’

‘I am going over my drawers, shelves, closets, to find a strap.’

‘Do you see anything?’

“Yes, I have the strap. But unfortunately the hook is too near
the floor; my feet would touch.’

‘That is i;lconvenient,’ the Director agreed. ‘Look around
for another hook.’

“There is not another hook that would hold me.’

“Then possibly you had better remain alive, and busy your-
self with something more interesting, and less exciting.’

‘My imagination has dried up,’ said I

“There is nothing surprising in that,’ said he. “Your plot was
not logical. It would be most difficult to arrive ata logical con-
clusion to commit suicide because you were considering a
change in your acting. It was only reasonable that your imagi-
nation should balk at being asked to work from a doubtful pre-
mise to a stupid conclusion.

‘Nevertheless this exercise was a demonstration of a new way
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of using your imagination, in a place where everything was
familiar to you. But what will you do when you are called upon
to imagine an unfamiliar life?’

‘Suppose you take a journey around the world. You must
not think it out “somehow”, or “in general”, or “approxi-
mately”’, because all those terms do not belong in art. You must
do it with all the details proper to such a large undertaking.
Always remain in close contact with logic and coherence. This
will help you to hold unsubstantial and slippery dreams close to
steady solid facts.

‘Now I want to explain to you how you can use the exercises
we have been doing in various combinations. You can say to
yourself: “I will be a simple spectator, and watch what my im-
agination paints for me, while I take no part in this imaginary
life.”

‘Or if you decide to join in the activities of this imaginary life
you will mentally picture your associates, and yourself with
them, and again you will be a passive spectator.

‘In the end you will tire of being an observer, and wish to
act. Then as an active participant in this imaginary life you will
no longer see yourself, but only what surrounds you, and to this
you will respond inwardly, because you are a real part of it.”

4

Today the Director opened his remarks by telling us what
we must always do when the author, the director, and the others
who are working on a production, leave out things we need to
know.

We must have, first of all, an unbroken series of supposed
circumstances in the midst of which our exercise is played. Sec-
ondly we must have a solid line of inner visions bound up with
those circumstances, so that they will be illustrated for us. During
every moment we are on the stage, during every moment of the devel-

k
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opment of the action of the play, we must be aware either of the ex-
ternal circumstances which surround us (the whole material setting of
the production), or of an inner chain of circumstances which we our-
selves have imagined in order to illustrate our parts.

Out of these moments will be formed an unbroken series of
images, something like 2 moving picture. As long as we are
acting creatively, this film will unroll and be thrown on the
screen of our inner vision, making vivid the circumstances
among which we are moving. Moreover, these inner images
create a corresponding mood, and arouse emotions, while hold-
ing us within the limits of the play.

‘As to those inner images,” the Director asked, ‘is it correct to
say that we feel them to be inside of us? We possess the faculty
to see things which are not there by making a mental picture of
them. Take this chandelier. It exists outside of me. I look at it,
and have the sensation that I am putting out, towards it, what
you might call visual feelers. Now I close my eyes and see that
chandelier again on the screen of my inner vision.

“The same process occurs when we are dealing with sounds.
We hear imaginary noises with an inner ear, and yet we feel the
sources of these sounds, in ths majority of cases, to be outside
of us.

“You can test this in various ways such as giving a coherent
account of your whole life in terms of images you remember.
This may sound difficult, but I think you will find that this
work is actually not so complicated.’

“Why is that?’ asked several students at once.

‘Because, although our feelings and emotional experiences
are changeable and incapable of being grasped, what you have
seen is much more substantial. Images are much more easily and
firmly fixed in our visual memories, and can be recalled at will.’

“The whole question then,’ said I, ‘is how to create a whole
picture?’

IMAGINATION 6s

¢ - ’ . . .
: That question’, said the Director, as he rose to leave, ‘we will
discuss next time.’

5

‘Let us make an imaginary moving picture,’ said the Director
as he came into class today.

‘Tam going to choose a passive theme because it will necessi-
tate more work. At this point, I am not so much interested in
the action itself as in the approach to it. That is why I suggest
that you, Paul, are living the life of a tree.’ :

‘Good,’ said Paul with decision. ‘I am an age-old oak! How-
ever, even though I have said it, I don’t really believe it.’

In that case,” suggested the Director, ‘why don’t you say to
yourself: “T am I; but if I were an old oak, set in certain sur-
rounding conditions, what would I do?” and decide where you
are, in a forest, in a meadow, on 2 mountain top; in whatever
Place affects you most.’

_ Paul knic his brows, and finally decided that he was standing
1 an upland meadow near the Alps. To the left, there is a castle
on a height.
‘What do you see near you?’ asked the Director.
‘On myself I see a thick covering of leaves, which rustle.’
‘They do indeed,” agreed the Director. ‘Up there the winds
must often be strong.’ |
‘In my branches,’ continued Paul, ‘I see some birds’ nests.’
. The Director then pushed him to describe every detail of his
Imaginary existence as an oak tree.

When Leo’s turn came he made the most ordinary, unin-
Spired choice. He said he was a cottage in a garden in the Park.

"What do you see?’ asked the Director.

:The Park,’ was the answer.

But you cannot see the whole Park at once. You must decide
Ol some one definite spot. What is there right in front of you?’

B
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‘A fence.’

“What kind of a fence?’

Leo was silent, so the Director went on: “What is this fence
made of ?’

“What material? . . . Castiron.’

‘Describe it. What is the design?’

Leo drew his finger around on the table for a long time. It
was evident that he had not thought out what he had said.

I don’t understand. You must describe it more clearly.’

Obviously Leo was making no effort to arouse his own ima-
gination. I wondered of what use such passive thinking could
possibly be, so Tasked the Director about it.

‘In my method of putting 2 student’s imagination to work,’
he explained, ‘there are certain points which should be noted.
If his imagination is inactive I ask him some simple question.
He will have to answer, since he has been addressed. If he re-
sponds thoughtlessly, I do not accept his answer. Then, in order
to give a more satisfactory answer, he must either rouse his
imagination or else approach the subject through his mind, by
means of logical reasoning. Work on the imagination is often
prepared and directed in this conscious, intellectual manner. The
student sees something, either in his memory or in his imagi-
nation: certain definite visual images are before him. For a brief
moment, he lives in a dream. After that, another question, and
the process is repeated. So with a third and fourth, untl T have
sustained and lengthened that brief moment into something
approaching a whole picture. Perhaps, at first, this is not inter-
esting. The valuable part about it is that the illusion has been
woven together out of the student’s own inner images. Once
this is accomplished, he can repeat it once ot twice or many
times. The more often he recalls it, the more deeply it will
be printed in his memory, and the more deeply he will live
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‘Howevcr, we sometimes have to deal with sluggish imagi-
nations, which will not respond to even the simplest questions
Then.I have only one course open, I not only propound the
question, I also suggest the answer. If the student can use that
answer he goes on from there. If not, he changes it, and puts
somcfhing else in its place. In either case he has been obliged to
use his own inner vision. In the end something of an illusory
existence is created, even if the material is only partially con-
tributed by the student. The result may not be entirely satis-
factory, but it does accomplish something.

‘J.Beforc thi}ilattcmpt has been made, the student has either had
no image in his mind’s eye, or what he had was va -
ﬁ?sed. After the effort he can see something df:ﬁngizac ::ccll eC::n
vwid: The ground has been prepared in which the teacher or
tl}e director can sow new seeds. This is the canvas on which the
picture will be painted. Moreover, the student has learned the
fnethod by which he can take his imagination in hand and ply
it with problems which his own mind will suggest. He will
form the habit of deliberately wrestling with the passivity and
inertia of his imagination, and that is a long step ahead.’

6

. To.day we continued the same exercises in developing our
Imaginations.

‘At our last lesson’, said the Director to Paul, ‘you told me
f"’w you were, where you were, and what you saw, with your
Inner eye. Now describe to me what your inner ear hears as an
Imaginary old oak tree.’

‘At first Paul could not hear anything.

Don'’t you hear anything in the meadow around you?’

Then Paul said he could hear the sheep and the cows, the
munching of grass, the tinkle of the cow-bells, the gossip of the
Women resting after their work in the fields.

into it.
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‘Now tell me when all this is happening in your imagination,’
said the Director with interest.

Paul chose the feudal period.

“Then, do you, as an aged oak, hear sounds that are particular-
ly characteristic of that time?’

Paul reflected for a moment, and then said that he could hear
a wandering minstrel on his way toa festival at the nearby castle.

“Why do you stand alone in a field?’ the Director asked.

In response Paul gave the following explanation. The whole
knoll on which the solitary old oak stands was formerly covered
by a thick forest. But the baron of the nearby castle was con-
stantly in danger of attack, and, fearing that this forest could
hide the movements of his enemy’s forces, he cutit down. Only
this one powerful old oak was allowed to stand. It was to pro-

tect a spring, which, rising in its shade, provided the necessary

water for the baron’s flocks.

The Director then observed: ‘Generally speaking, this ques-
tion—jor what reason?—is extremely important. It obliges you
to clarify the object of your meditations, it suggests the future,
and it impels you to action. A tree, of course, cannot have an
active goal, nevertheless, it can have some active significance,
and can serve some purpose.”

Here Paul intervened and suggested: ‘The oak is the highest
point in the neighbourhood. Therefore it serves as a lookout, 2
protection against attack.’

‘Now’, the Director then said, ‘that your imagination has
gradually accumulated 2 sufficient number of given circum-
stances, let us compare notes with the beginning of this piece of
work. At first all you could think of was that you were an oak
standing in 2 meadow. Your mind’s eye was full of generalities,
clouded like a poorly developed negative. Now you can feel

the earth under your roots. But you are deprived of the action

necessary on the stage. Therefore there is one more step to be | role.
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taken. You must find some single new circumstance that will
move you emotionally and incite you to action.’
‘I;:utlht:ied hard, but could think of nothing.

_ Inthat case,” said the Director, ‘let us try to solve th
mdlre:cdy. First of all, tell me what youth most scns:tl::':!:}: z
rml. life. What, more often than anything else, arouses your
geclmgs—your fear or your joy? I am asking this quite apart
from th.e theme of your imaginary life. When you know the
mclma. tions of your own nature it is not difficult to adapt them
to imaginary circumstances. Therefore, name some one trait
qu‘aI.hty, interest, which is typical of you.’ ’

am very much excited i ’ sai
g o 1;); g by any kind of fight,’ said Paul after
In that case a raid by the enemy is what we want. The forces

of the hos.ti]c neighbouring duke are already swarming up the
meadow in which you stand. The fight will start here at any
moment now. You will be showered with arrows from the
enemy crossbows, and some will be pointed with flaming pitch
—-s.tcady now, and decide before it is too late, what you would
do if this really happened to you.’

But Paul could only storm inside of himself without being
ab}c to do anything. Finally he broke out:

'What can a tree do to save itself when it is rooted in the
ﬂl"th and incapable of moving?’

For me your excitement is sufficient,” said the Director, with
evident satisfaction. “This particular problem is insoluble, and
you are not to blame if the theme has no action in it.”

‘Thcn why did you give it to him?’ was asked.
a.n..lust to prove to you that even a passive theme can produce
v znaﬁr stimulus and challenge to action. This is an example of
it of our exercises for developing the imagination should

you to prepare the material, the inner images, for your




70 o AN ACTOR PREPARES

7

At the beginning of our lesson today the Directc?r made a
few remarksabout the value of imagination in freshening up and
refurbishing something the actor has already prepa‘r«?d ar.ld used.

He showed us how to introduce a fresh supposition into our
exercise with the madman behind the door which entirely
changed its orientation. s B8

‘A;siapt yourself to the new condition, listen to what they

¢ to you, and—act!’
sugvg/ecs pla;,ed with spirit and real excitement, and were com-

plimented.

The end of the lesson was devoted to summing up what we
lished.

haflEa:::ymifwention of the actor’s imaginatic?n must be thor-
oughly worked out and solidly built on a basis of facts. It raust
be able to answer all the questions (when, whcfe, why, kow)
that he asks himself when he is driving his inventive faculnc§ on
to make a more and more definitc picture ofa makc-l‘)chcvc
existence. Sometimes he will not need to make all thl.s.con-
scious, intellectual effort. His imagination may work intuitively.
But you have seen for yourselves that it cannot be counted on.
To imagine *in general”, withouta well-defined and thorough-
ly founded theme is a sterile occupation.

‘On the other hand, a conscious, reasoned approf'ach to the
imagination often produces 2 bloodless, counterfeit present-
ment of life. That will not do for the theatre. Our art dcmal.lds
that an actor’s whole nature be actively involved, that he give
himself up, both mind and body, to his part. He must feel the
challenge to action physically as well as intellectually because the
imagination, which has no substance or body, can rcﬂcmvely
affect our physical nature and make it act. This faculty is of the
greatest importance in our emotion-technique.

IMAGINATION 71

“Therefore: Every movement you make on the stage, every word
you speak, is the result of the right life of your imagination.

‘I you speak any lines, or do anything, mechanically, with-
out fully realizing who you are, where you came from, why,
what you want, where you are going, and what you will do
when you get there, you will be acting without imagination.
That time, whether it be short or long, will be unreal, and you
will be nothing more than a wound-up machine, an automaton.

‘If I ask you a perfectly simple question now, “Is it cold out
today?” before you answer, even with a “yes”, or “it’s not
cold”, or “I didn’t notice”, you should, in your imagination, go
back on to the street and remember how you walked or rode.
You should test your sensations by remembering how the
people you met were wrapped up, how they turned up their
collars, how the snow crunched underfoot, and only then can
you answer my question.

‘If you adhere strictly to this rule in all your exercises, no
matter to what part of our programme they belong, you will

~ find your imagination developing and growing in power.’




CHAPTER FIVE
CONCENTRATION OF ATTENTION

I

‘ N J ¢ were working on exercises today when suddenly some
of the chairs along one of the walls toppled over. At ﬁl.'St
we were puzzled and then we realized that somcbod).r was rais-
ing the curtain. As long as we were in Maria’s ‘drawmg—r.oom
we never had any sense of there being a right or wrong side to
the room. Wherever we stood was right. But opening that
fourth wall with its big black proscenium arch made you feel
that you must constantly adjust yourself. You think of the
people looking at you; you seck to be seen and heard by them
and not by those who are in the room with you. Only a mo-
ment ago the Director and his assistant seemed a nan{ral ele-
ment here in the drawing-room, but now, transported into the
orchestra, they became something quite diﬁ‘crent;- we were all
affected by the change. For my part I felt that until we learned
how to overcome the effect of that black hole we should never
go an inch forward in our work. Paul, however, was confident
that we could do better with a new and exciting exercise. The
Director’s answer to this was: '
‘Very well. We can try it. Here is a tragedy, which I hope
will take your minds off the audience. ‘ .
‘It takes place here in this apartment. Maria has married
Kostya, who is treasurer of some public organization. Th?y
have a charming new-born baby, that is being bathed by' its
mother in a room off the dining-room. The husband is going

through some papers and counting money. It is not his money,
72
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but property in his care, just brought from the bank. A stack of
packets of bank bills has been thrown on the table. In front of
Kostya stand Maria’s younger brother, Vanya, a low type of
moron, who watches him tear the coloured bindings off the
packets, and throw them in the fire, where they blaze up and
make a Jovely glow.

‘All the money is counted. As she judges her husband has
finished his work Maria calls him in to admire the baby in his
bath. The half-witted brother, in imitation of what he has seen,
throws some papers into the fire, and whole packets, he finds,
make the best blaze, so that in a frenzy of delight he throws in
all—the public funds, just drawn from the bank by the treas-
urer! At this moment Kostya returns, and sees the last packet
flaring up. Beside himself, he rushes to the fireplace and knocks
down the moron, who falls with a groan, and, with a cry, pulls
the last half-burned packet out of the fire.

‘His frightened wife runs into the room and sees her brother
stretched out on the floor. She tries to raise him, but cannot.
Secing blood on her hands she cries to her husband to bring
some water, but he is in a daze and pays no heed, so she runs
after it herself. From the other room a heart-rending scream is
heard. The darling baby is dead—drowned in its bath.

‘Is this enough of a tragedy to keep your minds off the audi-
ence?’ ‘

This new exercise stirred us with its melodrama and unex-
pectedness, and yet we accomplished nothing.

‘Evidently’, exclaimed the Director, ‘the magnet of the audi-
ence is more powerful than the tragedy happening right there
on the stage. Since that is so, let us try it again, this time with
the curtain down.’ He and his assistant came back out of the
audience into our drawing-room, which once more became
friendly and hospitable.

We began to act. The quiet parts, in the beginning of the
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exercise, we did well; but when we came to the dramatic places,
it seemed to me that what I gave out was not at all adequate,
and I wanted to do far more than I had feelings for.

This judgment of mine was confirmed when the Director
spoke. ‘In the beginning’, he said, ‘you acted correctly, but at
the end you were pretending to act. You were squeezing feel-
ings out of yourself, so you cannot blame everything on the
black hole. It is not the only thing in the way of your living
properly on the stage, since with the curtain down the result is
the same.’

On the excuse of being bothered by any onlookers we were
ostensibly left alone to act the exercise again. Actually we were
watched through a hole in the scenery and were told that this
time we had been both bad and self-assured. “The main fault’,
said the Director, ‘seems to lie in your lack of power to concen-
trate your attention, which is not yet prepared for creative

work.’

2

The lesson today took place on the school stage, but the cur-
tain was up, and the chairs that stand against it were taken away.
Our little living-room was now open to the whole auditorium,
which took away all its atmosphere of intimacy and turned it
into an ordinary theatrical set. Electric cables were hung on the
wall, running in various directions, with bulbs on them, as if
for an illumination. We were settled in a row, close to the foot-

lights. Silence fell.
“Which of the girls has lost a heel off her shoe?’ asked the

Director suddenly.

The students busily examined each other’s footgear and were
completely absorbed when the Director interrupted.

“What’, he asked us, ‘has just happened in the hall?’

We had no idea. ‘Do you mean to say you did not notice that

B
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my secretary has just brought in some papers for me to sign?’
No one had seen him. ‘And with the curtain up too! The secret
seems to be simple enough: In order to get away from the audi-
torium you must be interested in something on the stage.”

That impressed me at once, because I realized that from the
very moment I concentrated on something behind the foot-
lights, I cease to think about what was going on in front of them.

I remembered helping a man to pick up nails that had fallen
on the stage, when I was rehearsing for my scenes from Othello.
Then I'was absorbed by the simple act of picking them up, and
chatting with the man, and I entirely forgot the black hole
beyond the footlights.

‘Now you will realize that an actor must have a point of atten-
tion, and this point of attention must not be in the auditorium. The
more attractive the object the more it will concentrate the at-
tention. In real life there are always plenty of objects that fix
our attention, but conditions in the theatre are different, and
interfere with an actor’s living normally, so that an effort to fix
attention becomes necessary. It becomes requisite to learn anew
to look at things on the stage, and to see them. Instead of lecturing
you further on this subject I will give you some examples.

{ ‘Let the points of light, which you will see in a moment,
illustrate to you certain aspects of objects, familiar to you in
ordinary life, and consequently needed on the stage as well.’

There was complete darkness, both in the hall and on the
stage. In a few seconds a light appeared, on the table near which

- We were sitting. In the surrounding gloom this light was no-

ticeable and bright.

lelis little lamp,” explained the Director, ‘shining in the dark-
hess, is an example of the Nearest Object. We make use of it in
moments of greatest concentration, when it is necessary to

gather in our whole attention, to keep it from dissipating itself
on distant things.’
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After the lights were all turned on again, he continued:

“To concentrate on a point of light in surrounding darkness is
comparatively easy. Let us repeat the exercise in the light.’

He requested one of the students to examine the back of an
armchair. I was to study the imitation enamel on a table top.
To a third was given some piece of bric-a-brac, a fourth had a
pencil, a fifth a piece of string, a sixth a match, and so on.

Paul started to untangle his piece of string, and I stopped him
because I said the purpose of the exercise was concentration of
attention and not action, that we should only examine the ob-
jects given us and think about them. As Paul disagreed with me,
we took our difference of opinion to the Director, who said:

‘Intensive observation of an object naturally arouses a desire
to do something with it. To do something with it in turn inten~
sifies your observation of it. This mutual inter-reaction estab-
lishes a stronger contact with the object of your attention.”

When I turned back to study the enamel design on the table
top I felt a desire to pick it out with some sharp instrument.
This obliged me to look at the pattern more closely. Meantime
Paul was enthusiastically rapt in the job of unknotting his
string. And all the others were busy doing things or attentively
observing their various objects. :

Finally the Director said:

‘I'see that you are all able to concentrate on the nearest object
in the light as well as in the dark.’

After that he demonstrated, first without lights and then with
them, objects at a moderate distance and objects at a far dis-
tance. We were to build some imaginary story around them
and hold them in the centre of our attention as long as we could.
This we were able to do when the main lights were turned
off.

As soon as they were put on again he said:

‘Now look around you very carefully and choose some one
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thing, either moderately near or farther off, and concentrate
onit.’

There were so many things all around us that at first my eyes
kept running from one to the other. Finally I settled on a little
statuette over on the mantelpiece. But I could not keep my eyes
fixed on it for long. They were drawn away to other things
about the room.

‘Evidently before you can establish medium and far distant
points of attention you will have to learn how to look at and see
things on the stage,’ said the Director. ‘It is a difficult thing to do
in front of people, and the dark proscenium arch.

‘In ordinary life you walk and sit and talk and look, but on
the stage you lose all these faculties. You feel the closeness of the
public and you say to yourself, “Why are they looking at me?”
And you have to be taught all over again how to do all these
things in public.

‘Remember this: all of our acts, even the simplest, which are

. 80 familiar to us in everyday life, become strained when we

appear behind the footlights before a public of a thousand
people. That is why it is necessary to correct ourselves and learn
again how to walk, move about, sit, or lie down. It is essential
to re-educate ourselves to look and see, on the stage, to listen
and to hear.’

3
‘Choose some one object,’ said the Director to us today, after

‘we had been seated on the open stage. ‘Suppose you take that

embroidered cloth over there, since it has a striking design.’
We began to look at it very carefully, but he interrupted.
“That is not looking. It is staring.’
We tried to relax our gaze, but we did not convince him that

We were seeing what we were looking at.
‘More attentively,’ he ordered.
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We all bent forward.
*Still a lot of mechanical gazing,” he insisted, ‘and little atten-
tion.’ '

We knit our brows and seemed to me to be most attentive.

“To be attentive and to appear to be attentive are two differ-
ent things,” he said. ‘Make the test for yourselves, and see which
way of looking is real, and which is imitative.’

After a great deal of adjusting we finally settled down quietly,
trying not to strain our eyes, and looked at the embroidered
cloth.

Suddenly he burst out laughing, and turning to me he said:

“If only I could photograph you just as you are! You would-
n’t believe that any human being could contort himself into
such an absurd attitude. Why, your eyes are almost bursting
from their sockets. Is it necessary for you to put so much effort
into merely looking at something? Less, less! Much less effort!
Relax! More—! Are you so drawn to this object that you
have to bend forwards to it? Throw yourself back! A great deal
more!’

He was able, finally, to reduce a little of my tenseness. The
litle he did accomplish made an enormous difference to me.

No one can have any idea of this relief unless he has stood on
the open stage, crippled with strained muscles.

‘A chattering tongue or methanically moving hands and feet
cannot take the place of the comprehending eye. The eye of an
actor which looks at and sees an object attracts the attention of
the spectator, and by the same token points out to him what he
should look at. Conversely, a blank eye lets the attention of the
spectator wander away from the stage.’

Here he went back to his demonstration with electric lights:
‘I have shown you a series of objects such as we all have in life.
You have seen the objects in the way that an actor should fecl
them on the stage. Now I'shallshow you how theynever should
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you the objects with which an actor’s attention is nearly always
busied while he is on the boards.’

All the lights went out again, and in the dark we saw little
bulbs flashing all around. They dashed about the stage and then
all through the audience. Suddenly they disappeared, and a
strong light appeared above one of the seats in the orchestra.

“What is that?’ asked a voice in the dark.

‘That is the Severe Dramatic Critic,” said the Director. ‘He
comes in for a lot of attention at the opening.’

The little lights began to flash again, then they stopped and
again a strong light appeared, this time over the orchestra seat
of the regisseur.

Scarcely had this gone out when a dim, weak, and tiny bulb
appeared on the stage. “That’, said he ironically, ‘is the poor
partner of an actor who pays little attention to her.’

After this the little lights flashed all around again, and the big
lights came on and off, sometimes simultaneously, sometimes
separately,—an orgy of lights. It reminded me of the exhibition
performance of Othello, when my attention was scattered all
over the theatre, and when only accidentally, and at certain
moments, was [ able to concentrate on a nearby object.

‘Is it now clear’, the Director asked, ‘that an actor should
choose the object of his attention on the stage, in the play, the

role,and the setting? Thisis the difficult problem youmustsolve.’

4

~ Today the Assistant Director, Rakhmanov, appeared and an-
nounced that he had been asked by the Director to take his
Place for a class in drill.

‘Collect all of your attention,” he said in a crisp, confident
tone. ‘Your exercise will be as follows. I shall select an object
for each of you to look at. You will notice its form, lines, col-
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ours, detail, characteristics. All this must be done while I count
thirty. Then the lights will go out, so that you cannot see the
object, and I shall call upon you to describe it. In the dark you
will tell me everything that your visual memory has retained.
Ishall check up with the lights on, and compare what you h'ave
told me with the actual object. Listen closely. I am beginning.
Maria—the mirror.’

‘O good gracious! Is this the one?’ .

‘No unnecessary questions. There is one mirror in the room,
and only one. An actor should be a good guesser.

‘Leo—the picture, Grisha—the chandelier, Sonya—the scrap-
book.’

‘The leather one?’ she asked, in her honeyed voice.

‘I have already pointed it out. I do not repeat. An actor
should catch things on the fly. Kostya—the rug.’

‘There are a number of them,’ I said.

‘In case of uncertainty, decide for yourself. You may be
wrong, but do not hesitate. An actor must have presence of
mind. Do not stop to enquire. Vanya—the vase. Nicholas—the
window, Dasha—the pillow. Vassili—the piano. One, two,
three, four, five . . .” He counted slowly up to thirty. ‘Lights
out.” He called on me first.

“You told me to look at a rug, and I could not decide at once,
so Ilost some time—'

‘Be shorter, and stick to the point.’ ) :

“The rug is Persian. The general background is redd}sh
brown. A big border frames the edges—'I went on describ-
ing it until the Assistant Director called out ‘Lights’. '

‘You remembered it all wrong. You didn’t carry the im-
pression. You scattered it. Leo!’ )

‘I could not make out the subject of the painting, because it
is so far away, and I am short-sighted. All I saw was a yellow
tone on a red background.’

...
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‘Lights. There is neither red nor yellow in the painting.
Grisha.’

‘The chandelier is gilt. A cheap product. With glass pen-
dants.’ ,

‘Lights on. The chandelier is 2 museum piece, a real piece of
Empire. You were asleep at the switch.

‘Lights out. Kostya, describe your rug again.’

Tm sorry, I didn’t know that I would be required to do it
again.’ :

‘Never sit there for one instant doing nothing. I warn you all
now that I shall examine you twice, or more times, until I get
an exact idea of your impressions. Leo!”

He made a startled exclamation and said: ‘I wasn’t noticing.’

In the end we were forced to study our objects down to the
last detail, and to describe them. In my case, I was called on five
times before I succeeded. This work at high pressure lasted half
an hour. Our eyes were tired and our attention strained. It
would have been impossible to continue any longer with such
intensity. So the lesson was divided into two parts, of a half-
hour each. After the first part we took a lesson in dancing. Then
Wwe went back and did exactly what we did before, except that
the time of observation was cut down from thirty seconds to
twenty. The Assistant Director remarked that the allowance
for observation would eventually be reduced to two seconds.

5
The Director continued his demonstration with electric lights

today.
‘Up to now’, he said, ‘we have been dealing with object; in
the form of points of light. Now I am going to show you a circle

f attention. It will consist of a whole section, large or small in
dimension, and will include 2 series of independent points of

Objects. The eye may pass from one to another of these points,
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but it must not go beyond the indicated limit of the circle of
attention.’

First there was complete darkness. A moment later a large
lamp was lighted on the table near which I was seated. The
shade of the lamp threw the circle of the rays down on my head
and hands, and made a bright light on the centre of the table,
where there was a number of small thirgs. These shone and
reflected all sorts of different colours. The rest of the stage and
the hall were swallowed up in darkness.

“This lighted space on the table’, said the Director, ‘illustrates
a Small Circle of Attention. You yourself, or rather your head
and hands, on which the light falls, are the centre of this circle.’

The effect on me was like magic. All the little knick-knacks
on the table drew my attention without any forcing or any in-
struction on my part. In a circle of light, in the midst of dark-
ness, you have the sensation of being entirely alone. I felt even
more at home in this circle of light than in my own room.

In such a small space as in this circle you can use your con-
centrated attention to examine various objects in their most in-
tricate details, and also to carry on more complicated activities,

" such as defining shades of feeling and thought. Evidently the

Director realized my state of mind, for he came right up to the
edge of the stage and said: ‘Make a note immediately of your
mood; it is what we call Solitude in Public. You are in public
because we are all here. It is solitude because you are divided
from us by a small circle of attention. During a performance,
before an audience of thousands, you can always enclose your-
selfin this circle like a snail in its shell.’

After a pause he announced that he would now show us a
Medium Circle; everything became dark; the spotlight then
illumined a fairly large area, with a group of several pieces of
furniture, a table, some chairs with students sitting on them,
one corner of the piano, the fireplace with a big arm~chair in
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front of it. I found myself in the centre of the medium lighe
circle. Of course we could not take in everything at once, but
had to examine the area bit by bit, object by object, each thing
within the circle making an independent point.

The greatest drawback was that the larger area of lighting
produced reflected half-tones that fell on things beyond the
circle, so that the wall of darkness did not secem impenetrable.

: ‘Now you have the Large Circle,” he went on. The whole
living-room was flooded with light. The other rooms were
dark, but soon lamps were turned on in them also, and the
Director pointed out: ‘That is the very Largest Circle. Its di-
mensions depend on the length of your eyesight. Here in this
room I have extended the circle as far as is possible. But if we
v.vcrc standing on the seashore or on a plain, the circle would be
ll.mited only by the horizon. On the stage such distant perspec-
tives are furnished by the painting on the back-drop.

‘Now let us try to repeat the exercises you have just done,
except that this time we shall have all the lights on.’

We all sat down on the stage, around the large table, with the
large lamp. I was just where I had been a few moments before,
and felt for the first time the sensation of being alone in public
Now we were supposed to renew this feeling in full light with
only a mental outline to make the circle of attention.

thn we were unsuccessful in our attempts the Director ex-
plained to us why.

.‘When you have a spot of light surrounded by darkness’, he
said, ‘all the objects inside of it draw your attention because
everything outside it being invisible there is no attraction there.
The outlines of such a circle are so sharp and the encircling
Shi‘ldow so solid that you have no desire to go beyond its limis.

When the lights are on you have an entirely different prob-
°m. As there is no obvious outline to your circle you are ob-
liged to construct one mentally and not allow yourself to look

e Ay
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beyond it. Your attention must now replace the ligh-t, holding
you within certain limits, and this in spite of the drawing power
of all sorts of objects now visible outside of it. Thereforf: since
the conditions, with and without the spot]ight,’are opposite, the
method of maintaining the circle must changc. e )
He then outlined the given area by a series of objects i the
oom. ‘ .
’ For instance, the round table outlined one circle, the smallest;
in another part of the stage 2 rug, somewhat larger than the
table on it, made a Medium Circle; and the largest rug 1n the
room defined a Large Circle. .
‘Now let us take the whole apartment, the Largest Circle,
said the Director.
Here everything that had helped me up to NOW to CONCER=
trate, failed, and—I felt powerless.

To encourage us he said:
“Time and patience will teach you how to use the method I

just suggested to you. Don’t forget it and meantime I will show
you another technical device which will help to direct your at-
tention. As the circle grows Jarger the area of your attenxlmo:;
i u
must stretch. This area, however, can continue to grow only
to the point where you can «till hold it all within the limits ;f
your attention, inside 2n imaginary line. As soon as your bor' :1;
begins to waver, you must withdraw quickly to a smaller circle whi
be contained by your visual attention. '
Cal‘lA: t(fis point yoyuywill often get into trouble. Your attfmtxo'n
will slip and become dissipated in space. You must co!lect it again
and redirect it as soon as possible to one single point or objject,'such as,
for instance, that lamp. It will not seem a3 bright as it dlfi when
there was darkness all around it, nevertheless it will still have
the power to hold your attention. . i,
‘\l;lohcn you have established that point, surround it w.mrh :
small circle with the lamp at its centre. Then enlarge it t©
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medium circle which will include several smaller ones. These
will not be reinforced each by a central point. If you must have
such a point, choose a new object and surround it with another
small circle. Apply the same method to 2 medium circle.’

But each time the area of our attention was stretched to a
certain point we lost control of it. As each experiment failed the
Director made new attempts.

After a time he went on to another phase of the same idea.

‘Have you noticed’, he said, ‘that up to now you have always
been in the centre of the circle? Yet you may sometimes find
yourself outside. For example—

Everything became dark; then a ceiling light, in the next
room, was lighted, throwing a spot on the white tablecloth and
the dishes.

‘Now you are beyond the limits of the small circle of your
attention. Your role is a passive one; one of observation. As the
circle of light is extended, and the illuminated area in the

dining-room grows, your circle also becomes larger and larger,
and the area of your observation increases in the same ratio.
Also you can use the same method of choosing points of atten-
tion in these circles that lie beyond you.’

6

When I exclaimed today that I wished I need never be sepa-
rated from the small circle, the Director replied:

‘You can carry it with you wherever you go, on the stage
or off. Get up on the stage and walk around. Change your seat.
Behave as you would if you were at home.’

I got up and took several steps in the direction of the fire-
Place. Everything became entirely dark; then from somewhere
appeared a spotlight, that moved along with me. In spite of
moving about I felt at home and comfortable in'the centre ofa

small circle. I paced up and down the room, the spotlight fol-
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lowing me. I walked to the window and it came also, I'sat down
at the piano, still with the light. That convinced me that the
small circle of attention that moves about with you is the most
essential and practical thing I have yet learned.

To illustrate its use the Director told us a Hindu tale, about
a Maharajah who, about to choose a minister, announced that
he would take only the man who could walk arf)und on top of
the city walls, holding a dish full to the brim with milk, Wlth—
out spilling a drop. A number of candidates, Yeﬂe‘d at, ﬁ"lgh.t-
ened, or in other ways distracted, spilled the milk. “Those’, said
the Maharajah, ‘are no ministers.’

Then came another, whom no scream, no threat, and po
form of distraction could cause to take his eyes from the rim
of the bowl.

‘Fire!” said the commander of the troops.

They fired, but with no result. .

“There is a real Minister,’ said the Maharajah,

‘Didn’t you hear the cries?” he was asked.

‘No.’ ’

‘Didn’t you see the attempts to frighten you?

‘No.’

‘Did you hear the shots?’

‘No. I was watching the milk.’ i

As another illustration of the moving circle, this time in con-
crete form, we were each handed a wooden hoop. Some of
these hoops were larger, some smaller, according to the size of
the circle to be created. As you walk about with your ho.op, you
get the picture of the moving centre of attention ?Vth}‘.l you
have to learn to carry around with you. I found it casier t(}
adapt the suggestion about making a circ-le out of a series 0
objects. I could say to myself: from the tip 9f my left elbow
across my body to my right elbow, including my legs tha(;
come forward as I walk, will be my circle of attention. I foun
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Icould easily carry this circle around with me, enclose myselfin
it, and in it find solitude in public. Even on the way home, in
the confusion of the street, in the bright sunlight, I found it
much easier to draw such a line around myself and stay in it,
than it was in the theatre with dimmed footlights, and with a
hoop.

7

‘Up to now we have been dealing with what we call external
attention,” said the Director today. “This is directed to material
objects which lie outside of ourselves.’

He went on to explain what is meant by ‘inner attention’
which centres on things we see, hear, touch and feel in imagi-
nary circumstances. He reminded us of what he said earlier
about imagination, and how we felt that the source of a given
image was internal and yet was mentally carried over to a point
outside of ourselves..To the fact that we see such images with
inner vision he added that the same was true of our sense of
hearing, smelling, touch and taste.

“The objects of your “inner attention” are scattered through
the whole range of your five senses,” he said.

‘An actor on the stage lives inside or outside of himsclf. He
lives a real or imaginary life. This abstract life contributes an
unending source of material for our inner concentration of at-
tention. The difficulty in using it lies in the fact that it is fragile.
Material things around us on the stage call for a well-trained
attention, but imaginary objects demand an even far more dis-
ciplined power of concentration.

“What I said on the subject of external attention, at earlier
lessons, applies in equal degree to inner attention.

‘The inner attention is of particular importance to an actor
because so much of his life takes place in the realm of imaginary
Circumstances.

B R $
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‘Outside of work in the theatre, this training must be carried
over into your daily lives. For this purpose you can use the exer-
cises we developed for the imagination, as they are equally effective
for concentrating attention.

“When you have gone to bed at night, and put out your light,
train yourself to go over your whole day, and try to putin every
possible concrete detail. If you are recalling a meal, don’t just
remember the food, but visualize the dishes on which it was
served, and their general arrangement. Bring back all the
thoughts and inner emotions which were touched by your con-
versation at the meal. At other times refresh your earlier
memories.

‘Make an effort to review in detail the apartments, rooms,
and various places where you have happened to take a walk, or
drunk tea, and visualize individual objects connected with these
activities. Try also to recall, as vividly as possible, your friends
and also strangers, and even others who have passed away. That
is the only way to develop a strong, sharp, solid power of inner
and outer attention. To accomplish this requires prolonged and
systematic work.

‘Conscientious daily work means that you must have a
strong will, determination and endurance.”

8

At our lesson today the Director said:

“We have been experimenting with outer and inner atten-
tion, and making use of objects in a mechanical, photographic,
formal way.

“We have had to do with arbitrary attention, intellectual in
its origin. This is necessary for actors but not very frequently.
It is particularly useful in collecting attention which has strayed.
The simple looking at an object helps to fix it. But it cannot
hold you for long. To grasp your object firmly when you are
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acting you need another type of attention, which causes an
emotional reaction. You must have something which will in-
terest you in the object of your attention, and serve to set in
motion your whole creative apparatus.

‘It is, of course, not necessary to endow every object with an
imaginary life, but you should be sensitive to its influence on
you.’

As an example of the distinction between attention based on
intellect, and that based on feeling, he said:

‘Look at this antique chandelier. It dates back to the days of
the Emperor. How many branches has it? What is its form, its
design?

“You have been using your external, intellectual attention in
examining that chandelier. Now I want you to tell me this: do
you like it? If so, what is it that especially attracts you? What
can it be used for? You can say to yourself: this chandelier may
have been in the house of some Field Marshal when he received
Napoleon. It may even have hung in the French Emperor’s own
room when he signed the historic act concerning the regulations
of the Théitre Francais in Paris.

‘In this case your object has remained unchanged. But now
you know that imagined circumstances can transform the ob-
jectitself and heighten the reaction of your emotions to it.’

9

~ Vassili said today that it seemed to him not only difficult but
impossible to be thinking at one and the same time about your
role, technical methods, the audience, the words of your part,
your cues, and several points of attention as well.

‘You feel powerless in the face of such a task,’ said the Direc-
o, ‘and yet any simple juggler in a circus would have no hesi-
tation in handling far more complicated things, risking his life
ashe does it.

.:'
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“The reason why he can do this is that attention is built in
many layers and they do not interfere with one a.nothcr. Fort.u-
nately, habit makes a large part of your attention automatic.
The most difficult time is in the early stages of learning. .

‘Of course, if you have thought up to now that an actor n?lws
merely on inspiration you will have to change your tx}md.
Talent without work is nothing more than raw unfinished
material.”

There followed a discussion with Grisha about the fourth
wall, the question being how to visualize an object on i.t with-
out looking at the audience. The Director’s answer to this was:

‘Let us suppose that you are looking at this non-existent
fourth wall. It is very near. How should your eyes focus? Al-
most at the same angle as if you were looking at the tip of your
nose. That is the only way in which you can fix your attention
on an imaginary object on that fourth wall. .

‘And yet what do most actors do? Pretending to look at this
imaginary wall they focus their eyes on someone In tl.1c orches-
tra. Their angle of vision is quite different from what'lt must be
to see a nearby object. Do you think that the actor himself, the
person opposite to whom he is playing, or 'thc spectator, gets
any real satisfaction from such a physiological crrox:? Can he

successfully fool either his own nature or ours by doing some-
thing so abnormal? .

‘Suppose your part calls for looking over to the horizon on
the ocean, where the sail of a vessel is still visible. Do you re-
member how your eyes will be focussed to see it? They wﬂl be
looking in almost parallel lines. To get them into that position,
when you are standing on the stage, you must mentally remove
the wall at the far end of the auditorium and find, far bcyox;;i l:;
an imagi oint on which you can fix your attention. He
again ﬁgrpﬂ usually let his eyes focus as though he were
looking at some one in the orchestra.
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‘When, by aid of the required technique, you learn how to
put an object in its right place, when you understand the rela-
tion of vision to distance, then it will be safe for you to look to-
ward the auditorium, letting your vision go beyond the spec-
tators or stop this side of them. For the present, turn your face
to the right or to the left, above or sideways. Do not be afraid
that your eyes will not be seen. Moreover, when you feel the
natural necessity to do so, you will find that yours will of
their own accord turn towards an object beyond the footlights.
When this happens it will be done naturally, instinctively, and

. rightly. Unless you feel this subconscious need, avoid looking

at that non-existing fourth wall, or into the distance, until you
have mastered the technique with which it can be done.’

10

At our lesson today the Director said: '

‘An actor should be observant not only on the stage, but also
in real life. He should concentrate with all his being on what-
ever attracts his attention. He should look at an object, not as
any absent-minded passer-by, but with penetration. Otherwise
his whole creative method will prove lopsided and bear no rela-
tion to life.

‘There are people gifted by nature with powers of observa-
tion. Without effort they form a sharp impression of whatever
is going on around them, in themselves, and in others. Also
they know how to cull out of these observations whatever is
most significant, typical or colourful. When you hear such
People talk you are struck by the amount that an unobservant
Person misses.

. ‘Other people are unable to develop this power of observa-
Qon even sufficiently to preserve their own simplest interests.

?‘IOW much less able, then, are they to do it for the sake of study-
ing life itself.
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‘Average people have no conception of how to observe the
facial expression, the look of the eye, the tone of the voice, in
order to comprehend the state of mind of the persons with
whom they talk. They can neither actively grasp the complex
truths of life nor listen in 2 way to understand what they hear.
If they could do this, life, for them, would be better and easier,
and their creative work immeasurably richer, finer and deeper.
But you cannot put into a person what he does not possess; he
can only try to develop whatever power he may have. In the
field of attention this development calls for a tremendous
amount of work, time, desire to succeed and systematic
practice. :

‘How can we teach unobservant people to notice what nature
and life are trying to show them? First of all they must be
taught to look at, to listen to, and to hear whatis beautiful. Such
habits elevate their minds and arouse feelings which will leave
deep traces in their emotion memories. Nothing in life is more
beautiful than nature, and it should be the object of constant
observation. To begin with, take a little flower, or a petal from
it, or a spider web, or a design made by frost on the window
pane. Try to express in words what it is in these things that
gives pleasure. Such an effort causes you to observe the object
more closely, more effectively, in order to appreciate it and
define its qualities. And do not shun the darker side of nature.
Look for it in marshes, in the slime of the sea, amid plagues of
insects, and remember that hidden behind these phenomena
there is beauty, just as in loveliness there is unloveliness. What
is truly beautiful has nothing to fear from disfigurement. In-
deed, disfigurement often emphasizes and sets off beauty in
higher relief.
‘Search out both beauty and its opposite, and define them
learn to know and to see them. Otherwise your conception O
beauty will be incomplete, saccharine, prettified, sentimental.
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. ‘Next turn to what the human race has produced in art
literature, music. '
.‘At the bottom of every process of obtaining creative material
.for our work is emotior. Feeling, however, does not replace an
immense amount of work on the part of our intellects. Perhaps
you are afraid that the little touches which your mind may add
on its own account will spoil your material drawn from life?
N?vcr fear that. Often these original additions enhance it great-
ly ff your belief in them is sincere.

Let me tell you abour an old woman I once saw trundling a
baby carriage along 2 boulevard. In it was a cage with a canary.
Bl o had pleged AlUHe Drndles s Hlealiinge
to get them home more easily. But I wanted to see things in a
different light, so I decided that the poor old woman had lost
all of her children and grand-children and the only livin
creature left in her life was—this canary. So she was taking hm%
out for a ride on the boulevard, just as she had done, not long
bcforc, her grandson, now lost. All this is more interesting and
suited to the theatre than the actual truth. Why should I not
tuck that impression into the storehouse of my memory? I am
lllot a census taker, -who is responsible for collecting exact facts.
ti::lns.an artist who must have material that will stir my emo-

‘After you have learned how to observe life around you and
draw on it for your work you will turn to the study of the most

Mecessary, important and living emotional material on which

Your main creativeness is based. I mean those impressions which
You get from direct, personal intercourse with other human

beings. This material is difficult to obtain because in large part

1t is intangible, indefinable, and only inwardly perceivable. To

sure, many invi.sible, spiritual experiences are reflected in our
E expression, in our eyes, voice, speech, gestures, but even
‘ it is no easy thing to sense another’s inmost being, because
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people do not often open the doors of their souls and allow
others to see them as they really are.

“When the inner world of someone you have under observa-
tion becomes clear to you through his acts, thoughts and im-
pulses, follow his actions closely and study the conditions in
which he finds himself. Why did he do this or that? What did
he have in his mind?

‘Very often we cannot come through definite data to know
the inner life of the person we are studying, and can only reach
towards it by means of intuitive feeling. Here we are dealing
with the most delicate type of concentration of attention, and
with powers of observation that are subconscious in their ori-
gin. Our ordinary type of attention is not sufficiently far-reach-
ing to carry out the process of penetrating another person’s
soul.

‘If I were to assure you that your technique could achieve so
much I should be deceiving you. As you progress you will learn
more and more ways in which to stimulate your subconscious
selves, and to draw them into your creative process, but it must
be admitted that we cannot reduce this study of the inner life of
other human beings to a scientific technique.’

CHAPTER SIX
RELAXATION OF MUSCLES

I

hen the Director came into the classroom he called on
Maria, Vanya and me to play the scene where the
money is burned.

We went on the stage and started.

In the beginning things went well. But when we reached the
tr.agic part I fele that something inside of me faltered, then, to
give myself some support from outside, I pressed with all my
strength against some object under my hand. Suddenly some-
thing cracked; at the same time I felt a sharp pain; some warm
liquid wet my hand.

I am not sure when I fainted. I remember some confusion of
sounds. After that increasing weakness, dizziness and then un-
consciousness.

My unfortunate accident (I had grazed an artery and lost so
much blood that I was in bed for some days) led the Director to
make a change of plan, and take up ahead of schedule part of
our physical training. A summary of his remarks was given me
by Paul.

Tortsov said: ‘It will be necessary to interrupt the strictly
Systematic development of our programme, and to explain to
You, somewhat ahead of the usual order, an important step
Which we call “Freeing our Muscles”. The natural point at
Which I should tell you about this is when we come to the

\ &xternal side of our training. But Kostya’s situation leads to
our discussing this question now.

95
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“You cannot, at the very beginning of our work, have any concep-
tion of the evil that results from muscular spasms and physical con-
traction. When such a condition occurs in the vocal organs a
person with otherwise naturally good tones becomes hoarse or
even loses his voice. If such contraction attacks the legs, an
actor walks like a paralytic; if it is in his hands, they grow numb
and move like sticks. The same sort of spasms occur in the
spine; the neck and the shoulders. In each case they cripple the
actor and prevent him from playing. It is worst of all, however,
when this condition affects his face, twisting his features, para-
lysing them, or making his expression turn to stone. The eyes
protrude, the taut muscles give an unpleasant look to the face,
expressing quite the contrary of what is gaing on inside the
actor, and bearing no relation to his emotions. The spasms can
attack the diaphragm and other organs connected with breath-
ing and interfere with proper respiration and cause shortness of
breath. This muscular tautness affects other parts of the body
also and cannot but have a deleterious effect on the emotions
the actor is experiencing, his expression of them, and his general
state of feeling.

“To convince you of how physical tenseness paralyses our
actions, and is bound up with our inner life, let us make an
experiment. Over there is a grand piano. Try to liftit.”

The students, in turn, made tremendous efforts and succeeded
in raising only one comner of the heavy instrument.

‘While you are holding the piano up, multiply quickly
thirty-seven times nine,’ said the Director to one of the students.
“You can’t do it? Well, then, use your visual memory to recall
all the stores along the street from the corner to the theatre. . . -
Can’t do that cither? Then sing me the Cavatina from Faust.
No luck? Well, try to rqmember the taste of a dish of kidney
stew, or the feel of silk plush, or the smell of something

burning.’
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: To carry out his orders the student let down the corner o
piano, which he had been holding up with great effort, rcf;:;
.for a moment, recalled the questions put to him, let them sink
into his consciousness, and then began to respond to them, call-
ing up each required sensation. After that he renewed his mus-
cular effort, and with difficulty lifted one corner of the piano.

‘So you see’, said Tortsov, ‘that in order to answer my ques-

 tions you had to let down the weight, relax your muscles, and

only then could you devote yourself to the operation of your
five senses.
. ‘Doesn’t .this prove that muscular tautness interferes with
inner emotional experience? As long as you have this physical
tenseness you cannot even think about delicate shadings of feel-
ing or the spiritual life of your part. Consequently, before you
:teu:zllpt to create anything it is necessary for you to get your
i on: in proper con@uon, so that they do not impede your
‘Hc.rc is the convincing case of Kostya’s accident. Let us hope
that his misfortune will serve as an effective lesson to him, and
to you all, in what you must not do on the stage.’ ’
ukfilt is it possible to rid yourself of this tenseness?’ someone
The Director recalled the actor described in My Life in Art
Who suffered from a particularly strong tendency to muscular
Spasms. With the aid of acquired habits and constant checking
up, he was able to reach the point where, as soon as he set foot
on the stage, his muscles began to soften. The same thing hap-
pm.cd at critical moments in creating his part—his muscles of
tllflr own accord tried to shake offall tensity.
tisnot only a strong general muscular spasm that interferes
Wlth proper functioning. Even the slightest pressure at a given
Pomnt may arrest the creative faculty. Let me give you an ex-

i ample. A certain actress, with a wonderful temperament, was
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able to use it only at rare and accidental intervals. Ordmmlg
her emotions were replaced b}; lpla.m §ffort. Sﬁle ::; (':vl\rcc;tlln:;1 :
om the point of view of loosening up her , bu
::',i:; ﬁonly part?:l success. Quite accidentally, in the dramatic
parts of her role, her right eyebrow would contract, c?lc:::lo
slightly. So I suggested that when she came to these difficult
transitions in her part she should try to get rid of all tenseness
in her face and completely free it. When she was able to accom-
plish this, all the rest of the muscles in her body rclaxf:d spcl)ln-
taneously. She was transformed. Her body became ltgl?t,'dlcr
face became mobile and expressed her inner emotions Vivi y.
Her feelings had gained a free outlet to the sutfaf:e. s
“Just think: the pressure of one muscle, ata single po?n.tt,uall
been able to throw out her whole organism, both spiritually

and physically!’
3

Nicholas, who came to see me today, asserts that the D:rnector
said it is impossible completely to fr'ce the ?)ody' f.ro:ll: un:
necessary tenseness. Aside from being impossible, itis also super
fuous. And yet Paul, from the same remarks ‘of Tortsov, con-
cluded that to relax our muscles is absolut.cly mf:umbcnt on us,
both when we are on the stage, andin ordx.naxy life.

How can these contradictions be rec:l:lcxlecli? .

e after Nicholas, I give his explanation:

:;ssp: ‘li:ma: being, an actor is inevitably supject to muscular
tensity. This will set in whenever he appears in pu.bhc. He c}a;
rid himself of the pressure in his back, and it w1ll go 10
shoulder. Let him chase it away from there and it will ap;z;o;fl
in his diaphragm. Constantly in some place or other there

be pressure. e
‘ll)\mong the nervous people of our generation this muscular

tensity is inescapable. To destroy it completely is impossible,
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but we must struggle with it incessantly. Our method consists
of developing a sort of control; an observer, as it were. This
observer must, under all circumstances, see that at no point shall
there be an extra amount of contraction. This process of self-
observation and removal of unnecessary tenseness should be de-
veloped to the point where it becomes a subconscious, mechan-
ical habit. Nor is that sufficient. It must be a normal habit and a
natural necessity, not only during the quieter parts of your role,
but especially at times of the greatest nervous and physical lift.’

‘What do you mean?’ I exclaimed. ‘That one should not be
tense in moments of excitement?’

‘Not only should you not be tense,” explained Paul, ‘but you

- should make all the greater effort to relax.”

He went on to quote the Director as saying that actors usually
strain themselves in the exciting moments. Therefore, at times
of great stress it is especially necessary to achieve a complete
freeing of the muscles. In fact, in the high moments of a part the
tendency to relax should become more normal than the ten-
dency to contraction.

‘Is that really feasible?’ I asked.

“The Director asserts that it is,” Paul said. ‘He does add that
although it is not possible to get rid of all tenseness at an exciting
point yet one can learn constantly to relax. Let the tenseness
come, he says, if you cannot avoid it. But immediately let your
control step in and remove it.”

Until this control becomes a mechanical habit, it will be
necessary to give a lot of thought to it, and that will detract
from our creative work. Later, this relaxing of the muscles
should become a normal phenomenon. This habit should be
developed daily, constantly, systematically, both during our

exercises at school and at home. It should proceed while we are
going to bed or getting up, dining, walking, working, resting,

in moments of joy and of sorrow. The ‘controller’ of our

L
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muscles must be made part of our physical make-up, our sccqnd
nature. Only then will it cease to interfere thn we are doing
creative work. If we relax our muscles only during special houcr}i
set aside for that purpose, we cannot get results, because su
exercises are not custom-forming, they cannot become uncon=
i echanical habits.

SC‘;‘;SI;:: I showed doubt at the possibilit)" of do,ing what Pa\.xl
had just explained to me, he gave the Pn'cctor s Own experi-
ences as an example. It scems that in his early years of arust;c
activity, muscular tenseness developed in him almost to | C:I
point of cramp—and yet, since he has deYelopcd a mechani
control, he feels the need of relaxing at times of intense nerve
excitement rather than the need to stiffen his muscles.

3
Today I was also called on by Rakhmanov, the Assistant
Director, who is a very agreeable person. He brou.ght me greet-
ings from Tortsov, and said he had been sent to instruct me in
Cises. . . .
sm;;:}l()eirrcctor had said: ‘Kostya can’t be busy while he is lying
there in bed, so let him try out some appropriate way of spend-
ing his time.’
mg'I‘h«‘: exercise consists of lying on my back on a flac, hard sur-
face, such as the floor, and making a note of various groups of
les throughout my body that are unnecessarily tense.
m?;cf:l a cosfraction in my shoulder, neck, shoulder-blade,
d my waist— .
m'Iu'ltllc playca noted should then be immedlatcly'rcl-axcd, :o,nclf
others searched out. I tried to do this simple exercise in front o
Rakhmanov, only instead of on the floor I lay on a soft bed.
Afier T had relaxed the tense muscles and left only such as
seemed necessary to bear the weight of my body I named the

following places:
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‘Both shoulder blades and base of the spinal cord.’ But Rakh-
manov objected. “You should do as small children and animals
do,” he said firmly.

It seems that if you lay an infant, or a cat, on some sand, to
rest or to sleep, and then carefully lift him up, you will find the
imprint of his whole body on the soft surface. But if you make
the very same experiment with a person of our nervous genera-
tion, all you will find on the sand are the marks of his shoulder
blades and rump—whereas all the rest of his body, thanks to
chronic muscle tension, will never touch the sand at all.

In order to make a sculptural imprint on a soft surface, when
we lie down we must rid our bodies of every muscular contrac-
tion. That will give the body a better chance to rest. In lying
this way, you can in half an hour or an hour refresh yourself
more than by a whole night of lying in a constrained position.
No wonder that caravan drivers use this method. They cannot
remain long in the desert, so the time they can give to rest is
limited. Instead of a long rest the same result is brought about
by completely frecing their bodies from muscular tension.

The Assistant Director makes constant use of this method
during his short periods of rest between his day and evening
Occupations. After ten minutes of this kind of rest he feels com-
Pletely refreshed. Without this breathing spell he could not
Possibly do all the work that falls to him.

As soon as Rakhmanov had gone I found our cat and laid
!ﬁm on one of the soft pillows on my sofa. He left a complete
mprint of his body. I decided to learn from him how to rest.

The Director says: ‘An actor, like an infant, must learn every-
ﬂlin.g from the beginning, to look, to walk, to talk, and so on.
*+ . We all know how to do these things in ordinary life. But
Unfortunately, the vast majority of us do them badly. One
feason for this is that any defects show up much more notice-

3bly in the full glare of the footlights, and another is that the
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stage has a bad influence on the general state of. the actor.” Ob-
viously these words of Tortsov apply also to lying 'down. Tha;
is why I now lie on the sofa with the cat. I watch him sleep an
try to imitate the way he does it. But it is no easy matter to lie
so that not one muscle is tense and so that all the parts of your
body touch the surface. I can’t say that it is dlfﬁcult to note this
or that contracted muscle. And it’s no particular !:nck to lo<?sen
it up. But the trouble is that you no sooner get rid of one tight
muscle than another appears, and a third, and so on. Tyc more
you notice them, the more there are of them. For a while I suc-
ceeded in getting rid of tenseness in the region f"f my back anill
neck. I can’t say that this resulted in any fecling of renewe
vigour but it did make clear to me how muc.h. sugerﬂuous,
harmful tenseness we are subject to without realizing it. When
you think of the treacherously cinUaczldng eyebrow of that
in seriously to fear physical tenseness.
ac:d&;s }z:ixl;e;gi?éculty sZems to Pbe that I bccon}e .confused
among a variety of muscular sensations. This multiplies by ten

the number of points of tenseness and also increases the inten- |

sity of each. I end up by not knowing where my hands or head

are.
How tired I am from today’s exercises!

You don’t get any rest from the kind of lying down in which |

I have been indulging.

4

Today Leo stopped by and told me about the drill at school.
Rakhmanov, following the Director’s orders, had d.lc studu‘:nt:1
lie motionless, then take a variety of poses, both horizontal an
verticai, sitting up straight, half sitting, standing, half' standn}:%;
kneeling, crouching, alone, in groups, with chairs, with a ta

or other furniture. In each position they had to make a note of

the tense muscles and name them. Obviously some muscles
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would be tense in each of the poses. But only those directly in-
volved should be allowed to remain contracted, and not any
others in the vicinity. Also one must remember that there are

. various types of tenseness. A muscle which is necessary to hold-
ing a given position may be contracted but only as much as is
necessary to the pose.

All these exercises called for intensified checking up by the
‘controller’. It is not as simple as it sounds. First of all, it requires
a well-trained power of attention, capable of quick adjustment
and able to distinguish among various physical sensations. It is
not easy, in a complicated pose, to know which muscles must
contract, and which should not.

As soon as Leo left, I turned to the cat. It makes no difference
what position I invent for him, whether he is put down head
first, or made to lie on his side or back. He hangs by each of his
Paws in succession and all four at once. Each time it is easy to
see that he bends like a spring for a second, and then, with extra-
ordinary ease, arranges his muscles, loosening up those he does
not need, and holding tense the ones he is using. What amazing
adaptability!

During my session with the cat, who should appear but
Grisha. He was not at all the same person who always argues
With the Director, and he was very interesting in his account of
the classes. In talking about muscle relaxation, and of the neces-
Sary tenseness to hold a pose, Tortsov told a story out of his own
life: in Rome, in 2 private house, he had the opportunity of
Watching an exhibition to test equilibrium, on the part of an
American lady who was interested in the restoration of antique
sculpture, In gathering up broken pieces and putting them to-

8ether she tried to reconstitute the original pose of the statue.
For this work she was obliged to make a thorough study of
Weight in the human body, and to find out, through experi-
ents with her own body, where the centre of gravity lies in

°\
>
‘i‘w
4
<
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any given pose. She acquired a rcmatkabl.c flair for.thc quxck
discovery in herself of those centres which establish equili-
brium. On the occasion described, she was pushed, and flung
about, caused to stumble, put in what seemed to be untc.nab.lc
positions, but in each case she proved herself able to maintain
her balance. Moreover, this lady, with two fingers, was able to !
upset a rather portly gentleman. This also she had learned r
through study of centres of weight. She could find the places .
that threatened the equilibrium of her opponent and overthrow | f;g
him, without any effort, by pushing him in those spots. | &

Tortsov did not learn the secret of her art. Buthe undc.rstood,
from watching her, the importance of centres of gravity. He |
saw to what degree of agility, litheness a_nd adaptability the |
human body can be trained, and that in.dns work the muscles
do what is required by a sense of equilibrium.

b

Today Leo came in to report on the progress of the drill at
school. It seems that some substantial additions to the pro-
gramme were made. The Director insisted that each pose,
whether lying down or standing up, or any ot.:her, should:;;
subject not only to the control of self-observation, but s‘ho
also be based on some imaginative idea, and enhanced by ‘given
circumstances’. When this is done it ceases to be a mere poSC(i
It becomes action. Suppose I raise my hand above my hea

‘If I were standing this way and over me on a high branch

You have only to believe in this fiction and immedi.atcl-}’::
lifeless pose becomes a real, lively act with an actual och.ctlaVa’
to pick the peach. If you just feel the quthfulncss of this :
your intention and subconsciousness will come to youruscl“
Then superfluous tension will disappear. The necessary m

5
Wn

~terference of any conscious technique.

. ventional pose you must give it a foundation, so that it can

~ pose he happened to fall into. Half of his body hung over the
- edge, his face was near the floor, and one arm was stretched out
* in front of him. You felt that he was ill at ease and that he did
- notknow which muscles to flex and which to relax.

~ swathim?!’

- asthey should. His pose had a reason, it was credible.

] lt'Lsed technique!

of making the students conscious of the fact that on the stage,
~ every pose or position of the body, there are three moments:
and say to myself: ‘ Pose taken and with the excitement of doing it in public.
 what should I do to pick it?”
hung a peach, w :
f _"f After Leo left it was the cat’s turn to help me try out these
3 - ©Xercises and get at their meaning.
~ Toput himinto a receptive mood I laid the cat on the bed
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will come into action, and all this will happen without the in-

There should never be any posing on the stage that has no
basis. There is no place for theatrical conventionality in true
creative art, or in any serious art. If it is necessary to use a con-

serve an inner purpose.
Leo then went on to tell about certain exercises which were

done today, and these he proceeded to demonstrate. It was
funny to see his fat figure stretched out on my divan in the first

Suddenly he exclaimed: “There goes a huge fly. Watch me

At the moment he stretched himself towards an imaginary
point to crush the insect and immediately all the parts of his
body, all of his muscles, took their rightful positions and worked

Nature operates a live organism better than our much adver- ?;é
-—

The exercises which the Director used today had the purpose
First: superfluous tenseness which comes necessarily with each new
Second: the mechanical relaxation of that superfluous tension,

under the direction of the ‘controller’,
Third: justification of the poseifitinitself doesnot convince the actor.
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beside me and stroked him. But instead of remaining there he
jumped across me Jdown on to the floor,and stole softly towards
the corner where he apparently sensed a prey.

I followed his every curve with closest attention. To do this
I had to bend myself around and that was difficult because of
my bandaged hand. T made use of my new ‘controller’ of
muscles to test my OWn movements. At first things went well,
only those muscles were flexed that needed to be. That was be-
cause I had a live objective. But the minute I transferred my
attention from the cat to myself, everything changed. My con-
centration evaporatcd, I felt muscle pressure in all sorts of places,
and the muscles which I had to use to hold my pose were tense
almost to the point of spasm. Contiguous muscles also were
unnecessarily involved.

‘Now I'll repeat that same pose,’ said I'to myself. And I did.
But as my real objective was gone the pose was lifeless. In
checking up on the work of my muscles I found that the more
conscious I was in my attitude toward them the more extra
tenseness was introduced and the more difficult it became to
disentangle the superfluous from the necessary use of them.

At this point I interested myself in a dark spot on the floor.
I reached down to feel it, to find out what it was. It turned out
to be a defect in the wood. In making the movement all my

muscles operated naturally and properly—which led me to the
conclusion that a live objective and real action (it can be real or
simaginary as long as it is properly founded on given circum-

 grances in which the actor can truly believe) naturally and uncon-

sciously put nature to work. And it is only nature itself that can Sully
control our muscles, tense them properly or relax them.
6

According to Paul, the Director went on today from fixed
poses to gestures.

L
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The lesson took place in a large room. The students were
lined up, as if for inspection. Tortsov ordered them to raise their
right hands. This they did as one man.

Their arms were slowly raised like the bars at 2 grade cross-
ing. As they did it Rakhmanov felt their muscles and made
comments: ‘Not right, relax your neck and back. Your whole
arm is tense’—and so on.

It would seem that the task given was a simple one. And yet
not one of the students could execute it rightly. They were re-
quired to do a so-called “isolated act’, to use only the group of
muscles involved in movements of the shoulder, and no others,
none in the neck, back, especially not any in the region of the
waist. These often throw the whole body off in the opposite
direction from the raised arm, to compensate for the move-
ment.

These contiguous muscles that contract remind one of broken
keys in a piano, which when you strike one push down several,
blurring the sound of the note you want. It is not astonishing,
t?letefore, that our actions are not clear-cut. They must be clear,
like notes on an instrument. Otherwise the pattern of move-
ments in a role is messy, and both its inner and outer rendering
are bound to be indefinite and inartistic. The more delicate the
fecling, the more it requires precision, clarity and plastic quality
in its physical expression.

Paul went on to say: ‘The impression that remains with me
from today’s lesson is that the Director took us all apart, like so
much machinery, unscrewed, sorted out every little bone, oiled,
reassembled and screwed us all together again. Since that pro-

- cess I feel myself decidedly more supple, agile, and expressive.’

:What else happened?’ I asked.
4 He insisted that when we use an “isolated” group of muscles,
they shoulder, arm, leg, back muscles, all other parts of the

body must remain free and without any- tension. For example:
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in raising one’s arm by the aid of shoulder muscles anci “3:-
tracting such as are necessary to the movement, one must let the
rest of the arm, the elbow, the wrist, the fingers, all these joints,
hang completely limp.’
‘gould I))'ou succeed in doing this?’ I askcd.. e
‘No,’ admitted Paul. ‘But we did get an n.iea’of how it
feel when we shall have worked up to that point.
‘Is it really so difficult?’ I asked, puzzled. i
‘At first, it looks easy. And yet not one of us was able to
the exercise properly. Apparently there is no escape from thco:l::
pletely transforming ourselves if we are to be .adaptcfi to the
mands of our art. Defects that pass in ordinary life bccmTlc
noticeable in the glare of the footlights and they make a definite
impression on the public.’ : ;
1m'?‘he reason is eaI:y to find: life on the stage is sht‘)wn. in small
compass, as in the lens of a camera. People loo!: at it with opera
glasses, the way they examine a miniature Wfth a magn:lflymtg-
glass. Consequently no detail escapes the pu.bhc, not thcuf ghn
est. If these stiff arms are half-waly p;;sab';?hm orfhna:yw 0::; din
the stage they are simply intolerable. hey give 2 W
qualitygto the);mman body, make it lo,ok hke.a maximkmb':‘h;
resulting impression is that the actor’s sc.)ul is like y tﬁb ”
wooden as his arms. If you add to this a stiff back, whic cn.c-
only at the waist and at right angles, you }.mvc a complete pi
ture of a stick. What emotions can such a fnclc reflect? i
Apparently, according to Paul, they der? t succ.e?d at ;rm
today’s lesson, in doing this one simple thing, raising an =
with only the necessary shoulder musc!es. They were justas i
successful in doing similar exercises Wl'th the elbow, v;lnst(,1 w
the various joints of the hand. Each time the who.lc a? ol
came involved. And worst of all they did the exercises o mtips
ing all the parts of the arm in turn, from s.houldcr to .ﬁnger A
and back again. That was only natural. Since they did not s
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. ceedin part they could not succeed in the whole exercise, which
. Wasso much more difficult.

i As a matter of fact Tortsov did not demonstrate these exer-
- cises with the idea that we could do them at once. He was out-
fz lining work which his assistant will do with us in his drill and
\ discipline course. He also showed exercises to do with the neck,
- atall angles, with the back, the waist, legs and so on.

" Later Leo came in. He was good enough to do the exercises
~ that Paul had described, especially the bending and unbending
?f of the back, joint by join, beginning with the top one, at the
- base of the head, and working down. Even that is not so simple.
" I'was only able to sense three places in which I bent my back,
* and yet we have twenty-four vertebrae.

" After Paul and Leo had gone the cat came in. I continued my

~ observation of him in varied and unusual, indescribable poses.

~ When he raises his paw, or unsheathes his claws I have the feel-
. ing that he is using groups of muscles that are especially adapted
~ to that movement. I am not made that way. I cannot even move
- my fourth finger by itself. Both the third and fifth move with
B at.
~ A development and degree of finish in the cultivation of
muscle technique as it exists in some animals is unattainable for
- . No technique can achieve any such perfection in muscle
- control. When this cat pounces on my finger, he instantaneous-
- Y passes from complete repose to lightning motion, which is
hard to follow. Yet what economy of energy! How carefully it
18 apportioned! When preparing to make a movement, to
- Spring, he does not waste any force in superfluous contractions.
~ He saves up all his strength, to throw i at 2 given moment to
i the point where he will need it. That is why his movements are
s ” %0 clear-cut, well-defined and powerful.
To test myself, I began to go through the tiger-like motions
Lhad ysed in playing Othello. By the time I had taken one step

g
—
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all my muscles tightened up and I was forcibly reminded of
just how I felt at the test performance, and realized what my
'main mistake had been at that time. A numb creature, whose
whole body is in the throes of muscular spasms, cannot possibly
feel any freedom on the stage, nor can he have any proper life.
Ifit is difficult to do simple multiplication while holding up one
end of a piano, how much less possible must it be to express the
delicate emotions of a complicated role. What a good lesson
the Director gave us in that test performance, when we did all
the wrong things with complete assurance.
It was a wise and convincing way of proving his point.

8 CHAPTER SEVEN

UNITS AND OBJECTIVES

& 1

en we came into the theatre auditorium today, we
were faced with a large placard, on which were these

.ﬁ;; words: UNITS AND OBJECTIVES.

The Director congratulated us on arriving at a new and im-

- portant stage in our work, explaining what he meant by units,

telling us how a play and a part are divided into their elements.
Everything he said was, as always, clear and interesting. How-
- ever, before I write about that, I want to put dcwn what hap-
p.cned after the lesson was over, because it helped me to appre-
.~ ciate more fully what he had said.
I was invited, for the first time, to dine at the house of Paul’s
: fmdc, the famous actor, Shustov. He asked what we were do-
g at school. Paul told him we had just reached the study of
- units and objectives’. Of course he and his children are familiar
b Wl‘th our technical expressions.
k. Children!” said he laughingly, as the maid set a large turkey
g front of him, ‘Imagine that this is not a turkey but a five-act
3, play, The Inspector General. Can you do away with it in a
E m;:uthﬁﬂ? No; you cannot make a single mouthful either of a
Y OIF turkey or a five-act play. Therefore you must carve it,
. f;:lt, into large pieces, like this . . ." (cutting off the legs, wings,
5 soft parts of the roast and laying them on an empty plate).
w lownm you have the first big divisions. But you cannot swal-
L Weven such chunks. Therefore youmust cut them into smaller
i P‘m, like this . . ." and he disjointed the bird still further.
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‘Now pass your plate,” said Mr. Shustov to the eldest child.
“There’s a big piece for you. That’s the first scene.’

To which the boy, as he passed his plate, quoted the opening
lines of The Inspector General, in a somewhat unsteady bass
voice: ‘Gentlemen, I have called you together, to give you a
highly unpleasant piece of news.’

‘Eugene,’ said Mr. Shustov to his second son, ‘here is the
scene with the Postmaster. And now, Igor and Theodore, here
is the scene between Bobchinski and Dobchinski. You two girls
can do the piece between the Mayor’s wife and daughter.

‘Swallow it,” he ordered, and they threw themselves on their
food, shoving enormous chunks into their mouths, and nearly
choking themselves to death. Whereupon Mr. Shustov warned
them to cut their pieces finer and finer still, if necessary.

“What tough, dry meat,” he exclaimed suddenly to his wife.

‘Give it taste,’ said one of the children, ‘by adding “an inven-
tion of the imagination”.’

‘Or’, said another, passing him the gravy, ‘with a sauce made
of magic ifs. Allow the author to present his “given circum-
stances”.’

‘And here’, added one of the daughters, giving him some
horse radish, ‘is something from the regisseur.’

‘More spice, from the actor himself,” put in one of the boys,
sprinkling pepper on the meat.

‘Some mustard, from a left wing artist?’ said the youngest
girl.

Uncle Shustov cut up his meat in the sauce made of the chil-
dren’s offerings.

“This is good,” he said. ‘Even this shoe leather almost seems to
be meat. That’s what you must do with the bits of your part,
soak them more and more in the sauce of “given circum-

stances”. The drier the part the more sauce you need.’
x k%
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‘: Ileft the Shustovs’ with my head full of ideas about units, As
. S00n as my attention was drawn in this direction I began to

| look for ways of carrying out this new idea.

¥ Asl b?de them good-night, I said to myself: one bit. Going
§ downstalrs' I'was puzzled: should I count each step a unit? The
i :-Shustov.s live on the third floor,—sixty steps—sixty units. On
f.,:gthat l?asu, every step along the sidewalk would have to count.
* Idecided that the whole act of going downstairs was one bit
and walking home another. ’

| How about opening the street-door; should that be one unit
o or sevcrz';l? I decided in favour of several. Therefore, I went
i downstairs—two units; I took hold of the door knob—three; I

‘1
il

- turned it—four; I opened the door—five; I crossed the thres-

| 8 ?}llold-—six; I'shut the door—seven; I relaxed the knob—eight; I

- Went home—nine.

I jostled someone—no, that was an accident, not a unit. I

3t0pped in front of a bookshop. What about that? Should the

"T‘;udmg of each individual title count, or should the general
survey be lumped under one heading? I made up my mind to

; Qll 1t one. Which made my total ter.

- By the time I was home, undressed and reaching for the soap
$0 wash my hands I was counting two hundred and seven. I
Washed my hands—two hundred and eight; I laid down the
"Oap~two hundred and nine; I rinsed the bowl—two hundred
and ten. Finally I got into bed and pulled up the covers—two

!gl‘mdred and sixteen.
")'ni';;lt now what? My head was full of thoughts. Was each a
& If you had to go through a five-act tragedy, like Othello,

t:lthls basis, you would roll up a score of several thousand

. .Y.ou would get all tangled up, so there must be some way
imiting them. But how?

—4—
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2

Today I spoke to the Director about this. His answer was:
‘A certain pilot was asked how he could ever remember, over 2
long stretch, all the minute details of a coast with its turns,
shallows and reefs. He replied: “Iam not concerned with them;
I stick to the channel.” _

‘So an actor must proceed, not by a multitude of details, but
by those important units which, like signals, mark his channel
and keep him in the right creative line. If you had to stage your
departure from the Shustovs’ you would have to say to your-
self: first of all, what am I doing? Your answer—going home—
gives you the key to your main objective.

‘Along the way, however, there were stops. You stood still
at one point and did something else. Therefore looking in the
shop window is an independent unit. Then as you proceeded you
returned to your first unit.

“Finally you reached your room and undressed. This was
another bit. When you lay down and began to think you began

still another unit.
“We have cut your total of units from over two hundred

down to four. These mark your channel.

“Together they create one large objective-—going home.

‘Suppose you are staging the first bit. You are going hom¢
you just walk and walk and do nothing else. Or the second bit
standing in front of the shop window; you just stand and stand-
For the third you wash yourself, and for the fourth you lie and
lie. If you do that your acting will be boring, monotonous-
Your director will insist on a more detailed development of
each bit. This will oblige you to break each unit up into finef

details and reproduce them clearly and minutely. ;
If these finer divisions are still too monotonous you will

have to break them up still further until your walk down ¢

- street reflects the details typical of such an act: meeting friends,

|
o
o

UNITS AND OBJECTIVES 11§

. agreeting, observation of what is going on around you, jostling

~ passers-by and so on.”

1 The Director then discussed the things Paul’s uncle had
. talked about. We exchanged knowing smiles as we remembered
~ the turkey.
_, ;I'tl;lc largefsitn pi<:c::lsl you reduce to medium size, then to small,
- and then to fine, only to
| S y to reverse the process eventually and re-
! ‘Always remember’, he warned, ‘that the division is tem-
. porary. The part and the play must not remain in fragments. A
broken statue, or a slashed canvas, is not a work of art, no mat-
ter how beautiful its parts may be. It is only in the preparation
“ ofa fole that we use small units. During its actual creation they
 fuse into large units. The larger and fewer the divisions, the less
; Z;)lu have to deal with, the easier it is for you to handle the whole
1ole.

‘Actors conquer these larger divisions easily if they are thor-
oughly filled out. Strung along through a pi’ay, the}; ta.k::h:)}:e
Place of buoys to mark the channel. This channel points the true
course of creativeness and makes it possible to avoid the shal-

lows and reefs.

'l:Tnfommatcly many actors dispense with this channel. They
are incapable of dissecting a play and analysing it. Therefore
they find themselves forced to handle a multitude of superficial,
unrelated details, so many that they become confused and lose
all sense of the larger whole.

‘Do not take such actors for your model. Do not break up a
Play more than is necessary, do not use details to guide you. Create a
thannel outlined by large divisions, which have been thoroughly

Worked out and filled down to the last detail.
~ ‘The tcﬁhniquc of division is comparatively simple. You ask
’ ourself: “What is the core of the play—the thing without which it

\‘y‘
il
[t
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cannot exist?” Then you go over the main points withc:ut entering
into detail. Let us say that we are studying Gogol's Inspector
General. What is essential to it?’
“The Inspector General,’ said Vanya.
‘Or rather the episode with Khlestakov,’ correctcd' Paul.
‘Agreed,’ said the Director, ‘but that is not ?uﬁaer.u. Th.erc
must be an appropriate background for. this tragi-comical
occurrence pictured by Gogol. This is furnished by .scoundr;ls
of the type of the Mayor, the superintendents of vanous'pub =
institutions, the pair of gossips, etc. Therefore we are obliged to
conclude that the play could not exist without both Khlestakov
and the naive inhabitants of the town.
“What else is necessary to the play?’ he continued. ]
“Stupid romanticism and the provincial flirts, like the Mayor's
wife who precipitated the engagement of her daughter and up-
set the whole town,” suggested someone.
“The postmaster’s curiosity and Ossip’s sanity, other studcntr:
threw in. “The bribery, theletter, thearrival of therc.al Inspector.
“You have divided the play into its main organic €pisoce>
its largest units. Now draw from each of these units its essen
content and you will have the inner outline of t].lc whole play-
Fach large unit is in turn divided into the medium ands .
parts which, together, compose it. In shaping these divisions 1t
is often necessary to combine several small units. ‘
“You now have a general notion of how to divide a play into
its component units, and how to mark out a channel to gul
you through it,’ said Tortsov in conclusion.

3
“The division of a play into units, to study its structure, has
one purpose,’ explained the Director today. “There is anothe®’

. . . d
far more important, inner reason. At the heart of every unit li

a creative objective.
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‘Each objective is an organic part of the unit or, conversely,
it creates the unit which surrounds it.

‘It is just as impossible to inject extraneous objectives into a
play as it is to put in units which are not related to it, because the
objectives must form a logical and coherent stream. Given this
direct, organic bond, all that has been said about units applies

equally to objectives.’

‘Does that mean’, I asked, ‘that they are also divided up into

~ major and minor steps?’

‘Yes, indeed,’ said he.
“What about the channel?’ I asked.
“The objective will be the light that shows the right way,’

~ explained the Director.

“The mistake most actors make is that they think about

~ the result instead of about the action that must prepare it.
By avoiding action and aiming straight at the result you
~ get a forced product which can lead to nothing but ham
- acting.

“Try to avoid straining after the result. Act with truth, full-

* ness and integrity of purpose. You can develop this type of
~ action by choosing lively objectives. Set yourself some such
. problem now and execute it,” he suggested.

While Maria and I were thinking it over Paul came to us
with the following proposal:

Suppose we are both in love with Maria and have proposed
to her. What would we do?

First we laid out a general scheme and then divided it into

' various units and objectives, each of which, in turn, gave rise to

action. When our activity died down, we threw in fresh sup-

positions, and had new problems to solve. Under the influence
' of this constant pressure we were so wrapped up in what we
| Were doing that we did not notice when the curtain was raised
- and the bare stage appeared.




118 AN ACTOR PREPARES

The Director suggested that we continue our work out there,
which we did, and when we had finished he said:

‘Do you recall one of our first lessons when I asked you to go
out on to the bare stage and act? You did not know what to do
but floundered around helplessly with external forms and
passions? But today, in spite of the bare stage, you felt quite
free and moved around easily. What helped you do this?’

‘Inner, active objectives,” both Paul and I said.

“Yes,” he agreed, ‘because they direct an actor along the right
path and restrain him from false acting. It is the objective that
gives him faith in his right to come on to the stage and stay there.

“‘Unfortunately, today’s experiment was not altogether con-
vincing. The objectives some of you set were chosen for their
own sakes and not because of their inner spring of action. That
results in tricks and showing off. Others took purely external
objectives related to exhibitionism. As for Grisha, his purpose
was, as usual, to let his technique shine. That is just being spec-
tacular, it cannot result in any real stimulus to action. Leo’s ob-
jective was good enough but was too exclusively intellectual
and literary.

‘We find innumerable objectives on the stage and not all of
them are either necessary or good; in fact, many are harmful.
An actor must learn to recognize quality, to avoid the useless,
and to choose essentially right objectives.’

‘How can we know them?’ I asked.

‘I should define right objectives as follows,’ said he:

‘(1) They must be on our side of the footlights. They must be
directed toward the other actors, and not toward the spectators.

“(2) They should be personal yet analogous to those of the
character you are portraying.

‘(3) They must be creative and artistic because their function
should be to fulfil the main purpose of our art: to create the life
of a human soul and render it in artistic form.
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. “(4) They should be real, live, and human, not dead, conven-

' tional, or theatrical.

- '(5) They should be truthful so that you yourself, the actors

. playing with you, and your audience can believe in them.

: *(6) They should have the quality of attracting and moving

. you.

. (7) They must be clear cut and typical of the role you are

~ playing. They must tolerate no vagueness. They must be dis-

. tinctly woven into the fabric of your part.

. ’(8) They should have value and content, to correspond to

' the inner body of your part. They must not be shallow, or skim

~ along the surface.

() They should be active, to push your role ahead and not

~ letitstagnate.

] ‘Let me warn you against a dangerous form of objective,

~ purely motor, which is prevalent in the theatre and leads to

- mechanical performance.

~ ‘We admit three types of objectives: the external or physical,

the inner or psychological, and the rudimentary psychological

e

- Vanya expressed dismay at these big words and the Director

- explained his meaning by an example.

9 ‘Suppose you come into the room,” he began, ‘and greet me,

- 1od your head, shake my hand. That is an ordinary mechanical

-fgéObjective. It has nothing to do with psychology.’

- 'Is that wrong?” broke in Vanya.

- The Director hastened to disabuse him.

~ "Of course you may say how do you do, but you may not

‘;}Ove, suffer, hate or carry out any living, human objective in a

i Pll.rely mechanical way, without experiencing any feeling.

% A different case’, he continued, ‘is holding out your hand

- and trying to express sentiments of love, respect, gratitude
ugh your grasp and the look in your eye. That is how we
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execute an ordinary objective and yet there is a psychological ele-
ment in it, so We, in our jargon, defineitas a rudimentary type.
‘Now here is a third way. Yesterday you and Thad a quarrel.
Iinsulted you publicly. Today, when we meet, I want to go }1p
to you anc}:l, oﬁ'fr my hand, indicating by this gesture that I wish
to apologize, admit that I was wrong and beg you to forget th.c
incident. To stretch out my hand to my enemy of yesterday is
not a simple problem. I will have to think it over catcﬁ.ﬂly, go
through and overcome many emotions before I can do it. That
is what we call a psychological objective. .
‘Another impcp;r{ant p%)int about an objective is that besides
being believable, it should have attraction for the actor, makF
him wish to carry it out. This magnetism is challenge to his
creative will. s
‘Objectives which contain these necessary qualities we call
creative. It is difficult to cull them out. Rehearsals are taken up,
in the main, with the task of finding the right objectives, get-
ting control of them and living with them.’ ke -
The Director turned to Nicholas. ‘What is your objective 1n
that favourite scene of yours from Brand?” he asked.
“To save humanity,” Nicholas replied. .
‘A large purpose!” exclaimed the Director half-laughmglyci
‘It is impossible to grasp it all at once. Don’t you think you ha
better take some simple physical objective?’
‘But is a physical objective—interesting?”
with a shy smile.
‘Interesting to whom?” said the Director.
“To the public.’ .
‘Forget l;bout the public. T}ﬁnvicd;?olrilt yoursc’lf,’ he advised-
‘If vou are interested, the public will follow you. ‘
If.‘yBou.xt I am not intercstl::d in it either,’ pleaded Nicholas. I
should prefer something psychological.’ )
“You will have time enough for that. It is too early to becon

asked Nicholas

UNITS AND OBJECTIVES I21

involved in psychology. For the time being, limit yourself to
what is simple and physical. In every physical objective there is
some psychology and vice versa. You cannot separate them.
. For instance: the psychology of a man about to commit suicide
. is extremely complicated. It is difficult for him to make up his
. mind to go over to the table, take the key from his pocket, open
| the drawer, take out the revolver, load it and put a bullet
. through his head. Those are all physical acts, yet how much
psychology they contain! Perhaps it would be even truer to say
. that they are all complicated psychological acts, yet how much
. of the physical there is in them!

. ‘Now take an example of the simplest sort of bodily action:
. you go up to another person and slap him. Yet, if you are to
* do this with sincerity, think of the intricate psychological sensa-
. tions you must bring to fruition before you act! Take advan-
 tage of the fact that the division between them is vague. Do not
. try to draw too fine a line between physical and spiritual nature.
" Go by your instincts, always leaning a little toward the physical.
~ “Let us agree that, for the present, we will limit ourselves to
- physical objectives. They are easier, more readily available and
" more possible of execution. In doing this you reduce the risk of
falling into false acting.’

4

" The important question today was: how to draw an objec-
~ tive from a unit of work. The method is simple. It consists of
finding the most appropriate name for the unit, one which
Daracterizes its inner essence.

~ “Why all these christenings?”’ asked Grisha, ironically.

~ The Director replied: ‘Have you any conception of what a
 teally good name for a unit represents? It stands for its essential
* Quality. To obtain it you must subject the unit to a process of
Crystallization. For that crystal you find a name.

L
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“The right name, which crystallizes the essence of a unit, discovers
its fundamental objective. . ‘

“To demonstrate this to you in a practical way,’ said he, ‘let
us take the first two units of the scene with the baby’s clothes,
from Brand.

‘Agnes, the wife of Pastor Brand, has lost her only son. In.hcr
grief she is going over his clothing, toys, and other precious
relics. Each object is bathed in tears. Her heart is bursting with
memories. The tragedy was brought about by the fact that
they live in a damp, unhealthy locality. When their c?ﬁld fell
ill, the mother implored the husband to leave the parish. But
Brand, a fanatic, would not sacrifice his duty as pastor for
the salvation of his family. This decision took the life of their
son. .

“The gist of the second unit is: Brand comes in. He, too, is
suffering, on account of Agnes. Yet his conception of duty forces
him to be severe, and to persuade his wife to give the sacred
relics of her little son to a poor gypsy woman, on the ground
that they hinder her from giving herself entirely to the L01:d,
and from carrying out the basic principle of their lives, service
to one’s neighbour.

‘Now sum up these two bits. Find the name for each that
corresponds to its essential quality.’ :

“We see a loving mother, talking to a child’s belongings 3$
though to the child himself, The death of a beloved person 18
the fundamental motive of the unit,’ I said decisively.

“Try to get away from the mother’s grief and to make 3
coherent survey of the major and minor parts of this scenc
«aid the Director. “That is the way to get at its inner meaning:
‘When your feelings and consciousness have mastered it, search
for a word which will embrace the innermost meaning of the
whole unit. This word will spell your objective.’ _

‘I can’t see that there is any difficulty about that,” said Grish

el e e - 5
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‘Surely the name of the first objective is—a mother’s love, and
that of the second—the fanatic’s duty.’
‘In the first place,’ corrected the Director, ‘you are trying to

.~ name the unit and not the objective. Those are two quite differ-
. ent things. Secondly, you should not try to express the meaning of
. your objectives in terms of a noun. That can be used for a unit but
. the objective must always be a verb.’
. We expressed surprise, and the Director said:
~ ‘I'shall help you find the answer. But first execute the objec-
" tives, just described by the nouns—(1) A Mother’s Love, and

(2) The Fanatic’s Duty.’
. Vanya and Sonya undertook this. He put on an angry ex-
~ pression, making his eyes start from their sockets, and stiffening

 his backbone rigidly. He walked across the floor with great

firmness, stamping his heels. He spoke in a harsh voice, he
bristled, hoping to make an impression of power, decision, as
the expression of duty. Sonya made a great effort in the oppo-
site direction, to express tenderness and love ‘in general’.

‘Don’t you find’, asked the Director after watching them,
“that the nouns you used as names for your objectives tend to
make you play the picture of a strong man and the image ofa

~ passion—a mother’s love?

“You show what power and love are but you are not your-
selves power and love. This is because a noun calls forth an in-
tellectual concept of a state of mind, a form, a phenomenon,
but can only define what is presented by an image, without

i

=
i

=

l@ . indicating motion or action. Every objective must carry in itself the

- germof action.’
Grisha started to argue that nouns can be illustrated, de-

i

~ scribed, portrayed, which is action.

~ “Yes,” admitted the Director, ‘that is action, but it is not true,
full integrated action. What you describe is theatrical and repre-
' Sentational, and as such is not art in our sense.’
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Then he went on to explain:
‘If, instead of a noun we use a verb, let us see what happens.
ust add “I wish” or ““I wish to do—so and so”. T
. “Take the word “power” as an example. Put I wish :ln
front of it and you have “I wish power”. But th?,t is too general.
If you introduce something more definitely active, state a ?.:Es-
tion so that it requires an answer, it will push you to some t-'
ful activity to carry out that purpose. Consequently you s;lyi;
“wish to do so and so, to obtain power.’. Or you can P;t it
way: “What must I wish to do to obtain power? \XI’ en you
answer that you will know what action you must take.
‘I wish to be powerful,’ suggested Vanya. .
“The verb “to be” is static. It does not contain the active germ
necessary to an objective.’ e
‘I wish to obtain power,’ ventured Sonya. ‘ .
“That is closer to action,’ said the Director. Unfortlfn:-xtely it
is too general and cannot be executed at once. Try sitting on
this chair and wishing for power, in general. YcTu must have
something more concrete, real, nearer, more poss11?lc to c!o. As
you see, not any verb will do, not any word can give an impe-
tus to full action.’ . .
{ wish to obtain power in order to bring happiness to all
humanity,” suggested someone. . s
‘Thatt}i’s a lovely phrase,’ remarked the I?lrec:tor. But it is
hard to believe in the possibility of its rFalmuon. L il
‘I wish to obtain power to enjoy life, to be gay, to e ol
tinguished, to indulge my desires, to satisfy my ambition,
Grisha said. .
“That is more realistic and easier to carry out but to do it y(:;
must take a series of preparatory steps. You cannot reach suGo
an ultimate goal at once. You will approach it gradually.

’
over those steps and enumerate then.'x. . 8
‘I wish to appear successful and wise in business, to create ¢
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. fidence. I wish to earn the affection of the public, to be ac-

. counted powerful. I wish to distinguish myself, to rise in rank,
. to cause myself to be noticed.’
. The Director went back to the scene from Brand and had
. each of us do a similar exercise. He suggested:
| ‘Suppose all the men put themselves in the position of Brand.
. They will appreciate more readily the psychology of a crusader
~ for an idea. Let the women take the part of Agnes. The delicacy
7 . of feminine and maternal love is closer to them.

~ ‘One, two, three! Let the tournament between the men and
] the women begin!’
" ‘I'wish to obtain power over Agnes in order to persuade her
5_; to make a sacrifice, to save her, to direct her in the right path.’
* These words were hardly out of my mouth beforc the women
* came forward with:
~ ‘I'wish to remember my dead child.’
* ‘I'wish to be near him, to communicate with him.’
~ ‘Twish to care for, to caress, to tend him.”
~ ‘I wish to bring him back! I wish to follow him! I wish to
 feel him near me! I wish to see him with his toys! I wish to call
- him back from the grave! I wish to bring back the past! I wish

o forget the present, to drown my sorrow.”

~ Louder than anyone I heard Maria cry: ‘I wish to be so close
‘0 him that we can never be separated !’

~ ‘In that case,” the men broke in, ‘we shall fight! I wish to
“Make Agnes love me! I wish to draw her to me! I wish to make
hl’ feel that I understand her suffering! I wish to paint for her
s&e great joy that will come from a duty performed. I wish her
- ®understand man’s larger destiny.”

" Then,’ came from the women, ‘I wish to move my husband
- Mrough my grief! I wish him to see my tears.’

- And Maria cried: ‘I wish to take hold of my child more
than ever and never let him go!”
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The men retorted: ‘I wish to instil in her a sense c?f responsi-
bility towards humanity! I wish to threaten bcr w1th. pums}%-
ment and separation! I wish to express despair at the impossi-
bility of our understanding each other!’ "

All during this exchange the verbs provoked tl'loughts an
feelings which were, in turn, inner challenges to action.

‘Every one of the objectives you have chosen is, in a way,
crue, and calls for some degree of action,’ said the Director.
“Those of you who are of a lively temperament might find htd;
to appeal to your emotions in “I wish to remem%)er my dea
child”. You would prefer “Iwish to take hold of him and never
let go”. Of what? Of the things, memories, thou.gh.ts.of the

dead child. Others would be unmoved by that. So it is impor-
tant that an objective have the power to attract and to excite
the actor.

¢ seems to me that you have given the answer to your own
question why it is necessary to usc a verb instead of a noun 11

ing an objective. .
Ch?';;:;gis all f;l)r the present about units and objectives. You will
Jearn more about psychological technique l:at?r, vs.rhcn you hav;
a play and parts which we can actually divide into units an
objectives.’

CHAPTER EIGHT
FAITH AND A SENSE OF TRUTH

I

/ 'FAITH AND A SENSE OF TRUTH’ was inscribed on a large
- A placard on the wall at school today.

- Before our work began we were up on the stage, engaged in
“one of our periodic searches for Maria’s lost purse. Suddenly
- we heard the voice of the Director who, without our knowing
it, had been watching us from the orchestra.

~ “What an excellent frame, for anything you want to present,
~ is provided by the stage and the footlights,’ said he. “You were
entirely sincere in what you were doing. There was a sense of
* truthfulness about it all, and a feeling of believing in all physical
objectives which you set yourselves. They were well defined
| ;‘:'-- clear, and your attention was sharply concentrated. All

~ these necessary elements were operating properly and har-

~ moniously to create—can we say art? No! That was not art.

It was actuality. Therefore repeat what you have just been

doing.’

 _ " We put the purse back where it had been and we began to
~ funt jt. Only this time we did not have to search because the
. Object had already been found once. As a result we accomplished

.
)
B o ne.

“No. I saw neither objectives, activity nor truth, in what you
8id,’ was Tortsov’s criticism. ‘And why? If what you were do-
- 10g the first time was actual fact, why were you not able to re-
- Peat it? One might suppose that to do that much you would
tneed to be an actor, but just an ordinary human being.’

129
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We tried to explain to Tortsov that the first tnnc it was
necessary to find the lost purse, whereas the second time we
knew there was no need for it. As a result we had reality at first
and a false imitation of it the second time.

“Well then, go ahead and play the scene with truth instead of
falseness,” he suggested.

We objectedg,gand said it was not as simple as all that. We
insisted that we should prepare, rehearse, live the scene. . ...

‘Live it?’ the Director exclaimed. ‘But you just did live it!’

Step by step, with the aid of questions and explanation, Tort-
sov led us to the conclusion that there are two kinds of truth
and sense of belief in what you are doing. First, there is the one
that is created automatically and on the plane of actual fact (as in the
case of our search for Maloletkova’s purse when Tortsov first
watched us), and second, there is the scenic type, which is equr'zll'y

truthful but which originates on the plane of imaginative and artistic
fiction. .
“To achieve this latter sense of truth, and to reproduce it in
the scene of searching for the purse, you must use a lever to life
you on to the plane of imaginary life,” the Director explained.
“There you will prepare a ficiion, analogous to v.;hat you havs
just done in reality. Properly envisaged “‘given circumstances
will help you to feel and to create a scenic truth in w}nch'you
can believe while you are on the stage. Consequently, in ordinary
life, truth is what really exists, what a person really knows. W'hereas
on the stage it consists of something that is not actually in existence
but which could happen.’

‘Excuse me, argued Grisha, ‘but I don’t see hmfv there can be
any question of truth in the theatre since everything about it 1;
fictitious, beginning with the very plays of Shakespeare an
ending with the papier miché dagger with which Othello stabs

-msclf.’
. ‘Do not worry too much about that dagger being made of

¥

R S

FAITH AND A SENSE OF TRUTH 129

cardboard instead of steel,’ said Tortsov, in a conciliatory tone.
“You have a perfect right to call it an impostor. But if you go
beyond that, and brand all art as a lie, and all life in the theatre
as unworthy of faith, then you will have to change your point
of view. What counts in the theatre is not the material out of
which Othello’s dagger is made, be it steel or cardboard, but
the inner feeling of the actor who can justify his suicide. What

' is important is how the actor, a human being, would have acted

if the circumstances and conditions which surrounded Othello

' were real and the dagger with which he stabbed himself were
~ metal.

“Of significance to us is: the reality of the inner life of a human

" spirit in a part and a belief in that reality. We are not concerned with
~ the actual naturalistic existence of what surrounds us on the stage, the
. reality of the material world! This is of use to us only in so far as it
. supplies a general background for our feelings.

‘What we mean by fruth in the theatre is the scenic truth

~ which an actor must make use of in his moments of creativeness.
~ Try always to begin by working from the inside, both on the
~ factual and imaginary parts of a play and its setting. Put life into
~ all the imagined circumstances and actions until you have com-

pletely satisfied your sense of truth, and until you have awakened
a sense of faith in the reality of your sensations. This process is
what we call justification of a part.’

As I wished to be absolutely sure of his meaning, I asked
Tortsov to sum up in a few words what he had said. His answer

“Truth on the stage is whatever we can believe in with sincerity,

- Whether in ourselves or in our colleagues. Truth cannot be separated

from belief, nor belief from truth. They cannot exist without

~ each other and without both of them it is impossible to live your

#

~ part, or to create anything. Everything that happens on the

. Stage must be convincing to the actor himself, to his associates
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and to the spectators. It must inspire belief in the possibility,
in real life, of emotions analogous to those being experienced
on the stage by the actor. Each and every moment must be
saturated with a belief in the truthfulness of the emotion felt,
and in the action carried out, by the actor.’

2

The Director began our lesson today by saying: ‘I have ex-
plained to you, in general terms, the part that truth plays in the
creative process. Let us now talk about its opposite.

‘A sense of truth contains within itself a sense of what is un-
true as well. You must have both. But it will be in varying pro-
portions. Some have, let us say, seventy-five per cent. sense of
truth, and only twenty-five per cent. of sense of falseness; or
these proportions reversed; or fifty per cent. of each. Are you
surprised that I differentiate and contrast these two senses? This
is why I do it,” he added, and then, turning to Nicholas, he
said:

“There are actors who, like you, are so strict with themselves
in adhering to truth that they often carry that attitude, without
being conscious of it, to extremes that amount to falseness. You
should not exaggerate your preference for truth and your ab-
horrence of lies, because it tends to make you overplay truth for
its own sake, and that, in itself, is the worst of lies. Therefore
try to be cool and impartial. You need truth, in the theatre, t0
the extent to which you can believe in it.

“You can even get some use from falseness if you are reason-
able in your approach to it. It sets the pitch for you and shows
you what you should not do. Under such conditions a slight
error can be used by an actor to determine the line beyond
which he may not transgress.

“This method of checking up on yourself is absolutely essen”
tial whenever you are engaged in creative activity. Because ©
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the presence of a large audience an actor feels bound, whether

. he wishes to or not, to give out an unnecessary amount of effort

and motions that are supposed to represent feelings. Yet no

f matter what he does, as long as he stands before the footlights,
it seems to him that it is not enough. Consequently we see an
| excess of acting amounting to as much as ninety per cent. That
s Why, during my rehearsals, you will often hear me say, “Cut
~ out ninety per cent.”

‘If you only knew how important is the process of self-study!

It should continue ceasclessly, without the actor even being
- aware of it, and it should test every step he takes. When you
~ point out to him the palpable absurdity of some false action he
 has taken he is more than willing to cut it. But what can he do
- if his own feelings are not able to convince him? Who will
. guarantee that, having rid himself of one lie, another will not
- immediately take its place? No, the approach must be different.
- A grain of truth must be planted under the falsehood, eventually
~ tosupplantit, asa child’s second set of teeth pushes out the first.’

Here the Director was called away, on some business con-

- nected with the theatre, so the students were turned over to the
~ assistant for a period of drill.

When Tortsov returned a short time later, he told us about

 an artist who possessed an extraordinarily fine sense of truth in

Criticizing the work of other actors. Yet when he himself acts,
!Ie completely loses that sense. ‘It is difficult to believe’, said he,
“that it is the same person who at one moment shows such a
keen sense of discrimination between what is true and what is
false in the acting of his colleagues, and at the next will go on

. thestage and himself perpetrate worse mistakes.

. . . ..
~ In his case his sensitiveness to truth and falseness as a spectator

.d as an actor are entirely divorced. This phenomenon is
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3

. we decided to check

We thought of a new game today: we : 9

false:ess in fach other’s actions both on the stage and in ordi
life. . .

m;Zso happened that we were delayed in a corridor because th:l
school stage was not ready. While we were scancilmg Im:u}?c :
Maria suddenly raised a hue and cry because she had los
key. Weall precipitated ourselves into the search for it.

isha began to criticize her. ot '
‘c\;;:;llmar: %caning over,’ said he, ‘and I don't believe there is

ing i find the key.’
is for it. You are doing it for us, not to %
basliisiarpings were duplicated by remarks of Leo, Vassili, Pa:l
and by some of mine, and soon the whole search was at a stanc-
Stil‘lW.Iou silly children! How dare you I the Director cried

0u;-.lis appearance, catching us unawarc in the middle of our

s e
gaf;cé:f;:l:ligz:lwz on the benches along the wall, and you
¢wo’, said he brusquely to Maria and Sonya, ‘walk up and down
thf;zl,l not like that. Can you imagine anyo'nc walgmgt dt:
way? Put your heels in and turn your toes out: Why i::(l) y)(') o
bend your knees? Why don’t you put more s}v;nalin s
hips? Pay attention! Look out for your centres © : LOOk. o
you know how to walk? Why do you stagger
9 s "

yo’lll‘}t: glzrl:lg%:.r they went on the more he scolded them. TII‘II:
more he scolded the less control they had over thcmselv]ﬁhcif
finally reduced them to a state where they sou:ld not t?ddle f
heads from their heels, and came to a standstill in the mi

the hall.
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. When I looked at the Director I was amazed to find that he
. was smothering his laughter behind a handkerchief.
| Thenitdawned on us what he had been doing.
. ‘Are you convinced now’, he asked the two girls, ‘that a
| nagging critic can drive an actor mad and reduce him to a state
. of helplessness? Search for falseness only so far as it helps you to
- find truth. Don’t forget that the carping critic can create more
.~ falsehood on the stage than anyone else because the actor whom
= he is criticizing involuntarily ceases to pursue his right course
~ and exaggerates truth itself to the point of its becoming false.
“What you should develop is a sane, calm, wise, and under-
 standing critic, who is the artist’s best friend. He will not nag
~ you over trifles, but will have his eye on the substance of your
- work.
. “‘Another word of counsel about watching the creative work
. of others. Begin to exercise your sense of truth by looking, first
- of all, for the good points. In studying another’s work limit
- yourself to the role of 2 mirror and say honestly whether or not
' you believe in what you have seen and heard, and point out
~ Pparticularly the moments that were most convincing to you.
- If the theatre-going public were as strict about truthfulness
on the stage as you were here today in real life we poor actors

‘Would never dare show our faces.’
~ ‘Butisn’t the audience severe?’ someone asked.
~ ‘No, indeed. They are not carping, as you were. On the con-

, an audience wishes, above all, to believe everything that
fappens on the stage.’

i.

i 4

. “We have had enough of theory,” said the Director when he
%gan work today. ‘Let us put some of it into practice.” Where-
ipon he called on me and on Vanya to go up on the stage and
lay the exercise of burning the money. ‘You do not get hold
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this exercise because, in the first place, you are anxious to
(l))ilicve a1l of the terrible things I put into the plf)t. But do not
try to do it all at once; proceed bit by bit, helping yogrselves
along by small ¢ruths. Found your actions on the simplest
ossible physical bases. .
g )| shalf gz,vc you neither real nor property money. Work.uillg
with air will compel you to bring back more .detalls, and buth
a better sequence. If every litcle auxiliar}f act is ,executcd truth-
fully, then the whole action will unfold rightly.
I began to count the non-existent bank notes. .
‘f don't believe it,’ said Tortsov, StOPPIIZ me as [ was just
reaching for the money.
“What don’t you believe?’ o
‘You did not even look at the thing you were touf:hlng.
I had looked over to the make-believe piles of 'bxlls, seen no-
thing; merely stretched out my arm and bron‘lght it back. ’
‘If only for the sake of appearance you might press your fin-
gers together s0 that the packet won’t fall from them. Don ¢t
throw it down. Put it down. And who would undo.a packaglc
that way? First £ind the end of the string. No, n'ot like that. It
cannot be done so suddenly. The ends are tucked in carefully, s0
that they do not come loose. It is not easy t0 untangle them;
That's right,” said he approvingly at last. ‘Now count the hun'
 dreds first, there are usually ten of them to a packet. Oh, dear*
How quickly you did all that! Not even the most expert cashlcft
could have counted those crumpled, dirty old bank notes 2
rate! '
suc‘lll\fzw do you see to what extent of realistic detail you must g0 ":
order to convince our physical natures of the truth of what you "
doing on the stage?’
I-ig;: then pr:)gcceded to direct my physical actions, movcmfif;‘s
after movement, second by second, until coherent sequence w

achieved.
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While I was counting the make-believe money I recalled the
exact method and order in which this is done in real life. Then
all the logical details suggested to me by the Director developed
an entirely different attitude on my part toward the air I was
handling as money. It is one thing to move your fingers around
in the empty air. It is quite another to handle dirty, crumpled
notes which you see distinctly in your mind’s eye.

The moment I was convinced of the truth of my physical
actions, I felt perfectly at ease on the stage.

Then, too, I found little additional improvisations cropping
out. I rolled up the string carefully and laid it beside the pile of
notes on the table. That little bit encouraged me, and it led to
many more. For example, before I undertook to count the
packets I tapped them for some time on the table in order to
make neat piles.

“That is what we mean by completely, fully justified physical
action. It is what an artist can place his whole organic faith in,’
Tortsov summed up, and with that he intended to conclude the
work of the day. But Grisha wished to argue.

‘How can you call activity based on thin air physical or
organic?®’

Paul agreed. He maintained that actions concerned with
material, and those concerned with imaginary objects, were
necessarily of two differing types.

“Take the drinking of water,” said he. ‘It develops a whole

~ process of really physical and organic activity: the taking of the
~ liquid into the mouth, the sensation of taste, letting the water

flow back on the tongue and then swallowing it.”
‘Exactly,’ interrupted the Director, ‘all these fine details must

g be repeated even when you have no water, because otherwise

- You will never swallow.’

~ “‘But how can you repeat them’, insisted Grisha, ‘when you

- »:ihﬁVe nothing in your mouth?’
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‘Swallow your saliva, or air! Does it make any Mm:lhcj
asked Tortsov. ‘You will maintain that it is not Fhe same thing
as swallowing water or wine. Agreed. The‘rc is a tcll:ﬂ.'ercn}:.:;
Even so there is a sufficient amount of physical truth in w!
we do, for our purposes.’

b

“Today we shall go on to the second part of the ex;ix';:i?c :;:
did yesterday, and work on it in thc. same way as we did in
first,” said the Director at the begim:lmg clx)fi our'lesson.

“This ch more complicated pro em.”

"Irgl:rles :ar;l:vc shall not be able to solve it,’ I remarked as I
joi ia and Vanya to go up on to the stage. ' "
JOI‘nI\cIi Mharmam a\l:vllll be c}l,one,’ said Tortsov, comfortingly. lI dl:i
not give you this exercise because I thought you could play 1r;
It was rather because by taking something beyond yost;;r pox:; i
you would be able better to undcrstind wlll:at ytzm'Pr ;;t; "
i hat you need to work on. For the A
2?1181:2;;“;:3: isywithin your reach. Crcatl:cdfor m; .tht?tsc-

i i feel the truth in it.

f external, physical action. Let me .
qu‘?gc s:ar: v:ith, ari you able to leave your work for a Whll;
and, in response to your wife’s call, go into the other room an

her give the baby his bath?’ .
wa"tlc'l}:at’c:xit difficult,” said I, getting up and going toward the
ne%forr; indeed,’ said the Director as he stopped nl1c.d ;‘
seems ,to me that it is the very thing you cannot proper Z,’om.
Moreover, you say that to come-on to the stage, into a ni =
and to gooutagain,isancasythingtq do.Ifsoxtlsgla};ko
cause you have just admitted a mass of incoherence an
ical sequence into your action. .

loglcc;csciqup for yourself how many small, almost mlalpczccuPs:
tible, but essential physical movements and truths you have]

| omitted. As an example: before lea
~ occupied with matters of small
~ work of great importance: so

~ mouth? And is it likely that the bab
~ think of lettin

i bathing him? Therefore you must,

1 ‘_. ‘There now,’ said the Director,
“%t in detail and built them all to

- that of going into the next room.’

- MBumerable corrections. This time,

Stupid half-witted pleasure in what he had don
 § Sensing a tragic possibility I rushed forward, and, giving free

| 'Stop! You have taken
While the trail is still hot,

i
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ving the room you were not
consequence. You were doing
rting community accounts, and
 checking funds. How could you drop that so suddenly and rush
-~ out of the room as though you

thought the ceiling was about to
Nothing terrible has occurred. It was only your wife call-
8. Moreover, would you, in real life, have dreamed of going

to see a new-born baby with a lighted cigarette in your
y's mother would even
8 @ man with a cigarette into the room where she
first of all, find a place to

Put your cigarette, leave it here in this room, and then you may

‘you have executed each litle
gether into one large action:
r that my return into the living-room wras subjected to

however, it was because I
ed simplicity and tended to string out every little thing,

1 over-emphasis is also false.
~ Finally we approached the most interesting and dramatic

L. As I came into the room and started towards my work, [

W that Vanya had burned the money to amuse himself, taking

c.

1 L0 my temperament, wallowed in overacting.

the wrong turning,” cried Tortsov,
go over what you have just done.’
ary for me to do was simply to run to
out a burning packet of money. To do

that it was necess

‘} fireplace and snatch
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it, however, I had to plan and push my moron brother-in-law
aside. The Director vf:ras not satisfied that such a wild thrust
could result in death and a catastrophe. s

I was puzzled to know how to produce and to justify such a
harsh act. ‘ '

‘Do you see this slip of paper?’ he asked. ‘I am going to set
fire to it and throw it into this large ash-tray. You go over there
and as soon as you see the flame, run and try to save some of the

aper from burning.’
: IZ&es soon as he lightcd the paper I rushed forward with such
violence that I nearly broke Vanya’s arm on the way.

‘Now can you see whether there is any resemblance between
what you have just done, and your performance before? Just
now we might actually have had a catastrophe. But before it

mere exaggeration.
Wa’sYou mustgr%ot conclude that I recommend breaking arms
and mutilating one another on the stage. What do. wish you to.
realize is that you overlooked a most important circumstance:
which is that money burns instantaneously. Consequently, -1f
ou are to save it you must act instantaneously. This you did
not do. Naturally there was no truth in your actions.’
After a short pause he said: ‘Now let us go on.’ o '
‘Do you mean that we are to do nothing more in this part?
I exclaimed. ‘ 4
“What more do you wish to do?” asked Tortsov: “You save
all that you could and the rest was burnt up.’

‘But the killing?’

“There was no murder,” he said.

‘Do you mean there was no one killed?’ I asked.

“Well, of course, there was. But for the person whose part
you were playing, no murder exists. You are so depressed bl):
the loss of the money that you are not even aware that yo

knocked the half-witted brother down. If you realized that, yor
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would probably not be rooted to the spot, but would be rushing

help to the dying man.’
Now we came to the most difficult point for me. I was to

- stand as though turned to stone, in a state of ‘tragic inaction’. I

went all cold inside, and even I realized that I was overacting.

“Yes, there they all are, the old, old, familiar clichés that date
back to our ancestors,’ said Tortsov.

‘How can you recognize them?’ I asked.

‘Eyes starting with horror. The tragic mopping of the brow.
‘Holding the head in both hands. Running all five fingers
through the hair. Pressing the hand to the heart. Any one of

them is at least three hundred years old.

- ‘Let us clear away all of that rubbish. Clean out all of that
play with your forehead, your heart and your hair. Give me,
ven if it is very slight, some action that has belief in it.’

‘How can I give you movement when I am supposed to be in

~ astate of dramatic inaction?’ I asked.
% “What do you think?’ he countered. ‘Can there be activity in

matic or any other inaction? If there is, of what does it

"~ consist?’

~ That question made me dig into my memory and try to re-

~ @ll what a person would be doing during a period of dramatic

action. Tortsov reminded me of some passages in My Life in

and added an incident of which he had personal knowledge.

‘ 5\‘ ‘It was necessary’, he countered, ‘to break the news of her
~ Ausband’s death to a2 woman. After a long and careful prepara-
- fion [ finally pronounced the fateful words. The poor woman

¥3s stunned. Yet on her face there was none of that tragic ex-
tession which actors like to show on the stage. The complete
9sence of expression on her face, almost deathly in its extreme
imobility, was what was so impressive. It was necessary to
d completely motionless beside her for more than ten
Rutes in order not to interrupt the process going on within

i
43
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her. At last T made a movement that brought her out of her
stupor. Whereupon she fainted dead away. . ak
‘A long time afterwards, when it became possible to speak to
her about the past, she was asked what went through her mind
in those minutes of tragic immobility. It seems that a few mo-
ments before receiving the news of h}llsl death sl;: was prc};l)anv:;gs
o out to do some shopping for him. . . . But smnce he "
s)cagd she must do something else. What should it b'c? In think-
ing about her occupations, past and present, her mind ran over
the memories of her life up to the impasse of the actu.a.l moment,
with its great question mark. She became unconscious from a
lete helplessness. »
Sﬂ:;cﬁ:l:n;gu will fgree that those ten minutes of tragic in-
action were full enough of activity. Just dur,xk of compressing
all of your past life into ten short minutes. In't th:’;t action?

‘Of course it is,’ I agreed, ‘butitisnot physical. ‘ )

‘Very well,’ said Tortsov. “Perhaps it isn’t physical. We nee
not think too deeply about labels or try to be too concxs}cl. Ili
every physical act there is a psychological element and a physt
cal one in every psychological act.’

The later scenes where I am roused from.my stupor apd ;ry
to revive my brother-in-law proved to be mﬁmtc!y easier for
me to play than that immobility with its psychologlc:.;l actlvllt)’t

‘Now we should go over what we have learned in our 350
ewo lessons,” said the Director. ‘Because young people are :)t
impatient, they seek to grab the whole inner truth of a play

once and believe in 1t.
ar?Sl;tz it is impossible to take control of the whole at onf:;
we must break it up and absorb each piece separately. T o aftlit’
at the essential truth of each bit and to be able to believe 11: 3
we must follow the same procedure we usec.l in <.:hoos1nigar ¢
units and objectives. When you cannot believe in the rciﬁﬂ’
action you must reduce it to smaller and smaller propo
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- until you can believe in it. Don’t think that this is a2 mean ac-

. complishment. It is tremendous. You have not been wasting the

- time you have spent, both in my classes and in Rakhmanov’s

. drills, in centring attention on small physical actions. Perhaps

~ you do not even yet realize that from believing in the truth of

- one small action an actor can come to feel himself in his part

~ and to have faith in the reality of a whole play.

. ‘Icould quote innumerable instances which have occurred in

. my own experience, where there has been something unex-

~ pected injected into the stale, routine acting of a play. A chair

~ falls over, an actress drops her handkerchief and it must be

. picked up, or the business is suddenly altered. These things

"; necessarily call for small but real actions because they are in-

~ trusions emanating from real life. Just as a breath of fresh air

- will clear the atmosphere in a stuffy room these real actions can

~ put life into stereotyped acting. It can remind an actor of the

- true pitch which he has lost. It has the power to produce an

- inner impetus and it can turn a whole scene down a more

! ;, path.

~ ‘On the other hand we cannot leave things to chance. It is

~ important for an actor to know how to proceed under ordinary

- circumstances. When a whole act is too large to handle, break
f up. If one detail is not sufficient to convince you of the truth

- of what you are doing, add others to it, until you have achieved

- the greater sphere of action which does convince you.

- “Asense of measure will also help you here.

- Ttis to these simple but important truths that we have dedi-

 Cated our work in recent lessons.’

6

Arst time in a number of years, to a place in the country where
1 used to spend my vacations. The house where I boarded was
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some distance from the railway station. A short cut to it led
through a ravine, past some bechives and a wood. In the old
days I came and went so often by this shorter route that I made
a beaten track. Later this was all overgrown with tall grass. This
summer I went through again. At first it was not so easy to find
the path. I often lost my direction and came out on to a main
high road, which was full of ruts and holes, because of heavy
traffic. Incidentally it would have led me in the opposite direc-
tion from the station. So I was obliged to retrace my steps and
hunt for the short cut. I was guided by old memories of familiar
landmarks, trees, stumps, little rises and falls in the path. These
recollections took shape and directed my search. Finally I
worked out the right line and was able to go and come to the
station along it. As I had to go to town frequently I made use of
the short cut almost daily and it soon became a distinct path
again.

‘During our last few lessons we have been blocking out a line
of physical actions in the exercise of the burned money. It is
somewhat analogous to my path in the country. We recognize
it in real life but we have to tread it down all over again on the
stage.

“The straight line for you is also overgrown with bad habits
which threaten to turn you aside at every step and mislead you
on to the rutted and worn highway of stereotyped mechanical
acting: To avoid this you must do as I did and establish the
right direction by laying down a series of physical actions. These
you must tread down until you have permanently fixed the
true path of your role. Now go up on to the stage and repeab
several times, the detailed pbysical actions that we worked 0¢
last time. }

‘Mind you, only physical actions, physical truths, and phy”
cal belief in them! Nothing more!’

We played the exercise through.
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t of executing a
rruption?’ asked
1€ separate moments are flowing, as they
rger periods and creati i

1 Creating a continuous current of

Sy *
D : .
id you notice any new sensations as a resul

- whole sequence of physi i

L physical acts with i

~ Tortsov. If you did, the s e i
3 Should, intO la
~ truth.

- Testit by playing the whole exerci inni
| f@ev“e;al ffiﬁms, using Just the physical acst‘:(f;:.r’n G
| deb ollowed l.uS Instructions and really did feel that the de-
ed bits dovetailed into one continuing whole. This sequen
Wa strcngt'hened by each repetition and the action had t}? fe (l:e
ng of pushing forward, with increasing momentum Sl
&z‘: ;ve repeated the exercise I kept making one mis.take which
: o(;xsgtl:t toIdcscnbe in detail. Each time I left the scene and
-k g(::f ceased to play. The consequence was that the
i it Ir)ny Physmal acuon was interrupted. And it
i Sheulczlen lnterruptcd: Neither on the stage nor even
k. lifegof hc; an actor admit such breaks in the continuity
e s part. It causes blanks. These in turn become
3 with thoughts and feelings which are extraneous to the

T‘If You are unaccusto .
- e med to playing f :
3ge,” said the Director, ‘at ] playing tor yourself while off

east confine your thoughts to what
: aﬁ:}’;on you are portraying would be doing if he were place?i
., 8ous circumstances. This will help to keep you in the

Aeﬁ: n.mking certain corrections, and after we had gone over
- SXCIClse several more times, he asked me: ‘Do you realize
g you havet;uclceeded in establishing, in a solid and perman-
3 mﬂnn.et, ¢ long sequence of individual

& P!lynca.l action of this exercise? R
;Ofa ltiontmuous sc’:;ucx}cc we call, in our theatre Jjargon, “the
o llman body - Itis made up, as you have seen, of living
{ acuons, motivated by an inner sense of truth, and a




144 AN ACTOR PREPARES

ief i is doi his life of the human body in
lief in what the actor is doing. T :
::io(l:c 1? no small matter. Itis one halfof' the image to be created,
although not the more important half.

7
After we had gone over the same exercise once more the
i id: |
Dl‘l';c;:: rat you have created the body of the role we anhllashgt:ls
to think about the next, even more important, step, W.
tion of the human soul in the part. o '
thS;Z:'zuz:’llny‘fthis has already happened inside of you, :n:llllct)lt::
wing i i hen you execute
kn it. The proof is that w ' e
;ﬁ;srical‘;ctions in the scene just now you did not do it in a dry,
formal way, but with inner conviction.

i this change brought about?’ ‘
‘}Iiozv n:vtzsral way: fecausc the bond between body and soul

is indivisible. The life of the one gl‘\:ls life t;a:h:n oi;h:; sl:.‘)\;erz
i , except simply mechani ones,

P?Z::ﬁ;d C:nscgucntly we have both an inner and outer Ehlfz
i.;x every role, inter-laced. A common objectn'rc makes

akin to one another and strengthens their bonfls. "

The Director had me go over the scene with th;;f:t;lezl;c Al

ing it I happened to look at Vanya, my : e’s hur d

{a:rcis ;::fhtz,gand for the first time I asked myself: wélyolz g:

for ever hanging around me? At this point : fele I cou.! rlla iy
on until I had clarified my relations with this brother-in-

mi'lIl';l.is is what I, with the Director’s help, concocted as a bas¥

- bw
for the relationship: the beauty am.i health ?f rlr:y v:nf:l h;:) o
bought at the price of the deformity of this, her '

an
At their birth an emergency opcrationtllzlad totl;:: performed
the boy’s life was jeopardized to save the mother Sy
gi:l. T)iley all survived, but the boy became a half-wi
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* hunchback. This shadow has always lain on the family and
 made itself felt. This invention quite changed my attitude to-
‘ wards the unfortunate moron. I was filled with a sincere feeling
~ of tenderness for him and even some remorse for the past.

" This gave life at once to the scene of the unhappy creature
~ getting some Joy out of the burning of the bank notes, Out of
~ pity for him I did silly things to amuse him, [ tapped the packets
" on the table, made comic gestures and faces as I threw the
- coloured wrappers off them into the fire. Vanya responded to

these improvisations and reacted well to them. His sensitiveness
tigated me to go on with more of the same type of inven-
tions. A wholly new scene was created; it was lively, warm and

N

any There was an instant response to it from the audience. This
 was encouraging and drove us on. Then came the moment to
g0 into the next room. To whom? To my wife? Who is she?
?‘nd there was another question to be solved. I could not go on
- until I knew all about this person to whom I am supposed to be
‘ married, My story about her was extremely sentimental. Never-

Iy

and her baby

~ theless I really fele that if the circumstances had been what I
| gined them to be, then this wife and child would have been
nitely dear to me.

In all this new life imagined for an exercise our old methods
Ot playing it seemed unworthy.

.~ Howeasyand pleasant it was for me to watch the baby in his
g ath] Now I did not need to be reminded about the lighted
- Sgarette. I took great care to put it out before I left the living-

~ My return ¢o the table with the money is now both clear and

e » This is work that I am doing for my wife, my child,

d the unfortunate hunchback.

The burning of the money acquired a totally different as

WIneeded 1o say to myself was: what should I do if this really
PPened? I am horror-stricken at the prospect of my future;

>Cese
s
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public opinion will brand me not only as a thief, but also as the

murderer of my own brother-in-law. Moreover, I shall be
looked upon as an infanticide! No one can restore me in the
eyes of the public. Nor do I even know what my wife will
think of me after my having killed her brother.

All during these conjectures it was absolutely necessary for
me to remain motionless, but my immobility was full of
action.

The next scene, the attempt to revive the dead boy, went off
quite by itself. This was natural, in view of my new attitude
towards him.

Now the exercise, which had become rather a bore to me,
aroused lively sensations. The method of creating both the
physical and the spiritual life of a part seemed remarkable. I did
feel, however, that the whole basis of the success of this method
lay in the magic ifs and given circumstances. It was they that
produced the inner impulse in me, not the creation of physical

details. Why would it not be simpler to work straight from
them, instead of putting so much time on physical objectives?

I asked the Director about this, and he agreed.

‘Of course,” he said, ‘and that is what I proposed that you
should do over a month ago when you first played this exercise.

‘But then it was difficult for me to arouse my imagination
and make it active,’ I remarked.

“Yes, and now it is wide awake. You find it easy not only t0
invent fictions but to live them, to feel their reality. Why has
that change taken place? Because at first you planted the seeds
of your imagination in barren ground. External contortions
physical tenseness and incorrect physical life are bad soil i#
which to grow truth and feeling. Now you have a correct
physical life. Your belief in it is based on the feclings of your

own nature. You no longer do your imagining in the air 0f n3

space, or in general. It is no longer abstract. We gladly turn "
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- real physical acti il
ke l?rnz;]r_ld our belief in them because they are

‘W . .
e use the conscious technique of creating the physical body

of a role and by its aid achi
R o eve th i
E life of the spirit of a role.’ e

of the subconscious

8

In - . . .

\ lmuaiggﬁu:i:;‘icszptgon of his method the Director il-
' mavelling, >4y By an anzlogy between acting and
‘Have you ever made 2 long i

P ong journey?’ he b ¢

il ng journey:” he began. ‘If so,
& whatrezaufth; many successive changes that take place b(;di’(zrli
r} you feel and what you see. It is just the same on the stage.

:::;Zn in newdand different situations, moods, imaginative sur-
k- gs, anc the externals of production. The actor comes
; Aclzlor:}tlact wx.th new people and shares their life.
. 51 v{hl]c his line of physical actions s leading him
R hf camtl: m; and outs of the play. His path is so well built
- i ot be l'cd astray. Yet it is not the path itself that ap-
R de artist in him. His interest lies in the inner circum-
i tha: 4 ::::;;Tlom gf life to which the play has led him. He
2 : and 1maginative surr ings in hi
’.; TﬁlfiAthe fech.ngs which they arouse in him.oumhngs Ehatx
e ﬂmrilt:srs’ hlse travellers, find many different ways of going to
. tnation: there are those who really, physically, experi-
R d::li' tpi,m' those who reproduce its external fon;u, those
' ck themselves with stock tricks and do their acting as
k- ; 1t were a trade, some who make 2 literary, dry lecture
» art, and those who use the part to show themselves off to
vy tage before their admirers,
4. OW can you prevent yourself from going in the wrong

Q1
A =

on? At every junction you should have a well trained,
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attentive, disciplined signal man. He is your sense of truth which
co-operates with your sense of faith in what you are doing, to keep you
ight track. i
- :;l;l:ihctxt question is: what material do we use for building
Ou‘rAt:af‘;l:s?t it would seem that we could not do better than to
use real emotions. Yet things of the spirit are not suf.ﬁaently
substantial. That is why we have recourse to physical action.
‘However, what is more important than the actions them-
selves is their truth and our belief in them. T}.xe reason is: T;’her-
ever you have truth and belief, you have feeling and ex?cncnf:cci;
You can test this by executing even the sTnallcst act in '“"hll
you really believe and yo;wivlﬂl find that instantly, intuitively
ally, an emotion will arise.
an#fcﬂ; mzments, no matter how short th.cy may be, are much
to be appreciated. They are of greater s.igmﬁcance on the stziigc.
both in the quieter parts of a play and in places where you live
through high tragedy and drama. You have not far'to g(;1 to
find an example of this: what were you occul?lcd with whcg
you were playing the second half of that exercise? You rus .ed
to the fireplace and pulled out a packet of bank notes: you tnhea :
to revive the moron, you ran to save the &omg chxld. T. :
is the framework of your simple physical actions, m'31dc 1;
which you naturally and logically constructed the physical life
of your part. N .
‘Here is another example: » e
‘I;lcith what was LadyPMacbeth occupied at the culmmatmgt
point of her tragedy? The simple physical act of washing a spo
her hand.’ .
Ofg:rzdgim broke in because he was not willing to bch.t::
‘that a great writer like Shakespeare would create a masterp! i
in order to have his heroine wash her hands or perform som

similar natural act’.

.
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 ‘Whata disillusion indeed,” said the Director ironically. ‘Not
~ to have thought about tragedy! How could he have passed up
~ all of an actor’s tenseness, exertion, “pathos”, and “inspira- |
~ tion”! How hard to give up all the marvellous bag of tricks and
limit oneself to litele physical movements, small truths, and a
sincere beliefin their reality! \
* ‘In time you will learn that such a concentration is necessary
a you are to possess real feelings. You will come to know that
in real life also many of the great moments of emotion are sig-
* nalized by some ordinary, small, natural movement. Does that
astonish you? Let me remind you of the sad moments attendant
- on the illness and approaching death of someone dear to you.
' ‘With what is the close friend or wife of the dying man occu-
- Pied? Preserving quiet in the room, carrying out the doctor’s
orders, taking the temperature, applying compresses. All these
t actionstakeonacriticalimportanccmastrugglewithdeath.
We artists must realize the truth that even small physical
vements, when injected into “given circamstances”, acquire
t significance through their influence on emotion. The
al wiping off of the blood had helped Lady Macbeth to exe-
~ Guite her ambitious designs. It is not by chance that all through
- fier monologue you find in her memory the spot of blood re-
“@lled in connection with the murder of Duncan. A small,
‘ act acquires an enormous inner meaning; the great
1»3"»;," struggle seeks an outlet in such an external act.
~ 'Why is this mutual bond all-important to us in our artistic
ique? Why do I lay such exceptional stress on this elemen-
method of affecting our feelings?
1fyou tell an actor that his role is full of psychological action,
- H3gic depths, he will immediately begin to contort himself,
“48gerate his passion, “tear it to tatters”, dig around in his
Oul and do violence to his feelings. But if you give him some
imple physical problem to solve and wrap it up in interesting,

i
1
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affecting conditions, he will set about carrying it out without
alarming himself or even thinking too deeply whether what he
is doing will result in psychology, tragedy or drarr-xa. .

‘By approaching emotion in this way you avoid all wolenf:e
and your result is natural, intuitive, and complete. In the writ-
ings of great poets even the simplest acts are su?rounded by im-
portant attendant conditions and in them lie hidden all manner
of baits to excite our feelings. :

“There is another simple and practical reason for approaching
delicate emotional experiences and strong tragic mOMENs
through the truth of physical actions. To reach the great tragic
heights an actor must stretch his creative power to the utmost.
That is difficult in the extreme. How can he reach the needefl
state if he lacks a natural summons to his will? This state is
brought about only by creative fervour, and that you cannot
easily force. If you use unnatural means you are apt to g0 off in
some false direction, and indulge in theatrical instead of in genu-
ine emotion. The easy way is familiar, habitual and mechanical.

is the line of least resistance.

g “To avoid that error you must have hold of somet%xing' sub-
stantial, tangible. The significance of physical acts in highly
tragic or dramatic moments is emphasized by the fiact that the
simpler they are, the easier itis to grasp them, the easier to allow
them to lead you to your true objective, away from the tempta-
tion of mechanical acting. .
‘Come to the tragic part of a role without any nervous twin-
ges, without breathlessness and violence and above all, not sud-
denly. Arrive gradually, and logically, by carrying out c.:or_rcctliZ’1
your sequence of external physical actions, anc} by bchcvmgch
them. When you will have perfected this techmguc of approac
to your feelings, your attitude towards the tragic moments
change entirely, and you will cease to be alarmed by them.
“The approach to drama and tragedy, or to comedy 3¢
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- vaudeville, differs only in the given circumstances which sur-
' round the actions of the person you are portraying. In the cir-
‘cumstances lie the main power and meaning of these actions.
- Consequently, when you are called upon to experience a tra-
' gedy do not think about your emotions at all. Think about
‘what you have to do.’

~ When Tortsov had finished speaking there was silence for a
few moments until Grisha, ready asalways to argue, broke in:

. ‘But I think that artists do not ride around on the earth. In
‘my opinion they fly around above the clouds.’

~ I like your comparison,” said Tortsov with a slight smile.
“We shall go into that a little later.”

9

‘ At today’s lesson I was thoroughly convinced of the effec-
tiveness of our method of psycho-technique. Moreover, I was
~ deeply moved by secing it in operation. One of our classmates,
- Dasha, played a scene from Brand, the one with the abandoned
' ild. The gist of it is that a girl comes home to find that some-
- one has left a child on her doorstep. At first she is upset, butin a
~ moment or two she decides to adopt it. But the sickly little
~ Creature expires in her arms.

- The reason why Dasha is so drawn to scenes of this sort, with
~ children, is that not long ago she lost a child, born out of wed-
i ' k. This was told to me in confidence, as a rumour. But after
- Seeing her play the scene today no doubt remains in my mind
~ about the truth of the story. All during her acting the tears were
~ Coursing down her cheeks and her tenderness completely trans-
 formed for us the stick of wood she was holding into a living

L hby We could feel it inside the cloth that swaddled it. When

- We reached the moment of the infant’s death the Director called

halt for fear of the consequences to Dasha’s too deeply stirred
notions.

i
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'We all had tears in our eyes. = .
Why go into an examination of lives, objectives, and physical
actions when we could see life itself in her face? e
“There you see what inspiration can create, said Tortsov
with delight. ‘Itneedsno technique; it operates strictly according
to the laws of our art because they were laid down by Nature
herself. But you cannot count on such a phenomenon every
day. On some other occasion they might not work and
then...’
‘Oh, yes, indeed they would,” said Da.sha ol
Whereupon, as though she were afraid that her.msplrauo:
would wane she began to repeat the scene she had just played.
At first Tortsov was inclined to protect her young nervous sys;
tem by stopping her, but it was not long before she stoppe
herself, as she was quite unable to do anything. ‘
“What are you going to do about it?” asked 'I.'ortsov. You
know that the manager who engages you for his company 1s
going to insist that you play not only the ﬁrst but all the suf:ﬁ
ceeding performances equally wcll.‘ ,Othcrwmc the play w1
have a successful opening and then fail. 2
‘No. All T have to do is to feel and then I can play well," sal
D%;l::tn understand that you want to get straight to ‘your cn:ﬂo:i
tions. OF course that's fine. It would be wonderful if we co
achieve a permanent method of repeating successful emotio :
experiences. But feelings cannot be fixed. They run .t:hrou(g)t
your fingers like water. That is why, whether you like itor r:n '
it is necessary to find more substantial means of affecting
ishing your emotions. .
es%zl:s};frgl)l:scn enthusiast brushed aside any suggcsuox:ll d:}::
she used physical means in creative work. She went over e
possiblc approaches: small units, inner ob_]ecuvcfs, una%m X
inventions. None of them was sufficiently attractive to het-
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 matter where she turned, or how hard she tried to avoid it, in
the end she was driven to accept the physical basis and Tortsov
helped to direct her. He did not try to find new physical actions
- for her. His efforts were to lead her back to her own actions,
~ which she had used intuitively and brilliantly.
This time she played well, and there was both truth and be-
- liefin her acting. Yet it could not be compared to her first per-
~ formance.
The Director then said to her:
‘You played beautifully, but not the same scene. You changed
2 . your objective. I asked you to play the scene with a real live
~ baby, and you have given me one with an inert stick of wood
~ wrapped in a tablecloth. All of your actions were adjusted to
~ that. You handled the stick of wood skilfully, but a living child
- would necessitate a wealth of detailed movements which you
- quite omitted this time. The first time, before you swaddled the
make-believe baby, you spread out its little arms and legs, you
really felt them, you kissed them lovingly, you murmured
tender words to it, you smiled at it through your tears. It was
truly touching. But just now you left out all these important
details. Naturally, because a stick of wood has neither arms nor

B legs.
 ‘“The other time, when you wrapped the cloth around its
head you were very careful not to let it press on the baby’s
- cheeks. After he was all bundled up you watched over him,
~ with pride and joy.

- ‘Now try to correct your mistake. Repeat the scene with a
- baby, nota stick.’

~ After a great deal of effort Dasha was finally able to recall
- Consciously what she had felt unconsciously the first time she

i Played the scene. Once she believed in the child her tears came

ﬁ‘&ly. When she had finished playing the Director praised her
: ' Work as an effective example of what he had just been teaching.

!
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But I was still disillusioned and insisted that Dasha had not suc-
ceeded in moving us after that first burst of feeling.

‘Never mind,’ said he, ‘once the ground is prepared and an
actor’s feelings begin to rise he will stir his audience as soon as
he finds an appropriate outlet for them in some imaginative
suggestion.

‘I do not want to wound Dasha’s young nerves but suppose
that she had had a lovely baby of her own. She was passionately
devoted to him, and suddenly, when only a few months old, he
died. Nothing in the world can give her any solace, until sud-
denly fate takes pity on her and she finds, on her doorstep, a
baby even more lovely than her own.”

The shot went home. He had barely finished speaking when
Dasha began to sob over the stick of wood with twice as much
feeling as even the very first time.

I hurried to Tortsov to explain to him that he had acciden-
tally hit upon her own tragic story. He was horrified, and
started towards the stage to stop the scene, but he was spell-
bound by her playing and could not bring himself to interrupt
her. .

Afterwards I went over to speak to him. ‘Isn’t it true’, I said,
‘that this time Dasha was experiencing her own actual personal
tragedy? In that case you cannot ascribe her success to any
technique, or creative art. It was just an accidental com(.:xdencc.

‘Now you tell me whether what she did the first time was
art?’ countered Tortsov.

‘Of course it was,” I admitted.

‘“Why?’

‘Because she intuitively recalled her personal tragedy and was
moved by it,’ I explained.

“Then the trouble seems to lie in the fact that I suggested 2
new if to her instead of her finding it herself? I cannot see any
real difference’, he went on, ‘between an actor’s reviving his
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~ own memories by himself and his doing it with the aid of an-
~ other person. What is important is that the memory should re-
~ tain these feelings, and, given a certain stimulus, bring them
~ back! Then you cannot help believing in them with your whole
- body and soul.’

~ ‘Tagree to that,’ I argued, ‘yet I'still think that Dasha was not
~ moved by any scheme of physical actions but by the suggestion
~ that you made to her.’

. ‘I do not for a moment deny that,” broke in the Director.
‘Everything depends on imaginative suggestion. But you must

B
ik

* know just when to introduce it. Suppose you go to Dasha and

: ‘ask her whether she would have been touched by my sugges-

~ tion if T had made it sooner than I did, when she was playing
~ the scene the second time, wrapping up the stick of wood with-
~ outany display of feeling at all, before she felt the foundling’s
~ little arms and legs, and kissed them, before the transformation
{ had taken place in her own mind and the stick had been re-
* placed by a lovely, living child. I am convinced that at that
~ point the suggestion that that stick with a grimy rag around it
- Was her little boy would only have wounded her sensibilities,
- To be sure she might have wept over the coincidence between
- my suggestion and the tragedy in her own life. But that weep-
- ing for one who is gone is not the weeping called for in this
* Particular scene where sorrow for what s lost is replaced by joy
* in what is found. :
~‘Morcover, I believe that Dasha would have been repelled by
the wooden stick and tried to get away from it. Her tears would
have flowed freely, but quite away from the property baby,
- and they would have been prompted by her memories of her
i dead child, which is not what we needed nor what she gave us
~ the first time she played the scene. It was only after she made

& the mental picture of the child that she could weep over it again
~ she had at first.

N




156 AN ACTOR PREPARES

‘I was able to guess the right moment and throw in the sug-
gestion that happened to coincide with her most touching
memories. The result was deeply moving.’

There was, however, one more point I wanted to press, so |
asked:

“Wasn't Dasha really in a state of hallucination while she was
acting?’

‘Certainly not,” said the Director emphatically. “What hap-
pened was not that she believed in the actual transformation of
a wooden stick into a living child, but in the possibility of the
occurrence of the play, which, if it happened to her in real life,
would be her salvation. She believed in her own maternal ac-
tions, love, and all the circumstances surrounding her.

‘So you realize that this method of approach to emotions is
valuable not only when you create a role but when you wish to
relive a part already created. It gives you the means to recall
sensations previously experienced. If it were not for them the
inspired moments of an actor’s playing would flash before us
once and then disappear for ever.’

10

Our lesson today was taken up by testing the sense of truth of
various students. The first to be called on was Grisha. He was
asked to play anything at all he liked. So he chose his usual
partner, Sonya, and when they had finished the Director said:
“What you have just done was correct and admirable from your
own point of view, which is that of exceedingly clever tech-
nicians, interested only in the external perfection of a perform-
ance.

‘But my feelings could not go along with you, because what
I look for in art is something natural, something organically
creative, that can put human life into an inert role.

“Your make-believe truth helps you to represent images and

SR
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| passions. My kind of truth helps to create the i mse
. ; images themsel
~ and to stir real passions. The difference between you: art a:;

. mineis the same as between the two words seem and be. I must

g have wc-.l truth. You are satisfied with its appearance. I must have
g true !:chcf. .You are willing to be limited to the confidence your
2 pt?bhc has in you. As they look at you they are sure thaty ou
g will execute all the established forms with perfection. The ch

~ on your skill as they do on that of an expert acrobat. Fromyyouz

- standpoint the spectator is merely an onlooker. For me he in-

| 1 voluntarily becomes a witness of, and a party to, my creative
- Work; he is drawn into the very thick of the life that he sees on

i the stage, and he believes in it.’

 Instead of making any ar, i :

g Yy argument in reply, Grisha causticall

~ quoted the poet Pushkin as having a different point of vie\z

; ' about truth in art:

‘A host of lowly truths is dearer
! angh:m.ictions w}(liich lift us higher than ourselves.’
1 ce with you and with Pushkin as well,” said Tortso
~ ‘because he is talking about fictions in which we can believe. ‘I,;

~ BSour faith in them that lifts us. Thisis a strong confirmation of

~ the point of view that on the s

il . tage everything must be real in the
3 Sage . in
i 1 i'nag;r:z’ry life of the actor. This I did not feel in your perfor-

g i a Whereupon he began to go over the scene in detail and cor-

| Fect it just as he had done with me in the exercise of the burnt

£ ’i;:?ln;y T.hen something happened which resulted in a long
] ing st;a instructive haranguc Grisha suddenly stopped play-
F A&u ce was d.atk with anger, his lips and hands trembled.
i 3 wrestling with his emotions for some time, finally he

‘For months we have been moving chairs around, shutting

f IitS. lighting fires. That’s not art; the theatre is not a circus.

-,“ dere physical actions are in order. It is extremely important to
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be able to catch your trapeze or jump on a horse. Your life de-
pends on your physical skill. But you cannot tell me that the
great writers of the world produced their masterpieces 50 that
their heroes would indulge in exercises of physical actions. Art
is free! It needs space, and not your little physical truths. We
must be free for great fights instead of crawling on the ground
like beetles.’

When he had finished the Director said:

“Your protest astonishes me. Up to now I have always con-
sidered you an actor distinguished for his cxtema! tcchmgue.
Today we find suddenly, that your longings are all in the direc-
tion of the clouds. External conventions and lies—that is what
clips your wings. What soars is: imagination, fceling: thought.
Yet your feelings and imagination seem to be chained right
down here in the auditorium. "

‘Unless you are caught up in a cloud of inspiration and
whirled upwards by it you, more than any other here, will feel
the need of all the groundwork we have been doing. Yet you
seem to fear that very thing and look upon exercises as degrad-
ing to an artist.

gA ballerina puffs, blows, and sweats, as she goes through her
necessary daily exercises before she can make her grace@
flights in the evening’s performance. A singer has to 'spcnd his
mornings bellowing, intoning through his nose, holding notes,
developing his diaphragm and searching for new resonance in
his head tones if, in the evening, he is to pour out his soul in
song. No artists are above keeping their p.hysical apparatus in
order by means of necessary technical exercises. '

“Why do you set yourself up as an exception? While we are
trying to form the closest kind of direct bond bem{een our
physical and spiritual natures, why do you try to get rid of ::C
physical side altogether? But nature has refused to give you e
very thing you long for: exalted feelings and experiences. In-

FAITH AND A SENSE OF TRUTH 159

~ stead she has endowed you with the physical technique to show
~ offyour gifts.
~ ‘The people who talk most about exalted things are the very
* ones, for the most part, who have no attributes to raise them to
~ high levels. They talk about art and creation with false emo-
~ tions, in an indistinct and involved way. True artists, on the
 contrary, speak in simple and comprehensible terms. Think
: about this and also about the fact that, in certain roles, you could
- become a fine actor and a useful contributor to art.’

. After Grisha, Sonya was tested. I was surprised to see that she
- didall the simple exercises extremely well. The Director praised
~ herand then he handed her a paper-cutter and suggested that she
~ stab herself with it. As soon as she smelled tragedy in the air she
. gotup on her stilts and at the climax she brought out such a tre-
~ mendous amount of noise that we laughed.
- The Director said to her:

‘In the comedy part you wove a delightful pattern and I
~ believed in you. But in the strong, dramatic places you struck a
~ false note. Evidently your sense of truth is one-sided. It is sensi-
~ tveto comedy and unformed on the dramatic side. Both you
~ and Grisha should find your real place in the theatre. It is ex-
~ tremely important, in our art, for each actor to find his par-
- ticular type.’

96

II

Today it was Vanya’s turn to be tested. He played the exer-
- Cise of the burnt money with Maria and me. I felt that he had
* Mever done the first half as well as this time. He amazed me by
- hissense of proportion and convinced me again of his very real
- talene.
 TheDirector praised him, but he went on:

4 ‘Why’, said he, ‘do you exaggerate truth to such an unde-
. sirable degree in the death scene? You have cramps, nausea,
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groans, horrible grimaces and gradual paralysis. You seem, at
this point, to be indulging in naturalism for its own sake. You
were more interested in external, visual memories of the disso-
lution of 2 human body.

‘Now in Hauptmann’s play of Hannele, naturalism has its
place. It is used for the purpose of throwing the fundamental
spiritual theme of the play into high relief. As 2 means to an
end, we can accept that. Otherwise there is no need of dragging
things out of real life on to the stage which had much better be
discarded.

‘From this we can conclude that not every type of truth can
be transferred to the stage. What we use there is truth trans-
formed into a poetical equivalent by creative imagination.’

‘Exactly how do you define this?’ asked Grisha, somewhat
bitterly.

I shall not undertake to formulate a definition for it, said the
Director. ‘Tl leave that to scholars. All I can do is to help you feel
what it is. Even to do that requires great patience, for I shall devote
our whole course to it. Or, to be more exact, it will appear by itself
affer you have studied our whole system of acting and after you your-
selves have made the experiment of initiating, clarifying, transforming
simple everyday human realities into crystals of artistic truth. This

does not happen all in a minute. You absorb what is essential
and discard whatever is superfluous. You find a beautiful form
and expression, appropriate to the theatre. By doing this with
the aid of your intuition, talent, and taste you will achieve 2
simple, comprehensible result.’

The next student to be tested was Maria. She played the scene
that Dasha did with the baby. She did it both beautifully and
quite differently.

At first she showed an extraordinary amount of sincerity in
her joy at finding the child. It was like having a real live doll to
play with. She danced around with it, wrapped it up, un-

I EEE————..
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8 ‘wrapped it, k.isscd it, caressed it, forgetting entirely that all she

| ¢ d was a stick of wood. Then suddenly the baby ceased to
.;’es;.)ond. At first she looked at him, fixedly, for a long time

understand the reason for it. The expression on hCI"

s e e
4 , and move er

- away from the child. When she had gone a certain angzt}sﬁ:

go ned to stone, a figure of tragic suspense. That was all. Yet

| ‘ ow n'mch there was in it of faith, youth, womanliness,. true
i, ' How delicately sensitive was her first encounter with

! ‘Every bit of that was artistically true,” exclaime irec-

tor with feeling. “You could believ}; initall becauseciltt\l:vzs?::sc:d

on carefully selected elements taken from real life. She took no-

e whole.sale. She took just what was necessary. No more

 ma less. Ma}na knows how to see what is fine and she has a sens;

- O proportion. Both of these are important qualities.”

‘ 4 When we asked him how it was that a young, inexperienced

s ;> I could giv:1 sugl a perfect performance his reply was:

- It comes mos om natural tal i

Exceptionally kccnysensc of truth.’ e

T .At the end of the lesson he summed up:

) I have told you all thae I can, at present, about the sense of
fruth, Jalseness and faith on the stage. Now we come to the ques-

, . of how to develop and regulate this important gift of

m
‘

L 'Thcrc will be many opportunities, because it will accom-
1y us at every step and phase of our work whether it be at
"ome, on the stage, at rehearsal, or in public. This sense must
H:“" trate and check everything that the actor does and that the
£=Ctator sees. Every little exercise, whether internal or exter-
g must be done under its supervision and approval.

Our only concern is that all we do should be in the direction
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of developing and strengthening this sense. It is a difficult task,
because it is so much easier to lie when you are on the stage than

to speak and act the truth. You will need a great deal of atten-

tion and concentration to aid the proper growth of your sense

of truth and to fortify it.

‘ Avoid falseness, avoid everything that is beyond your powers
as yet and especially avoid everything that runs counter to na-
ture, logic, and common sense! That engenders deforrm.ty, 'v10-
lence, exaggeration and lies. The more often they get an innings,
the more demoralizing it is for your scnse of truth. Therefore
avoid the habit of falsifying. Do not let the reeds choke the
tender flow of truth. Be merciless in rooting out of yourself all
tendency to exaggerated, mechanical acting: dispense with
tllrf1’:‘constant climination of these superfluities will establish 2
special process which is what I shall mean when you hear me

cry: Cut ninety per cent.!”

CHAPTER NINE
EMOTION MEMORY

I

- "\ ur work began today by going over the exercise with the
-\ madman. We were delighted because we had not been
doing exercises of this sort.

- We played it with increased vitality, which was not surpris-
ing because each one of us had learned what to do and how to do
it. We were so sure of ourselves we even swaggered a bit. When
Vanya frightened us we threw ourselves in the opposite direc-
tion, as before. The difference here, however, lay in the fact
‘that we were prepared for the sudden alarm. For that reason,

~ our general rush was much more clearly defined, and its effect

‘Was much stronger.
- Irepeated exactly what I used to do. I found myself under

- the table, only I was clutching a large book instead of an ash

ray. The others did about the same. Sonya, for instance,

.ﬁ f an into Dasha the first time we ever did this scene and acci-
- dentally dropped a pillow. This time she did not collide with

but let the pillow fall anyway, in order to have to pick it

: - Imagine our amazement when both Tortsov and Rakhma-
~ Dov told us that, whereas our playing of this exercise used to be
direct, sincere, fresh and true, today it was false, insincere and

tected. We were dismayed at such an unexpected criticism.

- Weinsisted that we really felt what we were doing.

“Of course you were feeling something,’ said the Director.

. 'lf you were not you would be dead. The point is what were

163
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you feeling? Let us try to disentangle thjflgs anc? to compare
your former with your present acting of this exercise. iy
“There can be no question but that you preserved the who s
staging, the movements, external a.ctior.ls, the sequen;:e an
every little detail of grouping, to an amazingly accurate hcgr;lc.
One could easily be led to think that you had photogtapl ck e
set. Therefore you have proved that you have remarkably keen
memories for the external, factual side of a play. 1
“Yet, was the way you stood around and grouped yourselves
of such great importance? To me, as a spectator, what wasfgc;-
ing on inside of you was of much greater interest. Those feel-
ings, drawn from our actual experience, and .transfcm.:d to our
part, are what give life to the play. You did not give .d:]ose
feelings. All external production is forma.l., cc?ld, and poin ess
if it is not motivated from within. Therein hc's tl:ze dlﬁ'clrlencci
between your two performances. In the bcgmnmg., when !
made the suggestion about the madman, all of you, vml;(;ut czf
ception, became concentrated each on your own pro ex}lhat
personal safety, and only after that did you begin to act. :
was the right and logical process,—the inner experience cax:ﬁc
first and was then embodied in an external fo.rm. Today, on
contrary, you were so pleased with your acting that you ﬁlc:hc:
thought about anything except going' over and copying 5
externals of the exercise. The first time there was a deathly
silence—today, it was all jollity and excitcm.cnt. You were 1
busy getting things ready: Sonya with .her pillow, Vanya wi
his lampshade, and Kostya Wl:: a;slook m,sltcat_idof an ash tray.
: ro man forgot the ash tray,’ I said.
‘g:; goupl‘::\t:: it prepared in advance the first time you E]lfzzd
the exercise? Did you know that Vanya was going to y g
frighten you?’ asked the Director, with a certain amoun

u
irony. ‘It’s very queer! How did you foresee today .that }::;r |
were going to need that book? It ought to have come into ¥

’ not be repeated today.
“: relaxed your gaze on the door, behind which the madman was
supposed to be. Today you were instantly taken up with our
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hand accidentally. I¢’s 2 pity that that accidental quality could
Another detail: originally, you never

~ presence. You were interested to see what impression your act-

‘ ing was making on us. Instead of hiding from the crazy man
~ you were showing off to us. The first time you were impelled

- toact by your inner feelings and your intuition, your human

~ experience. But Just now you went through those motions al-
. most mechanically. You repeated a successful rehearsal instead

)
- Y,

 ofrecreating a new, living scene. Instead of drawing from your
. memory of life you took your material from the theatrical

B
i/
/

~ archives of your mind. What happened inside of you in the be-

~ ginning naturally resulted in action. Today that action was in-
- flated and exaggerated in order to make an effect.

| “The same thing happened to you as to the young man who

. €ame to ask V. V. Samoilov whether or not he should goon the

 stage.

" ““Goout,” said he to the young man. “Then come back and

~ say over again what you have just told me.”
 ‘The young man came and repeated what he had said the

 first time, but he was incapable of reliving the same feelings.
" ‘However, neither my comparison to the young man nor

| - Your lack of success today should upset you. It is all in the day’s

‘Otk, and I shall explain to you why. The unexpected is often
2 most effective lever in creative work. During your first per-

S formance of the exercise that quality was obvious. You were

8€uinely excited by the injection of the idea of a possible
\natic. In this recent repetition the unexpectedness had worn
Off, because you knew ahead all about it, everything was fami-
and clear, even the external form through which you pour
JOUr activity. Under the circumstances, it didn’t seem worth

~le, did it, to reconsider the whole scene afresh, to et your-
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selves be guided by your emotions? A r.eady-madc‘ extctdr:l
form is a terrible temptation to an actor. It is not surprising that
novices like you should have felt it and at the same time that
you should have proved that you have a good memory for ex-
ternal action. As for emotion memory: there was no sign of it
today.’ ‘

‘When he was asked to explain that term, he said:

‘I can best illustrate it as did Ribot, who was the first person
to define this type of memories, by telling you a story: i

“Two travellers were marooned on some rocks by high tide.
After their rescue they narrated their impressions. One remem-:
bered every little thing he did; how, why and where he went;
where he climbed up and where he climbed down; where he
jumped up or jumped down. The other man had no rccoli.elc-
tion of the place at all. He remembered only the emotions he fel.
In succession, came delight, apprehension, fear, hope, doubt and

anic. .

ﬁn‘a’I‘u}Z,cpsecond is just what happened to you ic first time you
played this exercise. I can clearly recall your dismay, your panic
when I introduced the suggestion about the madman.
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‘I can see you rooted to the spot, as you tried to plan what to_

do. Your whole attention was riveted on the make-believe ob-
jective behind the door, and once you had adjusth yourselves
to it you broke out with real excitement and real action. '
‘If, today, you had been able to do as the second man 11(;
Ribot’s story did—to revive all the feelings you e-xpencncel
that first time, and act without effort, involuntanly—t?n:n
would have said that you possess exceptional emotion memories. I
‘Unfortunately, such is all too seldom the case. Thcrcfol:l‘:a :
am obliged to be more modest in my demands. I adrmtl ;
you may begin the exercise and allow its external plan to cac ;
you. But after that you must let it remind you of your fo;:rn‘je
feelings and give yourselves up to them as a guiding for
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throughout the rest of the scene. If you can do that, I shall say

your emotion memories are not exceptional, but that they are

- good.

" If I must cut down my demands even more, then I should
say: play the physical scheme of the exercise, even though it
| does nnt recall your former sensations, and even though you do
not feel the impulse to look at the given circumstances of the
plot with a fresh eye. But then let me see you use your psycho-
‘technique to introduce new imaginative elements that will
|arouse your dormant feelings.

~ 'If you succeed in this I shall be able to recognize evidences
‘of emotion memory in you. So far, today, you have not offered
‘me any of these possible alternatives.”

~ Does that mean we have no emotion memory?’ [ asked.

. “No. That is not what you must conclude. We shall make

Some tests at our next lesson,’ said Tortsov calmly, as he stood
‘up and prepared to leave the class.

| Today I was the first to have emotion memory checked.
B ‘Do you remember’, asked the Director, ‘that you once told
‘me about the great impression Moskvin made on you when he
‘€ame to your town on a tour? Can you recall his performance
ividly enough so that the very thought of it now, six years
later, brings back the flush of enthusiasm you felt at the time?’

~ “Perhaps the feelings are not as keen as they once were,’ I re-
‘Plied, ‘but I certainly am moved by them very much even now.’
. ‘Are they strong enough to make you blush and feel your
art poundy’

~ “Perhaps, if I let myself go entirely, they would.’

~ "What do you feel, either spiritually or physically, when you
Tecall the tragic death of the intimate friend you told me about?’
. Ttry to avoid that memory, because it depresses me so much.’
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“That type of memory, which makes you relive the sensa-

tions you once felt when seeing Moskvin act, or when your
friend died, is what we call emotion memory. Just as your visual
memory can reconstruct an inner image of some ff)tgottcn
thing, place or person, your emotion memory can bring bﬁ
feelings you have already experienced. :I'hcy may seem to b
beyond recall, when suddenly a suggestion, a thought: a fami-
liar object will bring them back in full force. Sometimes the
emotions are as strong as ever, sometimes weaker, somcum‘cs
the same strong feelings will come back but in a somewhat dif-
ferent guise.
cﬂsmé‘:l;gu are still capable of blushing or growing pale at the
recollection of an experience, since you still fear to recall a cer-
tain tragic happening, we can conclude that. you possess an
emotion memory. But it is not sufficiently trained to carry on
unaided a successful fight with the theatrical state you allow
yourself to get into when you appear on the stage. .
Next Tortsov made the distinction bett;rcen s;nsauon m;r:c-1
, based on experiences, connected with our five senses,
:tlzotion mcmo’:ypj:He said that he would occasion?.]ly quk of
them as running along parallel to one anotl?cr.. This, he _sald, is
a convenient although not a scientific description of their rela-
i one another. '
uo;/tl(:cn he was asked to what extent an actor uses his sensa-
tion memories, and what the varying value of each of the five
senses is, he said:
“T'o answer that let us take up each one in turn: ‘ .
‘Of our five senses sight is the most receptive .of impressions.
Hearing is also extremely sensitive. That is why impressions ar¢
readily made through our eyes and ears.

‘It is a well-known fact that some painters possess the power |

of inner vision to such a degree that they can paint portraits 0
people they have seen but who are no longer alive.
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‘Some musicians have a similar power to reconstruct sounds

. inwardly. They play over in their minds an entire symphony

= they have just heard. Actors have this same kind of power of

. sight and sound. They use it to impress upon themselves, and

 then later recall, all sorts of visual and audible images,—the face

~ of a person, his expression, the line of his body, his walk, his

| mannerisms, movements, voice, intonations, dress, racial char-

| acteristics.

- "Moreover, some people, especially artists, are able not only

. to remember and reproduce things they have seen and heard in

. reallife, but they can also do the same with unseen and unheard

- things in their own imagination. Actors of the visual memory

 type like to see what is wanted of them and then their emotions

' respond easily. Others much prefer to hear the sound of the

~ Voice, or the intonation, of the person they are to portray. With
. them the first impulse to feeling comes from their auditive

~ memories.”

. 'What about the other senses?’ someone asked. ‘Do we need

;ftbcm, too?’

| 'Of course we do,” said Tortsov. “Think of the opening scene

~ with the three gluttons, in Chekhov’s Ivanov, or where you

~ have to work yourself up into an esctasy over a papier maché

~ ragout that is supposed to have been prepared with impressive

~ culinary art by Goldoni’s Mistress of the Inn. You have to play

 that scene so that both your mouth and ours water. To do this

“'._}'Ou are obliged to have an extremely vivid memory of some
~ delectable food. Otherwise you will overdo the scene and not
| €Xperience any gustatory pleasure.’

. "Where would we use the sense of touch?’ I asked.

~ 'In a scene such as we find in Oedipus, where the king is

blinded, and uses his sense of touch to recognize his children.

- ‘Yet the most perfectly developed technique cannot be com-
Pared with the art of nature. I have seen many famous techni-

- T —_—_____s
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cal actors of many schools and many lands, in my day, and none
of them could reach the height to which artistic intuition, under
the guidance of nature, is capable of ascending. We must not
overlook the fact that many important sides of our com}.)lcx
natures are neither known to us nor subject to our conscious
direction. Only nature has access to them. Unless we enlist her
2id we must be content with only a partial rule over our com=
plicated creative apparatus. :
‘Although our senses of smell, taste, and touch are u§cful, an
even sometimes important, in our art, their role is merely
auxiliary and for the purpose of influencing our emotion mem-
,

ory....

3

Our lessons with the Director have been suspended tem-
porarily because he has gone away on tour. For .the present wz
are working at dancing, gymnastics, fencing, voice placing an
diction. Meantime something important has happened to me,
which throws a great light on the very subject we have been
studying—emotion memory.

N};t lgong ago I was walking home with Paul. On a boule-
vard we ran into a large crowd. I like street scenes, so I Rushed
into the centre of it, and there my eyes fellona horrible picture.
At my feet lay an old man, poorly dressed, his jaw crushed,
both arms cut off. His face was ghastly; his old yellow teeth

stuck out through his bloody moustache. A street car tOWA"Cl’Cd
over its victim. The conductor was fussing with the machinery
to show what was wrong with it, and why he was not to blame-
A man in a white uniform, with his overcoat thrown over his
choulders, was listlessly dabbing the dead man’s nostrils with 2
bit of cotton on which he poured something out of a bottle. HC
was from a neighbouring drug store. Not far away some chil-
dren were playing. One of them came across a bit of bone from
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~ the man’s hand. Not knowing how to dispose of it he threw it
" inanash can. A woman wept, but the rest of the crowd looked
~ on with indifference and curiosity.
This picture made a deep impression on me. What a contrast
~ between this horror on the ground and the light blue, clear,
~ cloudless sky. I went away depressed and it was a long time be-
. fore I could shake off the mood. In the night I awoke, and the
~ visual memory was even more terrifying than the sight of the
. accident itself had been. Probably that was because at night
 everything seems more fearful. But I ascribed it to my emotion
 memory and its power to deepen impressions.
A few days later I passed by the scene of the accident and in-
- voluntarily stopped to recall what had happened so recently.
~ All traces were obliterated. There was one human life less in the
~ world and that was all~However, a small pension would be
 paid to the family of the deceased and so everyone’s sense of
- justice would be satisfied. Therefore, everything was as it should
. be. Yet his wife and children were perhaps starving.
+ AsI thought, my memory of the catastrophe seemed to be-
~ come transformed. At first it had been raw and naturalistic,
~ with all the ghastly physical details, the crushed jaw, the severed
~ arms, the children playing with the stream of blood. Now I was
~ shaken as much by my memory of it all, but in a different way.
~ I'was suddenly filled with indignation against human cruelty,
- injustice and indifference.
~ Itis just a week since the accident and I passed the scene of it
~ again on my way to school. I stopped for a few moments, to
~ think about it. The snow was white then as now. That’s—life.
~ Iremembered the dark figure stretched out on the ground—
- that is—death. The stream of blood, that is the flow of man’s
~ transgressions. All around, in brilliant contrast, I see the sky,
~ sun, nature. That's—eternity. The street cars rolling by, filled
~ With passengers, represent the passing generations on their way
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into the unknown. The whole picture, which was so horrible,
so terrifying, has now become majestic, stern. . . .

4

Today I happened accidentally on a strange phenomenon. In
thinking back to that accident on the boulevard I find that the
street car tends now to dominate the picture. But it is not the
street car of this recent happening—it is one that dates back to a
personal experience of my own. This past autumn, late one
evening, I was coming back to town from a suburb, on the last
trolley. As it was passing through a deserted field it ran off its
tracks. The passengers had to combine forces and help to get it
back again. How big and heavy it seemed to me then and how
weak and insignificant we were in comparison!

Why was this early sensation memory more powerfully and
deeply impressed on me than the more recent one? And here is
another angle—when I begin to think of the old beggar lying in
the street with the apothecary bending over him, I find that my
memory turns to quite another happening. It was long ago—I
came upon an Italian, leaning over a dead monkey on the side-
walk. He was weeping and trying to push a bit of orange rind
into the animal’s mouth. It would secem that this scene had af-
fected my feclings more than the death of the beggar. It was
buried more deeply in my memory. I think that if T had to stage
the street accident I would search for emotional material for my
part in my memory of the scene of the Italian with the dead
monkey rather than in the tragedy itself.

I wonder why that is?

5

Our lessons with the Director were resumed today and I told
him about the process of evolution in my feelings atout the

\
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_ street accident. First he
* and then he said:

“That is a capital illustration of what does take place in us.
Bach one of us has seen many accidents. We retain the memo-
| ties of them, but only outstanding characteristics that impressed
| us and not their details. Out of these impressions one large, con-
Ifdcn.scd, c!ceper and broader sensation memory of related ex-
pe cn::; is f;ormed. It is a kind of synthesis of memory on a
4arge scale. It is purer, more condensed, com i
;f. sharper than the actual happenings. i ch S

4

3 “Time is a splendid filter Jfor our remembered feelings—besides it is
@ great artist. It not only purifies, it also transmutes even painfully
~ realistic memories into poetry.’
| :th the great poets and artists draw from nature.”
Agreed. But they do not photograph her. Their product
Passes through their own personalities and what she gives them
g sugplemcntcd by living material taken from their store of
fmotion memories.
| 4 “Shakespeare, for example, often took his heroes and villains
‘ 1 Iago, from the stories of others and made living creaturcs’
’ Of tht.':m by adding his own crystallized emotion memories to
- € picture. Time had so clarified and poetized his impressions
- that they became splendid material for his creations.”
& When I told Tortsov about the exchange of persons and
- $amgs that had taken place in memories, he remarked:
! “There is nothing surprising in that—you cannot expect to
- ¢ your sensation memories the way you do books in a library.
4 Can. you picture to yourself what our emotion memory is
Ely like? Imagine a number of houses, with many rooms in
' house, in each room innumerable cupboards, shelves,
P0xes, and somewhere, in one of them, a tiny bead. It is easy
iough to find the right house, room, cupboard and shelf, But
| 8 more difficult to find the right box. And where is the sharp

praised me for my power of observation
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eye that will find that tiny bead that rolled out today, glitterc.d
for a moment, and then disappeared from sight?>—only luck will
ever find it again.

“That is what it is like in the archives of your memory. It‘has
all those divisions and sub-divisions. Some are more accessible
than others. The problem is to recapture the emotion that once
flashed by like a meteor. If it remains near the surface and comes
back to you, you may thank your stars. But do not count on
always recovering the same impression. Tomorrow something
quite different may appear in its place. Be thankful for th.at and
do not expect the other. If you learn how to be receptive to
these recurring memories, then the new ones as they form will
be more capable of stirring your feelings repeat-cdly. Your soul
in turn will be more responsive and will react W.lth new warmth
to parts of your role whose appeal had worn thin from constant

tition. .
1.el‘)e“lhcn the actor’s reactions are more powerful,. inspn'atpn
can appear. On the other hand, don’t spend your time chasing
after an inspiration that once chanced your way. It is as unre-
coverable as yesterday, as the joys of chﬂdhood', as.ﬁrs.t lo;e-
Bend your efforts to creating a new and fjrcsh..mspuauon 0;
today. There is no reason to suppose that it will be less g0t<}>1
than yesterday’s. It may not be as bril].iant. But you have the
advantage of possessing it today. It has risen, na.turally, from the
depths of your soul to light the creative fparl.c in you. Who can
say which manifestation of true inspiration is better? They ar¢
all splendid, each in its own way, if only because they ar¢
inspired.’ .

s%/hen I pressed Tortsov to say that, since these germs of 11;

spiration are preserved within us, and do not come to us fro

the outside, we must conclude that inspiration is of secondafy

rather than primary origin, he refused to commit himself. "
‘I do not know. Matters of the subconscious are not my
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 Moreover, I do not think that we should try to destroy the

- mystery that we are accustomed to wrap around our moments
- of inspiration. Mystery is beautiful in itself and is a great stimu-
' lus to creativeness.’

- But I was not willing to let it go at that, and asked him if
everything we felt while on the stage was not of secondary
origin.

- ‘Do we, as a matter of fact, ever feel things there for the first
time? I want to know too, whether or not it is a good thing to
‘have original, fresh feelings come to us while we are on the
stage—feelings we have never experienced at all in real life?’

. ‘Tt depends upon the kind,” was the answer. ‘Suppose you are
Playing the scene in the last act of Hamlet where you throw
yourself with your sword on your friend Paul here, who enacts
the role of the king, and suddenly you are overwhelmed for
the first time in your life with a lust for blood. Even though
your sword is only a dull property weapon, so that it cannot
draw blood, it might precipitate a terrible fight and cause the
€urtain to be rung down. Do you think that it would be wise
for an actor to give himself up to such spontaneous emotions as

- Does that mean that they are never desirable?” I asked.

~_"On the contrary, they are extremely desirable,” said Tortsov.
- But these direct, powerful and vivid emotions do not make
‘their appearance on the stage in the way you think. They do not
1ast over long periods or even for a single act. They flash out in
short episodes, individual moments. In that form they are high-
¥ Welcome. We can only hope that they will appear often, and
P to sharpen the sincerity of our emotions, which is one of
the most valuable elements in creative work. The unexpected

ty of these spontaneous eruptions of feelings is an irresist-
and moving force.’

Here he added a note of warning:
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“The unfortunate part about them is that we cannot clc:ntrtol
them. They control us. Therefore we have no choice but :
leave it to nature and say: “If they will come, let t'.herr:1 cor?a;
We will only hope that they will work v.mh the part an iolm-
cross purposes to it.” Of course, an inﬁ.lsxon of unexpecte -
conscious feelings is very tempting. It is wl'{at we drcar; a 01;
and it is a favourite aspect of creativeness in our art. But'y 3
must not conclude from this that you have any right to mn
mize the significance of repeated feelings drawn ﬁm;l ilontc;d
memory—on the contrary, you should be comglctc y devo ”
to them, because they are the only means by which you can,

influence inspiration.
myLi:%::;::nﬂmd you olti our cardinal principle: Through con-

i reach the subconscious.
sa?n:ltli:sr:::on why you should cherish those repeated :}Z‘lno_
tions is, that an artist does not build his role out of t.l?c first thir g
at hand. He chooses very carefully from among his me:morcl> :
and culls out of his living experiences the ones that are mout

enticing. He weaves the soul of the person he is to portra\ytons
of emotions that are dearer to him than h1s eve.ryd.ay sensat;rtis t
Can you imagine a more fertile field ff)t inspiration? An iy
takes the best that is in him and carries it over on the stagbe. -
form will vary, according to the necessities of the play, but ¥
human emotions of the artist will remain alive, and they cann

d by anything else.” .
be‘;il;cc:u m};an}t,:h::}g , broke in Grisha, ‘that in every kmi zf
role, from Hamlet to Sugar in The Blue Bird, we have to use

, old feelings?’

O“‘m“’fr:ilse can yo%xs do?’ said Tortsov. ‘Do you cxpec:o :l.n
actor to invent all sorts of new sensations, or even a bx::ev‘lr) < g
for every part he plays? How many souls wou!d he oul i
to house? On the other hand, can he tear out his owrll s0 a’cef‘
replace it by one he has rented, as being more suitable to
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- tain part? Where can he get one? You can borrow clothing, a
- watch, things of all sorts, but you cannot take feelings away from
.~ another person. My feelings are inalienably mine, and yours be-
- long to you in the same way. You can understand a part, sym-
. pathize with the person portrayed, and put yourself in his place,
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5o that you will act as he would. That will arouse feelings in the

.~ actor that are analogous to those required for the part. But those
 feelings will belong, not to the person created by the author of
 the play, but to the actor himself.

~ “Never lose yourself on the stage. Always act in your own person,

. asan artist. You can never get away from yourself. The moment you

~ lose yourself on the stage marks the departure from truly living your

. part and the beginning of exaggerated false acting. Therefore, no
- matter how much you act, how many parts you take, you
. should never allow yourself any exception to the rule of using
- Your own feelings. To break that rule is the equivalent of killing

- the person you are portraying, because you deprive him of a
_;‘pa]pitating, living, human soul, which is the real source of life

. forapart.’

~ Grisha could not bring himself to believe that we must play
 ourselves always.

. “That is the very thing you must do,” affirmed the Director.

i
i
4

— “Always and for ever, when you are on the stage, you must play your-

hie.lf But it will be in an infinite variety of combinations of objectives,
and given circumstances which you have prepared for your part, and
 Which have been smelted in the furnace of your emotion memory. This
15 the best and only true material for inner creativeness. Use it,
- and do not rely on drawing from any other source.’

~ ‘But,’ argued Grisha, ‘T cannot possibly contain all the feel-
/ings for all the roles in the world.”

- “The roles for which you haven't the appropriate feelings are

‘tose you will never play well,” explained Tortsov. “They will

¢ excluded from your repertory. Actors are not in the main
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divided by types. The differences are made by their inner
qualities.’ .

When we asked him how one person could be two widely
contrasting personalities he said: .

“To begin with the actor is not one or the other. He h;.;s, in
his own person, either a vividly or indistinctly developed inner
and outer individuality. He may not have in his nature either
the villainy of one character or the nobility of anothcr.. But the
seed of those qualities will be there, because we have in us the
elements of all human characteristics, good and bad. An actor
should use his art and his technique to discover, by natural
meané, those elements which it is necessary for him to devclqp
for his part. In this way the soul of the person he portrays will
be a combination of the living elements of his own being.

“Your first concern should be to find the means of drawi'ng
on your emotional material. Your second, that of 4isco.venng
methods of creating an infinite number of combmau’ons of
human souls, characters, feelings, passions for your parts.

“Where can we find those means and those methods?’

‘First of all, learn to use your emotion memory.’

‘How?’ . B

‘By means of a number of inner and outer stimuli. B1’1t this is
a complicated question, so we shall take it up next time.

6

We had our lesson today on the stage, with the curtain down.
It was supposed to be in ‘Maria’s apartment’, bl-.lt.We could nO‘;
recognize it. The dining-room was where the living-room ha
been. The former dining-room had been converted into a bed-
room. The furniture was all poor and cheap. As soon as the
students recovered from their surprise they all clamoured to
have the original apartment back, because they said they were
depressed by this one, and could not work in it.
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I am sorry nothing can be done about it,” said the Director.
' ‘The other furniture was needed for a current play, so they gave
| U in exchange whatever they could spare, and they arranged
 things as best they knew how. If you don’t like it the way it is,
- change anything you wish to make it more comfortable.”

~ Thisstarted a general moving, and soon the place was torn to
- pieces.

. ‘Stop!’ cried Tortsov, ‘and tell me what sensation memories
‘all this chaos brings to the surface in you.” '

- “When there is an earthquake’, said Nicholas, who had been
surveyor, ‘they move furniture around this way.’

- ‘Tdon’t know how to define it,’ said Sonya, ‘but somehow it
 makes me think of the time when the floors are being done

. As we continued to push the furniture around, various argu-
~ments arose. Some were searching for one mood, others for
another, according to the effect produced on their emotion me-

e

‘mories by this or that grouping of the things in the room. In the

end the arrangement was tolerable. But we asked for more light.
- Whereupon we were given a demonstration in lighting. and
- sound effects.
- First we had the light of a sunny day, and we felt very cheer-
ful. Off stage there was a symphony of noises, automobile
- horns, street car bells, factory whistles, and the far-away sound
~ ofan engine—all the audible evidence of a day in a city.
- Gradually the lights were dimmed. It was pleasant, calm, but
~ slighely sad. We were inclined to be thoughtful, our lids grew
E huvy. A strong wind came up, then a storm. The windows
- fattled in their frames, the gale howled, and whistled. Was it
Rain or snow beating on the panes? It was a depressing sound.
- The street noises had died away. A clock ticked loudly in the
- Dext room. Somebody began to play the piano, fortissimo at

~ first and then more softly and sadly. The noises in the chimney
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increased the sense of melancholy. With the coming of evening
lights were turned on, the piano playing ceased. At some dis-
tance a clock struck twelve. Midnight. Silence reigned. A mouse
gnawed the floor. We could hear an occasional automobile
horn or railroad whistle. Finally all sounds stopped and the calm
and darkness was absolute. In a little while grey shadows her-
alded the dawn. As the first rays of sunlight fell into the 100m,
I felt a great relief.

Vanya was the most enthusiastic of all about the effects.

‘It was better than in real life,’ he assured us.

“There the changes are so gradual’, added Paul, ‘that you are
not aware of the changing mood. But when you compress
twenty-four hours into a few minutes you feel the whole power
over you of the varying tones of light.’

‘As you have noticed,” said the Director, ‘surroundings have
a big influence over your feelings. And this happens on the
stage as well as in real life. In the hands of a talented director all
these means and effects become creative and artistic media.

‘“When the external production of a play is inwardly tied up
with the spiritual life of the actors it often acquires more signi-
ficance on the stage than in real life. If it meets the needs of the
play and produces the right mood it helps the actor to formu-
late the inner aspect of his role, it influences his whole psychic

state and capacity to feel. Under such conditions the setting is 3
definite stimulus to our emotions. Therefore if an actress is
play Marguerite, tempted by Mephistopheles while she is at
prayer, the director must give her the means of producing the
atmosphere of being in church. It will help her to feel her part.

‘For the actor playing Egmont, in prison, he must create
mood suggestive of enforced solitary confinement.’

“What happens’, asked Paul, ‘when a director creates a splen-
did external production which, however, does not fit the innef

needs of a play?’
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,{ 'Unfortunately‘ that is a rather frequent occurrence,” an-
] swered Tortsov, ‘and the result is always bad, because his mis-
g take leads the actors in the wrong direction and sets up barriers
. between them and their parts.”

‘What if the external production is i '

- vl production is just plain bad?’ asked
~ 'The result is even worse. The artis i

E . : ts who work with the
ducctc.)r, behind the scenes, will achieve the diametrically
;;_oppf)suc effect from the right one. Instead of atttacting the at-
. tention of che: actors toward the stage they will repel them, and
. throw them into the power of the audience beyond the foot-

i

;lights. Consequently the external production of a i
:f;:f;,sword in the hands of a director, I:hat cuts both WS;? Il(:s i:
] eq‘ually capable of doing good and harm. .
b Now I am going to put a problem to you,’ the Director
| Went on, ‘Does every good set help an actor and appeal to his
~ fmoton memory? For example: imagine a beautiful set, de-
" gned by some artist highly gifted in the use of colour, linc: and
Perspective. You look at the set from the auditorium and ¢
. Creates a complete illusion. And yet if you come up close to it

B,
i
|

i o n . .
. You are disillusioned, you are ill at ease with it. Why? Because

ff a set is made from the painter’s point of view, in two and not
1m three dimensions, it has no value in the theatre. It has width
»’:and h.cight but lacks the depth, without which, as far as the
. Stage is concerned, it is lifeless.
1 "You know from your own experience what a bare empty
 Stage feels like to an actor; how difficult it is to con,centrate
. attendion on it, and how hard it is to play even a short exercise
- Orsimple sketch. '
] Just try to stand up in such a space and pour out the role of
" Hamlet, Othello or Macbeth! How difficult it is to do it with-
 out the help of a director, a scheme of movements, without
. Properties that you can lean on, sit on, move towards or group

—*—
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yourselves around! Because each situation that is prcparcfl for
i i d form to your inner
ou helps you to give a plastic outwar n to your
Znood. Therefore, we absolutely need that third ‘?1men51on, a
depth of form in which we can move, live, and act.

7
‘Why are you hiding away in a corner?’ asked the Director

of Maria, when he came on to the stage today. ,

‘I...want to get away,—I—can’t stand it . . " she m'uttert:dci
as she tried to get farther and farther away from the distracte
Vﬁn%:y are you sitting together here so cosily?” he asked, of 2
group of students clustered in the sofa near the tablc; ;

“We . ..er...were listening to some anecdotes,” stammere

Nicholas. ’
l‘V/hat are you and Grisha doing over there by the lamp?’ he

askSe}cllcS\(a)vlzac;mbarrasscd and did not know what to say, but
finally brought out something about reading a letter together.
He then turned to Paul and me and asked’:
“Why are you two pacing up and c’lown?'
“We werc just talking things over,I replied. .
‘In a word,” he concluded, ‘you have all c.hoscn appropriate
ways of responding to the moods you were in. You have pIOI:
duced the right setting and used it for your purpose. Or,d L:h i
possible that the setting you found suggested the mood an

action?’

He sat down by the fireplace and we faced him. Se\:lrzl
puﬁed up their chairs to be nearer him, to hear better. I seff ;
myself at the table to take notes. Grisha and Sonya sat off bY
themselves, so that they could whisper to each other.

‘Now tell me just why each of you is sitting in that partlcu};

spot,” he demanded, and we were again obliged to account
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our movements. He was satisfied that each one had made use of
' the setting in accordance with what he had to do, his mood and
. his feelings. A

. The next step was to scatter us in various parts of the room,
- with pieces of furniture to help form groups. Then he asked us
to note whatever moods, emotion memories, or repeated sensa-
. tions had been suggested to us by the arrangement. We also
 had to say under what circumstances we would use such a set-
. ting. After that the Director arranged a series of sets, and in
_cach case we were called upon to say: under what emotional
- circumstances, conditions, or in what mood, we would find it
. in keeping with our inner requirement to use the sets according
- to his indications. In other words: whereas we had, at first,
t',‘choscn our setting to correspond to our mood and object, now
- he was doing that for us, and our part was to produce the right
- objective and induce the appropriate feelings.

. The third test was one of responding to an arrangement pre-
 pared by some one else. This last problem is one that an actor is
 frequently called upon to solve; consequently it is necessary for
- him to be capable of doing it.

. Then he began some exercises in which he put us in positions
 that were in direct conflict with our purposes and moods. All of
- which exercises led us to appreciate a good, comfortable, full
- background arranged for the sake of the sensations it aroused.
" In summing up what we had accomplished, the Director said
:_vthat an actor looks for a suitable mise-en-scéne to correspond to
his mood, his objective and that also those same elements create
 the setting. They are, in addition, a stimulus to the emotion
- memory.

- “The usual impression is that a director uses all of his material
-Mmeans, such as the set, the lighting, sound effects and other ac-

* Cessories, for the primary purpose of impressing the public. On
the contrary. We use these means more for their effect on the
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actors. We try in every way to facilitate the concentration of
their attention on the stage.

“There are still many fctors’, he continued, ‘who in defiance
of any illusion we can create, by means of light, soundf or
colour, still feel their interest more centred in the auditorium
than on the stage. Not even the play itselfand its essential mean-
ing can bring back their attention to our side of the footlights.
So that this may not happen to you, try to learn to look at and
see things on the stage, to respond and give yourselves up to
what is going on around you. In a word, make use of every
thing that will stimulate your feelings. .

‘Up to this point,” the Director went on, after a sl.xght pause,
‘we have been working from the stimulus to the feeling. Often,
however, the reverse process is necessary. We use it when we
wish to fix accidental inner experiences.

‘As an example I shall tell you about what happened to me
at one of the early performances of Gorki's Lawer Depths. The
role of Satin had been comparatively easy for me, with the ex-
ception of his soliloquy in the last act. That demanded the im-
possible of me,—to give a universal significance to the scene, to
say the soliloquy with such profound implications of deeper
meaning that it bezame the central point, the denouement of
the whole play.

‘Each time that I reached this danger spot, I scemed to put
brakes on my inner feelings. And that hesitation stopped t.hc
free flow of creative joy in my part. After the soliloquy I in-
variably felt like a singer who has missed his high note. iy

“To my surprise this difficulty disappeared at either the thir
or fourth performance. When I tried to find the reason for this,
1decided that I must go over in detail everything that ?appcncd
to me the entire day before my appearance in the evening.

“The first item was that I received a shockingly big bill from
my tailor, and was upset. Then I lost the key to my desk. In an
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‘ugly mood I sat down to read the review of the play, and found
that what was bad had been praised, while the good parts were
not appreciated. This depressed me. I spent the whole day mull-
ing over the play—a hundred times I tried to analyse its inner
‘meaning. I recalled every sensation I had at every point of my
~ part, and I was so wrapped up that when evening came, instead
of being all wrought up as usual, I was quite unaware of the
public and indifferent to any idea of success or failure. I merely
pursued my way logically and in the right direction, and found
that I had gone past the danger spot of the soliloquy without
ever noticing it. :

" I consulted an experienced actor who is also an excellent
i sychologist, and asked him to help me clarify what had oc-
curred, so that I could fix the experience of that evening. His
attitude was:

" * “You cannot repeat an accidental sensation you may have

|

- on the stage, any more than you can revive a dead flower. It is
better to try to create something new than to waste your effort
on dead things. How to go about it? First of all, don’t worry
about the flower, just water the roots, or plant new seeds.

. “Most actors work in the opposite direction. If they achieve
some accidental success in 2 part they want to repeat it and they
80 at their feelings directly. But that is like trying to raise
~ flowers without the co-operation of nature, and you cannot do
~ that unless you are willing to be satisfied with artificial blos-
Soms.”

= “So then what?

. ““Don’t think about the feeling itself, but set your mind to
 Work on what makes it grow, what the conditious were that
- Brought about the experience.

- *“You do the same,” said this wise actor to me. “Never begin
\ With results. They will appear in time as the logical outcome of what

- Aas gone before.”

R N
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‘I did as he advised. I tried to get down to the roots of that
soliloquy, to the fundamental idea of the play. I'realized thaft my
versiont had had no real kinship at all with what GOt'k.l had
written. My mistakes had built up an impassable barrier be-

een me and the main idea.
tW‘This experience illustrates the method of working ﬁ:om t.h.e
aroused emotion back to its original stimulus. By using this
method an actor can at will repeat any desired sensation, be-
cause he can trace the accidental feeling back to what stimulated
if, in order to retrace his path back from the stimulus to the

feeling itself.”

8
The Director began, today, by saying:

“The broader your emotion memory, the richer your mate-
rial for inner creativeness. That, I think, requires no further ela-
boration. It is, however, necessary, in addition to the richness _Of
the emotion memory, to distinguish certain other charactcri-l-
tics; namely, its power, its firmness, the quality of the ma:ten
it retains, to the extent that these affect our practical work in the

atre. .
th‘3Our whole creative experiences are vivid and full in direct
proportion to the power, keenness and exactness of our mcm;
ory. If it is weak the feelings it arouses are pale, intangible an
transparent. They are of no value on the stage because they
not carry across the footlights.’ 5

From his further remarks it appears that there are many
grees of power in emotion memory and both its effects an
combinations are varied. On this point he said: ' e

‘Imagine that you have received some insult in public, P::r
haps a slap in the face, that makes your cheek bu.rn wht:r‘li‘fout
you think of it. The inner shock was so great that it blotte

all the details of this harsh incident. But some insignificant thing |
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- will instantly revive the memory of the insult, and the emotion
- will recur with redoubled violence. Your cheek will grow red
‘or you will turn pale and your heart will pound.

- If you possess such sharp and easily aroused emotional ma-
terial you will find it easy to transfer it to the stage and play a
scene analogous to the experience you had in real life which left
such a shocking impression on you. To do this you will not
need any technique. It will play itself because nature will help
‘you.

‘Here is another example: I have a friend who is extraordi-
narily absent-minded. He dined once with some friends he had
not seen for a year. In the course of the dinner he made a refer-
ence to the health of his host’s adorable ltcle boy.

- 'His words were greeted with a stony silence, and his hostess
fainted dead away. The poor man had completely forgotten
that the boy had died since he last saw his friends. He says that
will never forget as long as he lives what he felt on that

decasion.

- ‘However, the sensations which my friend felt were different

rom thosc experienced by a person who had had his face

lapped because in this case they did not obliterate all the details

Attendant on the incident. My friend retained a very accurate

memory not only of his feelings, but of the happening itself and

3f the attending circumstances in which it occurred. He defi-

hitely remembers the frightened expression on the face of a man
icross the table, the glazed eyes of the woman next to him, and
| the cry that broke from the other end of the table.

- 'In the case of a really weak emotion memory the psycho-
echnical work is both extensive and complicated.

- “There is one other of the many-sided aspects of this form of
Bemory that we actors do well to take cognizance of, and I shall
Peak of it in detail.

. Theoretically you might suppose that the ideal type of emo-
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tion memory would be one that could rt.:tain and reproduce tl;,na;
pressions in all the exact details of their first occultrenced, o
they would be revived just as they really were experienced. i
if that were the case what would beco.rr.lc of our nc:rvou.sthy11
tems? How would they stand the repetition of horrors :rlld na:) :
the original painfully realistic details? Human nature co
dit. ‘ .
sta‘?’ortunately things actually happe.n ina d1fferent way.n?ltllr
emotion memories are not exact copies of reahtygocc;slo : i)-'
some are more vivid, but usually they are less so, than t elf)r g1 %
ral. Sometimes impressions once received c?ntllllnue to 1ver0-
us, grow and become dceper.' They even sumlseate ne:: fko-
cesses and either fill out unfinished details or else sugge
es. .
Sef:l: ranzzeogf this kind a person can be perfectly calnl; 1:: ;
dangerous situation and then fa?nt away when he ;:hmen:: ne:1 -
later. That is an example of the increased power of the mth e
over the original happening and of the continuing grow
i i had. . .
mi‘l')IfliiT: !:c(r):llziixs now—in addition to the power anc(li mft.insi;ty
of these memories—their qua.lity. Suppose that instead o ele aﬁ
the person to whom somethmg' happe'ncd, you ar;limero u}r,self
onlooker. It is one thing te receive an insult in public y dosel
and to experience a keen sense of.' cmbarrass@eg: on y:;usomc-
account, and it is quite another tl:ung tosee this ﬁgcg (i i
one else, to be upset by it, to be in a position to side freely
ressor or his victim.
th?'la*}gxgrce is, of course, no reason why the onlooker ;,h?ul?dzz:
experience very strong cm.o'tion.s. He may even tt'clelcl . en l::what
more keenly than the participating parties. But that is cikier
I am interested in at present. All I want to point out no

heir feelings are different. . o
t c‘:’llfh:‘r:t: if another possibility—a person might not particip?
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in an incident either as a principal or an onlooker. He might
only hear or read about it. Even that would not prevent his re-
ceiving deep and powerful impressions. It would all depend on
the strength of the imagination of the person who wrote the

description or told about it, and also on that of the person read-
; ing or hearing the story.

*Again, the emotions of a reader or hearer differ in quality

~ from those of an onlooker or principal in such an event.

“An actor has to deal with all these types of emotional ma-

_“_ terial. He works it over and adjusts it to the needs of the person
. whom he portrays,

‘Now let us suppose that you were a witness when that man

. Wasslapped in public, and that the incident left strong traces in
~ your memory. It would be easier for you to reproduce those
. feelings if on the stage you played the part of a witness. But
. imagine that, instead, you were called upon to play the man
~ who was slapped. How would you adapt the emotion you ex-
", perienced as a witness to the role of the man insulted?’

‘The principal feels the insult; the witness can share only

 sympathetic feelings. But sympathy then might be transformed
~ into direct reaction. That is exactly what happens to us when
. Wweare working on a role. From the very moment when the
. actor feels that change take place in him he becomes an active
~ principal in the life of the play—real human feelings are born in

' "
5

him—often this transformation from human sympathy into the real

:‘,ﬁelings of the person in the part occurs spontaneously.

“The actor may feel the situation of the person in the part so
y> and respond to it so actively, that he actually puts him-

- Selfin the place of that person. From that point of view he then
- s the occurrence through the eyes of the person who was
~ Slapped. He wants to act, to participate in the situation, to resent
- the ingyl, Just as though it were a matter of personal honour
. With him. In that case the transformation of the emotions of
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the witness to those of the principal takes place so completely
that the strength and quality of the feelings involved are not
diminished.

“You can see from this that we use not only our own past
emotions as creative material but we use feclitx;lgs that we have
had in sympathizing with the emotions of others. It is easy to
state a p};iorr; that itgis utterly impossible that we should have
sufficient emotional material of our own to supply the needs of
all the parts we shall be called upon to play in a Wholt? lifetime
on the stage. No one person can be the universal soul.m Chf:k-
hov’s Sea Gull, which has had all human experiences, including
murder and one’s own death. Yet we have to live all these
things on the stage. So we must study other people, and get as
close to them emotionally as we can, until sympathy for them
is transformed into feelings of our own. '

‘Isn’t that what happens to us every time we begin the study
of anew role?’

9

‘(1) If you remember the exercise with tfhe madma.fl,’ said the
Director, ‘you will recall all the imaginative suggestions. Each
contained a stimulus for your emotion memory. They gave
you an inner impetus through things that had never hapPenc.d
to you in real life. You also felt the effect of the external stimuli.

‘(2) Do you remember how we broke up that scene from
Brand into units and objectives, and how the men and women
in the class divided into furious opposition on it? That was an-

of inner stimulus.
Od}g )ti,fp;ou remember our demonstration o.f obje.cts of attcn:
tion, on the stage and in the audience, you will realize now tha
living objects can be a real stimulus. . . -

‘(4) Another important source of 'sumulanon of emotion
true physical action and your beliefin it.
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“(5) As time goes on you will become acquainted with many
. hew inner sources of stimulation. The most powerful of them
 lies in the text of the play, the implications of thought and feel-
. ing that underlie it and affect the inter-relationship of the actors.
~ '(6) You are now aware too of all the external stimuli that
 surround us on the stage, in the form of settings, arrangement
 of furniture, lighting, sound and other effects, which are cal-
* culated to create an illusion of real life and its living moods.
- Tfyou total up all these and add to them those that you are
* still to learn about, you will find that you have many. They
 represent your psycho-technical store of riches, which you must
1 how to use.’
- When I'told the Director that I was most anxious to do that
| very thing but did not know how to go about it, his advice was:
‘Do as a hunter does in stalking game. If a bird does not rise
- of its own accord you could never find it among all the leaves
* of the forest. You have to coax it out, whistle to it, use various
lures.
" ‘Our artistic emotions are, at first, as shy as wild animals and
~ they hide in the depths of our souls. If they do not come to the
* surface spontaneously you cannot go after them and find them.
= All you can do is to concentrate your attention on the most
- effective kind of lure for them. The very things for your pur-
~ Pose are those stimuli to your emotion memory we have just
 been discussing.
~ ‘The bond between the lure and the feeling is natural and
' Bormal and one that should be extensively employed. The more
- You test its effect and analyse its results in emotions aroused, the
= better you will be able to Judge what your sensation memory
. Fetains, and you will be in a stronger position to develop t.
‘At the same time we must not overlook the question of the
 Quantity of your reserves in this tespect. You should remember

t you must constantly be adding to your store. For this pur-
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pose you draw, of course, principally upon your own impres-
sions, feelings and experiences. You also acquire material from
life around you, real and imaginary, from reminiscences, books,
art, science, knowledge of all kinds, from journeys, museums
and above all from communication with other human beings.

‘Do you realize, now that you know what is required of an
actor, why a real artist must lead a full, interesting, beautiful,
varied, exacting and inspiring life? He should know, not only
what is going on in the big cities, but in the provincial towns,
far-away villages, factories, and the big cultural centres of the
world as well. He should study the life and psychology of the
people who surround him, of various other parts of the popula-
tion, both at home and abroad.

“We need a broad point of view to act the plays of our times
and of many peoples. We are asked to interpret the life of
human souls from all over the world. An actor creates not only
the life of his times but that of the past and future as well. That
is why he needs to observe, to conjecture, to experience, to be
carried away with emotion. In some cases his problem is even
more complex. If his creation is to interpret current life he can
observe his surroundings. But if he has to interpret the past, the
future, or an imaginary epoch, he has either to reconstruct or €0
recreate something out of his imagination—a complicated
process.

‘Our ideal should always be to strive for what is eternal in art.
that which will never die, which will always remain young and
close to human hearts.

‘Our goal should be the heights of accomplishment built by
the great classics. Study them and learn to use living emotional
material for their rendering.

‘I have told you all that I can at present about emotion memor}-
You will learn more and more about it as we pursue our pro-
gramme of work.’

; CHAPTER TEN
1 COMMUNION
I

: hefl th.c Director came in he turned to Vassili and asked:
A With whom or with what are you in communion at
. this moment?’

, j Vassi.li was so absorbed in his own thoughts that he did not
fml‘rll;?;l:atcly 11l'e:i:ogm'ze the purport of the question.

1 e replied, aln i ¢ i

;or anyr_hingl?’ 10st mechanically. “Why, not with anyone
1 You must be a marvel’, was the Director’s joking remark
‘if you are able to.continue in that state for long.’ ’
Vasfslh excuse.d himself by assuring Tortsov that since no one
- Wwas either looking at or addressing him he could not be in con-
tact with anyone.

4 'It Was now Tortsov’s turn to be surprised. ‘Do you mean’
n d he, Fhat someone must look at or talk with you to be ir;
Jmmumcafxon with you? Close your eyes and ears, be silent,
an d try to discover with whom you are in mental communica-
‘tion. Try to find one single second when you will not be in
Some contact with some object.’

= tr.led t!mt myself and noted what went on inside of me.

I visualized the previous evening when I had heard a famous
g.quartet and I followed my movements step by step. I
ent into the foyer, greeted some friends, found my seat, and
‘Watched the musicians tune up. They began to play and I list-

‘ened. But I could not put myself i i
g yself into a state of emotional rela-
Fonship to them. S
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That, I concluded, must have been a blank space in the flow
of communion between me and my surroundings. But the
Director was firm in his disagreement with that conclusion.

‘How can you’, said he, ‘look upon a time when you were

ing music, as a blank space?’ .
abf](;i:lc)::lgsc although I listened,” L insisted, ‘T rc':ally did not hcel?:l
the music, and although I tried to penetrate its meaning I
not succeed. So I felt that no contact was established. .

“Your association with and acceptance of the music had not
yet begun because the preceding process had not yet :ccn
achieved and it distracted your attention. thn that was done
you would either give yourself up to the music or bcf:ome inter-
ested in something else. But there d:;as no break in the con-

inui our relationship to something.

un‘l;:ghzg that was so,’ IPadtnitted, and pursucd. my rccollcc;
tions. Absent-mindedly I made a movement which, it seeme

to me, attracted the attention of the concert-goers near mthe.
After that I sat very quiet and pretended to be l.Jstemng to the
music but as a matter of fact I really c(llid not hear it because I was

ing what was going on around me.

wﬁ];mcsc wandcrc%l ovger in the direction of Tortsov and I
noticed that he had not been aware of my accidental move-
ment. I looked around the hall for the elder Shustov, but nei-
ther he nor any of the other actors from our theatre was there.
Then I tried to visualize all of the audience, but by this time Im);
attention became so scattered that I was unable to contro 0I
direct it. The music was conducive to all sorts of nnagmfngsfzar
thought about my neighbours, about my .relatxvcs, who live

away in other cities, and about my dead friend. - i

The Director told me afterwards that all those thmgs cam!

into my head because I felt the need either of 'sha.nng n:))’

thoughts and feelings with the objects of my meditation or

absorbing them from these objects.
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Finally my attention was drawn to the lights on the chande-
lier overhead and I gave myself up to a lengthy contemplation
of them. That, I was convinced, must have been a blank mo-

- ment because, by no stretch of the imagination, could you call
~ looking at those lights a form of intercourse.

~ WhenItold Tortsov about it he explained my state of mind
~ in this way:

‘ “You were trying to find out how and of what that object was
- made. You absorbed its form, its general aspect, and all sorts of
~ details about it. You accepted these impressions, entered them
~ in your memory, and proceeded to think about them. That
. means that you drew something from your object, and we
~ actors look upon that as necessary. You are worried about the
. inanimate quality of your object. Any picture, statue, photo-
.! graph of a friend, or object in a museum, is inanimate, yet it
- contains some part of the life of the artist who created it. Even
~ achandelier can, to a certain degree, become an object of lively
~ interest, if only because of our absorption in it.”

~ ‘Inthatcase,’ I argued, ‘we can be in association with any old
. thing that our eye happens to fall on?’

" ‘Idoubtifyou would have the time to absorb from or to give
.~ outeven a particle of yourself to everything that flashes by you.
~ Yet without absorbing from others or giving of yourself to
' others there can be no intercourse on the stage. To give to or to

 Treceive from an object something, even briefly, constitutes a
- moment of spiritual intercourse.

. ‘Thave said more than once that it is both possible to look at
~ and to see, and to look at and not to see. On the stage, you can
* look at, see and feel everything that is going on there. But it is
~ also possible to look at what surrounds you on this side of the

| footlights, while your feelings and interest are centred in the
" auditorium, or in some place beyond the walls of the theatre.
. ‘There are mechanical tricks which actors use to cover up
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their inner lack but they only emphasize the blankness of their
stare. I need not tell you that that is both useless a:nd ham.xful.
The eye is the mirror of the soul. The vacant eye 1S the mirror
of the empty soul. It is important that an actor's €Yes, hls.look,
reflect the deep inner content of his soul. So he must build up
great inner resources o correspond to the life of 2 human soul
in his part. All the time that he is on the stage he. should be
sharing these spiritual resources with the other actors in the pla}f.

‘Yet an actor is only human. When he comes on the stage it
is only natural that he should bring with hlmhls everyday
thoughts, personal feelings, reflections and reahnef. If hc. does
this, the line of his own personal, humdrum life is not inter-
rupted. He will not give himself up wholly to his part unless it
carries him away. When it does 0, he becomes completely
identified with it and is transformed. But the moment he be-
comes distracted and falls under the sway of his own personal

life, he will be transported across the footlights into the audi- .

ence or beyond the walls of the theatre, wherever the obj.ect is
that maintains a bond of relationship with him. Meanwhile he
plays his part in a purely mechanical way. When those’lapscs
are frequent, and subject t interpolations from the actor's per-
sonal life, they ruin the continuity of the role because they have
no relation to it. )

‘Can you imagine 3 valuable necklace in which, after every
three golden links, there is one of tin, and then two gold.cn
links tied together with string? What would anyone want W.lth
such a necklace? And who can wanta constantly breaking lin®
of communication on the stage, which either deforms or lnl.ls
acting? Yet if communication between persons is important in
real life, it is ten times more so on the stage. w

“This truth derives from the nature of the theatre, which s
based on the inter-communication of the dramatis personac-

You could not possibly conceive of a playwright who would

( 7
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* present his heroes either in a state of unconsciousness or asleep,
* oratany time when their inner life was not functioning.
" “Nor could you imagine that he would bring two people on

A

* to the stage who not only did not know each other but who
* refused to become acquainted, to exchange thoughts and feel-
~ ings, or who would even conceal these from each other by sit-
~ ting in silence at opposite ends of the set.
 “Under those circumstances, there would be no reason for a
~ spectator to come into the theatre at all, since he could not get
- what he came for; namely, to sense the emotions and discover
 the thoughts of the people participating in the play.
" ‘How different it is if, when those same actors come on to the
. stage, onc of them wants to share his feelings with another, or to
hconvince him of something he believes, while the other is mak-
 ing every effort to takein those feelings and those thoughts.
" ‘When the spectator is present during such an emotional and
' intellectual change, he is like a witness to a conversation. He
\;g a silent part in their exchange of feelings, and is excited by
' fﬂ‘lcir experiences. But the spectators in the theatre can under-
w‘llind and indirectly participate in what goes on on the stage
 only while this intercourse continues among the actors.
~ “Ifactors really mean to hold the attention of a large audience
_‘: ;'hey must make every effort to maintain an uninterrupted ex-
Kfé(:hange of feelings, thoughts and actions among themselves.
* And the inner material for this exchange should be sufficienty

ko

it
0

A

 interesting to hold spectators. The exceptional importance of
?ﬂm process makes me urge you to devote special attention to it
) and to study with care its various outstanding phases.’

2

‘I shall start with self-communion,’ began Tortsov. “When do
e talk to ourselves? ,

| ‘Whenever we are so stirred up that we cannot coatain our-
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selves; or when wrestling with some idea difficult o assimilate;
when we are making an effort to memorize som.cthlfxg, anc:1 t.:ry-
ing to impress it on our consciousness by saying it alou_ ; or
when we relieve our feelings, either gay or sad, by voicing
the‘?hesez occasions are rare in ordinary life, yet frequent or;_ thle
stage. When I have occasion to commune with my own fecl-
ings on the stage, in silence, I enjoy it. .It is a state familiar to n;e
off the stage, and I am quite at home in it. But when [ am ob-
liged to pronounce long, eloquent soliloquies I have no notion
w}:;it(::ri:;l I find a basis for doing on the stage what.I do not
do off it? How can I address my very se!f ? Amanisa la}rgc
creature. Should one speak to his brain, his heart, his imagina-
tion, his hands or feet? From what to what should that inner
unication flow? '
m?';:l:i):t‘e::rtn'me that we must choose a subject .and an object.
Where are they? Unless I can find those two 1r'1wardly con-
nected centres I am powerless to direct my roving attention,
always ready to be drawn towards the pu.bhc. . .
‘L have read what the Hindus say on this subject. They be c‘Ch
in the existence of a kind of vital energy called P.rana, Whldi-
gives life to our body. According to their calculation thctl ra 4
ating centre of this Prana is the solar plexus. Consequen y,rv c
addition to our brain which is generally acc?ptf:d as the no:ear
and psychic centre of our being, we have a similar source
the heart, in the solar plexus. E
‘I tried to establish communication between these two ¢ .
tres, with the result that I really felt not only tl'mt they c:usdt; 3
but that they actually did come into contact with one ano .
The cerebral centre appeared to be the seat of consciousness
the nerve centre of the solar plexus—the seat of emotion. o
“The sensation was that my brain held intercourse with
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 feelings. I was delighted because I had found the subject and the
 object for which I was searching. From the moment I made the
- discovery I was able to commune with myself on the stage,
- either audibly or in silence, and with perfect self-possession.

~ ‘Thave no desire to prove whether Prana really exists or not.
My sensations may be purely individual to me, the whole thing
- may be the fruit of my imagination. That is all of no conse-
‘quence provided 1 can make use of it for my purposes and it
helps me. If my practical and unscientific method can be of use
o you, so much the better. If not, I'shall not insist on it.’

. Afteraslighe pause Tortsov continued:

~ “The process of mutual intercourse with your partner in a
scene is much easier to achieve. But here again we run into a

difficulty. Suppose one of you is on the stage with me and we

are in direct communication. But I am extremely tall. Just look

atme! I have a nose, mouth, arms, legs and a big body. Can you

communicate with all of these parts of me at once? If not,

€hoose some one part that you wish to address.”

~ “‘The eyes’, someone suggested, and added, ‘because they are

the mirror of the soul.’

. “You see, when you want to communicate with a person you
irst seek out his soul, his inner world. Now try to find my liv-
ng soul: the real, live me.’

. ‘How?’ I asked.

. The Director was astonished. ‘Have you never put out your
Fmotional antennae to feel out the soul of another person? Look
at me attentively, try to understand and sense my inner mood.
%65, that is the way. Now tell me how you find me.’

- Kind, considerate, gentle, lively, interested,’ I said.

* “And now?’ he asked. :

_ Hooked at him closely and suddenly found not Tortsov but
4musov (the famous character in the classic play Woe From -
£00 Muych Wit), with all his familiar earmarks, those extraordi-
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narily naive eyes, fat mouth, puffy hands and the soft gestures
self-indulgent old man. Pl
Of‘i&nd now gwith whom are you in communication? asked
Tortsov with Famusov'’s voice. ;
“With Famusov, of course,’ answered. . B
‘Anld what has become of Tortsov?” he said, returning in-
stantly to his own personality. ‘If you had not b.cen addressing
our attention to the Famusov nose or hands wl.u.ch I .hac.l trans-
 formed by a technical method, but to the spirit \,mrlun,lyou
would have found that it had not changed. I can't expe m);
soul from my body and hire another to 1:eplacc it. \.lou mus
have failed to get into communication with that living spirit.
i ith?’
In that case, what were you in contact wi
T}:at was just what I was wondering, so I set myself to re-
membering what change my own feelings underwent as t}rlr;)"
object was transformed from Tortsov to Famusov, l.xow 3
turned from the respect which the one inspires, to the irony an ;
good-humoured laughter which the other causes. of coursc,d
must have been in contact with his inner spirit throughout an
t I could not be clear about it. o i
yc:‘You were in contact with a new being,” he explained, whlnC:
ou may call Famusov-Tortsov, or Tortsov-Famusov. Int 3
you will understand these miraculous metamorphoses of 2 c;rt‘:"
Zive artist. Let it suffice now that you understand that peoc}l’ enot
ways try to reach the living spirit of their object and that they : g
deal with noses, or eyes, or buttons the way some actors 0
the stage. ‘ ]
?j&tﬁg that is necessary is for two people to come into close C?:;t
tact and a natural, mutual exchange takes place. I try to gwemc-
my thoughts to you, and you make an effort to absorb so
thing of my knowledge and experience. . ) p
'Bgut thaZdoes not mean that the exchange is n.mtual, arglll;‘
Grisha. “You, the subject, transmit your sensations to Us,
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~ all we, the objects, do is to receive. What is reciprocal in

~ that?’

- “Tell me what you are doing this minute,’ Tortsov replied.
- ‘Aren’t you answering me? Aren’t you voicing your doubts
"f-?, and trying to convince me? That is the confluence of feelings
~ you are looking for.’
B ‘Icis now, but was it, while you were talking?’ Grisha clung
0 his point.
- Tdon’t sce any difference,” answered Tortsov. “We were
. exchanging thoughts and feelings then and we are continuing
’_,to do so now. Obviously in communicating with one another
. the giving out and the taking in occur alternately. But even
- while I am speaking and you were merely listening I was aware
of your doubts. Your impatience, astonishment and excite-
“ment all carried over to me.
. ‘Why was] absorbing those feelings from you ? Because you
~could not contain them. Even when you were silent, there was
e meeting of feelings between us. Of course, it did not become
explicit until you began to speak. Yet it proves how constant
the flow of these interchanging thoughts and feelings is. It is
especially necessary on the stage to maintain that flow unbroken,
because the lines are almost exclusively in dialogue.
. ‘Unfortunately, that unbroken flow is all too rare. Most
actors, if indeed they are aware of it at all, use it only when they
are saying their own lines. But let the other actor begin to say
s and the first one neither listens nor makes an attempt to
absorb what the second is saying. He ceases to act until he hears
lis next cue. That habit breaks up constant exchange because
that s dependent on the give and take of feelings both during
th speaking of the lines, and also during the reply to those

ady spoken, and even during silences, when the eyes carry

_:'l ‘Such fragmentary connection is all wrong. When you speak
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to the person who is playing opposite you, learn to fol;zsv
through until you are certain your thoughts have chlctra(;eh
consciousness. Only after you are convmcefl of this anSh ;}rg
added with your eyes what could not bc.: put into words, sho :
you continue to say the rest of your lines. In turn, youhmusf
learn to take in, each time afresh, the worfis .and l'.hou;gh ts oh
your partner. You must be aware today qf his l.mes even ougd
you have heard them repeated many times in tcl?ea.rsals an,
serformances. This connection must be made each time you act
together, and this requires ;1 gre:lxltn deal of concentrated atten-
i ique, and artistic discipline.’
uoz’ftt::hmu?i;;t pause the Director said 'that we w?uld.now
pass to the study of a new Eﬁase: communion with an imaginary,
-existent object, such as an apparition. rves
un.rgg;:: ';)coplc tryJ to delude thcmselves.into thmkx:ilg th:f
they really do see it. They exhaust all of their energy an d:t:h g
tion on such an effort. But an experienced actor kn.m?vs t o
point does not lie in the apparition itself, but in his inner re
tion to it. Therefore he tries to give an honest answer to l:ls own
question: what should I do if a ghost appcarf:d before me:
“There are some actors, especially beginners, who usct:h an
imaginary object when they are wm:king at home becaus'e ey
lack a living one. Their attention is dxrcc.tcd tow;ards convmtc:}llnmg2
themselves of the existence of a non-existent @g, ?athc\th g
concentrating on what should be their inner objective. 3
they form this bad habit they unconsciously carry the s:;ls-
method over on to the stage and cven.tuall y become unai1 ol
tomed to a living object. They set an inanimate n.lakc-bc zus
one up between themselves and their parners. This da{lgef 4
habit sometimes becomes so ingrained that it may lasta hfca:l;l ;
“What torture to play opposite an actor vyho loc.)ks atyou Y
yet sees someone else, who constantly adjusts himself to v
other person and not to you. Such actors are separated from
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 very persons with whom they should be in closest relationship.
. They cannot take in your words, your intonations, or anything
else. Their eyes are veiled as they look at you. Do avoid this
dangerous and deadening method. It eats into you and is so

difficult to eradicate !’

‘What are we to do when we have no living object?’ I asked.
. “Wait undil you find one,” answered Tortsov. “You will have
‘aclass in drill so that you can exercise in groups of two or more.
Let me repeat: I insist that you do not undertake any exercises
in communication except with living objects and under expert
Supervision.

. ‘Even more difficult is mutual communion with a collective
3 bject; in other words, with the public.

. “Of course, it cannot be done directly. The difficulty lies in
tae fact that we are in relation with our partner and simultane-
ously with the spectator. With the former our contact is direct
and conscious, with the latter it is indirect, and unconscious,
he remarkable thing is that with both our relation js mutual.’
Paul protested, and said:

~ Tsee how the relation between actors can be mutual, but not
the bond between the actors and the public. They would have

0 contribute something to us. Actually, what do we get from

f2em? Applause and flowers! And even these we do not receive
unl after the play is over.’

~ “What about laughter, tears, applause during the perform-

, hisses, excitement! Don’t you count them?’ said Tortsov.

Let me tell you of an incident which illustrates what I mean.
Ata children’s matinee of The Blye Bird, during the trial of the
€hildren by the trees and the animals, I felt someone nudge me.
', Va8 a ten-year-old boy. “Tell them that the Cat is listening.
3¢ pretended to hide, but I can see him,” whispered an agitated

voice, full of worry and concern for Mytyl and Tyleyl. 1

ould not reassure him, so the little fellow crept down to the
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footlights and whispered to the actors playing the parts of the
two children, warning them of their danger.

‘Isn’t that real response?

‘If you want to leam to appreciate what you get from the
public let me suggest that you give a performance to a com-
pletely empty hall. Would you care to do that? No! Because to
act without a public is like singing in a place v-ntl.lout resonance.
To play to a large and sympathetic audienFe is like singing in 2
foom with perfect acoustics. The audience constitute t':hc
spiritual acoustics for us. They give back what they receive
from us as living, human emotions. -

‘In conventional and artificial types of acting this problem of
relation to a collective object is solved very simply. Take the
old French farces. In them the actors talk constantly to the Pub.-
lic. They come right out in front and address either short indi-
vidual remarks or long harangues which explain the course of
the play. This is done with impressive ?clf-conﬁdcnce, assur-
ance and aplomb. Indeed, if you are going to put xourself in
direct relation to the public, you had better dominate it.

“There is still another angle: dealing with mob scenes. We
are obliged to be in direct, immediate relatiorllship with a mass
object. Sometimes we turn to individuals in the crowd; 3(;
others, we must embrace the whole in a form of extende
mutual exchange. The fact that the majority of those making
up 2 mob scene are naturally totally different f'rom one anotl;:f
and that they contribute the most varied emotions and thoughts
to this mutual intercourse, very much intensifies the processi

Also the group quality excites the temperament <?f eacl'x cotﬂ};lc
ponent member and of all of them together. This excites &
principals and that makes a great impression on thc.spcctatorso

After that Tortsov discussed the undesirable attitude of me”

chanical actors towards the public. . .
“They put themselves in direct touch with the public, passing
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- right by the actors playing opposite them. That is the line of
~ least resistance. Actually that is nothing more nor less than ex-
* hibitionism. I think you can be trusted to distinguish between
~ thatand asincere effort to exchange living human feelings with
~ other actors. There is a vast difference between this highly crea-
- tive process and ordinary mechanical, theoretical gestures. They
~ are both opposite and contradictory.
.~ “We can admit all but the theatrical type, and even that you
~ should study if only to combatit.

;’:ﬂ‘ ‘One word, in conclusion, about the active principle under-
~ lying the process of communication. Some think that our ex-
~ ternal, visible movements are a manifestation of activity and

. that the inner, invisible acts of spiritual communion are not.

~ This mistaken idea is the more regrettable because every mani-
~ festation of inner activity is important and valuable. Therefore

learn to prize that inner communion because it is one of the
 most important sources of action.’

¢ 3
‘If you want to exchange your thoughts and feelings with

' someone you must offer something you have experienced your-
- self,’ the Director began. ‘Under ordinary circumstances life
 provides these. This material grows in us spontaneously and
 derives from surrounding conditions.
. 'Inthe theatre it is different, and this presents a new difficulty.
. Weare supposed to use the feelings and thoughts created by the
- playwrigh. It is more difficult to absorb this spiritual material

~ than to play at external forms of non-existing passions in the
‘ 80od old theatrical way.
" ‘Itis much harder truly to commune with your partner than
. ®0 represent yourself as being in that relation to him. Actors love
%0 follow the line of least resistance, so they gladly replace real
' ommunion by ordinary imitations of it.
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“This is worth thinking about, because I want you to under-
stand, see and feel what we are most likely to send out
to the public in the guise of exchange of thoughts and
feelings.’ ,

Here the Director went up on the stage and played a whole
scene in a way remarkable for talent and mastery of theatre
technique. He began by reciting some poetry, the words of
which he pronounced hurriedly, effectively, but so incompre-
hensibly that we could not understand a word.

‘How am I communicating with you now?” he asked.

We did not dare criticize him, so he answered his own ques-
tion. ‘In no way at all,” he said. ‘I mumbled some words, scat-
tered them around like so many peas, without even knowing
what I was saying.

“That is the first type of material often offered to the public
as a basis of relationship—thin air. No thought is given either
to the sense of the words themselves or to their implications.
The only desire is to be effective.’

Next he announced that he would do the soliloquy from the
last act of Figaro. This time his acting was a miracle of marvel-
lous movements, intonations, changes, infectious laughter, crys-
talline diction, rapid speech, brilliant inflections of a voice with
an enchanting timbre. We could hardly keep from giving him
an ovation. It was all so theatrically effective. Yet we had no
conception of the inner content of the soliloquy as we had
grasped nothing of what he said. ’

‘Now tell me in what relation I was to you this time,” he
asked again. And again we were unable to answer.

‘I showed you myself, in a part,” Tortsov answered for u%
‘and I used the Figaro soliloquy for that purpose, its words,
gestures and everything that went with it. I did not show you
the role itself, but myselfin the role and my own attributes: ™Y
form, face, gestures, poses, mannerisms, movements, W
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| 1}‘ voice, diction, speech, intonations, temperam ique—
. everything except feelings. BT
‘.For those who have an externally expressive apparatus what
3 I did just now would not be difficult. Let your voice resound
. Your tongue emit words and phrases distinctly, your poses bc;
plastic, and the whole effect will be pleasing. I acted like a diva
1 in a café chantant, constantly watching you to see whether I
- Was making good. I felt that I was so much merchandise and
~ that you were the buyers.
“This is a second example of how not to act, despit
' that this form of exhibitionism is widely used andpir:ntll;flsfjlct
~ popular’ d
He went on to a third example.
] ‘You have just seen me presenting myself. Now I shall show
- You a part, as prepared by the author, but this does no
‘ that I shall live the part. The point of this performance ;vtnllclt
. Bot in my feelings but in the pattern, the words, external facial
: ‘:expressions, gestures and business. I shall not create the role. I
b lha}lll m;rcly present it in an external manner.’
+. He played a scene in which an important general acci
- found himself alone at home with nI:)thing tgo do. Out :)l; rl;t:;uc)—’
P ]tiikom he .lmed up all the chairs in the place so that they looked
- ke soldiers on parade. Then he made neat piles of everything
- onall the tables. Next he thought of something rather spicy;
5“'3ftet that he looked aghast over a pile of business correspond-
. €hce. He signed several letters without reading them, yawned,
.;,Stl‘e-tched himself, and then began his silly actividies all over
again,
All the while Tortsov was giving the text of the soliloquy
. With extraordinary clarity; about the nobility of highly placed
 Persons and the dense ignorance of everyone else. He did it in a
v‘°°.ld. impersonal way, indicating the outer form of the scene
‘Without any attempt to put life or depth into it. In some places

P
.
¥
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he rendered the text with technical crispness, in others hF undcx:-
scored his pose, gesture, play, or emphasized some spcc'lal deta.ll
of his characterization. Meantime he was watching his pul?hc
out of the comner of his eye to see whether what he was doing
carried across. When it was necessary to make pauses he drew
them out. Just the bored way actors do when they play a well-
made part for the sooth time. He might. as well have been ;
gramophone or a movie operator showing the same film a
mjflr:;::v"v’:’ he continued, ‘there remains the illustration of the
right way and means to be used in establishing contact between
the stage and the public. . .

“You have already seen me demonstrate this many times. You
know that I always try to be in direct relation to my partner, to
transmit to him my own feelings, analogous to th.ose of the
character I am playing. The rest, the complete fusion of the
actor with his part, happens automatically. _

‘Now I shall test you. I shall make a note of incorrect com-
munication between you and your partners by ringing a bell.
By incorrect I mean that you are not in direct contact with your
object, that you are showing off the part or yourself, or that )‘:;ll;
are recording your lines impersonally. All such mistakes

ell. )
geflicrrl:ember that there are only three types which wiil get
ilent approval:
mY(SII;CBitiI: communication with an object on the stage, and
indirect communication with the public.
‘(2) Self~<communion. LY s
‘(3) Communication with an absent or imaginary object.
est began. ]
'll;ifln at:;; playfd well as we t;hought and were surprised t0
on us frequently.
ha‘:lldtllfcbzg;‘:snfvcrc testcc‘.l1 in thz same way. Grisha and Sony3

i
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were last, and we thought the Dircctor would be ringing in-
".\ antly; yet actually he did it much less than we cxpected that
e would.

. When we asked him why, he explained:

. Tt just means that marfy who boast are mistaken and others,

i

whom they criticize, prove capable of establishing the right
contact with one another. In either case it is 2 matter of percen-

A

age. But the conclusion to be drawn is that there is no com-
pletely right or completely wrong relationship. The work of an
actor is mixed; there are good and bad moments in it.

. ‘If you were to make an analysis you would divide your re-
sults by percentages, allowing the actor so much for contact
With his partner, so much for contact with the public, so much
for demonstrating the pattern of his part, so much for showing
timself off. The relation of these percentages to one another in
he final total determines the degree of accuracy with which the
3ctor was able to achieve the process of communion, Some will

ate higher in their relations with their partners, others in their

bility to commune with an imaginary object, or themselves.

these approach the ideal.

. ‘On the hegative side some types of relation between subject
and object are less bad than others. It is, for example, less bad to
xhibit the psychological pattern of your role impersonally than
0 exhibit yourself or give 2 mechanical performance.

* ‘There are an infinite number of combinations. Consequently
it is best for you to make a practice of: (1) finding your real
Object on the stage and getting into active communication with
% and (2) recognizing false objects, false relationships and com-
| Pating them. Above all give special attention to the quality of
- the spiritual material on which you base your communication

~ With others.’

p
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4

“Today we shall check your external equipment for inter-
communication,’ announced the Director. ‘1 r.nust know whe-
ther you really appreciate the means at your dliposal. .Pleasef go
up on the stage, sit down in pairs, and start some kind of an
argument.’ - .

gI reasoned that Grisha would be the easiest person with whzm
to pick a quarrel, so I sat down by him, and it was not long be-
fore my purpose was accomplisl?ed. . .

Tortsov noticed that in making my points to Grisha I usci
my wrists and fingers freely, so he ordered them to be bandage

“Why do that?’ I asked. . .

‘So tiat you will understand how often we fail to appreciate
our tools. I want you to be convinced that whereas the eyes are
the mirror of the soul, the tips of the fingers are the eyes of the
body,” he explained. . .

H};ving ::g use of my hands I increased my intonation. But
Tortsov requested me to speak without raising my voice or
adding extra inflections. I had to use my eyes, facial expresstcni
eyebrows, neck, head and torso. I tried to replace the m.eansd
had been deprived of. Then I was bound d?wn to my chair an
only my mouth, ears, face and eyes were still free.

S};onyeven these were bound up and all that I could do W3

ar. Which did not help. -
1.oAt this point the external world ceased to exist for me. No-
thing was left to me except my inner vision, my inner ear, MY
ination.

I was kept in this state for some time. Then I heard a
that seemed to come from far off.

It was Tortsov, saying: B i

‘Do you want some one organ of communication back?

so, which one?’

voice
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I'tried to indicate that I would think about it.
How could I choose the most necessary organ? Sight ex-

 presses feelings. Speech expresses thought. Feelings must influ-

ence the vocal organs because the intonation of the voice ex-
presses inner emotion, and hearing, too, is a great stimulus to
them. Yet hearing is a necessary adjunct of speech. Besides, they
both direct the use of the face and the hands.

. Finally I exclaimed angrily, ‘An actor cannot be crippled!
'He has to have all his organs !’

- The Director praised me and said:

- ‘At last you are talking like an artist who appreciates the real
value of each one of those organs of communication. May we
see disappear for ever the actor’s blank eye, his immobile face

ar d brow, his dull voice, speech without inflection, his contort-

ed body with its stiff backbone and neck, his wooden arms,

* hands, fingers, legs in which there is no motion, his slouching

gait and painful mannerisms!
- ‘Let us hope our actors will devate as much care to their

Creative equipment as a violinist does to his beloved Stradi-
varius or Amati.’

P . 5

“Up to this point we have been dealing with the external,
isible, physical process of communion,” the Director began.
But there is another, important aspect which is inner, invisible
ind spiritual.

~ ‘My difficulty hereis that Thave to talk to you about something
teel butdonotknow. Itis something have experienced and yet I

fnnot theorize about it. Thave no ready-made phrases for some-
fing [ can explain only by a hint, and by trying to make you

for yourselves, the sensations that are described in a text.

*“He took me by the wrist and held me hard;
Then goes he to the length of all his arm,
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And with his other hand thus o’cr his brow,
He falls to such perusal of my face

As he would draw it. Long stay’d he so;

At last, a litle shaking of mine arm

And thrice his head thus waving up and down,
He raised a sigh so piteous and profound
That it did scem to shatter all his bulk

And end his being: that done, he lets me go:
And with his head over his shoulder turn’d,
He scem’d to find his way without his eyes;
For out o’ doors he went without their help,
And to the last bended their light on me.”

‘Can you sense, in those lines, the wordless com.munion. b?-
tween Hamlet and Ophelia?> Haven’t you experienced it in
similar circumstances, when something streamed out of you,
some current from your eyes, from the ends of your fingers or
out through your pores? '

“What iari;e caI:l we give to these invisible currents, 'WhICh
we use to communicate with one another? Some day @s phe-
nomenon will be the subject of scientific research. Meantime let
us call them rays. Now let us see what we can find out about
them through study and making notes of our own sensations. 1

“When we are quiescent this process of irrac%xanon is barely
perceptible. But when we are in a highly emotional state tth:l
rays, both given and received, become much more de.:ﬁmtc an g
tangible. Perhaps some of you were aware of these inner cur
rents during the high spots of your initial test performancc,.a;
for example when Maria called for help, or when Kostya cri¢
out “Blood, Tago, blood!”, or during any one of the various
exercises you have been doing. .

‘It was only yesterday that I was witness to a scenc between ;
young girl and her fiancé. They had quarrelled, were not spcdﬂ-:
ing and they were seated as far apart as possible. She preten
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 she did not even see him. But she did it in a way to attract his
.~ artention. He sat motionless, and watched her with a pleading
. gaze. He tried to catch her eye so that he might guess her fecl-
. ings. He tricd to feel out her soul with invisible antennae. But
. the angry girl withstood all attempts at communication. Finally
~ he caught one glance as she turned for an instant in his direction.
1 “This, far from consoling him, depressed him more than ever.
~ After a while he moved to another place, so that he could look
 straight at her. He longed to take her hand, to touch her and
 transmit the current of his feelings to her.

. “There were no words, no exclamations, no facial expres-
;ﬁ sions, gestures or actions. That is direct, immediate communion
. in its purest form.

. “Scientists may have some explanation of the nature of this
- unseen process. All I can do is to describe what I myself feel and
- how I use these sensations in my art.”

‘. Unfortunately our lesson was interrupted at this point.

i 6

. We were divided into pairs and I sat with Grisha. Instantly
* we started to send rays to each other in a mechanical way.

" The Director stopped us.

~ “You are already using violent means when that is what you
- should avoid in such a delicate, susceptible process. Your mus-
cular contraction would preclude any possibility of accom-
- plishing your purpose.

~ “Sit back,’ said he in a tone of command. ‘More! Still more!
" Much, much more! Sit in a comfortable, easy position! That is
- not relaxed enough! Nor that! Arrange yourselves restfully.
" Now look at each other. Do you call that looking? Your eyes
are popping out of your heads. Ease up! More! No tenseness.
. “Whatare you doing?’ Tortsov asked Grisha.

" ‘Tam trying to carry on our dispute about art.”
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‘Do you expect to eXpress such thoughts through your eyes?
Use words and let your €yes supplement your voice. Perhaps
then you will feel the rays that you are directing towards each
other.’

“We continued our argument. At one point Tortsov said to
me:

‘During that pause, I was conscious of your sending out rays.
And you, Grisha, were preparing to receive them. Remember,
it occurred during that long drawn outsilence.’

I explained that 1 had been unable to convince my partner of
my point of view and I was just preparing anew argument.

«Tell me, Vanya,” said Tortsov, ‘could you feel that look of
Maria’s? Those were real rays.

“They were shot at me I’ was his wry response.

The Director turned back to me-

‘Besides listening I want you now o try to absorb something
vital from your partmer. In addition to the conscious, explicit
discussion and intellectual exchange of thoughts, can you feela
parallel interchange of currents, something you drawin through

your eyes and put out again through them?
‘It is like an underground river, which flows continuously

under the surface of both words and silences and forms an in-
visible bond between subject and object.

‘Now I wish you to make a further experiment. You will put
yourself in communication with me, said he, taking Grisha’s
place.

‘Fix yourself comfortably, don’t be nervous, don’t hurry and
don’t force yourself. Before you try to transmit anything to 3%~
other person you must Prepare your material.

‘A little while ago this type of work seemed complicated to
you. Now you do it easily. The same will be true of this presen®
problem. Let me have your feelings without any words, just

through your eyes, he ordered.
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But I cannot put all the shadings of my feelings into the

expression of my eyes,” I explained.
i We can’t do anything about that,’” he said, ° i
- Ly .’ he said, ‘so never mind all
:Wh'flt will remain?’  asked with dismay.
Feelings of sympathy, respect. You can transmit them with-
out \Eird;if you cannot make the other person realize that
Jvou like im because he is an intelligent, active, hard i
" and high-minded young man.’ ; e
“What am [ trying to communicate t .

oyou? I
- you?’ I asked Tortsov,
‘I neither know nor care to know,’ was hi
‘ . was his reply.
Why not?’ ik
| Because you are staring at me. If you want me to sense the
general meaning of your feelings, you must be experiencing
] wl‘lla:t]: you are trying to transmit to me.’
= ‘Now can you understand? I cannot i
}l‘;ﬂ‘more clearly,’ I'said. ke A
You look down on me for some reason. I cannot know the
“gg.act cause for this without words. But that is beside the point.
| l‘d you feel any current issuing from you freely?’
: Perhaps I did in my eyes, | replied, and I tried to repeat the
& same sensation.
] ll:lo. This time you were just thinking about how you could
i i:zk that current out. You tensed your muscles. Your chin and
} FWh were taut and your eyes began to start from their sockets.
3 mSilat I want from you you can accomplish much more simply,
* easily and naturally. If you want to envelop another person in

i Yyour <.1€s1res you don’t need to use your muscles. Your physical
4 ?Sauon from t}us current should be barely perceptible, but the
~ force you are putting behind it would burst 2 blood vessel.’

f‘dY patience crumbled and I exclaimed:
| Then I do not understand you at all?’
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‘You take a rest now and I shall try to describe the type of
scnsation [ want you to feel. One of my pupils lik.cncd itto the
fragrance of a flowcr. Another suggested the fire in a diamond.
I have felt it when standing at the crater of a volcano. I felt the
hot air from the tremendous internal fires of the earth. Does
cither of these suggestions appeal to you?’

‘No,’ I said stubbornly, ‘not at all’ i

“Then I shall try to get at you by an inverse method,” said

v patiently. ‘Listen to me.
To‘l;:’(l)letf Iam a):: a concert and the music does not aﬁ'.ect me |
think up various forms of cntertainment f(_)r myself. I pick outa
person in the audience and try to hypnotize hlm: If my v:}:m.xi
happens to be a beautiful woman Ltry to transmit my cn lISIh
asm. If the face is ugly I send over feelings of aversion. In suc
instances I am aware of a definite, physical scnsation. That may
be familiar to you. In any case that is the thing we are looking
r at present.’ It
f‘O‘Anlc)l you feel it yourself when you are hypnotizing some-
?’ asked Paul. '

On‘eY?el: 0;5 course, and if you have ever tried to use hypnosis
you must knew exactly what I mean,’ said’ T?rtsov‘. i

“That is both simple and familiar to me, 'sald I }mth relief. \

‘Did I ever say it was anything extraordinary?’ was TortsoV
surprised rejoinder. L

I was looking for something very—special. . A

“That is what always happens,’ remarked the Director. Jus
use a word like creativeness and immediately you all climb up
on your stilts. . ’

‘Now let us repeat our experiment.

“What am [ radiating?’ [ asked.

‘Disdain again.’

‘And now?’

“You want to caress me.’
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‘And now?’

. “That again is a friendly feeling, but it has a touch of irony
init)
I was delighted at his having guessed my intentions.

~ ‘Did you understand that feeling of an out-going current?’

. ‘Tthink I did,’ I replied, with slight indecision.

‘In our slang, we call that irradiation.

‘The absorbing of those rays is the inverse process. Suppose
we tryit.’

. We exchanged roles: he began to communicate his feelings
to me and I to guess them.

- “Try to define in words your sensation,” he suggested after we
had finished the experiment.

* ‘I'should express it by a simile. It is like a piece of iron being
'drawn by 2 magnet.’

. The Director approved. Then he asked me if I had been
conscious of the inner bond between us during our silent com-
‘munion.

. ‘Itseemed to me that I was,” I replied.

~ ‘If you can establish a long, coherent chain of such feelings it

“will eventually become so powerful that you will have achieved

- what we call grasp. Then your giving out and absorption will

. be much stronger, keener and more palpable.’

. When he was asked to describe more fully what he meant by
 grasp Tortsov continued:

. ‘Itis what a bull-dog has in his jaw. We actors must have that
~ same power to seize with our eyes, ears and all our senses. If an
~ actor is to listen, let him do it intently. If he is called upon to
- smell, let him smell hard. If he is to look at something, let him
Teally use his eyes. But of course this must all be done without
| Unnecessary muscular tension.”

. "When I played that scene from Othello, did I show any
- Brasp?’ [ asked.

B

i
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‘There were one or two moments,” admitted Tortsov. ‘But
that is too little. The whole role of Othello calls for complete
grasp. For a simple play you need an ordinary grasp, but for a
Shakespeare play you have to have an absolute grasp.

‘In everyday life we don’t need complete grasp, but on the
stage, above all in playing tragedy, it is a necessity. Just make
the comparison. The greater part of life is devoted to unim-
portant activities. You get up, you go to bed, you follow a
routine which is largely mechanical. That is not stuff for the
theatre. But there are purple patches of terror, supreme joy,
high tides of passion and outstanding experiences. We are chal-
lenged to fight for freedom, for an idea, for our existence and
our rights. That is material we can use on the stage if, for its
expression, we have a powerful inner and outer grasp. Grasp
does not in any way signify unusual physical exertion, it means
greater inner activity.

‘An actor must learn to become absorbed in some interesting,
creative problem on the stage. If he can devote all of his atten-
tion and creative faculties to that he will achieve true grasp.

‘Let me tell you a story about an animal trainer. He was in
the habit of going to Africa to pick out monkeys to train. A
large number would be gathered together at some point and
from these he would choose those he considered the most pro-
mising for his purpose. How did he make his choice? He took
each monkey separately and tried to interest it in some object, 3
bright handkerchief, which he would wave before him, or
some toy that might amuse him with its colour or sound. After

the animal’s attention was centred on this object the trainef
would begin to distract him by presenting some other thing, 2
cigarette, perhaps, or a nut. If he succeeded in getting the mon-
key to switch from one thing to another he would reject him
If, on the other hand, he found that the animal could not be
distracted from the first object of his interest and would make

b,

,
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« an cﬂ'ort. to go after it when removed, the trainer would buy
him. -Hls choice was established by the monkey’s evident
- capacity to grasp and hold something.
4 ‘That is how we often judge our students’ power of attention
| - and ability to remain in contact with one another—by the
- strength and continuity of their grasp.’

] 4
’, "I‘l.lc Director began our lesson by saying:
| 8 ! Since these tc};u'rents are so important in the interrelationship
. Ot actors, can they be controlled by technical means® C
produce them at will? E
: Here. again we are in the situation of having to work from
. ': .ou.tmdc, when our desires do not come spontaneously from
. fthe inside. Fortunately an organic bond exists betwcen the body
.;_and the foul. It:s power is so great that it can all but recall the
:;ﬂead to life. Thl.nk of a man apparently drowned. His pulse has
f Stopped 'and he is unconscious. By the use of mechanical move-
~ ments his l.ungs are forced to take in and give out air! That
s the circulation of his blood, and then his organs resume
yc:se;c;r.nary functions, so life is revived in this man prac-
~ 'In using artificial means k Inci
f : we work on the same principle.
i Ex‘temal aids stimulate an inner process. S
~ Nowlet me show you how to apply these aids.’
bTomoY sat down opposite me and asked me to choose an
0 Ject,.wu:h 1ts appropriate, imaginative basis, and to transmit
1t to him. He allowed the use of words, gestures, and facial
~ SXpressions.
‘ This took a long time until finally I understood what he
! Wanted and was successful in communicating with him. But he
i kept me for some time watching and becoming accustomed to

" the accompanying physical sensations. When I had mastered
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the exercise he restricted, one after another, my means of ex-
pression, words, gestures and so on, until I was ?bhged to carry
on my communication with him solely by giving out and ab-
sorbing rays. . .

After that he had me repeat the process ina purely m?c}um-
cal, physical way without allowing any feelings to participate.
It took time for me to separate the one from the other and when
- Isucceeded he asked how I felt. R

‘Like a pump bringing up nothing but air,’ I said. ‘I felt the
out-going currents, principally through my eyes, and perhaps
partly from the side of my body towards you. .

“Then continue to pour out that current, in a ;:urcly physical
and mechanical way, as long as you possibly can,” he ordered.

It was not long before I gave up what I called a perfectly
‘senseless’ proceeding. e

“Then vr;hy didn’t you put some sense into it?’ he .askcd.
“Weren't your feelings clamouring to come to your aid ang
your emotion memory suggesting some experience you coul
use as material for the current you were sending Ol.lt? -

‘Of course, 1f I were obliged to continue this mcchafuc
exercise, it would be difficult not to use something to motivate
my action. I should need some basis for it.’ -

“Why don’t you transmit what you feel at this very momentci
dismay, helplessness, or find some other sensation?” suggestc
Tortsov. ' .

I tried to transmit my vexation and exasperation to him. )

My eyes scemed to say: ‘Let me alone, will you? Why per
sist? Why torture me!’ bt

‘How do you feel now?” asked Tortsov. ' _

“This time I feel as though the pump had something besides
air to bring up.’ .

‘So yougr “senseless” physical giving out of rays acquired 3
meaning and purpose after all!’
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. Then he went on to other exercises based on receiving rays.
t was the inverse procedure and I shall describe only one new
int: before I could absorb anything from him I had to feel
through my eyes, what he wanted me to draw from him.
8 required attentive search, feeling my way into his mood
making some kind of connection with it,
tis not simple to do by technical means what is natural and
tuitive in ordinary life,” said Tortsov. ‘However, I can give
fou this consolation, that when you are on the stage and play-
g your part this process will be accomplished far more casily
than in a classroom exercise.
“The reason is: for our present purpose you had to scrape to-
ether some accidental material to use, while on the stage all
OUr given circumstances have been prepared in advance, your
bjectives have been fixed, your emotions tipened and ready
Or the signal to come to the surface. All you need is a slight
imulus and the feelings prepared for your role will gush out in
ontinuous, spontaneous flow.
. ‘When you make a siphon to empty water out of a container,
O suck the air out once and the water flows out by itself. The
me thing happens to you: give the signal, open the way and
Ur rays and currents will pour out.’
When he was asked about developing this ability through
XErcises he said:
. There are the two types of exercises that we have just been

 the first teaches you to stimulate 2 feeling which you trans-
* 00 another person. As you do this you note the accompany-
8 physical sensations, Similarly you learn to recognize the
Sation of absorbing feelings from others.

*4e second consists of an effort to feel the mere physical
Sations of giving out and absorbing feelings, without the
~panying emotional experience. For this, great concentra-
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tion of attention is imperative. Otherwise you might ca::stlilg ncsonl-f
fuse these sensations with ordinar.y musc'ular contx.'ah 2 m.di-
these occur choose some inner feeling whufh you WI; S
ate. But above all avoid violence and physmall conto ; f;ee]y
diation and absorption of e;notic;'n mus; take place easily, .
d without any loss of energy. . L
naf;ruatnzzot do these errcises alone, or w:}tlh an z:lg:vnlas;}:
e e Ot.ll? ca;acéuotuniv:nioz(:g:lst be mu-
i ings with you.
ﬁtmcgﬁxgoi ict:ilrnnf)i these errcises except under the sulfccr-
visic;n of my assistant. You need his cxpencn;ed n?: i:) mc’;ls[:
you from going wrong and from the’danger of co g
cular tenseness with the rigilt prlc;(‘:ess.d
¥ ifficult it seems,’ I exclaimed. -
‘Il-;ioi;)ivcﬁtﬁ‘l tc:l do something that is r.xormal and naturli? ds:)a::
Tortsov. ‘You are mistaken. Anything non.nal ca}:;Ch o
easily. It is much more difficult to do somethl?g A g 0
trary to nature. Study its laws and do not try for an

is not natural.

‘All the first stages of our work seemed difficult to you, the

i jon, and
relaxation of muscles, the concentration of attention,
rest, yet now they have become second nature.

y

have enriche
“You should be happy because you ly
nic:l((::ui:mcnt by this important stimulus to communion

d your tech”

CHAPTER ELEVEN
ADAPTATION

I

] he first suggestion that the Director made, after seeing the
A big placard ‘ADAPTATION’ that his assistant had pue up;
as to Vanya. He gave this problem:

~“You want to g0 somewhere. The train leaves at two o’clock.

ecessity of deceiving not only me
vell. How will you go about it?’
Isuggested that he pretend to be sad, thoughtful, depressed
ill. Then everyone would ask: “What's the matter with you?’
1at would give an opportunity to cook up some story in a
3 that would oblige us to believe he really was ill and to let
m go home.

That’s it!” exclaimed Vanya joyously, and he proceeded to
through a course of antics, But after he had cut a few capers,
tipped and screamed with pain. He stood rooted to the floor
h one leg up and his face twisted with suffering.

first we thought he was fooling us, and that this was part
s plot. But he was apparently in such real pain that I be-
€d in it, and was about to go over to help him when I felt a
€ doubt and thought that for the tiniest part of a second I
'3 twinkle in his eye. So I stayed with the Director, while all
Others went to his rescue. He refused to let anyone touch
leg. He tried to step on it but he yelled so with pain that
SOV and [ looked at each other as much as to say, is this real

223
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or is it fooling? Vanya was helped off the stage with great diffi-
culty. They held him up by the armpits and he used his good

leg.
Suddenly Vanya began to do a fast dance, and burst into

laughter.

“That was great! That I really did feel!” he chortled.

He was rewarded with an ovation and I was once more aware
of his very real gifts.

‘Do you know why you applauded him?’ asked the Director.
‘It was because he found the right adaptation to the circum-
stances that were set for him, and successfully carried through
his plan.

“We shall use this word, adaptation, from, now on to mean
both the inner and outer human means that people use in adjusting
themselves to one another in a variety of relationships and also as an
aid in effecting an object.’

He further explained what he meant by adjustinig or con-
forming oneself to a problem.

“It is what Vanya has just done. To get out of his classes early
he used a contrivance, a trick, to help him solve the situation
he wasin.’

“Then adaptation means deceit?’ asked Grisha.

‘In a certain way, yes; in another, it is a vivid expression of
inner feelings or thoughts: third, it can call the attention to you
of the person with whom you wish to be in contact: fourth, itcat
prepare your partner by putting him in 2 mood to respond ©
you: fifth, it can transmit certain invisible messages, which ca?
only be felt and not put into words. And I could mention a7
number of other possible functions, for their variety and scop®
is infinite.

“Take this illustration:

‘Suppose that you, Kostya, hold some high position and
have to ask a favour of you. I must enlist your aid. But you

i
0
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i .

- notknow me atall. How can I mak

1 L e myself stand out fr

4 otl‘1Icrs who. are trying to get help from you? e

.l mustnivet your attention on me and contro] i

3 1it. How can I

1 ;;engthcn a_nd make the most of the slight contact between us?

3 mc?chan Iinfluence you to take a favourable attitude toward

8 k" ow can I reach your mind, your feelings, your attention,
1 yo imagmation? How can I touch the very soul of such

influential person? a

:f only I can make him conjure up a picture in his mind’s eye

13t In any way approximates the dreadful reality of my cir-
mstances, I know his interest will be aroused. He will look

into me more attentively, his heart will be touched. But to
\.« this point I must penetrate into the being of the other
fper , I must sense his l'ife, I must adapt myself to it.
i ressat we are pnma‘nly aiming atz in using such means, is to
P our states of mind and heart in higher relief. There are,
: 7 dWever, fontrasting circumstances in which we make use o;'
- them ¢o h1d<? or mask our sensations. Take a proud sensitive
i who is trying to appear amiable to hide his wounded
g gs. Qr, a pr.osecuu'ng attorney who covers himself most
iy :s}:c V;’lth various sElbt.erﬁlges in order to veil his real object
3 amining a criminal.
g 'We have recourse to methods of adaptation in all forms of
, IMmunion, even with ourselves, because we must neces-
Mrily make allowances for the state of mind we
Iven moment.’

' .Bt,a&“ all,” argued Grisha, ‘words exist to express all these

111no

§

are in at any

L Do you suppose that words can exhaust all the nicest shad-
.; . f’f tlltE.Q‘BmOtions you experience? No! When we are com-
g with one another words do not suffice. If we want to
o't Ufe into them, we must produce feelings. They fill out the

anks left by words, they finish what has been left unsaid.”
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“Then the more means you use, the more intense and com-
plete your communion with the other person will be?’ someone
suggested.

‘It is not a question of quantity but of quality,” explained the
Director.

Iasked what qualities were best suited to the stage.

“There are many types,” was his answer. ‘Each actor has his
own special attributes. They are original with him, they spring
from varied sources and they vary in value. Men, women, old
people, children, pompous, modest, choleric, kind, irritable and
calm people all have their own types. Each change of circum-
stance, setting, place of action, time—brings a corresponding
adjustment. You adjust yourself differently in the dead of night,
alone, from the way you do in daylight and in public. When
you arrive in a foreign country you find ways of adapting your-
self in a way suitable to the surrounding circumstances.

‘Every feeling you express, as you express it, requires an in-
tangible form of adjustment all its own. All types of communi-
cation, as, for example, communication in a group, with an
imaginary, present or absent object, require adjustments pecu-
liar to each. We use all of our five senses and all the elements of
our inner and outer make-up to communicate. We send out
rays and receive them, we use our eyes, facial expression, voice
and intonation, our hands, fingers, our whole bodies, and in
every case we make whatever corresponding adjustments ar¢

necessary.

“You will see actors who are gifted with magnificent powers
of expression in all phases of human emotions and the means

they use are both good and right. Yet they may be able to trans*
mit all this only to a few people, during the intimacy of re-
hearsals. When the play goes on and their means should grow
in vividness, they pale and fail to get across the footlights in 2
sufficiently effective, theatrical form.
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“There are other actors who
P possess the power to make vivid
adjustments, but not many. B th i k.
* fect loses strength and kcerzlnesse.cause % fack vaciry Qg o
Wy there are actors whom nature has maltreated by en-
;(:wmg t?cr: with monotonous and insipid, although correct
- powers of adjustment. Th ’
iy €y can never reach the front rank of
If pcol?le in ordinary walks of life need and make use of a
farge variety of adaptations, actors need a correspondingly
gre: ter number because we must be constantly in contact with
o another and therefore incessantly adjusting ourselves. In all
P c;xamplef I. g:ve givlen the quality of the adjustment playsa
great part: vividness, colourfulness, boldn, i i
e quisiteness, taste. IS, e
3 What Vanya did for us was vivid to the point of boldness.
But tbcge n:}x;c other methods of adaptation. Now let me see
S0nya, Grisha and Vassili go up on th
€xercise of the burnt money.’ ’ it
| 3 Sonya stood up rather languidly with a depressed look on her
e, apparently waiting for the two men to follow her ex-
e ple. But they sat tight. An embarrassing silence ensued.
What is the matter?” asked Tortsov.
P A No one answered and he waited patiently. Finally Sonya
~ ©0uld not stand the silence any longer, so she made up her mind
0 speak. To soften her remarks she used some feminine man-
e n because she had found that men were usually affected
i them. She dropped her eyes and kept rubbing the number
Plate on the orchestra seat in front of her to disguise her feel-
:« For a long time she could not bring out any words. To hide
€T blushes she put a handkerchief to her face and turned away.
1€ pause seemed endless: to fill it up and to lessen the em-
. csment caused by the situation, also to lend a humorous
SHCA to it, she forced out a little mirthless laugh.

-
¥
.
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“We are so bored by it. Really we are,” she said. ‘I.don't kcrllow
how to tell you—but please, give us another exercise—and we
m‘l:;r‘;o! I agree! And now you don’t have to do tl’nt m
because you have already given me what I wanted,” exclaime
the Director. ) , o

¢ i show you?’ we aske ’

'zlfh}?zﬂ::dl\;lail;a shovz'ed us a bold adaptation, ?onya :1 wa;
more exquisite, fine-grained and contained both intern fsiln
external elements. She very patiently usec? all the gam;xlt o ;:
powers of persuasion to get me to take pity on her. Sh e m:l :
effective use of her resentment and tears. thnevcr s 1 cok ;
she put in a touch of flirtation to gain her objective. S :11 :11;
readjusting herself in order to make me feel and. accept e
shadings of the changing emotions she was cxpencncmgﬁn e
did not succeed, she tried another and a third, hoping to .
most convincing way to penetrate to the h&rt.of her pro "

“You must learn to adapt yourselves to circumstances, °
time, and to each individual person. If.'you are called tfponcn.
deal with a stupid person you must .adJust yourselft; ];1; ::m f
tality, and find the simplest means with which to reac o
and understanding. But if your man is shrewd, you sho ,pwc
ceed more cautiously and use subtler means so that he won't

our wiles. ' .
thx"(;":g;l:erc to you how important these adap.m.lons are n?oouf
creative work, let me add that many actors of limited emoti

capacity produce greater effects through their vivid powers of

adjustment than those who feel more deeply and pow.crﬁluy
yet cannot transmit their emotions in any but pale forms.

2

‘Vanya,’ ordered the Director, ‘go up on t’he stage with mé
and play a variation of what you did last time.
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. Ourlively young friend bounced off and Tortsov slowly fol-
. lowed, whispering to us as he went: “Watch me draw him out!’
" Out loud he added: ‘So you want to get away from school
' early. That is your main, your fundamental objective. Let me
. see you accomplish it.’
~ He sat down near a table, took a letter out of his pocket and
 became wholly absorbed in reading it. Vanya stood close by,
his whole attention concentrated on finding the most ingenious

 possible way to outwit him.
~ He tried the most varied kinds of stunts but Tortsov, as if on
purpose, paid no attention to him. Vanya was indefatigable in
‘his efforts. For a long while he sat absolutely motionless with an
‘agonized expression on his face. If Tortsoy had even so much
33 looked at him then he must have taken pity on him. Sudden-
1y Vanya got up and rushed offinto the wings. In a little while
he came back, walking with the uncertain step of an invalid and
Wiping his brow as if a cold sweat were pouring from it. He sat
down heavily near Tortsov, who continued to ignore him. But
fie was acting truthfully and we responded with approval to all
he did.

~ After that Vanya nearly passed out with fatigue: he even slid
' out-of his chair on to the floor and we laughed at his exaggera-

4dons.

4 - But the Director was unmoved.

~_ Vanya thought up more things to make us laugh harder.
=Ven 5o Tortsov was silent and paid no attention to him. The
More Vanya exaggerated, the louder we laughed. Our merri-
fent encouraged him to think of more and more amusing
things to do, until finally we roared.

»'; That was just what Tortsov was waiting for.

- Do you realize what has Just happened?” he asked as soon as
€ could quiet us. ‘Vanya's central objective was to get out of
€100l ahead of time. All of his actions, words, efforts to appear

..
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ill and to gain my sympathetic attention were means wh.ich.hc
was using to accomplish his main purpose. In the beginning
what he did conformed properly to that purpose. But alas! A.s
soon as he heard the laughter from the audience he changed his
whole direction and began to adapt his actions, not to me who
was paying no attention to him, but to you, who showed your
delight in his stunts.

‘His objective now became, how to amuse the Spectators.
‘What basis could he find for this? Where would he look for his
plot? How could he believe in and live in it? His only resort
must be to the theatrical—that is why he went wrong. .

‘At this point his means became false by bcing gsed for their
own sakes instead of in their proper role of auxiliaries. That sort
of wrong acting is frequently seen on the stage. I.know.any
number of actors who are capable of making b'nlhan.t adJusf-
ments and yet who use these means to entertain .theu' publl;
rather than to convey their feelings. They turn their powers 0

adaptation, just as Vanya did, into individual vaudew!le num-
bers. The success of these separate entities turns their heéds.
They are willing to sacrifice their role, as a whole, to the excite-
ment of obtaining a burst of applause, shouts of laughter.. Vi;y
often these particular moments have nothing to do w1th. c
play. Naturally, under such circumstances, these adaptations
meaning.
los‘eS:;uyou see %hey can even be a dangerous temptzftion to 3:2
actor. There are whole roles that are permeated with oppoh
tunities for misusing adaptations. Take Ostrovski’s play Enot‘{’
Stupidity in Every Wise Man and the role of old man N!ar.na}’cd:
Because he has no occupation he spends all his time giving 2 ]
vice to anyone he can get hold of. It is not easy to stick toch
single objective throughout a five-act play: to preachand ptﬂ;l !
to others and to convey to them constantly the same thoug .
and feelings. Under the circumstances it is extremely easy
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- lapse into monotony. To avoid that, many actors, in this part,
~ concentrate their efforts on all sorts of changing adaptations of
~ the main idea of preaching to others. This endless variety of
~ adjustments is, of course, valuable, but jt can be harmful
 if the emphasis is put on the variations rather than on the
- objective.
~ Ifyou study the inner workings of an actor’s mind you will
 find that what happens is that instead of saying to himself, “I
~ shall aim at such and such an objective by means of a severe
- tone,” what he really says is: “I want to be severe.” But as you
 know, you must not be sever. » or anything else, just for its own
o sake.
‘T If you do your true feelings and actions will disappear and be
- replaced by artificial, theatrical ones. It is all too typical of actors
- that in the presence of the persons whom the play gives them to
- communicate with, they seek out some other object for their
. attentions, on the other side of the footlights, and proceed to
- adjust themselves to that object. Their external communication
~ may seem to be with the persons on the stage, but their real ad-
~ ustmentsare being made to the spectators.
~ ‘Suppose you live on the top floor of a house and across the
 Wide street lives the object of your affections. How can you tell
 her of your love? You can blow kisses, press your hand to your
 heart. You can appear to be in a state of ecstasy, sadness, or long-
Ing. You can use gestures to enquire whether or not you may
@l on her and so on. All these adjustments to your problem
- Mmust be expressed in strong colours, otherwise they will never
( 8et across the intervening space.
- ‘Now comes an exceptionally favourable opportunity: there
1810t a soul in the street; she stands, alone, at her window; in all
the other windows the blinds are down. There is nothing to
keep you from calling over. Your voice must be pitched to

Oridge the distance.
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‘The next time you meet her she is walking along th? street
on the arm of her mother. How can you make use of this close
encounter to whisper a word, perhaps to beg !u:r to come to
some rendezvous? To be in keeping with the circumstances of
the meeting you will need some expressive but barely percept-
ible gesture of the hand, or perhaps only the eyes. If you must
use words let them be scarcely audible. _

“You are just about to act when you suddenly see your rival
across the street. You are seized with a desire to show him your
success. You forget the mamma and shout loving words at the

of your lungs.

t°l‘DMoz,t actorsgconsta.ntly do with impunity what we wc?uld
look upon as inexplicably absurd in an ordinary human being.
They stand side by side with their partners on.the stage and ycc;
they adjust their whole facial expressions, voices, gestures an
actions to the distance, not between them and the other actor,
but between them and whoever is sitting in the last row of the
Ot?.gigln;cally should consider the poor devil who ca’n't aﬁ'oFd
to sit in the front rows, where he can hear everything,’ broke in
Grisha. .

‘Your first duty’, answered Tortsov, ‘is to adapt yourself to
your partner. As for the poor people in the lzst.rows, we have
a special way of reaching them. We have our voices Rlaccd pro];
perly and we use well prepared methods of pronouncing vowe
and consonants. With the right kind of diction you can speak as
softly as if you were in a small room and thc?sc poor people M}il
hear you better than if you yell, especially if you have arouse
their interest in what you are saying, and have made thc-m penc-
trate the inner meaning of your lines. If you rant, your intimate
words, that should be conveyed in a gentle tone, will lose their
significance and the spectators will not be inclined to look be-
yond them.’

i
i
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~ ‘Nevertheless the spectator has to see what is going on,’ per-
sisted Grisha,

- ‘For that very purpose we make use of sustained, clear—cut,
coherent, logical action. That is what makes the spectator un-
3 tand what is happening. But if the actors are going to con-
tradict their own inner feelings by gesticulations and poses that
) y be attractive but are not truly motivated, then the public
will tire of following them because they have no vital relation
sither to the spectators or to the characters in the play, and they
become easily bored by repetition. I say all this by way of ex-
laining that the stage, with all is attendant publicity, tends to
ead actors away from natural, human adaptations to situations,
and tempts them to conventional, theatrical ways. Those are
the very forms that we must fight against with every means at
‘ disposal until we have chased them out of the theatre.’

3

- Tortsov prefaced his remarks today by the statement:
:Adaptations are made consciously and unconsciously.

. Here is an illpstration of intuitive adjustment as an expres-
ion of supreme sorrow. In My Life in Art there is a description
,‘how a mother received the news of the death of her son. In
e very first moments she expressed nothing but began hur-
tedly to dress. Then she rushed to the street door and cried,
Help!”

' “An adjustment of that sort cannot be reproduced either in-
Ellectually or with the aid of any technique. It is created natur-
1Y, spontaneously, unconsciously, at the very moment when
Motions are at their height. Yet that type, so direct, vivid and
Onvincing, represents the effective method we need. It is only
¥ such means that we create and convey to an audience of

Ousands all the finer, barely perceptible shades of feeling, Byt

l

:7‘
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to such experiences the only approach is through intuition and
beonscious. . .

dl?:;ovfr such feelings stand out on the stage! What an mcrad:-

cable impression they make on the memories of the spectators:

‘In what does their power lie? y

‘In their overwhelming unexpectedness.

‘If yofx follow an actor through a role, step b}' step, you may
expect him, at 2 certain important point, to give hls.lmcs :lnoaf
loud, clear-cut, serious tone of voice. Suppose that mst;:a o
that, he quite unexpectedly uses 2 light, gay and very soft tot is
as ax’l original way of handling his part. The Sla?::hc ctl:}rnr.x::zew

i 1 ua a
s0 intriguing and effective that you are persuadec
way is gthc only possible way of playing that bx.t. You s;x);ht;
ourself: “How is it I never thought of that nor nnagm;i -
Zhosc lines were so significant ‘: \:ﬁu are amazed and delighte
this unexpected adaptation by the actor. -
l:.Y‘Our su:cI:)nscious has its own logic. Since we ﬁnd suba;;l1e
scious adaptations so necessary in our art I shall go into s0
ilin discussing them. o .
dcf';‘li::most powerful, vivid and convincing adaptauﬁns :;Z
the product of that wonder-working arust——nature.h ;& cz'atest
almost wholly of subconscious origin. We ﬁnd that the glr g
artists use them. However, even these exceptional peopic o
not produce them at any given time. Tl.lcy come .only in oy
ments of inspiration. At other times their ac.laptatlons ar:h "
artially subconscious. Take into consideration the fact ‘thaonc
fong a5 we are on the stage we are in unending contact w; o
another, therefore our adjustments to each other must be -
stant T,hen think of how many actions and moves this m .
and éucss what proportion of subconscious moments they
include! -
After a pause the Director went on:

: inter
w nstant 10
It is not only when we are concerned with a co
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' change of thoughts and feelings and adjustments that the sub-
' conscious comes into the picture. It comes to our aid at other
~ times as well. Let us test this out on ourselves. I suggest that for
~ five minutes you do not talk about or do anything.’
 After this period of silence Tortsov questioned each student
~ asto what took place inside of him, what he was thinking about
~ and feeling during that time.
~ Someone said that for some reason he suddenly remembered
his medicine.
~ “What has that to do with our lesson?’ Tortsov enquired.
~ ‘Nothing whatsoever.’
- ‘Perhaps you felt a pain and that reminded you of the medi-
cine?’ he pursued.
- ‘No, I was not aware of any pain.’
~ ‘How did such an idea pop into your head?’
* There was no answer.
~ One of the girls had been thinking about a pair of scissors.

“What relation did they have to what we are doing?’ asked
lortsov.

. ‘None that I can think of.’

. Perhaps you noticed some defect in your dress, decided to
emedy it, and that put you in mind of the scissors?’

‘No, my clothes are all in order. But I left my scissors in a
0x with some ribbons and I locked the box up in my trunk. It
ddenly flashed through my mind, I hope I don’t forget where
put them.’

- “Then you just thought about the scissors and afterwards
fasoned out why that happened?’

*Yes, 1 did think about the scissors first.”

»'But you still do not know where the idea came from in the

5t place?”’

Pursuing his investigations Tortsov found that Vassili, during

€ period of silence, had been thinking about a pineapple and
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it occurred to him that its scaly surface and pointed leaves made |

it very similar to certain types of palm trees. '
‘What put a pineapple into the foreground of your mind?
Had you eaten some recently?’
‘No., . . .
‘Where did you all gets such thoughts, about medicines, scis-
sors and pineapple?’ ' :
thnpwe admitted that we did not know, the I?xrector said:

‘All of these things come out of the subconscious. They are
like shooting stars.’ " '

After a moment’s reflection he turned to Vassili and sau?l:

‘I do not yet understand why, when you were Fclhng u}:
about that pineapple, you kept twisting yourself into suc
strange physical positions. They did not add anything to your
story about the pineapple and the palm. They were expressing
something else. What was it? What lay behind the intensely
reflective expression in your eyes and the sombre look. on your
face? What was the meaning of the pattern you drew in thf: air
with your fingers? Why did you look at us all in turn so signi-
ficantly and shrug your shoulders? What relation had all this to
the pineapple?’ o

'Igo ycif mean to say I was doing all those things?’ asked
Vassili. ’

‘I certainly do, and I want to know what you meant.

‘It must have been astonishment,’ said Vassili. ’

‘Astonishment at what? At the miracles of nature?

‘Perhaps.’ '

‘Then I:hose were the adjustments to the idea suggested by
your mind?’

But Vassili was silent. N

‘Can it be that your mind, which is really an mtelhgeflt On:;
could suggest such absurdities?’ said Tortsov. ‘Qr was it }’C:h ;
feelings? In that case you gave an external physical form to

~ ‘From some stimulus or other an idea comes into your head.
At that instant it crosses the subconscious. Next you consider

: ’ it are put into tangible physical form you Ppass again, for an in-
~ finitesimal length of time, through the subconscious. Each time

~ thing essential from it

' :'-howevct slight, of the subconscious in it. On the stage, on the

~ stamps. You find them in all roles that have been worn thread-
- bare. Every gesture is selfconscious to a high degree.’

_: tenance any conscious adjustments on the stage?’ I asked.

"  they have been suggested by outside sources, by the director,
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, suggestion made by your subconscious? In either case, both
 when you had the idea of the pineapple, and when you adjusted
 yourself to that idea, you passed through that unknown region

~ of the subconscious.

that idea, and later when both the idea and your thoughts about

‘you do that your adjustments, in whole or in part, absorb some-

‘In every process of inter~communication, necessarily involv-
. ing adjustments, both the subconscious and intuition play a
. large, if not the principal part. In the theatre their significance
. isextraordinarily enhanced.
" ‘Ido not know what science says on this subject. I can only
share with you what I have felt and observed in myself, After
. prolonged investigation I can now assert that in ordinary life
 do not find any conscious adjustment without some element,

. other hand, where one would suppose that subconscious intui-
. tive adjustments preponderate, I am constantly finding com-~
 Pletely conscious adaptations. These are the actors’ rubber

‘Then may we conclude that you are not willing to coun-
Not those I have just mentioned and which have become

nothing more than stencils. And yet I must admit that I am
. aware of the conscious character of certain adjustments when

it

. Other actors, or friends, proffering sought or unsought advice,
. Such adaptations should be used with utmost care and wisdom,
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‘Never accept them in the form in which they are presented
to you. Do not allow yourself simply to copy them. You must
adapt them to your own needs, make them your own, truly
part of you. To accomplish this is to undcrtak.c a large piece of
work involving a whole new set of given circumstances and
stimuli.

“You should go about it in the same way as an actor does who
sees in real life some typical characteristic that he wishes to em-
body in a role. If he merely copies it he will fall into the error of

rficial and routine acting.’
sul‘);/hat other types of adaptations exist?’ I asked.

‘Mechanical or motor adjustments,’ answered Tortsov.

" —stencils?’

‘;(::l Imaer:ln not speaking of them. They shou!d be czfterﬁﬁn-
ated. Motor adjustments are subconscious, semi~conscious and
conscious in origin. They are normal, natural, human adagta-

tions that are carried to a point of becoming purely mechanical
in character. '
N ‘Let me illustrate. Let us assume that in Playing a certain
character part you make use of real, human adjustments in your
relations to others on the stage. Yet a large part <?f those adjust-
ments grow out of the character you are portraying ax?d dc;;ot
stem directly from you. Those supp!cmcnm'y ac.laptauons d‘::
appeared spontaneously, involuntarily, unoonscxou.sly. But
director has pointed them out to you. After which you are
aware of them, they become conscious, and habitual. They grow
into the very flesh and blood of the character you are playmi:
every time you live through the part. .Fm’ally these supplemen
ary adjustments become motor activities.

“Then they are stereotypes?” someone asked. i

‘No. Let me repeat. A rubber stamp piece of acting is €0
ventional, false and lifeless. It had its origin in fh&tnml routine-
It conveys neither feelings, thoughts nor any images charactet”
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.~ istic of human beings. Motor adjustments, on the contrary,
. Were intuitive, originally, but they have become mechanical,
Zwithout sacrificing their quality of naturalness, Because they
. Temain organic and human, they are the antithesis of the rubber
5‘stamp.'

4

. “The next step is the question of what echnical means we can
‘employ to stimulate adaprations,” announced the Director as he
came into class today. Then he proceeded to lay out a pro-
-gramme of work for the lesson.

~ “Ishall begin with intuitive adaptations.

- ‘There is no direct approach to our subconscious, therefore we
make use of various stimuli that induce a process of living the
Part, which in turn inevitably creates inter-relationship and con-
scious or unconscious adjustments. That is the indirect approach.

~ ‘What else, you ask, can we accomplish in that region into
w hich our consciousness cannot penetrate? We refrain from in-
fertering with nature and avoid contravening her laws. When-

FVEr we can put ourselves into a wholly natural and relaxed

State, there wells up within us a flow of creation that blinds our

audience by its brilliance.

' In dealing with semi-conscious adjustments the conditions are

different. Here we have some use for our psycho-technique. I
32y some, for even here our possibilities are restricted.

. Thave one practical suggestion to make and I think I can ex-
Plain it better by an illustration. Do you remember when Sonya
€0axed me out of making her do the exercise, how she repeated
¢ same words over and over again, using a great variety of
“Saptations? I want you to do the same thing, as a sort ofcxcf-
Sse, but do not use the same adjustments. They have lost their
Sectiveness. [ want you to find fresh ones, conscious or uncon=

¥lous, to take their place.”
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On the whole we repeated the old stuff.

When Tortsov reproached us for being so monotonous, we
complained that we did not know what material to use as a
basis for creating fresh adaptations. .

Instead of answering us he turned to me and said: . .

“You write shorthand. Take down what I am going to dic-
tate:

‘Calm, excitement, good humour, irony, mockery, .quarrcl-
someness, reproach, caprice, scorn, despair, menace, joy, be-
nignity, doubt, astonishment, anticipation, doom: o

He named all these states of mind, mood, emotions and many

. Then he said to Sonya:

m?Ir’fn your finger on any one word in that list and, whatever
itis, use it as the basis for a new adaptation.’ o

She did as she was told, and the word was: benignity. '

‘Now use some fresh colours in the place of the old ones,

ted the Director. '

sugSiccs :ras successful in striking the right note and.ﬁndmg ap-
propriate motivation. But Leo outshone her. His booming
voice was positively unctuous and his whole fat face and figure

We all laughe il ‘

‘Is that sufficient proof for you of the desirability of intro-

ing fresh elements into an old problem?’ asked Tortsov.
dus:ngya then put her finger on another word.on the list. Th!:
time the choice rested on quarrelsomeness. With truly fcmmllt-
capacity for nagging she went to work. This time she was o
done by Grisha. No one can compete with him when it com®
entative persistence. = 4
i ‘a’;’hg‘:rn:m fresh proof of the efficacy of my method,’ said .Tc.?rt
sov with satisfaction. Then he proceeded to go through simils®
ises with all the other students.
cx?lr’ua::vhat other human characteristics or moods you choo%
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f‘on that list and you will find them all useful in supplying you
| with fresh colours and shadings for almost every interchange of
thought and feelings. Sharp contrasts and the element of unex-
,‘Z’pectedncss are also helpful.

~ ‘This method is extremely effective in dramatic and tragic
situations. To heighten the impression, at a particularly tragic
point, you can suddenly laugh as though to say: “The way des-~
tiny pursues me is nothing short of ridiculous!” or, “In such
‘despair I cannot weep, I can only laugh!”

" Just think what is required of your facial, vocal and physical
Aapparatus if it is to respond to the finest shadings of such sub-
conscious ‘eelings. What flexibility of expression, what sensi-
tiveness, what discipline! Your powers of expression as an artist

‘Wil be tested to the limit by the adjustments you must make in

your relation to other actors on the stage. For this reason you

must give appropriate preparation to your body, face, and

Voice. I mention this now only in passing, and because I hope it

Will make you more aware of the necessity of your exercises in

‘Pphysical culture, dancing, fencing and voice placing. In time we

shall go more fully into the cultivation of external attributes of

Expression.’

! Just as the lesson was over, and Tortsov was getting up to
leave, the curtain was suddenly drawn, and we saw Maria’s

H
U

AVing-room, all decorated. When we went up on to the stage
0 see it, we found placards on the walls, reading:

(1) Inner tempo-rhythm.

'~ (2) Inner characterization.

~ (3) Control and finish.

" (4) Inner ethics and discipline.

" (5) Dramatic charm.

~ (6) Logic and coherence.

- There are a number of signs around here,” said Tortsov, ‘but,
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for the present, my remarks about them.must be bnef;i 'Il;here
are many necessary elements in tll)xlc crt?anlzz 31':;:33; :lk <; ' ::t:
not yet sorted out. My problem is: bou

ltll:,ri witl)':out departing from my habm'lal m¢::th'oc.1‘,1 whxctl: c:ls
first to make you feel what you are learning bgi vivi PF:I: -
example and later come to theories? I-?ovtl can I scushsaf wi tmyz 2
now invisible inner tempo-rhythm or :rwmble inner ¢ l:Icm o
tion? What example can I give you to illustrate my exp

" ‘I;:fe:;c: to me that it would be simpler to wait until we take
up external tempo-rhythm and charactfrization, because you t;:
demonstrate them with physical actions and at the same

jence them inwardly.
ex}‘,g’re::ain: how can I'speak concretely about control when you

have neither a play nor a part demanding sustained controlin

its presentation? By the same token, how can I talk about finish
when we have nothing on which we can puta ﬁn‘xsh'? _
‘Nor is there any point now, in taking up ethics mf -
cipline on the stage during creative work, when most o ym;
ngver even stood behind the footlights except at the test per
fofgnmaﬁ(; what can I say to you about charm v{hen y0;£::
never felt its power over, and effect on, an audience o
ject, it
531}25?11 that is left on the list is logic, coherence. On thlat SUbJ,ec(t)’ur
seems to me, I have already spoken often and at length

. . - m 3
whole programme has been permeated by it and will contin

to be.’ - —
g have you discussed it?’ I ask?d with surp. :
‘%: do yo)t; mean, when?’ exclaimed Tortsov, asto

. I g
: on.
in his turn. ‘I have talked about it on every possible occast |

. 13 . ) m
have insisted on it when we were studying magic ﬁ:ngl;'
cumstances, when you were carrying out projects
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action, and especially in establishing objects for the concentration of
attention, in choosing objectives derived from units. Ae every
: “- p I have demanded the most stringent kind of logic in your
i vork.
‘ ~ ‘What there is still left to be said on this subject will be fitted
in from time to time as our work progresses. So I shall not
‘make any special statements now. I fear to, in fact. I am afraid
of falling into philosophy and of straying from the path of
Practical demonstration,
~ “That is why I have merely mentioned these various ee-
ments, in order to make the list complete. In time we shall
come to them, and work on them in a practical way, and even-
tually we shall be able to deduce theories from that work.
~ “This brings us temporarily to the end of our study of the in-
ternal elements necessary to the creative process in an actor. |
88all add only that the elements I have listed today are just as

mportant and necessary in bringing about the right inner

Spiritual state as those we worked on earlier in greater detail.’

i

>
[
%
!




CHAPTER TWELVE
INNER MOTIVE FORCES

I

ow that we have examined all the “clements”, and. me-
thods of psycho-technique, we can say that our inner
instrument is ready. All we need is a virtuoso to play on it. Who
is that master?’
““We are,” answered several of the students. ' i
“Who are “we’”? Where is that invisible thing called “we” to
be found?’ o :
‘It is our imagination, attention, feelings.” We ran over the
list. , -
‘Feclings! That’s the most important,’ exclaimed Vanya. ;
‘I agree with you. Feel your part and instantly all your mncs’
chords will harmonize, your whole bodily apparatus of expﬁrrs A
sion will begin to function. Therefore we have. found the -
and most important master—jfeeling,” said the Director. Then
dded: o i
’ ‘Unfortunately it is not tractable nor willing to Fakc }?rdm
Since you cannot begin your work, unless your feelings a}g‘:
to function of their own accord it is necessary for you to
recourse to some other master. Who is it?
‘Imagination!’ decided Vanya. 4
“Very well. Imagine something and let me see your creatV
apparatus set in motion.’
“What shall I imagine?’
‘How should I know?’

. o ?
‘I must have some objective, some supposition—
244
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. “Where will you get them?’

.~ “His mind will suggest them,” put in Grisha,
. ‘Then the mind is the second master we are seeking. It initi-
ites and directs creativeness.’

. ‘Is imagination incapable of being a master?’ [ enquired.

‘You can see for yourself that i¢ requires guidance.’

" “What about attention?”’ asked Vanya,
' “Let us study it. What are its functions?’

‘It facilitates the work of the feelings, mind, imagination and
,’ contributed various students,

“Attention is like a reflector,’ I added. ‘It throws its rays on
ome chosen object and arouses in it the interest of our thoughts,
elings and desires.’

“Who points out the object?” asked the Director.

‘The mind.’

‘Imagination.’

‘Given circumstances.’

245

'In that case, all of these elements choose the object and
itiate the work, whereas attention must limit its action to an
Xiliary role.’

fartention is not one of the masters, what s it?’ I pursued.
tnstead of giving us a direct answer Tortsoy proposed that we
) Uup on the stage and play the exercise we were so tired of,
Out the madman. At first the studenes were silent, looked
und at each other and tried to make up their minds to get
 Finally, one after another we arose and wentslowly towards
;‘tage. But Tortsov checked us,

£ am glad that you mastered yourselves, but although you
Ve evidence of will power in your actions that is not sufficient
‘my Purpose. I must arouse something more lively in you,
*€ enthusiastic, a kind of artistic wish—I want to see you
f" 0 g0 on the stage, full of excitement and animation.’

ki
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“You will never get that from us with that old exercise,
burst out Grisha. . B

‘Nevertheless, I shall try,” said Tortsov with d?cmon. :

‘Are you aware that while you were expecting the escape
lunatic to break in by the front door he has actually sx.lcake.d up
the back stairs and is pounding at the back door? Itisa flimsy
affair. Once it gives way ... What will you do in these new

i tances, decide!’ .
Clr'?lllr:sstudents were thoughtful, their attenuc.)n all concen-
trated, while they considered their problem and its solution, the
crection of a second barricade. .

Then we rushed to the stage and things began to hum. It wa;
all very like the early days in our course when we first playe
this same exercise. o

Tortsov sumnied up as follows: : . .

“When I suggested that you play this exercise you tried t<:
make yourselves do it, against your desires, but you could no
force yourselves to become excited overit. . j

O‘Th);n I introduced a fresh supposition. On t.he basis of;1 th::
you created for yourselves a new objective. This new wis ’thc
wishes, was “artistic” in character and put enthusiasm into
work. Now tell me, who was the master to play on the instrt®
ment of creation?’
“You were,” was the decision of the students. 2
“To be more exact, it was my mind,’ corrected Tortsov. o
our mind can do the same thing and be a motive power.

our psychic life, for your creative process. .

! ‘T}f::r)::fbte we have proved that the second master is b

mind, or intellect,” concluded Tortsov. ‘Is there a t%urfi? o 0

‘Could it be the sense of truth and our belief in it? Sa t’iV‘
would suffice to believe in something and all of our cre

faculties would spring into action.’
‘Believe in what?” was asked.

it

. ‘How should I know? That s your affair.’
- ‘First we must create the life of 2 human spirit and then we
can believe in that,” remarked Paul.

'-e ‘Therefore our sense of truth is not the master we are
seeking. Can we find it in communion or adaptation?’ asked the
Director.

~ ‘If'we are to have communication with one another we must

~ “Quite right.’
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have thoughts and feelings to exchange.’

- ‘It’s units and objectives!” was Vanya’s contribution.

~ ‘That is not an element. It represents merely a technical
method of arousing inner, living desires and aspirations,” ex-
olained Tortsov. “If those longings could put your creative ap-
aratus to work and direct it spiritually then. ..’

. “Of course they can,’ we chorused.

In that case we have found our third master—will. Conse-
ently we have three impelling movers in our psychic life, three
ters who play on the instrument of our souls.’

 As usual Grisha had a protest to make. He claimed that up to
1€ present no stress had been laid on the part that the mind and
€ will play in creative work, whereas we had heard a great
labout feeling.

- You mean that I should have gone over the same details with
Spect to each one of these three motive forces’ asked the
Irector.

- No, of course not. Why do you say the same details?” re-
rted Grisha.

" How could it be otherwise? Since these three forces form a
Wmvirate, inextricably bound up together, what you say of
= One necessarily concerns the other two. Would you have
0 willing to listen to such repetition? Suppose I were dis-
SSing creative objectives with you, how to divide, choose and
Be them. Don'’t feelings participate in this work?’
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‘Of course they do,” agreed the student.

‘Is will absent?’ asked Tortsov.

‘No, it has a direct relation to the problem,’ we said.

“Then I would have had to say practically the same thing
twice over. And now what about the mind?’

‘It takes part both in the division of the objectives and in
naming them,’ we replied.

“Then I should have repeated the same thing a third time!

“You ought to be grateful to me for having preserved your
patience and saved your time. Howcver, there is a grain of

justification for Grisha'’s reproach.
‘I do admit that I incline toward the emotional side of creative-

ness and I do this purposely because we are too prone to leave

out feeling.
“We have altogether too many calculating actors and scenic

productions of intellectual origin, We see too rarely true, living,
emotional creativeness.’

2

“The power of these motive forces is enhanced by their intet”
action. They support and incite one another with the result that
they always act at the same time and in close relationship. When
we call our mind into action by the same token we stir our
and feelings. It is only when these forces are co-operating har-

moniously that we can create freely.

“When a real artist is speaking the soliloquy “to be or not © |

be”, is he merely putting before us the thoughts of the authof
and executing the business indicated by his director? N,
puts into the lines much of his own conception of life.
‘Such an artist is not speaking in the person of an i 4
Hamlet. He speaks in his own right as one placed in the circw®™
stances created by the play. The thoughts, feelings, conCCP“‘,’n;
reasoning of the author are transformed into his own. Andt
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s ::;" his sole putgose. to render the lines so that they shall be
i :tood..For hxm it is necessary that the spectators feel his
 inner rclat.lonsth to what he is saying. They must follow his
| OWn creative will and desires. Here the motive forces of his
] “p.sycluc life are united in action and interdependent. This com-
;bmcd power s of utmost importance to us actors and we should
gravely mistaken not to use it for our practical ends. Hence
e need to evolve an appropriate psycho~technique. Its basis is to tak;
4 x;a:tftge 3/' the rea’};rocal interaction of the members of this trium-
virate in order not only to arouse

l; e them to stir other cr{atx’ve elemetnhzn lioriiantatady
E Sometimes they go into action spontaneously, subcon-
scio tt:)slt)}'1 Oﬂn such favourable occasions we should give ourselves
;2 ‘ % :m:: sz; $cxr acuvity. But what are we to do when
- Insuch cases we can turn to one member of the triumvirate
Perhaps the mind, because it responds more readily to cotn-
ds. The actor takes the thoughts in the lines of his part and
8 at a conception of their meaning. In turn, this concep-
wxll lead to an opinion about them, which will corre-
chngly affect his feelings and will.

th,e ha.vc already had many practical demonstrations of this
futh. Think back to the beginnings of the exercisc with the
28¢man. The mind provided the plot and the circumstances in
Maich to place it. These created the conception of the action
86 together they affected your feelings and will. As a result
i Played the sketch splendidly. This instance is an admirable
of the part of the mind in initiating the creative pro-
- Putitis possible to approach a play or a role on the side of
Bs if the emotions give an immediate response. When

’ do $0 respond, everything falls into place in natural order:
ption is forthcoming, a reasoned form arises and in com=
oo they stir your will.
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‘When, however, the feeling does not rise to the bait, what
direct stimulus can we use? The direct stimulus for the mind
we can find in the thoughts taken from the text of the play.
For the feelings we must seek out the tempo-rhythm thatunder-
lies the inner emotions and the external actions of a part.

‘It is impossible for me to discuss this important question
now because you must first have a certain amount of prepara-
tion to enable you to grasp deeply enough what is significant
and necessary. Moreover, we cannot immediately pass to the
study of this problem because it would necessitate making a big
jump ahead and would interfere with the orderly development
of our programme of work. That is why I shall leave this point
and take up the method of arousing the will to creative action.

‘In contrast to the mind, which is directly affected by thought,
and to feelings, which respond immediately to tempo-rhythm,
there is no direct stimulus by which we can influence the will.

“What about an objective?’ I suggested. ‘Doesn’t that influ-
ence your creative desire and therefore your will?’

‘That depends. If it is not particularly alluring it won’t. Arti-
ficial means would have to be used to sharpen it up, make it
lively and interesting. On the other hand, a fascinating objec-
tive does have a direct and immediate effect. But—not on the
will. Its attraction is to the emotions. First you are carried away
by your feelings; desires are subsequent. Therefore its influence
on your will is indirect.”

‘But you have been telling us that will and fecling were in-
separable, so if an objective acts on the one, it naturally affects
the other at the same time,” said Grisha, eager to point out 3
discrepancy.

“You are quite right. Will and feeling are like Janus, twO~
faced. Sometimes emotion is in the ascendant, at others, will of
desire preponderates. Consequently some objectives influenc®
the will more than the feeling and others enhance the emotion$
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at t!:c expense of the desire. In one Wway or another, directly or
in directly, the objective is a magnificent stimulus and one wl}x'ich
‘We are eager to use.’

] ‘Aftcr a few moments of silence Tortsov continued:

AcFors whose feelings overbalance their intellects, will naty-
zally, in playing Romeo or Othello, emphasize the emotiona]
side. Actors in whom will is the mose powerful attribute, will
play Macbeth or Brand and underscore ambition or fanati,cism

4 he.third type will unconsciously stress, more than is necessary.
P cil:;tellc:o:!tual shadings of a part like Hamlet of Nathan dc;
- Tt is, however, necessary not to allow any one of the three

elements to crush out either of the others and thereby upset the

balance anfi necessary harmony. Our art recognizes all three

yPes and in their creative work all three forces play leading

arts. The only type that we reject as too cold and reasoning is

that which is born of arid calculation.’
: ‘There was silence for a while and then Tortsov concluded the
fsson with the following statement:

Now you are wealthy. You have at your disposal a great
imber of elements to use in creating the life of 2 human soul
" part.

1 ‘That is a great achievement and I congratulate you !’




CHAPTER THIRTEEN
THE UNBROKEN LINE

I

our inner instrument is at concert pitch!” announced the
Director at the beginning of the lesson. . "

‘Imagine that we have decided to produce a play in wlnd
each of you is promised a splendid part. Wl’xat would you do
when you went home, after the first reading?

‘Act!’ blurted out Vanya. .

L‘::: said he would tr}),' to think himself into his part and
Maria said she would go off somewhere into a corner and try to
t—ccll ::z;ied T would start with the suppositions offcre'd .by tt:c
play and put myself into them. Paul said he would divide the

into small units.
Pl?nugdlfetro:vords,’ explained the Director, ‘you would all use
your inner forces to feel out the soul of the part. .

“You will have to read the play over many times. Only on
the rarest occasions can an actor seize tbc essentials of a ncz
part instantly and be so carried away by it that he can c-rc;tz; :
whole spirit in one burst of feeling. More oftcn. his min o
grasps the text in part, then his emotions are slightly tou

ir vague desires. .
mfinthtchy;ssegmxgﬁng his understanding of the inner sigmﬁca:lg
of a play is necessarily too general. Usually .hc w111 not get
the bottom of it until he has thoroughly studied it by following

the steps the author took when he wrote it.
252
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“When the first reading of the text leaves no impression,
 either intellectual or emotional—what is the actor to do?

. 'Hemust accept the conclusions of others and make a strong-
. er effort to penetrate the meaning of the text. With persistence
~ he vill evolve some vague conception of the part which he
. must hen develop. Finally, his inner motive forces will be
" drawn into action,

- 'Unil his goal is clear the direction of his activities will re-
| main unformed. He will feel only individual moments in his
-~ role.

. Trisnotsurprising that in this period the flow of his thoughts,
 desires and emotions appears and disappears. If we were to
 chart its course the pattern would be disjointed and broken. It
~ is only when he comes to a deeper understanding of his part and
| a realization of its fundamental objective that 2 line gradually
' emerges as a continuous whole, Then we have the right to

- speak of the beginning of creative work.’

. ‘Why just then?’

_ Instead of an answer the Director began to make certain unre-
lated movements with his arms, head and body. Then he asked:

. ‘Canyou say that I was dancing?’

. We answered in the negative. Whereupon, still seated, he
went through a series of emotions that flowed harmoniously
from one into another in unbroken sequence.

. ‘Could a dance be made out of that?” he asked.

. We agreed unanimously that it could. Then he sang several

' Botes, with long pauses between.

. ‘Isthatasong?’ ‘

- ‘No,’ we replied.

. Isthis?’ Whereupon he poured outa lovely, resor:ant melody.

b “Yesr

- Next he drew some accidental and unrelated lines on a piece

Of paper and asked if that were 2 design. When we denied that

-~
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it was he drew a few, long, graceful, cfurving patterns which we
dily admitted could be called a design. .
reng' you see that in every art we must have an unbroken line?
That is why, when the line emerges as a whole, I say that crea-
tive work has begun.’ - -
V‘But can there really be a line that is never b.quen either in
real life or, much less, on the stage?’ objected Gr.xsha. ‘
‘Possibly that line can exist,’ explained the Director, but not
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Our lively comrade made strenuous efforts to concentrate on
. the question, but he found it difficult to turn his actention back-
~ wards. Tohelp him the Director gave him the following advice:
. ‘In recalling the past, do not try to go forward towards the
~ present. Go backwards from the present to the point in the past
~ which you wish to reach. It is easier to go backwards, especially
. when you are dealing with the recent past.’
~ As Vanya did not immediately grasp the idea, the Director

in a normal person. In healthy people there must be some inter-
ruptions. At least, so it seems. Yet during those breaks, a person
continues to exist. He does not die. Therefore some sort of 2
line continues. i S .
‘Let us agree that the normal, continuing line is one in whic
some necessary interruptions.”

the";oa\::ards the end c};f the lefson the Director explajnf:d that we
need not one but many lines to represent the direction of our
various inner activities.

‘On the stage, if the inner line is broken an actor no longet
understands what is being said or done and he ceases to have
any desires or emotions. The actor and the. part, hun.w,nly.spca.k(-1
ing, live by these unbroken lines. That is what gives hf:c an
movement to what is being enacted. Let chosf: lines be inter-
rupted and life stops. Let it be rcvivi:d, a.nd life goes on. Bl;:
this spasmodic dying away and reviving is not no’rmal. Aro
must have continuous being and its unbroken line.

2

‘At our last lesson we found that in our art, as in any other,
we must have a whole, unbroken line. Would you like me t©
show you how itis made?’

‘Of course!” we exclaimed. : 4

“Then tell me’, said he, tuming to Vanya, what you
today, from the moment you gotup until you came here?

. prompted him:
. ‘Now you are here talking with us. What did you do before
~ that?’

. ‘Ichanged my clothes.’

. “Changing your clothes is a short, independent process. It
. contains all sorts of elements. It constitutes what we may call a
. short line. There are many of them in any role. For example:

" “What were you doing before you changed?’

. ‘I'was fencing and doing gymnastics.’

. ‘And before that?’
. ‘Ismoked a cigarette.’

‘And still earlier?’

‘I was at my singing lesson.’

. He pushed Vanya farther and farther into the past untl he
. reached the moment when he first woke up.
. “We now have collected a series of short lines, episodes in
.~ your life since early morning, bringing us down to the present
- moment. All of them have been retained in your memory. In
* order to fix them I suggest that you go over the sequence several

i

 timesin the same order.’

~ After this was done the Director was satisfied that Vanya not
~ only felt those few hours of the immediate past but that he had
. fixed them in his memory.

~ ‘Now do the same thing in the reverse order, starting with
 the moment when you first opened your eyes this morning.’




250 AN ACTOR PREPARES

a did that, too, several times. ,

“I,\Tazzr tell me whether this exercise has left an n?tcllcctual or
emotional imprint on you which you could consider a rath;:
extended line of your life today? Is it an integrated v.vholc’ ma
up of individual acts and feelings, thoughts and sensations?

He went on: ‘I am convinced that you understand bow to
recreate the line of the past. Now, Kostya, let me see you do the
same thing in the future, taking the latter half of toda).'. .

‘How do I know what is going to happen to me in the im-

iate future?’ F'asked.
m?]c;l::’t you know that after this lesson you .havc other occu-
pations, that you will go home, and have dinner? Have }lr:u
nothing in prospect for this evening, no calls to malsc, no p g';
movie or lecture? You do not know that your intentions will
carried out but you can suppose that they will be. :I‘hcn ym;
must have some idea about the rest of the day. Don’t you ff:c
that solid line as it stretches out into the future, fraught with
cares, responsibilities, joys and gricfs?. vl
‘In looking ahead r.hcrbce is a certain movement, and wher
i ent a line begins.
th?;; ;::?Ziilmdﬁs line witiu:lie one that has gone before you
will create one whole unbroken line that flows from the pas,:;
through the present, into the future, ﬁor,n the moment you w::cle in 3, i
morning until you close your eyes at night. That is how little in
vidual lines flow together and form one large current that re-
e life of a whole day.

Pr?sl:r;:dsluppfos{ you are in a provincial stock company .and
that you have been given the role of Othello to prepare 1:&121
week’s time. Can you feel that all your life for those days .
be poured into one main direction, to solve your problem horl:_
ourably? There would be one dominating idea that wou!d a
sorb everything leading up to the moment of that terrifying

performance.’
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‘Of course,’ I admitted.

| “Can you feel the larger line that goes through that whole
- week of preparation for the part of Othello?’ the Director
- pushed me still farther.
~ ‘Andif there exist lines that run through days and weeks, can’t
- we assume that they also exist in terms of months, years, or even
- lifetime?
. “All these large lines represent the welding together of smaller
ones. That is what happens in every play and with every part.
In reality life builds the line but on the stage it is the artistic
imagination of the author that creates it in the likeness of truth.
'However, he gives it to us only in bits, and with breaks in it.’
. ‘Why is that?’ I asked.
. ‘We have already talked about the fact that the playwright
‘Bives us only a few minutes out of the whole life of his charac-
ters. He omits much of what happens off the stage. He often
says nothing at all about what has happened to his characters
while they have been in the wings, and what makes them act as
* they do when they return to the stage. We have to fill out what
e leaves unsaid. Otherwise we would have only scraps and
bits to offer out of the life of the persons we portray. You can-

ot live that way, so we must create for our parts comparatively
unbroken lines.’

4 3

~ Tortsov began today by asking us to settle ourselves as com-
fortably as possible in ‘Maria’s drawing-room’ and talk about
~ nything we wished. Some sat at the round table and others
Along the wall, where there were some attachments for electric
lghes,

Rakhmanov, the Assistant Director, was so busy getting us

flarranged that it was obvious we were to have another of his
demonstrations’,
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As we talked we noticed that various lights came on and off
and it was evident that this happened in relation to who was
talking and about whom we spoke. If Rakhmanov spoke a light
went on near him. If we mentioned something lying on the
table, that object was instantly illuminated. At first I could not
understand the meaning of the lights that appeared and dis-
appeared outside of our living-room. Finally I concluded that
they had to do with periods of time. For example, the light in
the corridor went on when we referred to the past, one in the
dining-room when we mentioned the present, the one in the
big hall when we spoke of the future. I also noticed that as soon
as one light went off another came on. Tortsov explained that
that represented the unbroken chain of changing objects on which we
concentrate our attention either coherently or in a haphazard manner
in real life.

“This is similar to what occurs during a performance. It is
important that the sequence of the objects you focus on should
form a solid line. That line must remain on our side of the footlights,
and not stray once into the auditorium.

“The life of a person or of a part’, explained the Director,
‘consists of an unending change of objects, circles of attention,
cither on the plane of reality or of the imagination, in the realm
of memories of the past or dreams about the future. The un-
broken quality of this line is of utmost importance to an artist,
and you should leamn to establish it in yourselves. By means of
electric lights I am going to illustrate how it can flow without 3
break from one end of a role to the other.

‘Go down into the orchestra,’ he said to us, asking Rakhma-
nov to go to the lighting switches and help him.

“This is the plot of the play I shall give. We are to have a2
auction at which two Rembrandts will be sold. While waiting
for the bidders to arrive I shall sit at this round table with 2
expert on paintings and come to an understanding about the
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ﬁgurc. at which we shall start the sale. To do this we must
examine both pictures.” (A light on either side of the stage went
on and off and the light in Tortsov’s hand was extinguished.)
. Now we make mental comparisons with other Rembrandts
in museums, abroad.” (A light in the vestibule, representing the
imagined paintings abroad, came on and off, alternating with
the two lights on the stage which stood for the pictures to be
- auctioned.)
i ‘.Do you see those small lights near the door? Those are the
- unimportant buyers. They have attracted my attention and I
- greet them. However, I do this without great enthusiasm.
~ Tfno more substantial buyers than these appear I shall not be
& .able to run up the price of the pictures! That is what is going on
 inmy mind.” (All the other lights went out except a spot sur-
~ rounding Tortsov, to indicate the small circle of attention. It
- moved with him as he paced nervously up and down.)
~ ‘See! The whole stage and the rooms beyond are now flooded
y with large lights. Those are the representatives of foreign mu-
- seums, whom I go to greet with special deference.’
] He proceeded to demonstrate not only his meeting with the
~ museum directors but the auction itself. His attention was sharp-
- est when the bidding was fiercest and the excitement at the end
~ Was reproduced by a veritable bacchanalia of lights! The big
lights went on together and separately, making a lovely pattern,
- something like an apotheosis of fireworks.
. ‘Could you fecl that the living line on the stage was un-
1 broken?’ he asked us.
~ Grisha claimed that Tortsov had not succeeded in proving
- What he wanted to.
E “You will excuse me for saying so, but you proved the oppo-
site of your contention. This illumination did not show us an
~ umbroken line—but an unending chain of different points.’
- “An actor’s attention is constantly passing from one object to

EeCRen
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another. It is that constant change of foci that constitutes the
unbroken line,” explained Tortsov. ‘If an actor should cling to
one object during a whole act or a whole play he would be
spiritually unbalanced and the victim of an idée fixe.’

All the other students were in agreement with the Director’s
point of view and felt that the demonstration was vivid and
successful.

‘So much the better!” he said with satisfaction. “This was to
show you what should always happen on the stage. Now I shall
demonstrate what should not take place and yet what usually
does.

‘Look. The lights appear on the stage only at intervals while
they burn almost incessantly down in the auditorium.

“Tell me: does it seem normal to you that an actor’s mind and
feelings should wander away, for long spaces of time, into the
audience and beyond the premises of the theatre? When they
come back to the stage it is only for a brief moment, then they
fade away again.

‘In that sort of acting the actor and his part only occasionally
belong to each other. To avoid that use all your inner force to

build an unbroken line.’

CHAPTER FOURTEEN
THE INNER CREATIVE STATE

I

1 thn you have assembled the lines along which your
.V ¥ inner forces move, where do they go? How does a
. Pianist express his emotions? He goes to his piano. Where does
. 2 panter go? To his canvas, his brushes and colours. So, an
 actor turns to his spiritual and physical creative instrument. ’His
3 fnmd, will and feelings combine to mobilize all of his inner
~ “elements”,

L ‘They draw life from the fiction which is the play and make
It scem more real, its objectives better founded. All this helps
lnm to feel the role, its innate truthfulness, to believe in the

actual posnbxhty of what is happening on the stage. In other
i"wot::ls this triumvirate of inner forces takes on the tone, colour,

shadings and moods of the elements they command. They ab-

%so.rb their spiritual content. They also give out energy, power,

’Wﬂl, emotion and thought. They graft these living particles of
the role on to the “elements”. From these grafts there gradually

‘Where are they headed?’ was asked.

~ "To some point far away, to which the plot of the play lures
‘:them They move forward towards creative objectives, pushed
1’}' inner longings, ambition, and by movements inherent in the
A ter of their parts. They are drawn by the objects on which
ey have concentrated their attention, into contact with the
- Other characters. They are fascinated by the artistic truthfulness
the play. And note that all these things are on the stage.

261
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he more unified the
“The farther along they move togct!lcr, t .
line of their advance. Out of this fusing of elements arises ag
important inner state which we call—" here Torts?v pause
to point to the placard hanging on the wall and read: ‘The Inner
Creative Mood.’
“Whatever is that?’ exclaimed Vanya, alrcady'a]armcd.
‘It is simple,” I volunteered. ‘Our inner motive forces com-
bine with the elements to carry out the purposes of the actor.
' ight?’ here I appealed to Tortsov.
] El;l;nirith t\:ro mggaiiations. The first is that the common
ﬁmdan’mental objective is still far off and that they combine
forces to search for it. The second is a matter of terms. lilp to
now we have used the word “elements” to cover artistic t lent,
ualities, natural gifts and several methods of psycho-techmqfle.
qNow we can call them “Elements of the Inner Creative
M d”.,

f)Tohat’s beyond me!’ Vanya decided and made a gesture of
despair. '

‘%’hy? It is an almost entirely normal state.

‘Almost?’ .

‘It i':;eaa than the normal state, in some ways, and in others
—less good.’ =

“Why less good?’ ’ :

‘On chount of the conditions of an actor’s work, which ﬁf
to be done in public, his creative mood smacks of thc’ theatré,
and of self-exhibition, which the normal type does not.

‘In what way is it better?’ by t

‘It i:cluda zhe feeling of solitude in public Whlf:h w; :1}?:;
know in ordinary life. That is a marvellous sensation.
fuli) ‘Zf people is a splendid sounding board for us. For :;;z
moment of real fecling on the stage there is a response, ©0°
sands of invisible currents of sympathy and interest, ::—,ﬁ faﬂcs“ngm
back to us. A crowd of spectators oppresses and t
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* actor, but it also rouses his truly creative energy. In conveying
- great emotional warmth it gives him faith in himself and hjs
~ work.

~ “Unfortunately,

a natural creative mood is seldom spontane-
- ous. In exception

al cases it does come and then an actor will
. 8ive a magnificent performance, In the too-frequent case, when

| an actor cannot get into the right inner state, he says: I am not
r‘in the mood. That means

his creative apparatus is either not
functioning properly, is not functioning at all, or has been re-

‘placed by mechanical habis, Is it the abyss of the proscenium
[_arch that has disordered his functions? Or has he gone before
the public with a halffinished part, with lines and actions even
he cannot believe in?

- Ttis also possible the actor has
pared but old role. Yet he should
it. Otherwise he is likely to go o
only a shell.

. ‘There is another possibility: the actor may have been drawn
away from his work by lazy habits, inattention, poor health or
Personal worries,

- In any one of these cases the combination, selection and
quality of elements will be wrong, and for various reasons.
there is no necessity to go into these cases individually. You
SOW that when an actor comes out o the stage before an
8udience he may lose his self-possession from fright, embarrass-
ment, shyness, agitation, a sense of overwhelming b s
bility or unsurmountable difficulties. At that moment he is in-
€apable of speaking, listening, looking, thinking, wishing, feel-
g, walking or even moving, in an ordinary human way. He

=8 3 nervous need to gratify the public, to show himself off
d to hide his own state. A

* ‘Under those circumstances his component elements d“::

8tate and separate. That, of course, is not normal. On

not freshened up a well-pre-
do this every time he recreates
ut on to the stage and present
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stage, as in real life, the elements should be indivisible. The dif-
ficulty is that work in the theatre contributes to make a cceative
mood unstable. The actor is left to act without direction. He is
in contact with the audience, instead of with his partner in the
play. He adapts himself to their pleasure and not to the task of
sharing his thoughts and feelings with his fellow actors.
‘Unfortuntely, inner defects are not visible. The spectators
do not see, they only sense them. Only experts in our profession
understand them. But it is why ordinary theatre-goers do not
respond and do not come back. .

‘The danger is heightened by the fact that if one element in
the composition is lacking or wrong the whole suffers. You can
test my words: you can create a state in which all the compon-
ent parts are working together in perfect harmony, like a well-
trained orchestra. Put in one false element and the tone of the
whole is ruined. .

‘Suppose you have chosen a plot you cannot believe. It is in-
evitable that if you force yourself the result will be sclf-dcccp.-
tion, which must disorganize your whole mood. The same is
true of any other of the elements.

“Take concentrating on an object. If you look at it and do not
see it you will be drawn away by the magnet of other things,
away from the stage, even away from the theatre.

“Try choosing some artificial instead of a real objective, or
using your role to display your temperament. The moment iy
introduce a false note truth becomes a theatrical convention. Belief
becomes faith in mechanical acting. Objectives change from humarf to
artificial; imagination evaporates and is replaced by theatrical
claptrap.

‘Add these undesirable things together and you will create an
atmosphere in which you can neither live nor do anything ex-
cept contort yourself, or imitate something.

‘Beginners in the theatre, lacking in experience and tech-
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- nique, are the most likely to 80 wrong. They easily acquire any
. number of artificial habits. If they achieve a normal, human state
. itisaccidental’

| "Whycan weso casily become artificial when we have acted
= onlyonce in public?’ I asked.

* T shall answer you in your own words,” Tortsov replied.
- Do you remember our very first lesson when I asked you to sit
~ on the stage and instead of simply sitting you started to ex-
 aggerate? At the time you exclaimed: “How strange! I have
.~ been on the stage only once, and the rest of the time I have been
 leading a normal life and yetIfind it easier to be affected than to
| benormal.” The reason lies in the necessity of doing our artistic
. work in public where theatrical artificiality is constantly war-
. ring with truth. How can we protect ourselves against the one

| and strengthen the other? That we shall discuss in our next
. lesson.’

i

2

= 'Let us take up the problem of how to avoid falling into
 habits of inner artificiality and to achieve a true inner creative
 state. To this double problem there is one answer: each of them
- Precludes the existence of the other. By creating the one you
| destroy the other.
- "Most actors before each performance put on costumes and
. Make-up so that their external appearance will approximate
 that of the character they are to play. But they forget the most
 important part, which is the inner preparation. Why do they
' devote such particular attention to their external appearance?
. Why do not they put make-up and a costume on their souls?
. ‘The inner preparation for a part is as follows: instead of
| Tushing into his dressing-room at the last moment, an actor
 should (especially if he has a big part) arrive there two hours
- ahead of his entrance and begin to get himself in form. You

ki




266 AN ACTOR PREPARES
know that a sculptor kneads his clay before he begins to use it,

and a singer warms up his voice before his concert. We need to
do something similar to tune our inner strings, to test the keys,
the pedals and the stops.

“You know this type of exercise through your drill work.
The first necessary step is the relaxation of muscular tension.
Then comes: Choose an object—that picture? What does it re-
present? How big is it? Colours? Take a distant object! Now a
small circle, no further than your own feet! Choose some physi-
cal objective! Motivate it, add first one and then other imagina-
tive fictions! Make your action so truthful that you can believe
in it! Think up various suppositions and suggest possible cir-
cumstances into which you put yourself. Continue this until you
have brought all of your “elements” into play and then choose
one of them. It makes no difference which. Take whichever
appeals to you at the time. If you succeed in making that one
function concretely (no generalities!) it will draw all the others
along in its train.

“We must exercise great care, each time we have a creative
piece of work to do, to prepare the various elements out of
which we compose a true inner creative mood.

“We are so constituted that we need all our organs and mem-
bers, heart, stomach, kidneys, arms and legs. We are uncom-
fortable when any one of them is removed and replaced by
something artificial, a glass eye, a false nose or ear or tooth, 3
wooden leg or arm. Why not believe the same of our inner
make-up? Artificiality in any form is just as disturbing to your
inner nature. So go through your exercises every time you ar¢

to do anything creative.’

‘But’, began Grisha in his usual argumentative tone, ‘if W¢
did that we should have to go through two whole performances
every evening. One for our own benefit, and a second for the

public.’
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: No, that is not necessary,’ said Tortsov reassuringly. “To
. prepare yourself, go over the fundamental parts of your role
Yc:u do not need to develop them fully. '
- What you must do is to ask: am Isure of my attitude towards
] this or that particular place? Do I really feel this or that action?
Should I change or add to such and such imaginative detail? Al.l
] th?sc preparatory exercises test your expressive apparatus.
! .If your role has matured to the point where you can do all
4 this, the time needed to carry it out will be short. Unfortunately
| motevery role reaches this stage of perfection.
] Undef' lf:ss favourable circumstances this preparation is diffi-
C}ﬂt, but it is necessary even when it involves the expenditure of
 time a.nd attention. Moreover an actor must constantly practise
to acl.neve a true creative mood at all times, whether he is per-
- forming, rehearsing or working at home. His mood will be
unstable at first, until his part is well rounded out, and again
~ later, v.vhen it gets worn, it loses its keenness.
F “This wavering back and forth makes it necessary to have a
:,_ pilot to direct us. As you become more experienced you will
ﬁ.n‘d the work of this pilot largely automatic.
Suppose an actor is in perfect possession of his faculties on
] the stage. His mood is so complete that he can dissect its com-
. Ponent parts without getting out of his role. They are all func-
 tioning prc3perly, facilitating one another’s operations. Then
‘ there is a slight discrepancy. Immediately the actor investigates
| ctz see whc$ p::rtu 151 out of order. He finds the mistake and
.~ Corrects it. Yet e time he can easil i i
| Parteven while he is observing himself, 7 cooroee PRV
&‘_ Salvini said: “An actor lives, weeps and laughs on the stage,
. and all the while he is watching his own tears and smiles. It is

. this double function, this balance between life and acting that
makcs hlS m.n ’
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3

‘Now that you know the meaning of the inner creative state
let us look into the soul of an actor at the time when that state is
being formed. .

‘Sﬁppose he is on the point of undertaking a most d1ﬁ'1c1l1)lt
and complex Shakespearean role—Hamlet. To what can 1:1 cf
compared? To an immense mountain filled with every km 0o
wealth. You can estimate its value only by uncovering its de-
posits of ore, or mining deep for precious metals, or marl?le.
Then there is its natural external beauty. Such an undertaking
is beyond the powers of any one person. The prospector must
call in specialists, a large, organized force of helpers, he must
have financial resources, and time.

‘He builds roads, sinks shafts, burrows tunnels and: af.tcr

ful investigation, concludes that the mountain contains in-
f::lrSulablc richgcs. But the search for the delicate and minute
creations of nature must be made in unexpected places. An
enormous amount of work will be done before the treasure 1s
obtained. This enhances the appreciation of its valu? and the
further men penetrate the greater their amazement at its extent.
The higher they rise on the mountain side, the \.mder the ho.r-
izon becomes. Still higher the mountain top is wre:}thcd in
clouds and we never know what happens up there in space

d human ken.

be?’Sotilddcnly someone cries: “Gold! Gold!". Time goes by m‘}
the picks stop. The workmen move on, dxsapffomtcd, to a!:c
other place. The vein has disappeared, all their efforts we i
fruitless; their energy wilts. The prospectors and. surveyors ar
lost and do not know where to turn. After a whxllc another Cr)c’
is heard and they all start off enthusiastically until the ventur

: . i
again proves disappointing. This happens again and again unt!

finally they really find the rich vein.’
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After a short pause the Director continued:

. ‘A struggle like this goes on for years when an actor is work-
" ing on Hamlet, because the spiritual riches in this part are hid-

' den. He must dig deep to find the motive forces of that most
* subtle of human souls,

b

. ‘A great work of literature by and about a genius calls for

infinitely detailed and intricate research.

 To grasp the spiritual delicacy of a complex soul it is not
. enough to use one’s mind or any one “element” by itself, It re-

' quires an artist’s whole power and talent, as well as the har-

.f’imonious co-operation of hisinner forces, with those of the author.

~ ‘When you have studied the spiritual nature of your part you

can decide, and then feel, its underlying purpose. For such work

an actor’s inner motive forces must be strong, sensitive and

' etrating. The elements of his inner creative state must be

deep, delicate and sustained. Unfortunately, we frequently see

actors skimming thoughtlessly over the surface of parts and not

digging into great roles.’

After another brief interval Tortsov said:

| Thave described the larger creative state. But it also exists on a

smaller scale.

- ‘Vanya, please go up on to the stage and look for a small slip

- ofpale blue paper. .. which no one lost there.’

~ ‘HowcanIdo it that way?’

‘Very simply. To carry out your purpose you will have to

‘understand and feel just how it would be done in real life. You

| Rust organize all of your inner forces, and, to create your ob-

Jective, you must propose certain given circumstances. Then

_ j"' swer the question of how you would search for the paper if
You really needed to.’

- Ifyou really had lost a slip of paper, I really would find it,’

| 82id Vany,, whereupon he executed the whole action very well.

48e Director approved.
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“You see how easy it is. All you needed was the stimulus of
the simplest sort of suggestion and it released the whole har-
monious process of establishing your inner creative state on the
stage. The small problem, or objective, leads directly and im-
mediately to action, but even though the scale is small the ele-
ments involved are the same as in a larger and more complicated
undertaking suchas playing Hamlet. The functions of the various
elements will vary in importance and length of time in opera-
tion, but they all collaborate in some degree with one another.

‘Generally speaking, the quality of power and endurance of
an actor’s inner creative state varies in direct ratio to the size and
significance of his objective. The same can be said of the equip-
ment used to achieve his purpose.

‘Also the degree of power and endurance can be classified as
small, medium or large. So we get an infinite number of as-
pects, qualities and degrees of creative moods in which one
“element”’ or another preponderates.

“Under certain conditions this variety is increased. If you have
a clear-cut definite objective you quickly acquire a solid and
correct inner state. If, on the other hand, it is indefinite, vague,
your inner mood is likely to be fragile. In either case the qualiity
of the objective is the determining factor.

‘Sometimes, for no reason at all, perhaps even at home, you
feel the power of a creative mood and you look about for a W2y
of putting it to use. In that case it will provide its own objective:

‘In My Life in Art a story is told about an old, retired actress,
now dead, who used to play all sorts of scenes to herself, alone
at home, because she had to satisfy that very feeling and give 3%
outlet to her creative impulses.

‘Sometimes an objective exists subconsciously and is eve?
carried out subconsciously without either the knowledge or the
will of the actor. Often it is only afterwards that he realizes fully

what it is that has happened.’

CHAPTER FIFTEEN
THE SUPER-OBJECTIVE

I

b Torfsov began the lesson today with the following remarks:
i Dostoyevski was impelled to write The Brothers Kara-
- mazoy !)y his lifelong search for God. Tolstoy spent all of his life
f‘Btfll.gghng for self-perfection. Anton Chekhov wrestled with the
étrw.mlity of bourgeois life and it became the leit motiv of the
‘majority of his literary productions.

Can you feel how these larger, vital purposes of great
‘Writers have the power to draw all of an actor’s creative facul-
ties and to absorb all the details and smaller units of a play or

f a.play the whole stream of individual, minor objectives,
A the lmaginative thoughts, fccllngs and actions of an actor,
should converge to carry out the super-objective of the plot. The
‘common bond must be so strong that even the most insignifi-
franc detail, if it is not related to the super-objective, will stand out
= fupcrﬂuous or wrong.

. Also this impetus towards the super-objective must be con-
Huous throughout the whole play. When its origin is theatrical
k. Perfunctory it will give only an approximately correct direc-
ton to the play. If it is human and directed towards the accom-
Pisiment of the basic purpose of the play it will be like a main
ik providing nourishment and life to both it and the actors.
1 'Nau.ua]ly, too, the greater the literary work, the greater the

f " of its super-objective.’

- Butifa play lacks the touch of genius?’

291
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“Then the pull will be distinctly weaker.’
‘And in a bad play?’ .

: “;Ecn the actgr 1}1'33 to point up the super-objective hJ-msclf,
make it deeper and sharper. In doing that the name he gives to
it wi xtremely significant. '

g Y;]iseatlzrcady hfowglll:fw important it is to choose the right
name for an objective. You remember that we found .thc verb
form preferable because it gave more impetus to action. The
same is true to an even greater extent in defining the super-
c.
Ob.‘]gfl;;osc we are producing Griboyedov’s Woe From Too
Much Wit and we decide that the main purpose of th,c’ play can
be described by the words “I wish to strive for Sophy ...Thc;?h is

a great deal in the plot that would confirm that definition. lc

drawback would be that in handling the play from that angle

the theme of social denunciation would appear to have only t

episodic, accidental value. But you can describe the supcr-: :
jective in the terms of “I wish to struggle, not f?r Sophy, ud

for my country!” Then Chatsfl.:.i’s ardcntiove of his country an

i le will move into the foregroun i
lm‘f\io tll)lc same time the indictment of society theme wﬂl be-
come more prominent, giving the whole pla.y a decpcr. mnc:
significance. You can deepen its meaning still further if Zl:,at

use “I wish to struggle for freedom” as the main theme. In i

set-up the hero’s accusations become more severe and the Wh;c

play loses the personal, individual tone it had when the t::l 1
was connected with Sophy; it is no longer even natio
scope, but broadly human, and universal in its implications. .

‘In my own experience I have had some even more V1
proofs of the importance of choosing the right ‘name for
super-theme. One instance was when I was playing Le M"‘n f
Imaginaire of Moliére. Our first approach was clx:mmm;l’fgfm‘t
we chose the theme “I wish to be sick”. But the more
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. put into it and the more successful I was, the more evident it
- became that we were turning a jolly, satisfying comedy into a
. pathological tragedy. We soon saw the error of our ways and
.~ changed to: “I wish to be thought sick.” Then the whole comic
~ side came to the fore and the ground was prepared to show up
. the way in which the charlatans of the medical world exploited
. the stupid Argan, which was what Molitre meant to do,

. ‘In Goldoni's La Locandiera we made the mistake of using “I
- wishtobea misogynist”, and we found that the play refused to
. yield either humour or action. It was only when I discovered
. that the hero really loved women and wished only to be ac-
. counted a misogynist that I changed to “I wish to do my court-
 ing on the sly” and immediately the play came to life.

| ‘In this last instance the problem concerned my part rather

 than the whole play. However, it was only after prolonged

. Work, when we realized that the Mistress of the Inn was really

. the Mistress of our Lives, or, in other words, Woman, that the

. Whole inner essence of the play became evident.

| ‘Often we do not come to a conclusion about this main

 theme until we have put on a play. Sometimes the public helps

' us to understand its true definition.

~ ‘The main theme must be firmly fixed in an actor’s mind
 throughout the performance. It gave birth to the writing of the
Play. It should also be the fountain-head of the actor’s artistic
 Creation.’

2

~ The Director began today by telling us that the main inner
i t of a play produces a state of inner grasp and power in
 Which actors can develop all the intricacies and then come to a
Clear conclusion as to its underlying, fundamental purpose.

~ “That inner line of effort that guides the actors from the be-
ginning to the end of the play we call the continuity or the

a
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through-going action. This through line galvanizes all the small
unitsand objectives of the playand directs them toward thesuper-
objective. From then on they all serve the common purpose.

‘To emphasize the enormous practical significance of the
through-going action and the super-objective in our creative process
the most convincing proof I can offer is an instance that came to
my personal knowledge. A certain actress, who enjoyed great
popular success, became interested in our system of acting and
decided to give up the stage for a while to perfect herself in this
new method. She worked with various teachers and for several
years. Then she returned to the stage.

“To her amazement she was no longer successful. The public
found that she had lost her most valuable attribute, which was
a direct outburst of inspiration. This had been replaced by dry-
ness, naturalistic detail, perfunctory ways of acting and other
similar defects. You can easily imagine the situation in which
this actress now found herself. Each time she appeared she felt
as though she were going through some test. It interfered with
her playing and increased her sense of distraction and dismay,
amounting almost to despair. She tested herself in various out-
of-town theatres, thinking that perhaps the public in the capital
was hostile to or prejudiced against the “system”. But the result
was everywhere the same. The poor actress began to curse the
new method and tried to shake it off. She made an effort to go
back to her earlier style of acting, but she was unable to do this.
She had lost her artificial adeptness and she could no longer
stand the absurdities of her old ways in comparison with the
new method which she really preferred. So she fell between
two stools. It is said that she had made up her mind to leave the
stage entirely.

‘About this time I happened to have an opportunity to se¢
her play. Afterwards, at her request, I went to her dressing-
room. Long after the play had ended and everyone had left the
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.~ theatre she would not let me g0, but implored me, i
4 ately emotional way, to tell her whatpthc C::;» ::sd:?;:
change that had taken place in her. We went over every detail
s of her part, how it had been prepared, all of the technic:-l}; ui
Jinent th:}t she had acquired through her study of the “syst?:rnl’)’-
vacrythmg was correct. She understood every part of it, b ;
. itself. But she had not grasped the creative basis of the sys,tenz
s whole. When I asked her about the through line of action
| :.;d tl?e super-objective, she admitted that she had heard about
’. ofetx;l:: 111111.3 general way but that she had no practical knowledge
1 ‘I‘f you play without the through line of action”, I said to
‘ ;r, you are merely going through certain disjointed exercises
't parcs of the system. They are useful in classroom work but
 they do not do for a whole performance of a part. You have
'[ pa.ssec.i over the important fact that all these exercises have the
, prmqpal purpose of establishing fundamental lines of direction.
- That is why the splendid bits of your role have produced no
1 effect. Break up a beautiful statue and the small scraps of marble
| cannot be overwhelming in their effect.”
| .Thc next day, at rehearsal, I showed her how to prepare her
- tnits and objectives in relation to the main theme and direction
 Of her part.
- ‘She went about her work passionately and asked for several
days to get a firm hold on it. I checked her work each day and
finally went to the theatre to see her act the part over again in
the Dew spirit. Her success was overpowering. I cannot describe
0 you what happened that evening in the theatre. This gifted
dctress was rewarded for all her sufferings and doubts over 2
Period of years. She threw herself into my arms, kissed me and
‘Wept for joy, she thanked me for giving her back her alent.
K he laughed and danced and took innumerable curtain calls,
#rom a public that was not willing to let her go.
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“That shows you the miraculous, hfc-ngnfg quali.ty of the
through line of action and the supcr-ob'_:i;;uv;. i

Tortsov reflected for a few minutes. Thenhesaid:

‘PZrhaps it would be more graphic if I made a drawing for
you.’

This is what he drew:

o (0 (0, Y
>///

THE THROUGH LINE OF ACTION

‘All the minor lines are headed towards the same goal and
fuse into one main current,’ he explained.

'Lclfus take the case, however, of an actor who has not estab-
lished his ultimate purpose, whose part is made up of smaller
lines leading in varying directions. Then we have:

THE SUPER-OBJECTIVE

‘If all the minor objectives in a part are a.lmcd in different
directions it is, of course, impossible to form a solid, unl?rokcn
line. Consequently the action is fragmentary, uncoordinated,
unrelated to any whole. No matter how cxccllcnf each part
may be in itself, it has no place in the play on that basis.

‘Let me give you another case. We have agreed, have we
not, that the main line of action and the main theme are ox;gam:
cally part of the play and they cannot be disrcgardcc.i withou
detriment to the play itself. But suppose we were to introduce
an extraneous theme or put what you might call a tendency
into the play. The other elements will remain the same but thc‘)i'
will be turned aside, by this new addition. It can be expresse
this way:

— NN SUPER-OBJECTI@
TENDENCY

" misunderstand the meaning of three words: eternal, modern,
. and momentary. You must be able to make fine distinctions in

" human spiritual values if you are to get at the true meaning of
* those words.

" tions of freedom, justice, love, happiness, great Jjoy, great suf-
= fering. I make no objection to that kind of modernity in the
= work of a playwright.

\ never become eternal. It lives only for today and tomorrow, it
. will be forgotten. That is why an external work of art can have
§ Nothing in common with what is momentary, no matter how
o clever the régisseur or how gifted the actors who may try to

 that freshening up an old theme by using a transient emphasis
* can mean only death for both Play and part. Yet it is true that
~ Wwe find very rare exceptions. We know that a fruit of one sort
= @n occasionally be grafted on to the stock of another sort and

‘ '. Comes absorbed in the main theme:
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‘A play with that kind of deformed, broken backbone can-

not live.’

Grisha protested violently against that point of view,

‘But do you not rob every director’, he burst out, ‘and every
actor of all initiative and individual creative capacity, as well as
every possibility of renewing old masterpieces by bringing
them nearer to the spirit of modern times?’

Tortsov’s reply was calm and explanatory:

‘“You, and many who think as you do, often confuse and

“What is modern may become eternal if it deals with ques-

‘In absolute contrast, however, is momentariness which can

inject it
(3 . . . .
Violence is always a bad means to use in creative work, so

anew fruit produced.

‘Sometimes a contemporary idea can be naturally grafted on
£ an old classic and rejuvenate it, In that case the addition be-
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SUPER-OBJECTIVE
TENDENCY

“The conclusion to be drawn from this is: Above all preserve
your super-objective and through line of action. Be wary of all ex-
traneous tendencies and purposes foreign to the main theme.

‘1 shall be satisfied if I have succeeded in bringing home to
you the primary and exceptional importance of these two
things, because I shall feel I have accomplished my main pur-
pose as a teacher and have explained one of the fundamental
parts of our system.’

After a prolonged pause Tortsov went on:

‘Every action meets with a reaction which in turn intensifies
the first. In every play, beside the main action we find its op-
posite counteraction. This is fortunate because its inevitable result
is more action. We need that clash of purposes, and all the pro-
blems to solve that grow out of them. They cause activity
which is the basis of our art.

‘Let me take Brand as an illustration:

‘Suppose that we are agreed that Brand’s motto “All or
Nothing” represents the main objective of the play (whether
this is correct or not is beside the point at present). A fanatical,
fundamental principle of this sort is terrifying. It admits of no
compromises, no concessions, no weakening, in executing his
ideal purpose in life.

‘Now let me try to bind this main theme together with
various smaller units in the play, perhaps the same scene we
worked over in class, with Agnes and the baby clothes. If I try,
mentally, to reconcile this scene with the main theme “All or
Nothing” I can make a great effort of the imagination and
somehow bring them together.

‘It is much more natural if I take the point of view that Agnes,
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the mother, represents the line of reaction or the line of counter-
acEion. She is in rebellion against the principal theme.

. If1 .a.nalysc Brand’s part in the scene it is easy to find its rela-
tionship to the main theme because he wants his wife to give
away the baby clothes to complete her sacrifice to duty. Asa
fanatic he demands all from her to achieve his ideal of life. Her
counteraction only intensifies his direct action. Here we have
the clash of two principles.

.‘Brand's duty wrestles with mother love; an idea struggles
with a feeling; the fanatic preacher with the sorrowing mother;
the male principle with the  female. ’

“Therefore, in this scene, the through line of action is in
Br‘and’s hands and the counteraction in those of Agnes.’

Now please’, said Tortsov, ‘give me all your attention as I
have something important to say!

‘Everything that we have undertaken in this first course has
been directed towards enabling you to obtain control of the
three most important features in our creative process:

(1) Inner grasp
(2) The through line of action
(3) The super-objective.’

There was silence for a while and then Tortsov brought the
lesson to a close by saying:

“We have covered all these points in general terms. Now you
know what we mean by our “system”.’
* R
Our first year’s course is almost over. I had expected inspira-
tion but the ‘system’ dashed my hopes.
Tbesc thoughts were running in my head as I stood in the
vestibule of the theatre, putting on my coat and slowly winding
my muffler around my neck.

Suddenly someone nudged me. I turned to find Tortsov.
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He had noticed my crestfallen mood and had come to dis-
cover its cause. I gave him an evasive answer but he kept after
me stubbornly with question after question.

‘How do you feel now when you are on the stage?” he asked
in an effort to understand my disappointment in the ‘system’.

“That is just the trouble. I don’t feel anything out of the
ordinary. I am comfortable, I know what to do, I have a pur-
pose in being there, I have faith in my actions and believe in my
right to be on the stage.’

“What more do you ask for? Do you feel it is wrong?’

Then I confessed my longing to be inspired.

‘Don’t come to me for that. My “system” will never manu-
facture inspiration. It can only prepare a favourable ground
forit.

‘If I were you, I would give up chasing this phantom, in-
spiration. Leave it to that miraculous fairy, nature, and devote
yourself to what lies within the realm of human conscious
control.

“Put a role on the right road and it will move ahead. It will
grow broader and deeper and willin the end lead to inspiration.”

CHAPTER SIXTEEN

ON THE THRESHOLD OF THE
SUBCONSCIOUS

I

The Director began with the encouraging remark thatwehad
4 the longest part of our inner preparatory work behind us.
| All this preparation trains your “inner creative state”, it
.; hc{ps you to find your “super-objective” and “through line of
?cuon”, it creates a conscious psycho-technique, and in the end
e leads you'—this he said with a touch of solemnity—to the
. “region of the subconscious”. The study of this important re-
. gion is a fundamental part of our system.

- “Our conscious mind arranges, and puts a certain amount of
. order into, the phenomena of the external world that surround
us. There is no sharply drawn line between conscious and sub-
‘;j;Ot.)nscious experience. Our consciousness often indicates the
- direction in which our subconscious continues to work. There-
fore, the fundamental objective of our psycho-technique is to
. put us in a creative state in which our subconscious will func-
;tion naturally.

. ‘Ttis fair to say that this technique bears the same relation to
- subconscious creative nature as grammar does to poetry It is
- unfortunate when grammatical considerations overwhelm the
. Poetic. That happens too often in the theatre, yet we cannot do
| Without grammar. It should be used to help arrange subcon-
. ous, creative material because it 1s only when it has been

- Organized that it can take on an artistic form.
: ‘In the first period of conscious work on a role, an actor feels
281
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his way into the life of his part, without altogether understand-
ing what is going on in it, in him, and around him. When he
reaches the region of the subconscious the eyes of his soul are
opened and he is aware of everything, even minute details, and
it all acquires an entirely new significance. He is conscious of
new feelings, conceptions, visions, attitudes, both in his role and
in himself. Beyond the threshold one’s inner life, of its own
accord, takes on a simple, full form, because organic nature
directs all the important centres of our creative apparatus. Con-
sciousness knows nothing of all this: even our feelings cannot
find their way around in this region—and yet without them
true creativeness is impossible.

‘I do not give you any technical methods to gain control of
the subconscious. I can only teach you the indirect method to
approach it and give yourselves up to its power.

‘We see, hear, understand and think differently before and
after we cross the “threshold of the subconscious”. Beforehand
we have “true-seeming feelings”, afterwards—‘sincerity of
emotions”. On this side of it we have the simplicity of a limited
fantasy; beyond—the simplicity of the larger imagination. Our
freedom on this side of the threshold is limited by reason and
conventions; beyond it, our freedom is bold, wilful, active and
always moving forwards. Over there the creative process differs
each time it is repeated.

‘It makes me think of the shore along the ocean. Big waves
and small throw themselves up on the sand. Some play around
our ankles, others reach our knees, or even sweep us off our feet,
while the largest carry us out to sea, and eventually toss us up
on the beach again.

‘Sometimes the tide of the subconscious barely touches an
actor, and then goes out. At other times it envelops his whole
being, carrying him into its depths until, at length, it casts him
up again on the shore of consciousness.
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‘All that I am telling you now is in the realm of the emotions,
not of reason. You can feel what I say more easily than under-

. stand it. Therefore it will be more to the point if] instead of

lengthy ex_planations, I tell you about an actual episode out of
my own life which helped me to sense the state I have been

- describing.

‘At 4 party one evening, in the house of friends, we
were doing various stunts and they decided, for a joke, to
operate on me. Tables were carried in, one for operating, the

. other supposedly containing surgical instruments. Sheets
. were draped around, bandages, basins, various vessels were

; brought.

[ » 3
“The “surgeons” put on white coats and I was dressed in a

~ hospital gown. They laid me on the operating table and ban-

- daged my eyes. What disturbed me was the extremely solicit-
- ous manner of the doctors. They treated me as if I were in a

': desperate condition and did everything with utmost serious-
. ness. Suddenly the thought flashed through my mind: “What

. if they really should cut me open!”

‘The uncertainty and the waiting worried me. My sense of

. hearing became acute and I tried not to miss a single sound. All
-atound I could hear them whispering, pouring water, rattling
- Instruments. Now and then a large basin made a booming noise

like the toll of a funeral bell.

““Let us begin!” someone whispered.

‘Someone took a firm hold on my right wrist. I felt a dull
Pain and then three sharp stabs. . . . I couldn’t help trembling.

‘ SO{ncthing .dm was harsh and smarted was rubbed on my
. Wrist, then it was bandaged, people rustled around, handing
 things to the surgeon.

‘Finally, after a long pause, they began to speak out loud,

' they laughed, congratulated me. My eyes were unbandaged
. and on my left arm lay . . . a new-born baby made out of my
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right hand, all swaddled in gauze. On the back of my hand they
had painted a silly, infantile face.

‘The question is: were the feelings that I experienced true
and was my belief in them real or were they what we call “true-
seeming’’?

‘Of course, it wasn’t real truth and a real sense of faith,’ Tortsov
said as he recalled his sensations. ‘Although we might almost
say that, for purposes of the theatre, I really did live those sensa-
tions. And yet there was no solid stretch of believing in what I
was undergomng. There was a constant wavering back and forth
between belief and doubt, real sensations and the illusion of hav-
ing them. All the while I felt that ifI really did havean operation
Ishould go through just such moments as I had during this
mock operation. The illusion certainly was sufficiently lifelike.

‘I felt at times that my emotions were just what they would
have been in reality. They recalled sensations familiar to me in
real life. I even had presentiments of losing consciousness, if
only for a few seconds. They disappeared almost as soon as they
came. Yet the illusion left traces. And to this day I am con-
vinced that what happened to me on that evening could happen

in real life.

“That was my first experience in the condition which we call
the “region of the subconscious”,’ said the Director as he fin-
ished his story.

‘It is a mistake to think that an actor experiences a second
state of reality when he is doing creative work on the stage. If
that were the case our physical and spiritual organism would be
unable to stand the amount of work put on it.

‘As you already know, on the stage we live on emotional
memories of realities. At times these memories reach a point of
illusion that makes them seem like life itself. Although such 2
thing as complete forgetting of self and unwavering belief in

what is happening on the stage is possible, it occurs rarely. We
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lmow. of scparate moments, long or short in duration, when an
actor is lost in “‘the region of the subconscious”. But during the

rest of the time truth alternates with verisimil; i i
il with verisimilitude, faith with

“The story I have just told you is an example of the coinci-
dence of emotion memories with the sensations called for by
the part. The analogy which results from this coincidence draws
the actor closer to the person he is portraying. At such times a
creative artist feels his own life in the life of his part and the life
of his part identical with his personal life. This identification
results in a miraculous metamorphosis.’

f&fter a few moments of reflection Tortsov continued:

Other things besides such coincidences between real life and
a role lead us into the “region of the subconscious”. Often a
simple external occurrence, having nothing at all to do with the
play, or the part, or the peculiar circumstances of the actor, sud-
denly injects a bit of real life into the theatre and instantly
sweeps us into a state of subconscious creativeness,’

:What kind of an occurrence?’ he was asked.

Anythmg Even the dropping of a handkerchief, or the ovet-
turning of a chair. A live incident in the conditioned atmosphere
of the stage is like a breath of fresh air in a stuffy room. The
actor must pick up the handkerchief, or the chair, spontaneous-
ly, because that wasn’t rehearsed in the play. He doesn’t do 1t as
an actor but in an ordinary, human way and creates a bit of
truth that he must believe in. This truth will stand out in sharp
contrast to his conditioned, conventional surroundings. It is in
his power to include such accidental moments of reality in his
part or to leave them out. He can treat them as an actor and, for
that one occasion, fit them into the pattern of his part. Or, he
can, for a moment, step out of his part, dispose of the acci-
dental intrusion, and then 2o back to the convention of the
theatre and take up his interrupted action.
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‘If he can really believe in the spontaneous occurrence and
use it in his part, it will help him. It will put him on the road
towards the “threshold of the subconscious”.

‘Such occurrences often act as a kind of tuning fork, they
strike a living note and oblige us to turn from falseness and afti-
ficiality back to truth. Just one such moment can give direction
to all the rest of the role.

“Therefore, learn to appreciate any such occurrences. Don’t
let them slip by. Learn to use them wisely when they happen of
their own accord. They are an excellent means of drawing you
closer to the subconscious.’

2

The Director’s opening remark today was:

‘Up to now we have been dealing with accidental occurrences
which can serve as an approach to the subconscious. But we
cannot base any rules on them. What can an actor do if he is
not sure of success?

‘He has no course open except to turn for assistance to a con-
scious psycho-technique. It can prepare ways and favourable con-
ditions for the approach to the “region of the subconscious”.
You will understand this better if I give you a practical illus-
tration.

‘Kostya and Vanya! Please play for us the opening scene of
the exercise with the “burnt money”. You will remember that
you begin all creative work by first relaxing your .musclcs. So
please seat yourselves comfortably and rest, just as if you were
athome.’

'We went on to the stage and carried out his instructions.

“That’s not enough. Relax more!’ called Tortsov from the
auditorium. ‘Make yourselves even more at home. You must
feel more at your ease than when you are at home, bccaufc’: we
are not dealing with reality, but with “solitude in public”. So
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do loosen up your muscles more. Cut ninety-five per cent.
of that tenseness!

‘Perhaps you think that I exaggerate the amount of your ex-
cess strain? No, indeed. The effort that an actor makes, when he
stands before a large audience, is immeasurable. The worst of
it is that all this effort and force is brought about almost un-
noticed by, unwished for, and unthought of by the actor.

‘Therefore, be quite bold in throwing off as much tenseness
as you possibly can. You needn’t think for a2 moment that you
will have less than you need. No matter how much you reduce
tension, it will never be enough.’

“Where do you draw the line?’ someone asked.

“Your own physical and spiritual state will tell you what is
right. You will sense what is true and normal better when you
reach the state that we call “Iam”.’

L already felt that Tortsov could not ask for a more relaxed
state than the one I was in. Nevertheless he continued to call for
still less tension.

As a result I overdid and reached a state of prostration and
numbness. That is another aspect of muscular rigidity and I had
to struggle against it. To do that I changed poses and tried to
get rid of pressure through action. I changed from a quick,
nervous rhythm to one which was slow, almost lazy.

The Director not only noticed but approved of what I was
doing.

“When an actor is making too much effort it is sometimes a
good idea for him to introduce a lighter, more frivolous, ap-
proach to his work. That is another way of dealing with tense-
ness.’

But I still was unable to achieve the real sense of ease I feel
when I am sprawling on my sofa at home.

At this point Tortsov, in addition to calling for still more
relaxation, reminded us that we should not be doing this for its
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own sake. He recalled the three steps: tenseness, relaxation,
justification.

He was quite right because I had forgotten about them, and
as soon as I corrected my mistake I felt an entire change come
over me. My whole weight was drawn towards the earth. I sank
deep into the arm~chair in which I was half lying. Now, it
seemed to me, the greater part of my tenseness had disappeared.
Even so I did not feel as free as I do in ordinary life. What was
the matter? When I stopped to analyse my condition I found
that my attention Was strained and kept me from relaxing. To
this the Director said:

‘Strained attention shackles you every bit as much as mus-
cular spasms. When your inner nature is in its grip your sub-
conscious process cannot develop normally. You must achieve
juner freedom as well as physical relaxation ’

‘Ninety-five per cent. off on that too, I suppose,’ putin Vanya.

‘Quite right. The excess of tension is just as great, only you
must deal with it more subtly. In comparison with muscles the
figments of the soul are as cobwebs to cables. Singly they are
easily broken, but you can spin them into stout cords. However,
when they are first spun treat them with delicacy.’

‘How can we handle inner spasms?’ one student asked.

‘In the same way you deal with muscular contractions. You
§irst search out the point of tension. Next you try to relieve it
and finally you build 2 basis for freedom from it in an appro”
priate supposition.

‘Make use of the fact chat in this case your attention is not
allowed to wander all over the theatre but s concentrated inside
of you. Give it some interesting object, something that will help
your exercise. Direct it to some attractive objective or action.’

I began to go over the objectives in our exercise, all of its
given circumstances; mentally I went through all the rooms-

Then the unexpected happened. I found myselfin an unfamiliar
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room, one I had not been in before. There was an aged couple
my wife’s parents. This unprepared for circumstance affected ami
stirred me, because it complicated my responsibilities. Two
more peopl.e to work for, five mouths to feed, not counting
;eyscilf'n This added significance to my work, to tOmOITOW's
cking of accounts, to my own going over of papers now. I
sat in the arm-chair and nervously twisted a bit of string around
my fingers.

“That was fine,’ exclaimed Tortsov approvingly. “That was
real frc.edom from tension. Now I can believe everything you
are doing and thinking about even though I do not know
exactly what is in your mind.’

He was right. When I checked over my body I found that
my mgscl&s were free from contraction. Evidently Thad reached
the third stage naturally by sitting there and finding a real basis
for my work.

“I“l‘lcre you have real truth, faith in your actions, the state we
f:all I am”. You are on the threshold,” he said softly to me.
Only don’t be in a hurry. Use your inner vision to see through
to the end of each thing you do. If necessary, introduce some
new supposition. Stop! Why did you waver then?’

It was easy for me to get back on to the track. I had only to
say to myself:

‘Suppose they find a large shortage in the accounts?! That
would mean a re~checking of all the books and papers. What a
ghastly job. And to have to do it all alone, at this hour of the
night—"’

Mechanically I pulled out my watch. It was four o’clock. In
the afternoon or in the moming? For 2 moment I assumed it
was the latter. I was excited and instinctively threw myself to-
wards my desk and began to work furiously.

Out of the corner of my ear I heard Tortsov make some ap-
proving comment and explain to the students that this was the
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right approach to the subconscious. But I no longer paid any
attention to encouragement. I did not need it because I was
really living on the stage and could do anything I chose.

Evidently the Director, having achieved his pedagogic pur-
pose, was ready to interrupt me but I was eager to cling to my
mood and I went right on.

‘Oh, I see,’ said he to the others. “This is a big wave.” Nor was
I satisfied. I wanted to complicate my situation further and en-
hance my emotions. So I added a new circumstance: a sub-
stantial defalcation in my accounts. In admitting that possibility
I said to myself: What would I do? At the very thought my
heart was in my mouth.

“The water is up to his waist now,” commented Tortsov.

“What can I do?’ I cried excitedly, ‘I must get back to the
office!” I rushed towards the vestibule. Then I remembered that
the office was closed, so I came back and paced up and down
trying to gather my thoughts. I finally sat down in a dark corner
of the room to think things out.

I could see, in my mind’s eye, some severe persons going over
the books and counting the funds. They questioned me but I
did not know how to answer. An obstinate kind of despair kept
me from making a clean breast.

Then they wrote out a resolution, fatal to my career. They
stood around in groups, whispering. I stood to one side, an out-
cast. Then an examination, trial, dismissal, confiscation of pro-
perty, loss of home.

‘He is out in the ocean of the subconscious now,’ said the
Director. Then he leaned over the footlights and said softly to
me: ‘Don’t hurry, go through to the very end.’

He turned to the other students again and pointed out that
although I was motionless, you could feel the storm of emotions
inside of me.

I heard all these remarks, but they did not interfere with my
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ﬁi’z ;xvlv alt:ls-u: vs:::ng;ﬁc: dra-ttvl: me away from it. At this point my
. g with excitement because my part and my
own life were so intermingled that they seemed to merge. I had
no idea where one began or the other left off, My hand ceased
wrapping the string around my fingers and I became inert.

“That is the very depth of the ocean,” explained Tortsov.

I do not know what happened from then on. I know only
that I found it easy and pleasant to execute all sorts of variations.
I decided once more that I must go to the office, then to my
attorney; or I made up my mind I must find certain papers to
clear my name, and I hunted through all sorts of drawers.

When I finished playing, the Director said to me, with great
seriousness:

‘Now you have the right to say that you have found the
ocean of the subconscious by your own experience. We can
make analogous experiments by using any one of the “elements
of the creative mood” as a starting point, imagination and sup-
positions, desires and objectives (if they are well defined), emo-
tions (if naturally aroused). You can begin with various pro-
positions and conceptions. If you sense the truth in a play sub-
consciously, your faith in it will naturally follow, and the state
of “I am”. The important thing to remember in all these com-
binations is that whatever element you choose to start with you
must carry to the limit of its possibilities. You already know
that in taking up any one of these links in the creative chain you
pull them all along.’

I'was in a state of ecstasy, not because the Director had praised
me but because I had again felt creative inspiration. When I
confessed this to Tortsov he explained: ‘You are not drawing
the right conclusion from today’s lesson. Something much more
important took place than you think. The coming of inspira-
tion was only an accident. You cannot count on it. But you can
rely on what actually did occur. The point is, inspiration did no*
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come to you of its own accord. You called for it, by preparing
the way for it. This result is of far greater importance. ’

“The satisfying conclusion that we can draw from today’s
lesson is that you now have the power to create favourable con-
ditions for the birth of inspiration. Therefore put your thoughe
on what arouses your inner motive forces, what makes for your
inner creative mood. Think of your super-objective and the
through line of action that leads to it. In short, have in your
mind everything that can be consciously controlled ?.nd that
will lead you to the subconscious. That is the best possible pre-
paration for inspiration. But never try for a direct approach. to
inspiration for its own sake. It will T;ult in physical contortion
and the opposite of everything you desire.’

Unfortl:lrx);tcly the Dr'yxrtehcl;r had to postpone further discus-
sion of the subject until the next lesson.

3

Today Tortsov continued to sum up the results of our last
lesson. He began:

“Kostya gave you a practical demonstration of the way con-
scious psycho-technique arouses the subconscious creativeness
of nature. At first you might think that we had not accom-
plished anything new. Work was begun, as it should be, with
the frecing of muscles. Kostya’s attention was concentrated on
his body. But he transferred it skilfully to the supposed circum-
stances of the exercise. Fresh inner complications justified his
sitting there, motionless, on the stage. In him, that basis for his
immobility completely freed his muscles. Then he created all
sorts of new conditions for his make-believe life. They en-
hanced the atmosphere of the whole exercise and sharpened the
situation with possible tragic implications. This was a source of
real emotion. N

‘Now you ask: What is new in all this? The “difference” is

4
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infinitesimal, and lies in my having obliged him fo carry out each
creative act to its fullest limit. That’s all.’

‘How can that be all?’ Vanya blurted.

‘Very simply. Carry all of the elements of the inner creative
state, your inner motive forces, and your through line of action
to the limit of human (not theatrical) activity, and you will
inevitably feel the reality of your inner life. Moreover you will
not be able to resist believing in it.

‘Have you noticed that each time this truth and your belief in
it is born, involuntarily, the subconscious steps in and nature

begins to function? So when your conscious psycho-technique
. s carried to its fullest extent the ground is prepared for nature’s

- subconscious process.

‘If you only knew how important this new addition is!
‘It s all very pleasant to think that every bit of creativeness is
full of importance, exaltation, and complexities. As a matter of

. actual fact we find that even the smallest action or sensation, the
 slightest technical means, can acquire a deep significance on the

stage only if it is pushed to its limit of possibility, to the boun-

" dary of human #ruth, faith and the sense of “I am”. When this

. point is reached, your whole spiritual and physical make-up
- will function normally, just as it does in real life and without

- regard to the special condition of your having to do your crea-

tive work in public.

‘In bringing beginners like you to the “threshold of the sub-

‘ conscious” I take a diametrically opposite view from many
. teachers. I believe that you should have this experience and use

. it when you are working on your inner “elements” and “inner

creative state”, in all your drills and exercises.

‘T want you to feel right from the start, if only for short
periods, that blissful sensation which actors have when their
creative faculties are functioning truly, and subconsciously.

[ Moreover, this is something you must learn through your own
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emotions and not in any theoretical way. You will learn to love
this state and constantly strive to achieve it.’ .

‘I can readily see the importance of what you have Just told
us,” I said. ‘But you have not gone far enough. Please give us
now the technical means by which we can push any one ele-
ment to its very limit.”

‘Gladly. On the one hand you must first discover what the
obstacles are, and learn to deal with them. On the other hand,
you must search out whatever will facilitate the process. I shall
discuss the difficulties first. .

“The most important one, as you know, is the abnormal cir-
cumstance of an actor’s creative work—it must be done in 'pub-
lic. The methods of wrestling with this problem are familiar to
you. You must achieve a proper “creative state”. Do that ﬁnt
of all and when you feel that your inner faculdes are rca.dy, give
your inner nature the slight stimulus it needs to begin func-
tioning.’ 0

“That is just what I don’t understand. How do you do i?
Vanya exclaimed. en

‘By introducing some unexpected, spontaneous mad:cnt, a
touch of reality. It makes no difference whether it is physical or
spiritual in origin. The one condition is that it must be germane

to the super-objective and the through line of action. The un-
expectedness of the incident will excite you and your nature will
rush forward.’ :

‘But where do I find that slight touch of truth?’ insisted
Vanya.

‘Everywhere: in what you dream, or think, or suppose or
feel, in your emotions, your desires, your little actions, intern:
or external, in your mood, the intonations of your voice, It
some imperceptible detail of the production, pattern of move-

ments

“And then what will happen?”
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“Your head will swim from the excitement of the sudden and
complete fusion of your life with your part. It may not last long
but while it does last you will be incapable of distinguishing
between yoursclf and the person you are portraying.’

‘And then?’

“Then, as I have already told you, truth and faith will lead
you into the region of the subconscious and hand you over to
the power of nature.’

After a short pause the Director continued:

“There are other obstacles in your way. One of them is vague-
ness. The creative theme of the play may be vague, or the plan of the
production may not be clear-cut. A part may be worked out wrong, or
its objectives may be indefinite. The actor may be uncertain about the
means of expression he has chosen. If you only knew how doubt
and indecision can weigh you down! The only way of dealing
with that situation is by clearing up all that is lacking in pre-
cision.

‘Here is another menace: some actors do not fully realize the
limitations placed on them by nature. They undertake pro-
blems beyond their powers to solve. The comedian wants to
play tragedy, the old man to be a jeune premier, the simple type
longs for heroic parts and the soubrette for the dramatic. This
can only result in forcing, impotence, stereotyped, mechanical
action. These are also shackles and your only means of getting
out of them is to study your art and yourself in relation to it.

‘Another frequent difficulty arises from too conscientious
work, too great an effort. The actor puffs; he forces himself to
give an external expression to something he does not actually
feel. All one can do here is to advise the actor not to try so hard.

‘All these are obstacles that you must learn to recognize. The
constructive side, the discussion of what helps you to reach the
“threshold of the subconscious”, is a complicated question for
which we have not sufficient time today.’ ‘
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4

‘Now we come to the positive side,” said the Director at the
beginning of our lesson today. ‘To the conditions at.ld means,
which help an actor in his creative work and lead him to th.c
promised land of the subconscious. It is difficult to speak of this
realm. It is not always subject to reasoning. What can we do?
We can change to a discussion of the super-objective and
through line of action.’

‘Wfl;ly to them? Why do you choose these two? What is the
connection?’ came from various perplexed students. R

“Principally because they are predominantly conscious in
their make-up and subject to reason. Other grounds for this
choice will 2 in our lesson today.’

He ca]lcdiica;atﬂ and me to play the opening lines of the
first scene between Iago and Othello. .

We prepared ourselves and played it with concentration and
right inner feelings.

“What are you intent on just now?’ Tortsov asked.

‘My first objectis to attract Kostya’s attention,’ answered Pflul.

‘I was concentrated on understanding what Paul was saying,
and trying to visualize his remarks inwardly,’ I cxpla.ir?ed.

‘Consequently, one of you was drawing the attention f’f the
other in order to attract his notice, and the other was trying to
penetrate and visualize the remarks being made to him in order
to penetrate and visualize those remarks.’

‘No, indeed!” we protested vigorously.

‘But that is all that could happen in the absence of a super-
objective and the through line of action for the whole play-
There can be nothing but individual, unrelated actions, under-
taken each for his own sake.

‘Now repeat what you have just done and add the next scen®

in which Othello jokes with Iago.’
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When we had finished Tortsov again asked us what our ob-
Jjective had been.

‘Dolce far niente,’ was my answer.

“What had become of your previous objective, of under-
standing your colleague?’

‘Tt was absorbed in the next and more importane step.”

‘Now repeat everything up to this point and add still another
bit, the first intimations of jealousy.”

We did as directed and awkwardly defined our objective as
‘poking fun at the absurdity of lago’s vow.’

‘And now where are your former objectives?’ probed the
Director.

I'was going to say that they too had been swallowed up in a
succeeding and more important aim, but I thought better of my
answer and remained silent.

“What's the matter? What is troubling you?’

‘The fact that at this point in the play the theme of
happiness is broken off and the new theme of jealousy
begins.’

‘It does not break off,’ corrected Tortsov. ‘It changes with
the changing circumstances of the play. First the line passes
through a short period of bliss for the newly married Othello,
he jokes with Iago, then come amazement, dismay, doubt. He
repels the onrushing tragedy, calms his jealousy, and returns to
his happy state.

"We are familiar with such changes of moods in reality. Life
runs along smoothly, then suddenly doubr, disillusion, grief are
injected and still later they blow over and everything is bright
once more.

“You have nothing to fear from such changes; on the con-
trary, learn to make the most of them, to intensify them. In the
present instance that is easy to do. You have only to recall the
early stages of Othello’s romance with Desdemona, the recent
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blissful past, and then contrast all this with the horror and tor-
ture Iago is preparing for the Moor.’

‘I don’t see. What should we recall out of their past?” asked
Vanya.

“Think of those wonderful first meetings in the house of
Brabantio, the tales of Othello, the secret meetings, the abduc-
tion of the bride and the marriage, the separation on the wed-
ding night, the meeting again in Cyprus under the southern
sun, the unforgettable honeymoon, and then, in the future—all
the result of Iago’s hellish intrigue, the fifth act.

‘Now go on—""

We went through the whole scene up to Iago’s famous vow,
by the sky and by the stars, to consecrate his mind, will and
feelings, his all, to the service of the abused Othello.

“If you work your way through the whole play in this way,
your familiar objectives will naturally be absorbed in larger and
fewer aims, which will stand like guide posts along the through
line of action This larger objective gathers up all the smaller
ones subconsciously and eventually forms the through line of
action for the whole tragedy.’

The discussion turned next on the right name for the first
large objective. No one, not even the Director himself, could
decide the question. That was, of course, not surprising, as 2
real, live, engaging objective cannot be found immediately and

by a purely intellectual process. However, for lack of a better
one, we did decide on an awkward name for it—1 wish to
jdealize Desdemona, to give up my whole life to her service.’

As I reflected about this larger objective, I found that it

helped me to intensify the whole scene as well as othe r parts of

my role. I felt this whenever I began to shape any action toward
the ultimate goal—the idealization of Desdemona. All the other
inner objectives lost their significance. For example, take the
first one: to try to understand what Iago is saying. What was
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the point of that? No one knows. Why try when it is

cloia.r that Othello is in love, is thmkmg :fYno one butfilccrtfeca:lc}i’

will speak of no one else. Therefore, all enquiries and thOl; hes

of her are necessary and pleasing to him. ¢

Then take our second objective—dolce Jfar niente. That is na
longer necessary or right. In talking about her the Moor is en-
gaged in something important and vital to him, and again for
the reason that he wishes to idealize her.

After Iago’s first vow I imagine that Othello laughed. It was
plmt .for him to think that no stain could touch his crystal-
pure divinity. This conviction put him into a joyful state of mind
and intensified his worship for her. Why? For the same reason
as before. I understood better than ever how gradually jealousy
took hold of him, how imperceptibly his faith in his ideal weak-
ened and the realization grew and strengthened that wicked-
ness, depravity, snake-like cunning, could be contained in such
an angelic form.

:Nowwhctc areyour former objectives?’ queried the Director.
’dc;I'Ll}cy have all been swallowed up in our concern over a lost
i

“What conclusion can you draw from this ’
asked, and then he went on to answer his own ;:i:daﬁ il

‘I made the actors playing that scene between Othello and
Iago feel for themselves, in actual practice, the process by which
the larger objectives absorb the smaller ones. Now Kostya and
Paul also know that the more distant goal draws you away
from the nearer one. Left to themselves, these smaller objectives
m}turally pass under the guidance of nature and the subcon-
scious.

.‘Such a process is €asy to understand. When an actor gives
himself up to the pursuit of a larger objective, he does it com-
pletely. At such times nature is free to function in accordance
with her own needs and desires. In other words Kostya and
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Paul now know through their own experience that an actor’s
creative work, while on the stage, is really, either in whole or in
part, an expression of his creative subconscious.’

The Director reflected for a while and then added:

“You will see these larger objectives undergo a transforma-
tion, similar to that of the smaller ones, when the super-objec-
tive supersedes them all. They fall into place as steps leading to a
final, all-embracing goal—steps that will, to a large extent, be
taken subconsciously.

“The through line of action is made up, as you know, of a
series of large objectives. If you realize how many, many smaller
objectives, transformed into subconscious actions, they contain,
then consider the extent of the subconscious activities that flow
into the through line of action as it goes across the whole play,

giving it a stimulating power to influence our subconscious in-
directly.’
5

“The creative force of the through line of action is in direct pro-
portion to the power of attraction of the super-objective. This
not only gives the super-objective a place of primary impor-
tance in our work; it also obliges us to devote particular atten-
tion to its quality.

“There are many “experienced directors” who can define 2
super-objective offhand, because they “know the game” and
are “old hands” at it. But they are of no use to us.

“There are other directors and playwrights who dig out 2
purely intellectual main theme. It will be intelligent and right
but it will lack charm for the actor. It can serve as a guide but

not as a creative force.
‘In order to determine the kind of stimulating super-objec-

tive we do need to arouse our inner natures, I shall put 2 num-
ber of questions and answer them.
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‘Can we use a super-objective that i i

au‘thri;n"sI point of view, and ;et is fascinatixsxgnt?)tul.;l fcl:lt:)rfsi;om i
o. Itis not only useless but dan
actors away from dz’cn' partsand thcg;l:;fl.ls' R

Can we use a main theme which is merely intellectual? No
not a dry product of pure reason. And yet a conscious su r-'
objective, that derives from interesting, creative thjnkinpe'
essential, , i

“What about an emotional objective? It i cessary
y “u:;:i : s gj}m It is absolutely ne

an objective based on will that i
ph‘ysica.l and spiritual being? It is ncccssar;. bl o

V./haf can.be said of a super-objective that appeals to your
Creatve imagination, which absorbs your whole attention, satis-
‘ﬁu your sense of truth, and faith, and all the elements of your
inner mcfod? Any such theme that puts your inner motive forces
to ‘work is food and drink for you as an artist.

Conscqf:ently. what we need is a super-objective which is in
harmony with the intentions of the playwright and at the same time
arouses a response in the soul of the actors. That means that we must
:ea‘rch for it not only in the play but in the actors themselves.

Moreover, the same theme, in the same part, set for all the
actors who play it, will bring a different expression from each
of thcm Take some perfectly simple, realistic objective, such
as: I wish to grow rich! Think of the variety of subtle motives,
mcd'xods and conceptions you can put into the idea of wealth
and its attainment. There is so much, too, that is individual in
such a problem and cannot be subject to conscious analysis.
Then take 2 more complicated super-objective, such as lies at
the root of a symbolic play by Ibsen or an impressionistic play
by Ma;lett;:rlfnck, and you will find that the subconscious ele-
ment in it is incomparably more profound, complex and in-

dividual.
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‘All these individual reactions are of great significance. They
give life and colour to a play. Without them the main theme
would be dry and inanimate. What gives that intangible charm
to a theme so that it infects all the actors playing one and the same
part? Largely it is something we cannot dissect, rising from the
subconscious with which it must be in close association.’

Vanya was again distressed and asked, ‘Then how do we get
atit?’

‘In the same way you deal with the various “elements”. You
push it to the extreme limit of truthfulness and sincere belief init,
to the point where the subconscious comes in of its own accord.

‘Here again you must make that small but extraordinarily im-
portant little “addition”, just as you did when we discussed the
extreme development of the functions of the “elements”, and
again when we had up the question of the through line of action.’

‘It can’t be very easy to find such an irresistible super-objec-
tive,’ someone said.

“It is impossible to do it without inner preparation. The usual
practice, however, is quite different. The director sits in his
study and goes over a play. At almost the first rehearsal he an-
nounces the main theme to the actors. They try to follow his
direction. Some, by accident, may get hold of the inner essence
of the play. Others will approach it in an external, formal way.
They may use his theme at first, to give the right direction to
their work but later they ignore it. They either follow .the
pattern of the production, the “business’, or they go after the
plot and a mechanical rendering of the action and the lines.

‘Naturally, a super-objective that leads to such results has lost
all its significance. An actor must find the main theme for him-
self. If, for any reason, one is given to him by someone else, he
must filter it through his own being until his own emotions are

affected by it.
“To find the main theme, is it sufficient to employ our usual
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mcth.ods of psycho-technique for bringing about a proper inner
creative state, and then add the extra touch which leads to the
region of the subconscious?

‘In spite of the great value I lay on that preparatory w
must confess that I do not think even the inl:mtpstate 1? cre::c]z’i:
capable of undertaking the search for the super-objective. You
cannot feel around for it outside of the play itself. So you must,
even in some small degree, feel the atmosphere of your make-
believe existence in the play and then pour these feelings into
your already prepared inner state. Just as yeast breeds fermenta-
tion, this sense of life in a play will bring your creative faculties
to boiling point.’

"How do we introduce yeast into our creative state?’ said L
puzzled. ‘How can we make ourselves feel the life of the play
before we have even studied it?’

Grisha confirmed me. He said, ‘Of course, you must study
the play and its main theme first.’

“Without any preparation, 4 froid?’ the Director broke in. ‘I
have already explained to you what that results in, and I have
pr?tmted against that type of approach to a play or a part.
My main objection, however, is to putting an actor in an
impossible position. He must not be forcibly fed on other
people’s ideas, conceptions, emotion memories or feelings. Each
person has to live through his own experiences. It is important
that they be individual to him and analogous to those of the
person he s to portray. An actor cannot be fattened like a capon.
His own appetite must be tempted. When that is aroused he
will demand the material he needs for simple actions; he will
then absorb what is given him and make it his own. The direc-
tor’s job is to get the actor to ask and look for the details that

will put life into his part. He will not need these details for an
intellectual analysis of his part. He will want them for the carry-
ing out of actual objectives.
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‘Besides, any information and material which he does not
need immediately to pursue his aims only clutters up his mind
and interferes with his work. He should be careful to avoid this,
especially during the early period of creativeness.’

“Then what can we do?’ ‘

‘Yes,” Grisha said, echoing Vanya. ‘You tell us we may not
study the play and yet we must know it!’

‘Again I must remind you that the work we are discussing is
based on the creation of lines formed from small, accessible,
physical objectives, small truths, belief in them, which are taken
from the play itself and which give to it a living atmosphere.

‘Before you have made a detailed study of the play or your
part, execute some one small action (I do not care how slight it
is), which you do with sincerity and truthfulness.

‘Let us say that one of the persons in the play has to come
into a room. Can you walk into a room?’ asked Tortsov.

‘I can,’ answered Vanya promptly.

‘All right then, walk in. But let me assure you that you can-
not do it until you know who you are, where you came from,
what room you are entering, who lives in the house, and a mass
of other given circumstances that must influence your action.
To fill all that in so that you can enter the room as you should,

will oblige you to learn something about the life of the play.

‘Moreover, the actor has to work out these suppositions for

himself and give them his own interpretation. If the director
tries to force them on him the result is violence. In my way of
doing, this cannot happen because the actor asks the director for
what he needs as he needs it. This is an important condition for
free, individual creativeness.

‘An artist must have full use of his own spiritual, human
material because that is the only stuff from which he can fashion
a living soul for his part. Even if his contribution is slight, it is
the better because it is his own.
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‘Suppose, as the plot unfolds, when you come into that room
you meet a creditor and that you are far behind on the payment
of your debt to him. What would you do?’

:I don’t know,’ exclaimed Vanya,

‘ YPu have to know, otherwise you cannot play the part. You
will just say your lines mechanically and act with pretence in-
stead of truth. You must put yourself into some position analo-
gous to .dm of your character. If necessary, you will add new
suppositions. Try to remember when you yourself were ever in
a similar position and what you did. If you never were in one,
Create asi tuation in your imagination. Sometimes you can live
more intensely, more keenly, in your imagination than in real
life. If you make all your preparations for your work in a
humanr real way, not mechanically; if you are logical and co-
herent_m your purposes and actions, and if you consider all the
attending conditions of the life of your part, I do not doubt for
a moment that you will know just how to act. Compare what
you ha.ve decided on with the plot of the play and you will feel
a certain kinship with it, to a great or small degree. You will

::;)glj to feel th;t, given the circumstances, the opinions, the
position of the character yo i
D ) you are playing, you would be
“That closeness to your part we call perception of yourself in
the part and of the part in you.

.‘Supposc you go through the whole play, all of its scenes,
bits, objectives, and that you find the right actions and accustom
yourself to executing them from start to finish. You will then
have established an external form of action which we call the
“physical life of a part”. To whom do these actions belong, to
you or to the part?’

“To me, of course,’ said Vanya,
: “The physical aspect is yours and the actions too. But the ob-
Jectives, their inner foundation and sequence, all the given cir-
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cumstances are mutual. Where do you leave off and where does
our part begin?’

i ‘Tll:at’s impossible to say,” answered Vanya, perplexed. iy

‘All you must remember is that the actions you have f?vo.r .
out are not simply external. They are based on inner eeh:gls:
they are reinforced by your belief in them. Inside of you, ]?n ;
Il to the line of physical actions, you have an unbroken line dc:
emotions verging on the subconscious. You cannot follll;)w th:
line of external action sincerely and directly and not have
corresponding emotions ’ .

Vanya made a gesture of despair. . .

1 se?:'a your head is swimming already. That is ;go%toliln;
because it shows that so much of your role has already 5
mixed into your own self that you cannot possibly tell where to
draw the line between you and your part. Because of that state

will feel yourself closer than ever to your part.

yo:;fyou go Zhrough a whole play that way you w111 ha:; a r;o:}
conception of its inner life. Even when that life is still u; ee >
bryonic stage, it is vital. Moreover, you can sgeak or yo
cl:yaractcr in your own person. This is of utmost importance 5
you develop your work systetnatically .and in dcml. ﬁ;ﬂerythmh“g
that you add from an inner source will find its rig . ghn .
Therefore, you should bring yOu.rsclf to the point li? oy cg
hold of 2 new role concretely, as if it were your own fite.

you sense that real kinship to your part, you will be able to pour .

ings i our inner creative state, which borders on d.lc
fﬁcbl::x:)ii;?ofs,ymd boldly begin the study of the play and its
ma‘f[lotx}::lilcl‘ now realize what a long, arduous task %t is t? f;i :
broad, deep, stirring super-objective and through lcllncfoth e
that will be capable of leading you to the threshold of the il
conscious and carrying you off into its depths. Also you s;:t o
how important it is, during your search, to sense W
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author of the play had in his mind and to find in yourself a
responsive chord.

‘How many themes must be cut back so that others will
grow! How many times must we aim and shoot before we hit
the bull’s eye!

‘Every real artist should make it his object, while he is on the
stage, to centre his entire creative concentration on just the
super-objective and through line of action, in their broadest and
deepest meaning. If they are right all the rest will be brought
about subconsciously, miraculously, by nature. This will hap-
pen on condition that the actor recreates his work, each time he
repeats his part, with sincerity, truth and directness. It is only on
that condition that he will be able to free his art from mechani-
cal and stereotyped acting, from “tricks” and all forms of artifi-

ciality. If he accomplishes this he will have real people and real
life all around him on the stage, and living art which has been
purified from all debasing elements.’

6

“Let us go still farther!” exclaimed the Director as he began
the lesson. ‘Imagine some 1DEAL ARTIST who has decided to
devote himself to a single, large purpose in life: to elevate and
entertain the public by a high form of art; to expound the hid-
den, spiritual beauties in the writings of poetic geniuses. He will
give new renderings of already famous plays and parts, in ways
calculated to bring out their more essential qualities. His whole
life will be consecrated to this high cultural mission.

‘Another type of artist may use his personal success to convey
his own ideas and feelings to the masses. Great people may have
a variety of high purposes.

‘In their cases the super-objective of any one production will
be merely a step in the fulfilment of an important life purpose,
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which we shall call a supreme objective and its execution a su-
preme through line of action.

“To illustrate what I mean I shall tell you of an incident from
my own life. v

‘A long time ago, when our company was on tour in St.
Petersburg, I was kept late in the theatre by an unsuccessful,
badly prepared rehearsal. I was upset by the attitude of some of
my colleagues. I was tired and angry as I left. Suddenly I found
myself in a mass of people in the square before the theatre.
Bonfires were blazing, people were sitting on campstools, on
the snow half asleep, some were huddled in a kind of tent that
protected them from the cold and wind. The extraordinary
number of people—there were thousands of them—were wait-
ing for morning and the box office to open.

‘I was deeply stirred. To appreciate what these people were
doing I had to ask myself: “What event, what glorious pros-
pect, what amazing phenomenon, what world-famous genius
could induce me to shiver night after night out in the cold,
especially when this sacrifice would not even give me the de-
sired ticket, but only a coupon entitling me to stand in line on
the chance of obtaining a seat in the theatre?”

‘I could not answer the question because I could not find any
happening that could persuade me to risk my health, perhaps
even my life, for its sake. Think what the theatre meant to those
people! We should be deeply conscious of that. Whatan honour
for us that we can bring such a high order of happiriess to thou-
sands of people. I was instantly seized with the desire to set 2
supreme goal for myself, the carrying out of which would con-
stitute a supreme through line of action and in which all minor
objectives would be absorbed.

“The danger would lie in letting one’s attention centre for
too long on some small, personal problem.’

“Then what would happen?’
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The same thing that happens to a child when he ties a weight
on the end of a string and winds it up on a stick. The more it
.wmds fhc shorter the string becomes and the smaller the circle
it describes. Finally it strikes the stick. But suppose another child
pushc§ his stick into the orbit of the weight. Its momentum will
cause it to wind its string on the second stick and the first child’s
game is ruined.

‘We actors have a tendency to become sidetracked in the
same way, and to put our energy into problems aside from our

main purpose. That, of course, is dangerous and has a deterio-
rating influence on our work.’

7

A!l during these recent lessons I had been rather dismayed at
hcam.lg so much reasoning about the subconscious. The sub-
conscious is inspiration. How can you reason about it? I was
even more shocked by being obliged to piece the subconscious
together out of small bits and crumbs. So I went to the Director
and spoke my mind.

‘“What makes you think’, said he, ‘that the subconscious be-
!ongs altogether to inspiration® Without stopping to think,
instantly, give me the name of some noun !’

f-lerc he turned abruptly to Vanya, who said, ‘A shaft.’

Why a shaft, why not a table, which is standing in front of
you, or a chandelier, hanging overhead?’

‘Idon’t know,’ answered Vanya,

‘Neither do I,’ said Tortsov. ‘Moreover, I know that no one
knows. Only your subconscious can tell why that particular
object came into the foreground of your mind.’

.Hcte he put another question to Vanya: ‘What are you
thinking about, and what do you feel?’ :

‘PP’ Vanya hesitated, then he ran his fingers through his hair,
*tood up abruptly and then sat down, rubbed his wrists on his
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knees, picked up a scrap of paper from the floor and folded it
up, all this in preparation of his reply.

Tortsov laughed heartily.

‘Let me see you repeat consciously every little movement you
just made before you were ready to answer my question. Only
your subconscious could solve the puzzle of why you went
through all those motions.”’ iy .

Thereupon he turned back to me and said, D1d you notice
how everything Vanya did was lacking in inspiration yet con-
tained a great deal of subconsciousness? So, too, you will find

it to some degree in the simplest act, desire, problem, feeling,

thought, communication or adjustment. We live very close to
it ordinarily. We find it in every step we take. Unf.'ortunately
we cannot adapt all of these moments of subconsciousness to
our uses, and also there are fewer of them where we need them
most, when we are on the stage. Just try to find any ina well-
polished, ingrained, hackneyed production. There wﬂl be no-
thing in it but hard and fast, established habits, conscious and
mechanical.’ dep.

‘But mechanical habits are partly subconscious,’ insisted
Grisha. ’

“Yes, but not the kind of subconsciousness we are discussing,
replied Tortsov. “We need a creative, human, subcon:r»cious a1'1d
the place to look for it above all is in a stirring objective ax.xd its
through line of action. Their consciousness and subconscious-
ness are subtly and marvellously blended. When an actor is
completely absorbed by some profoundly moving ob_]ccuvc‘, 50
that he throws his whole being passionately into its execution,
he reaches a state that we call inspiration. In it almost everything
he does is subconscious and he has no conscious realization of
how he accomplishes his purpose.

‘So you see, these periods of subconsciousness are scatter.cd all
through our lives. Our problem is to remove whatever inter-
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feres with them and to strengthen any elements that facilicate
their functioning.’

Our lesson was short today as the Director was appearing in
a performance in the evening.

8

‘Now let us have a check up,’ proposed the Director as he
came into class today, for our last lesson.

“After nearly a year’s work, each of you must have formed a
definite conception of the dramatic, creative process. Let us try
to compare that conception with the one you had when you
came here.

‘Maria, do you remember searching for a brooch in the folds
of the curtain here because the continuance of your work in our
school depended on your finding it? Can you recall how hard
you tried, how you ran around and pretended to play despair,
and how you enjoyed it> Would that kind of acting satisfy you
now?’

Maria thought for a moment and then an amused smile broke
over her face. Finally she shook her head, evidently entertained
by the memory of her former naive ways.

‘You see, you laugh. And why? Because you used to play “in
general”, trying to reach your goal by a direct onslaught. It is
not surprising that all you accomplished was to give an external
and wrong picture of the feelings of the person you were por-
traying.

‘Now remember what you experienced when you played the
scene with the foundling infant, and you found yourself rock-
ing a dead baby. Then tell me, when you contrast your inner
mood in that scene with your former exaggeration, whether

you are satisfied with what you have learned here during this
course.’
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Maria was thoughtful. Her expression was first serious and
then sombre; there was a look of terror in her eyes for an
instant, then she nodded her head affirmatively.

‘Now you are no longer laughing,” said Tortsov. ‘Indeed,
the very memory of that scene has almost brought you to tears.
Why? Because in creating that scene you followed an entirely
different path. You did not make a direct assault on the feclings
of your spectators. You planted the seeds and let them come to
fruition. You followed the laws of creative nature.

‘But you have to know how to induce that dramatic state.
Technique alone cannot create an image that you can believe in
and to which both you and your spectators can give yourselves
up completely. So now you realize that creativeness is not
technical trick. It is not an exterfial portrayal of images and
passions as you used to think. ‘

‘Our type of creativeness is the conception and birth of a new being
—the person in the part. It is a natural act similar to the birth of a
human being. \ R

“If you follow each thing that happens in an actor’s soul dur-
ing the period in which he is living into his part, you will admit
that my comparison is right. Each dramatic and artistic image,
created on the stage, is unique and cannot be repeated, just as in

natuie.
‘As with human beings, there is an analogous, embryonic

stage.
‘In the creative process there is the father, the author of the
play; the mother, the actor pregnant with the part; and the

child, the role to be born.
“There is the early period when the actor first gets to know

his part. Then they become more intimate, quarrel, are recon-

ciled, marry and conceive.
“In all this the director helps the process along as a sort of

matchmaker.
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“Actors, in this period, are influenced b their i
a&'ect their daily lives. Incidentally the pcrizd of ggat::’o: fl'::'i;
pz mb:itt least as long as that of 2 human being, and often con-
si ad y longer. If you analyse this process you will be con-
vinced that laws regulate organic nature, whether she j screating -
anew phenomenon biologically or imaginatively. :
" You can go astray only if you do not understand that truth;
if you do. not have confidence in nature; if you try to think :

hew principles”, “new bases”, “new art”. Nature’s laws :;'1:

bindin i i
iy g on all, without exception, and woe to those who break
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