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NOTE BY THE TRANSLATOR

Friends of Sanidavski have long known that he wished
toleavearecord of the methods by which the M oscow Art
Company wasbuilt up, in such aform that it could beof useto
actorsand producersafter hisdeath. Thefirst timehementioned
thiswish tomehespoke of the projected work asa grammar of
acting. In hisown My Lifein Art, and in Smilar expressonsby
persons who studied under him, a wholly different contribu-
tion has been made, one much eader, and in his opinion of
lesser importance. A manual, a handbook, a wor king textbook
hasbeen hisdream, and amost difficult onetorealize.
Sincethemodem theatre cameinto exisence, somethinglike
three centuries ago, conventions have accumulated, outlived
their ussfulness, and become hardened, sothat they gand in the
way of fresh art and Sncere emotion on the stage. For forty
years the effort of die Moscow Art Company has been to get
rid of what hasbecomeartificial, and ther eforean impediment,
and to preparetheactor to present theexternalsof lifeand their
inner repercussonswith convincing psychological truthfulness
H ow wasthislongand difficult processto beput into abook?
Stanidavi felt die need of a freedom of speech, especially
about thefaultsthat harassactors, that hewould not haveif he
used dienamesof hisactual players, from M oskvin and Kacha-
lov down to thevery beginners, and therefore he decided on a
semi-fiction form. That he himsaf appears under the name of
Tortsov can scar cdy escapethe asutereader, nor isit difficult to
see that die enthusagtic sudent who keeps the record of the
lessonsisdie Stanidavski of half a century ago who wasfedling
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his way toward the methods best suited to mirror the modem
world.

Thereisno claim made hereto actual invention. Hie author
is most ready to point out that a genius like Salvini or Duse
may usewithout theory theright emotionsand expressionsthat
to the less ingpired but intelligent sudent need to be taught.
What Stanidavski has undertaken isnot to discover atruth but
tobringthetruth in usableform within diereach of thoseactors
and producerswho arefairly well equipped by natureand who
are willing to undergo the necessary discipline. The book does
include, again and again, satementsof general principlesof art,
but thegreat task set for himself by theauthor hasbeen theem-
bodiment of thoseprinciplesin thesmplest wor king examples,
to be laboured over day after day and month after month. He
has endeavour ed to make the examples so smple, so near tothe
emotionsthat can befound aswell in one country asin ancther,
that they can be adapted to the needs of acton whether they
happen to be bom in Russa or Germany, in Italy, France
Poland, or America.

Of the importance of such a working record, in order that
the greatest of modem acting companies shall shed itsbeams as
far and aswide as may be, little need be said. What would we
not give for detailed notes of how Mdi&re rehearsed his own
plays— ehear sals of which echoes, true or outworn, remain in
the Comldie Fran$aiss? Or could the value be etimated a
full picture of Shakeypeare in the theatre, drilling his actors
in TheTempest, Romeo and Juliet, or KingLear?

£. lv. H.



CHAPTER ONE
THE FIRST TEST
i

Wewereexcited aswewaited for our first lesson with the

Director, Tortsov, today. But he came into our dass
only to make the unexpected announcement that in order to
become better acquainted with us, he wished usto give a per-
formancein which we should act bits from plays chosen by us.
His purposeisto see us on the sage againg die background of
scenery, in make-up, in costume, behind footlights, with all the
accessories. Only then, said he, will it be possible to judge our
dramatic quality.

At first only afew 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 Vdiaminova; and a lively, noisy chap named
VanyaVyuntsov.

Gradually we all became accustomed to the idea of die com-
ingtry-out. Theshiningfootlightsgrew moretemptingand the
performance soon seemed inter esting, useful, even necessary.

In making our choices|, and two friends, Paul Shustov and
L eo Pushchin, were at first modest. We thought of vaudeville
or light comedy. But all around us we heard great names pro-
nounced—Gogol, Ostrovski, Chekhov, and others. | mper cep-
tibly wefound that we had sepped ahead in our ambitionsand
would play something romantic, in costume, in ver se.

| wastempted by thefigureof Mozart; Leo by that of Salieri;
Paul thought of Don Carlos. Then we began to discuss Shakes-
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peare, and my own choice fell on Othello. When Paul agreed
to play lago, everything was decided. As we wereleaving the
theatre we were told that the first renearsal was fixed for the
next day.

When | reached home, late, | took down my copy of Othello,
settled mysalf comfortably on the sofa, opened my book and
began to read. Hardly had | read two pages when | was seized
with a desre to act. In spite of mysdf, my hands, arms, legs,
face, fadal musclesand something insde meall began to move.
| declaimed thetext. Suddenly | discovered alargeivory paper-
cutter. | guck it into my bet like a dagger. My fuzzy bath
towe served as a white headcloth. Out of my sheats and blan-
kets| madeakind of shirt and gown. My umbrdlawas pressd
into service as a scimitar, but | had no shidd. Hereit occurred
to methat in the dining-room which adjoined my room there
wasabigtray. With theshidd in my hand | felt myself tobea
genuinewarrior. Yet my general agpect was modern and civi-
lized, whereas Othello was African in origin and must have
something suggestive of primitive life, perhaps a tiger, in him.
In order torecall, suggest, and fix thewalk of an animal, | began
awholenew set of exercises.

Many of these movements| felt to bein a high degree suc-
cessful. | had worked almos five hours without noticing the
passage of time. To methis seemed to show that my inspiration
wasr eal

2

| awoke much later than usual, rushed into my clothes and
dashed tothetheatre. Asl went into therehearsal room, where
they were waiting for me, | was so embarrassed that ingead of
apology | made the cardessremark, 1 seem to be alittlelate”
Rakhmanov, the Assigant Director, looked at me along time
reproachfully, and finally said:
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*We have been dtting here waiting, our nerves on edge,
angry, and " it ssems| am alittlelate' . Weall came herefull of
enthusasm for the work waiting to be done, and now, thanks
to you, that mood has been destroyed. To arouse a dedre to
create isdifficult; to kill that desreisextremely easy. If | inter-
fere with my own work, it is my own affair, but what right
have | to hold up the work of a whole group? The actor, no
lessthan the soldier, must be subject toiron discipline!

For diisfirst offence Rakhmanov said hewould limit himself
to areprimand, and not enter it on the written record kept of
sudents, but that | must apologizeimmediately toall, and make
itaruleinthefuturetoappear at rehearsalsaquarter of an hour
before they begin. Even after my apology Rakhmanov was
unwillingto go on, because he said thefirg rehearsal isan event
in an artig'slife, and he should retain the best possbleimpres-
sion of it. Today's rehearsal was spoiled by my cardessness, let
ushopethat tomorrow'swill bememorable.

This evening | intended to go to bed early because | was
afraid to work on my role. But my eyefell on a cake of choco-
late. | melted it with some butter and obtained a brown mess.
It was easy to smear it on to my face, and make mysdlf into a
Moor. As| st in front of my mirror | admired at length the
flash of my teeth. | learned how to show them off and how to
turn my eyesuntil thewhite showed* In order to makethe most
of my make-up | had to put on my costume, and once | was
dressd | wanted to act; but | didn't invent anything new; |
merely repeated what | had done yesterday, and now it seemed
tohavelost itspoint. However, | did think | had gained some-
thingin my idea of how Othello ought tolook.
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3

Today wasour first renearsal | arrived long ahead of time.
The Assgant Director suggested that we plan our own scenes
and arrange die properties. Fortunately, Paul agreed to every-
thing | proposed, asonly theinner aspectsof lagointerest him.
For me the externals were of greatest importance. They must
remind me of my own room. Without this setting | could not
get back my inspiration. Yet no matter how | struggled to
make myself believe | wasin my own room all my efforts did
not convinceme. They merdy interfered with my acting.

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

Worsethan that, | didn't recognize my own voice. Besdes,
neither die setting nor the plan which | had fixed during my
work at home would harmonize with the playing of Paul. For
example, how could | introduce, into a comparatively quiet
scene, between Othello and 1ago, those flashes with my teeth,
rollings of my eyes, which wereto get meintomy part? Yet |
could not break away from my fixed ideas of how to act die
naturel conceived of assavage, nor even from thesetting | had
prepared. Perhaps die reason was that | had nothing to put in
its place. | had read the text of therole by itsdf) | had played
die character by itsdf, without relating the one to the other,
The words interfered with the acting, and the actingwith die
wor ds.

° * L]
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When | worked at home today | <ill went over the old
ground without finding anything new. Why do | 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 |l no reserves of materia? Why
did my work in the beginning move along so swiftly, and then
stop at onegpot? Asl wasthinking thingsover, somepeoplein
thenext room gathered for tea. I n order not to attract attention
to mysdf, lhad to move my activities to a different part of my
room, and to poeak my linesas softly aspossible, so asnot to be
overheard.

To my surprise, by theselittle changes, my mood was trans-
formed. | had discovered a secret—not to remain too long at
onepoint, for ever repeating thetoo familiar.

4
At today's rehearsal, from the very gart, | began to impro-
vise. Ingead of walking about, | sat on achair, and played with-
out gestures or movement, grimaces, or rolling eyes. What
happened? Immediately | became confused, | forgot the text
and my usual intonations. | stopped. Therewas nothing for it
but to go back to my old method of acting, and even totheold
business. | did not control my methods; rather they controlled
me.

5

Today'srehearsal brought nothing new. However, | am be-
coming mor e accusomed to the place wherewe work, and to
theplay. At first my method of portrayingtheM oor could not
be harmonized with the lago of Paul at all Today it seemed
asthough | actually succeeded in fitting our scenestogether. At
any rate, | felt thediscrepancieslesssharply.
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6

Today our rehearsal was on the big stage. | counted on the
effect of its atmosphere, and what happened? Ingead of the
brilliancy of the footlights, and the bustle of the wings filled
with all sortsof scenery, | found myself in aplacedimly 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 theright therewasa
rack of lights. | had hardly sepped on to the sage 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 fir st impression of the stagefrom behind.

'Begin P someonecalled.

| was supposed to go into Othéello's room, outlined by the
cane chairs, and to take my place. | sat down in one of them,
but it turned out to bethewrong chair. | could not even recog-
nize the plan of our s&t. For alongtimel could not fit mysalf
into my surroundings, nor could | concentrate my attention on
what was going on around me. | found it difficult even to look
at Paul, whowasstanding right besdeme. My glance passed by
him and traveled out into the auditorium, or else backsageto
the wor krooms wher e people were walking around carrying
things, hammering, ar guing.

The agtonishing thing was that | continued mechanically to
goeak and act. If it had not been for my long exercisesat home,
that had beaten into me certain methods, | must have stopped
at theveryfirs lines.

7
Today wehad a second rehearsal on thestage. | 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 wer e being placed. It would have been
usdess, amid all this chaos, to try to find the quiet in which |
was accusomed to get into my role at home. Firg of all it was
necessary to adjust myself to my new surroundings. | went out
to the front of the sage and gared into the awful hole beyond
the footlights, trying to become accusomed to it, and to free
myself from itspull; but themorel tried not to noticedieplace
die more | thought about it. Jugt then a workman who was
going by me dropped a package of nails. | garted to help pick
them up. Asl did thisl had thevery pleasant sensation of fegling
quite at home on the big stage. But the nails wer e soon picked
up, and again | became oppressed by thesze of theplace.

| hurried down into the orchestra. Rehear sals of other scenes
began. But | saw nothing. | wastoo full of excitement, waiting
for my turn. Thereisa good sde to this period of waiting. It
drives you into such a gate that all you can do isto long for
your turn toget through with thethingthat you areafraid of.

When our turn did come| went up on to the sage, wherea
sketchy st had been arranged out of bits taken from various
productions. Somepartswerewrong sdeup, and all thefurni-
turerwasill assorted. Nevertheless, the general appearance of the
stage, now that it was lighted, was pleasant, and | felt at home
in this room that had been prepared for Odiello. By a great
gretch of dieimagination | could recognize a certain smilarity
tomy own room. But theminutethecurtain rose, and the audi-
torium appeared before me, | again felt myself possessad by its
power. At the same time some new unexpected sensations sur-
ged inddeof me. Theset hemsin theactor. It shutsoff die back-
dagearea. Abovehim arelargedark spaces. At thesdesarethe
wingsthat outlinetheroom. Thissemi-isolation ispleasant, but
abad aspect is, that it projectstheattention out into the public.
Another new point was that my fearsled meto fee an obliga-
tion to interest the audience. This feding of obligation inter-
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fered with my throwing myself into what | wasdoing. | began
tofed hurried, both in gpeech and in action. My favourite places
flashed by like telegraph poles seen from atrain. The Ughtest
hesitation and a catastrophewould have been inevitable.

8

As | had to arrange for my make-up and costume for the
dress rehearsal, | reached the theatre today even earlier than
usual. A good dressng-room wasgiven tome, aswell asa gor -
geousgown, which isreally amuseum piece, and isused by the
Princeof Moroccoin TheMerchant of Venice. | sat down at the
dressngtable, on which werelaid out variouswigs, bitsof hair,
lacquer pots, grease paints, powder, brushes. | garted to put on
some dark brown colour with a brush, but it hardened so
quickly that it left almost notrace Then | tried awash with the
samereault. | put thecolour on my finger, and thenceon to my
face, but had no luck, except with the light blue, the very
colour, it seemed to me, that was of no possbleusein themake-
up of Othdllo. | put some lacquer on my face, and tried to
attach some hair. The lacquer pricked my skin and the hair
guck graight up from my face. | tried one wig after another.
All, put on a face without make-up, were too obvious. Next |
tried to wash off what litde make-up | had on my face, but |
had noideahowtodoit.

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. Firg he cleaned off with
vasdine all that | had put on, and then began again with fresh
colours. When he saw that the colourswere hard he dipped a
brush into someoil. He also put oil on to my face. On that sur-
facethebrush could lay thecolour ssmoothly. Then he covered
my whol e face with a sooty shade, proper to the complexion of
aMoor. | 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 wasfinished and my costume put on |
looked into the mirror and was delighted with the art of my
make-up man, aswell aswith thewholeimpresson. Theangles
of my armsand body disappeared in theflowing robes, and the
gestures| had wor ked up went well with the costume. Paul and
some others came into my dressing-room, and they congratu-
lated meon my appearance. Their gener ous praise brought back
my old confidence. But when | went out on the age | wasdis-
turbed by the changes in the position of the furniture. In one
place an armchair was unnaturally moved forward from the
wall ailmost into the middle of the scene, and the tabic wastoo
near the front. 1 seemed to be put on exhibition right in the
most conspicuous place. Out of excitement | walked up and
down and kept catching my dagger in thefoldsof my costume,
and my knives on the corners of the furniture or scenery. But
this did not keep me from an automatic ddivery of my lines
and an incessant activity on the stage. In spite of everything it
seemed asthough | should get through to the end of the scene,
yet when | came to the culminating moment in my role the
thought flashed intomy mind: 'Now f 11 be guck!* Whereupon
| was seized with a panic, and sopped speaking. | do not know
what guided me back to an automatic rendering of my part;
but oncemoreit saved me. | had only onethought in my mind,
to finish as quickly as possble, to take off my make-up, and to
get out of thethesatre.

And here | am at home alone, where | am most unhappy.
Fortunately L eo came around to see me. Hehad seen meout in
the audience, and wanted to know what | thought of his per-
formance, but | could not tell him because although | had
watched hisbit | 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 thelovely form of Desdemona.

After heleft, | tried to go over some parts of the role, with
his interpretation, and | almost wept, | was 0 sorry for the
Moor.

9

This is the day of the exhibition performance. | thought |
could see ahead exacdy what was going to happen. | was filled
with a completeindifference until 1 reached my dressing-room.
But once insde, my heart began to pound and | fet aimost
nauseated.

On the stage what first disurbed me was the extraordinary
solemnity, the quiet and order that reigned there. "When |
gepped away from the darkness of the wingsto the full illumi-
nation of thefootlights, headlightsand spotlights, | felt blinded.
The brightness was o intense that it seemed to form a curtain
of light between me and the auditorium. | felt protected from
the public, and for a moment | breathed fredly, but soon my
eyes became accusomed to thelight, | could seeinto the dark-
ness, and the fear and attraction of the public seemed stronger
than ever. | wasready to turn myself insde out, to give them
everything | had; yet insgde of me | had never felt so empty.
Theéffort to squeeze out more emotion than | had, the power -
lessness to do the impossible, filled mewith afear that turned
my face and my hands to stone. All my forces were spent on
unnatural and fruitless efforts My throat became condricted,
my soundsall seemed to goto ahigh note. My hands, feet, ges-
tures and speech all became violent, | was ashamed of every
word, of every gesture. | blushed, clenched my hands, and
pressad mysalf againg theback of thearmchair. | wasmakinga
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failure, and in my heplessness| was suddenly seized with rage.
For several minutes | cut loose from everything about me. |
flung out the famousline, 'Blood, lago, blood!" | felt in these
words all theinjury to the soul of a trusting man. Leo'sinters
pretation of Othello suddenly rosein my memory and aroused
my emotion. Besdes, it almost seemed asthough for amoment
the ligeners grained forward, and that through the audience
thereranamurmur.

Themoment | felt thisapproval a sort of energy boiled up in
me. | cannot remember how | finished the scene, because the
footlights and the black hole disappeared from my conscious*
ness, and | wasfreeof all fear. | remember that Paul wasat first
agonished by the changein me; then he becameinfected by it,
and acted with abandon. Thecurtain wasrungdown, out in the

i hall therewas applause, and | was full of faith in mysdlf.

With the airs of a visiting gar, with assumed indifference, |
went out into the audience during the intermisson. | chose a
place in the orchestra from which | could easly be seen by the
Director and his Asssant 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 ingtantly one
of thestudents, Maria M aloletkova, flew down aflight of gairs
She fdl to thefloor, writhing, and cried: 'Oh, help me!" in a
way that chilled me to the heart. After that, sherose and spoke
some lines, but so rapidly that it was impossible to undersand
them. Then in die middle of a word, as though she had for-
gotten her part, she stopped, covered her face with her hand:,

I'and dashed off into die wings. After a little the curtain came

down, but in my ears| ill heard that cry. An entrance, one
word, and the feeling goes across. The Director, it seemed to

I me, was dectrified; but had | not done the same thing with that

onephrase, 'Blood, | ago, blood VV when thewholeaudiencewas
in my power ?



CHAPTER TWO
WHEN ACTING IS AN ART

|
Today we wer e called together to hear die Director's criti-
cism of our performance. He said:

" Above all look for what isfinein art and try to understand
it. Therefore, we shall begin by discussng the congtructive ele-
ments of the test. There are only two moments worth noting;
thefirst, when Mariathrew hersef down the saircasewith die
despairing cry of " Oh, help mef and the second, mor e extended
in time, when K ostya Nazvanov said " Blood, |ago, blood!® In
both ingances, you who were playing, and we who were
watching, gave our selvesup completely to what washappening
on the stage. Such successful moments, by themsalves, we can
recognizeasbelongingtodieart of livingapart/

'And what isthisart?'| asked.

*Y ou experienced ityour salf. Supposeyou statewhat you felt/

*| neither know nor remember/ said |, embarrassed by Tort-
sov'spraise

'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 themsdves forward to grasp some-
thing; you do not remember how you bit your lipsand barey
resrained your tears?

"Now that you tell me about what happened, | ssemtore-
member my actions/1 confessed.

'But without meyou could not have under sood thewaysin

which your fedingsfound expresson?’
12
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'No, | admit | couldn't.’

"You were acting with your subconscious, intuitively?® he
concluded.

'Perhaps. | donot know. But isthat good or bad?

'Very good, if your intuition carriesyou alongtheright path,
and very bad if it makesamistake” explained Tortsov. 'During
the exhibition performance it did not midead you, and what
you gave usin thosefew successftul momentswasexcellent/

'Isthat really true?’1 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 die part, not noticing how he fedls, not
thinking about what he does, and it all movesof itsown accord,
subconscioudy and intuitively. Salvini said: " The great actor
should be full of feding, and especially he should fed diething
he is portraying. He must feel an emotion not only once or
twicewhileheisstudying hispart, but toa greater or lesser de-
gree every timehe plays it, no matter whether it is the first
or the thousandth time.® Unfortunately this isnot within our
control. Our subconscious is inaccessble to our conscious-
ness. We cannot enter into that realm. If for any reason we do
penetrateintoit, then the subconscious becomes conscious and
dies.

Thereaultisapredicament; wearesupposed to create under
inspiration; only our subconscious gives usinspiration; yet we
apparendy can use this subconscious only through our con-
sciousness, which killsit.

'Fortunately thereis away out. Wefind die solution in an
oblique instead of a direct approach. In the soul of a human
being therearecertain e ementswhich aresubject to conscious-
nessand will. Theseaccessble partsarecapablein turn of acting
on psychic procesesthat areinvoluntary.

To be sure, this calls for extremely complicated creative
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work. Itiscarried on in part under thecontrol of our conscious-
ness, but a much more sgnificant proportion is subconscious
and involuntary.

'To rouse your subconscious to creative work there is a
gecia technigue. We must leave all that isin the fullest sense
subconscious to nature, and address our sdves to what iswithin
our reach. When the subconscious, when intuition, entersinto
our wor k wemust know how not tointerfere.

'One cannot always create subconscioudy and with inspira-
tion. No such genius exigs in the world. Therefore our art
teaches usfirg of all to create conscioudy and rightly, because
that will best prepare the way for the blossoming of the sub-
conscious, which isinspiration. Themoreyou have of conscious
creative moments in your role the more chance you will have
of aflow of ingpiration.

" "You may play well or you may play badly; theimportant
thing is diat you should play truly,” wrote Shchepkin to his
pupil Shumski.

'To play truly means to beright, logical, coherent, to think,
grive, fed and act in unison with your role.

'If you takeall theseinternal processes, and adapt them tothe
spiritual and physical lifeof the person you arerepresenting, we
call diat living the part. Thisis of supreme sgnificancein crea-
tivework. Asde from the fact that it opens up avenuesfor in-
gpiration, living the part helpsthe artis to carry out one of his
main objectives. Hisjob is not to present merely the external
life of hischaracter. He mug fit his own human qualitiesto the
life of this other person, and pour into it al of his own soul.
Thefundamental aim of our art isthe creation of thisinner life
of ahuman spirit, and itsexpression in an artigic form.

'That iswhy we begin by thinking about the inner sde of a
role, and how to createits spiritual life through the help of the
internal process of living the part. You mug liveit by actually
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experiencing fedings that are analogous to it, each and every
timeyou repeat the processof creatingit/

"Why is the subconscious so dependent on the conscious?
sidl.

It seems entirely normal to me/ was the reply. 'The use of
seam, eectricity, wind, water and other involuntary forcesin
natureisdependent on theintelligenceof an engineer. Our sub-
conscious power cannot function without its own engineer—
our conscious technique. It isonly when an actor feds that his
inner and outer life on the sageis flowing naturally and nor m-
ally, in the drcumstances that surround him, that the deeper
sources of his subconscious gently open, and from them come
fedingswe cannot alwaysanalyse. For ashorter or longer space
of timethey take possesson of uswhenever someinner ingtinct
bids them. Since we do not understand this gover ning power,
and cannot study it, weactorscall it smply nature.

'‘But if you break the laws of normal organic life, and cease
to function rightly, then thishighly sensitive subconscious be-
comes alarmed, and withdraws. To avoid this, plan your role
conscioudy at first, then play it truthfully. At thispoint realism
and even naturalism in theinner preparation of a part is essen-
tial, because it causes your subconscious to work and induces
outburdgsof ingpiration/

'From what you have said | gather that to sudy our art we
must assmilate a psychological technique of living a part, and
that thiswill help usto accomplish our main object, which isto
createthelifeof ahuman spirit,’ Paul Shustov said.

'That is correct but not complete/ said Tortsov. 'Our aimis
not only to createthelifeof ahuman spirit, but alsoto™ express
it in abeautiful, artigicform."” An actor isunder theobligation
tolive hispart inwardly, and then to give to his experience an
external embodiment. | ak you to note epecially that die de-
pendence of the body on the soul is particularly important in
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our school of art. I n order to expressamost delicateandlargely sub-
consciouslifeitisnecessaryto havecontrol of an unusually responsi
excellently prepared vocal and physical apparatus. Thisapparatus
must beready ingantly and exactly to reproduce most delicate

and all but intangiblefedingswith great sengtivenessand dir ect-
ness. That iswhy an actor of our typeisobliged towork somuch
morethan others, both on hisinner equipment, which createsthe
life of the part, and also on his outer physical apparatus which
should reproduce the reaults of the creative work of his emo-
tionswith precison.

'Even the externalizing of aroleisgreatly influenced by the
subconscious. In fact no artificial, theatrical technique can even
comparewith themarvesthat naturebringsforth.

1 have pointed out to you today, in general outlines, what
we condder essential. Our experience has led to a firm belief
that only our kind of art, soaked asit isin theliving experiences
of human beings, can artigtically reproduce the impalpable
shadingsand depthsof life. Only such art can completely absorb
the spectator and make both undergand and also inwardly
experiencethe happeningson the stage, enriching hisinner life,
and leaving impressonswhich will not fadewith time.

"Moreover, and thisisof primary importance, the organic bases
of thelawsof natureon which our artisfounded will protect you in th
futurefrom going down thewrong path. Who knowsunder what

directors, or in what theatres, you will work? Not everywhere,
not with everyone, will you find creativewor k based on nature.
In the vast mgjority of theatres the acton and producers are
congtantly violating nature in the most shameless manner. But
if you aresure of thelimitsof trueart, and of the organic laws
of nature, you will not go asray, you will beableto undergand
your migakes and correct them. That is why a study of the
foundations of our art is the beginning of the work of every
student actor .’
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'Yes, yes,”1 exclaimed, 1 am so happy that | wasableto take
astep, if only asmall one, in that direction.’

'Not so fast/ said Tortsov, 'otherwise you will suffer die
bitterest disilluson. Do not mix up Hving your part with what
you showed uson thestage/

'Why, what did | show?'

'l havetold you that in all that big scene from Othello there
wer e only a few minutesin which you succeeded in living the
part. | used diem toillustratetoyou, and to dieother sudents,
thefoundationsof our typeof art. However, if we gpeak of the
whol e scenebetween Othello and I ago, we certainly cannot call
it our typeof art*

‘What isit, then?

'That iswhat wecall for ced acting,® defined dieDir ector .

| 'And what, really, is that?® said |, puzzled.

'‘When one acts as you did,” he explained, 'there areindivi-

dual moments when you suddenly and unexpectedly rise to

| great artigtic heights and thrill your audience. In such moments
you are creating according to your inspiration, improvising, as
it were; but would you fed your salf 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 oneshort scene?’

'l donot know,”1 said, conscientiously.

'I know, unquestionably, that such an undertaking would be
far beyond the strength not only of ageniuswith an extraor di-
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 nervousreserves. Y ou
I have not all these things, any more than do the personality
acton who do not admit technique. They, asyou did, rely en-
tirely on ingpiration. If thisingpiration does not turn up then
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neither you nor they have anything with which to fill in the
blank spaces Y ou have long sretches of nervous let-down in
playing your part, complete artigic impotence, and a naive
amateurish sort of acting. At such timesyour playing islifeless,
dilted. 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:

*Y ou too gave us some interesting moments, but they were
rather typical of the" art of representation”.

"Now since you successfully demongtrated this other way of
acting, Paul, why not recall for ushow you created therole of
lago? suggested the Director.

'l went right at therolefor itsinner content, and studied that
for along time® said Paid. “At home it seemed to me that |
really did livethe part, and at some of therehearsalstherewere
certain placesin therole that | seemed to fed. Thereforel do
not know what theart of " representation” hastodowithit.’

'In it the actor also liveshis part,’ said Tortsov. 'This partial
identity with our method iswhat makesit possble to consider
thisother typealsotrueart.

"Yet hisobjectiveis different. Helives hispart as a prepara-
tion for perfecting an external form. Oncethat isdetermined to
his satisfaction he reproduces that form through dae aid of
mechanically trained muscles. Therefore, in this other schooal,
livingyour roleisnot thechief moment of creation asit iswith
us, but oneof thepreparatory stagesfor further artisticwork.’

'‘But Paul did use hisown fedingsat the exhibition perform-
ance!® | maintained.

Someone dse agreed with me, and inggsted that in Paul's
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acting, just asin mine, there had been afew scattered moments
of truly living the part, mixed with alot of incorrect acting.

"No/ingsted Tortsov, 'in our art you must livethe part every
moment that you areplayingit, and everytime. Each timeitisre-
created it must be lived afresh and incarnated afresh. This de-
sribes the few successful momentsin Kostya'sacting. But | did
not notice freshness in improvisation, or in feding his part, in
Paul's playing. On the contrary, | was asonished in a number
of places by the accuracy and artigic finish of a form and
method of acting which is permanendy fixed, and which is
produced with a certain inner coldness. However, | did fed in
those moments that the original, of which this was only the
artificdal copy, had been good and true. This echo of a former
processof living thepart made hisacting, in certain moments, a
trueexampleof theart of representation/

'‘How could | havegot hold of theart of merereproduction?’
Paul could not under gand.

'Let usfind out by your telling us more about how you pre-
pared your lago,” suggested theDirector.

'To besurethat my fedingswer e externally reflected | used a
mirror/

'That isdangerous/ remarked Tortsov. ' You must hevery care-
ful intheuseof amirror. It teachesan actor towatch theoutsiderather
than theinsideof hissoul, both in himself and in hispart/

'Nevertheless, it did help meto seehow my exterior reflected
my sensations® Paul insisted.

"Your own sensations, or the sensations prepared for your
part?

'My own, but applicableto | ago/ explained Paul.

'‘Consequently, while you were working with the mirror,
what interested you wasnot so much your exterior, your gene-
ral appearance, your gestures, but principally theway in which
you externalized your inner sensations/ probed Tortsov.
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'‘Exactly!* exclaimed Paul.

'That isalsotypical,' remarked theDirector.

'I remember how pleased | was when | saw the correct re-
flection of what | felt/ Paul continued toreminisce.

"You mean that you fixed these methods of expressng your
feelingsin apermanent form?° Tortsov asked.

'They became fixed by themsdves through frequent repeti-
tion.'

'Then intheend you worked out a definiteexternal form for
the interpretation of certain successful parts in your role, and
you wer eableto achievether external expresson through tech-
nique?' asked Tortsov with interest.

'Evidently yes," admitted Paul.

'And you made use of thisform each timethat you repeated
therole? examined theDirector.

‘Evidently | did.'

"Now tell methis: did thisestablished form cometoyou each
timethrough an inner process, or after it wasoncebom did you
repeat it mechanically, without the participation of any emo-
tions?

"It seemed tomethat | lived it each time,' declared Paul.

'No, that wasnot theimpresson that cameto the spectators/
said Tortsov. "Actors of the school we are discussng do what
you did. At first they fed the part, but when once they have
donesothey donot goon feelingit anew, they merely remem-
ber and repeat die external movements, intonations, and ex-
pressons they worked on at first, making thisrepetition with-
out emotion. Often they areextremely kilful in technique, and
are able to get through a part with technique only, and no ex-
penditureof nervousforce. I n fact, they often think it unwiseto
fed, after they have oncedecided on the patterntofollow. They
think they aresurer togivetheright performanceif they merely
recall howthey did it when they first got it right. Thisisapplic-
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ablein somedegreetotheplaceswepicked out in your playing
of lago. Try to remember what happened asyou went on with
your work/

Paul said that he was not satisfied with his work in other
parts of therole, or with the appearance of lago in hismirror,
and he finally tried to copy an acquaintance whose appearance
seemed to suggest agood example of wickednessand 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 thetruth, | was smply going to take on the exter nal
mannerismsof my acquaintance/ admitted Paul frankly.

'That was a great mistake Tortsov replied. 'At that point
you went over to sheer imitation, which hasnothingtodowith
creativeness”

'What should | do?" asked Paul.

"You should first of all assmilate the model. Thisiscompli-
cated. You study it from the point of view of the epoch, the
time, thecountry, condition oflife, background, literature, psy-
chology, the soul, way of living, social position, and external
appearance, moreover, you study character, such as custom,
manner, movements, voice, gpeech, intonations. All thiswork
on your material will help you to permeate it with your own
feelings. Without all thisyou will havenoart.

'When, from this material, a living image of the role
emer ges, the artig of the school of representation trandersit to
himsdf. This work is concretely described by one of the best
representatives of this school, the famous French actor, Coque-
lintheelder...+'Theactor createshismodel in hisimagination,
and then, just asdoesthe painter, hetakesevery featureof it and
trandfersit, not on to canvas, but on tohimself.®... Hesees Tar -
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tuffés costume and puts it on himsdf; he notices his gait and
imitatesit; he seeshisphysiognomy and adaptsit to himsdf; he
adaptshisown facetoit. He speaks with the same voice that he
has heard Tartuffe use; he must makethis person he hasput 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 beframed; that is, put on the sage, and then the
publicwill say either,” That isTartuffe" or," Theactor hasnot
doneagoodjob." ...’

'‘But all that is frightfully difficult and complicated,* said |
with feding.

'Yes, Coqudin himsdlf admitsit. Hesays " The actor does
not live, he plays. He remains cold toward the object of his
acting but his art mugt be perfection.” . . . And to be sure/
added Tortsov, 'the art of representation demands perfection if
itistoremain an art.

'"The confident answer by the school of representation is that
"artisnot real life, not isit even itsreflection. Art isin itself a
creator, it creates its own life, beautiful in its abgtraction, be-
yond thelimitsof time, and space.” Of cour sewe cannot agree
to such a presumptuous defiance of that unique, perfect and
unattainableartist, our creativenature.

'Artigs of the Coquelin school reason thisway: The theatre
isa convention, and the sageistoo poor in resourcesto create
theillusion of red life; therefore the theatre should not avoid
conventions__Thistypeof art islessprofound than beautiful,
it is more immediately effective than truly powerful, in it the
form is moreinteresting than its content. It acts more on your
sense of sound and sight than on your soul. Consequently it is
morelikely to delight than to moveyou.

"You can receivegreat impressonsthrough thisart. But they
will neither warm your soul nor penetrate deeply intoit. Their
effect is sharp but not lagting. Your agtonishment rather than
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your faith isaroused. Only what can be accomplished through
aurprisng theatrical beauty, or picturesque pathos, lies within
dieboundsof thisart. But delicate and degp human fedingsare
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 thedirect co-operation of natureitself Nevertheless,
"representing” the part, snce it follows our process in part,
must beacknowledged tobecrestiveart.’

3

At our lesson today, Grisha Govorkov said that he always
feelsvery deeply what hedoeson the stage.

TothisTortsov replied:

'‘Everyone at every minute of his life must fed something.
Only thedead haveno sensations. It isimportant to know what
you arefediing on die stage, because it often happens that even
the most experienced actorswork out at home and carry on to
the sage something which isnether important nor essential for
ther parts. This happened to all of you. Some of the sudents
showed off ther voices, effective intonations, techniques of act-
ing; others made the spectators laugh by their lively activity,
ballet jumps, desperate over-acting; and preened themsdves
with beautiful gestures and poses; in short, what they brought
to die sage was not what was needed for the roles they were
portraying.

" Asfor you, Govorkov, you did not approach your rolefrom
itsinner content, you neither lived it nor represented it, but did
something entirely different/

'What wasit?' Grisha hastened to ak.

"Mechanical acting. To be sure, not bad of its kind, having
rather elaboratey worked out methods of presenting the role
with conventional illustrations/

| shall omit the long discusson raised by Grisha, and jump



24 AN ACTOR PREPARES

directly to the explanation by Tortsov of the boundarieswhich
dividetrueart firom mechanical acting.

"There can be no true art without living. It begins where
feeling comesintoitsown/

*And mechanical acting?® asked Grisha.

'That begins where creative art ends. In mechanical acting
there isno call for a living process, and it appears only acci-
dentally.

"You will undergand this better when you come to recog-
nize the origins and methods of mechanical acting, which we
characterize as "rubber samps'. To reproduce fedings you
must be ableto identify them out of your own experience. But
as mechanical actors do not experiencefedingsthey cannot re-
producether external results.

'With the aid of his face, mimicry, voice and gestures, the
mechanical actor offersthe public nothing but the dead mask of
non-existent fedling. For thistherehas been worked out alarge
asortment of picturesque effects which pretend to portray all
sortsof fedingsthrough external means.

'Some of these esablished cliches have become traditional,
and are passd down from generation to generation; asfor in-
gance spreading your hand over your heart to expresslove, or
opening your mouth wideto givetheidea of death. Othersare
taken ready-made, from talented contemporaries (such asrub-
bing thebrow with theback of thehand, asVeraK omissar zhev-
skaya usad to do in moments of tragedy). Still others are in-
vented by actorsfor themselves.

'There are gpecial ways of reciting arole, methods of diction
and speech. (For ingance, exagger atedly high or low tones at
critical moments in the role, done with specifically theatrical
"tremolo", or with special declamatory vocal embelishments.)
There are also methods of physcal movement (mechanical
actors do not walk, they " progress' on the stage), for gestures



WHEN ACTING IS AN ART 25

and action, for plastic motion. There are methods for expressing
all human fedlings 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 dasses 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 mechanica methods are easly
acquired through constant exercise, so that they become second
nature.

‘Time and constant habit make even deformed and sensdess
things near and dear. Asfor instance, the time-honoured shoul-
der-shrugging of Op&a 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-
cialy 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 figs in revenge, or raising
one'shands to heavenin prayer.

'‘According to the mechanical actor the object of theatrical
gpeech and plastic movements—as exaggerated sweetness in
lyric moments, dull monotone in reading epic poetry, hissing
sounds to express hatred, fdse tears in the voice to represent
grief—is to enhance voice, diction and movements, to make
actors more beaurifiil and give more power to their theatrica
effectiveness.

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

'Thevery wor & fact isthat clicheswill Jill up every empty spot
inarole, which isnot already solid with living feeling. M or eover,
they often rush in ahead of fedling, and bar theroad; that iswhy
an actor mugt protect himsalf most conscientioudy againg such
devices. And this is true even of gifted actors, capable of true
Creativeness.

"No matter how sKkilful an actor may bein hischoice of gage
conventions, because of ther inherent mechanical quality he
cannot move die spectators by them. He must have some sup-
plementary means of arousing them, so hetakesrefugein what
we call theetrical emotions. These are a sort of artifical imita-
tion of theperiphery of physcal fedings.

'If you clench your fistsand giffen themusclesof your body,
or breathe spasmodically, you can bring yoursdf to a date of
great physical intensty. Thisis often thought by the public to
bean expresson of a power ful temperament aroused by passon.

'Actors of a more nervous type can arouse thestrical emo-
tions by artificialy screwing up ther nerves, this produces
theatrical hysteria, an unhealthy ecstasy, which isusually just as
lackingininner content asistheartificial physcal excitement/

4

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

'‘What wasit, then? said |.

'The most repulsve kind of over-acting/ answvered the
Director.

'| at leagt did not haveany of that? | hazarded.

"You certainly did!" retorted Tortsov.
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'When?' | exclaimed. '"You yoursdf said that | played-!"

'l explained that your acting was made up of moments of
true creativeness, taking turnswith moments—'

'Of mechanical acting? Thequestion burg out of me.

'That can be developed only by long work, asin the case of
Grisha, and you could never havehad thetimeto createit. That
iIswhy you gave an exagger ated imitation of a savage, by means
of the most amateurish kind of rubber samps, in which there
was no trace of technique. Even mechanical acting cannot dowith-
out technique.’

'But where did | get those rubber samps, snce thisis die
first timel haveeven been on theboards? said I.

'Read My Lifein Art. Thereisa story about two little girls
who had never seen atheatre, or a performance, or even are-
hearsal, and yet they played atragedy with themost viciousand
trivial cliches. Even you have many of them, fortunately/

'Why fortunately? | asked.

'‘Because they are easer to fight than strongly rooted mecha-
nical acting,' said theDirector.

'‘Beginnerslike you, if you have talent, can accidentally, and
for a short space of time, fill arole very well, but you cannot
reproduce it in a susained artigic form, and therefore you al-
ways have recourse to exhibitionism. At first it is harmless
enough, but you must never forget that it hasin it the seeds of
great danger. You must struggle with it from the very first
moment o that it may not develop habits which will cripple
you asan actor and Sde-track your nativegifts.

'Takeyour own example. You are an intelligent person, yet
why, at the exhibition performance, wereyou, with the excep-
tion of afew moments, absurd? Can you really bdievethat the
Moors, who in therr day wererenowned for culture, werelike
wild animals, pacing up and down a cage? The savage that you
portrayed, even in the quiet conversation with his ancient,
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roared at him, showed histeeth, and rolled hiseyes. Wheredid
you get any such approach totherole?

| then gave a detailed account of nearly everythingthat | had
written in my diary about my work on my role at home. For
better visualization | put some chairs around according to dieir
place in my room. At parts of my demondration Tortsov
laughed heartily.

'There, that shows you how the very worst kind of acting
garts said he, when | had finished. * When you wer epreparing
for the exhibition performanceyou approached your role from
the point of view of impressing the spectators. With what?
With true organic fedings, that corresponded to those of the
person you wer e portraying? You did not haveany. You did not
even haveawholelivingimage, which you could have, if only exter-
nally, copied. What wasthereleft for you todo? Tograbthefirst
trait that happened to flash into your mind. Your mindisstoredfull c
such things, ready for any occasion in life. Everyimpression, in some
formor another, remainsin our memories, and can beused when
needed. In such hurried or general descriptionswecareverylittle
whether what wetransmit correspondstoreality. Wearesatisfied
with any general characteristicor illusion. Tobring imagestolife,
daily practicehasproduced for usstencilsor external descriptivesigr
which, thankstolong usage, have becomeintelligibleto everyone.

'That is what happened to you. You were tempted by the
external appearance of a black man in general, and you hagtily
reproduced him without ever dunking 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 immediatey, without any pre-
paration, a savage in general.” | 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,
has from time immemorial been intertwined in your imagina-
tion with afalseidea of a savage. All these methods of portray-
ing fedings in general exist in every one of us. And they are
used without any relation to the why, wherefore or circum-
gancesin which a per son hasexperienced them.

* Whereas mechanical acting makesuse ofworked-out stencilstore-
placereal feelings, over-acting takesthefirst general human conven-
tionsthat comealong and usesthem without even sharpening or pre-
paringthemfor the stage. What happened to you isunderstandable
and excusablein abeginner. But becareful in thefuture, because
amateurish over-acting growsinto thewor st kind of mechanical acting

'Firsttrytoavoidall incorrect approachesto your work, andto that
end study the basisof our school of acting; which isthebasisof living
your part Second, do not repeat the sensel ess sort of work that you
havejustillustratedtousandwhich | havejust criticized. Third,
never allow yourself externally to portray anything that you have not
inwardly experienced and which isnot even interesting to you.

'An artidic truth is hard to draw out, but it never palls. It
becomes more pleasng, penetrates more deeply, all the time,
until it embraces the whole being of an artig, and of his spec-
tatorsaswell. A rolewhich isbuilt of truth will grow, whereas
onebuilt on stereotypewill shrive.

'The conventions that you found soon wor e out. They were
not able to continue to excite you, as they had thefirst time,
when you mistook them for ingpiration.

Then add to all this: the conditions of our theatre activities,
the publicity attendant on theactors performances, our depen-
dencefor success on the public, and the desre, that arises from
those conditions, to use any means to make an impresson.
Theseprofessonal simuli very often takehold of an actor even
when heisplayingawell exablished role. They donot improve
the quality of his acting, but on the contrary ther influence is
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toward exhibitionism and the strengthening of stereotyped
methods.

'In Grisha's case, he had really worked on hisrubber samps,
with the reault that they were more or less good; but yours
wer e bad because you had not worked them up. That iswhy |
called his work rather decent mechanical acting, and the un-
successfol part of your playing | consdered amateurish over-
acting.”

'‘Conseguently, my acting was a mixture of the best and the
wor st thereisin our professon?*

"No, not thevery wor st/ said Tortsov. "What the others did
was even worse. Your amateurishness is curable, but the mis-
takes of dieothersshow a conscious principlewhich isfar from
easy tochangeor toroot out of theartid.*

'‘What isthat?

'Theexploitation of art/

'What doesthat consst of ?" asked one of thesudents.

'In what Sonya Veliaminovadid/

"I The poor girl jJumped out of her seat in surprise "What
did | do?>

"Y ou showed usyour litdehands, your litdefeet, your whole
person, because it could be seen better on the stage/ answered
theDirector.

"How awful! And | never knew it!"

'That iswhat alwayshappenswith habitsthat areingrained/

'Why did you praiseme?'

'‘Becauseyou had pretty handsand feet/

'Then what wasbad about it?"

'Thebad part wasthat 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 sudent by the name of
Sonya Vdiaminova could show theaudience her litdefoot from
the stage or could flirt with her admirers. Shakepeare had a
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different end in view, one which remained foreign to you, and
therefore unknown to us. Unfortunately, our art is frequently
exploited for personal ends. You do it to show your beauty.
Others do it to gain popularity or external success or to make
acare. In our professon these are common phenomena and |
hagen toredrain you from them.

"Now remember firmlywhat | amgoingtotell you: thetheatre, on
account of itspublicity and spectacular side, attracts many peoplewho
merely want to capitalizetheir beauty or make careers. Theytakead-

| vantage of theignorance of the public, itsperverted taste, favouritism,

I intrigues, fal se success, and many other meanswhich havenorelation
tocreativeart. Theseexploitersarethedeadliest enemiesof art. We
haveto usethe sternest measureswith them, andif they cannot bere-

formed they must beremoved fromtheboards. Therefore/ herehe
turned to Sonya again, fyou must makeup your mind, onceand for
all, didyou comehereto serveart, and to makesacrificesfor itssake,

j or to exploit your own personal ends?

"However/ Tortsov continued, turning to therest of us, 'it is
only intheory that we can divideart into categories. Practically,
all schools of acting arc mixed together. It isunfortunatdy true
that wefrequently seegreat artiss because of human weakness,
lowering themsaves to mechanical acting, and mechanical
actorsrisgng for momentsto heightsof trueart.

j 'Side by sde we see moments of living a part, representing
thepart, mechanical acting and exploitation. That iswhy itisso
necessary for actorstorecognizetheboundariesof art/

It was quite dear to me, after ligening to Tortsov's explana-

| tion, that the exhibition performance had done us more harm
than good.

"No/ he protested, when | told him my opinion. 'The per-

! formance showed you what you must never do on the stage/

At the end of the discusson the Director announced that to-
morrow, in addition to our work with him, we are to begin
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regular activitiesthat havethe purpose of developing our voices
and bodies—lessons in singing, gymnastics, dancing and fenc-
ing. Thexe dasses will be held daily, because the development
of the musdles of the human body requires systematic and thor -
ough exercise, and alongtime.



CHAPTER THREE
ACTION

|
hat aday! It wasour first lesson with the Director.

We gahered in the school, a smdl but perfectly
equipped theatre. He camein, looked us al over carefully, and
sad: 'Maria, pleese go up onto the stage/

The poor girl wasterrified. Shereminded me of afrightened
puppy, theway sheran off to hide hersdf. 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 dl her fav-
ourite exclamations. 'Oh dear, | cannot do it! Oh dear, | am
afraid!’

‘Calm yoursdf/ sad he, looking her straight in the eye, 'and
let usdo alittle play. Thisisthe pl ot/ Hewas paying no atten-
tion to the young woman's agitation. "The curtain goes up, and
you are Sitting on the stage. You aredone. You St and St and
sit.... Atlast the curtain comesdown again. That isthewhole
play. Nothing smpler could beimagined, could it?°

Mariadid not answer, so hetook her by thearm and without
aword led her onto the stage, while al therest of uslaughed.

The Director turned and sad quietly: ‘My friends, you arein
aschoolroom. And Mariais going through a most important
moment in her artidtic life. Try to learn when to laugh, and at
what/

Hetook her out to the middle of the tage. We sat sllent and
waited for the curtain to rise. 1t went up dowly. She st inthe
middle, near the front, her hands till covering her face. The

33
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solemn atmosphere and the long slence made themsdlves felt.
Sherealized that something must bedone.

Firg sheremoved one hand from her face, then the other, at
the same time dropping her head so low that we could see no-
thing but the nape of her neck. Another pause. It was painfiil,
but the Director waited in determined sllence. Aware of thein-
creasngtension, Marialooked out into theaudience, but turned
away ingandy. Not knowing whereto look, or what to do, she
began to change, to gt first one way and then another, to take
awkward positions, throw hersdf back and then sraighten up,
to bend over, pull hard at her very short kirt, look fixedly at
something on thefloor.

For alongtimetheDirector wasrdendess, but at last hegave
the sign for the curtain. | rushed up to him, because | wanted
himtotry meon thesameexercise.

| was put in the middle of the stage. Thiswasnot areal per-
formance neverdidess| wasfiill of selfeontradictory impulses.
Beingon thegtage, | wason exhibition, and yet an inner feging
demanded solitude. Part of me sought to entertain the onlook-
ers, sothat they would not becomebor ed; another part told me
to pay no attention to them. My legs, arms head, and torso, al-
though they did what | directed, added something superfluous
of their own. Y ou moveyour arm or leg quitesmply, and sud-
denly you are all twisted, and look asthough you were posing
for apicture.

Strange! | had been on the stage only once, yet it wasin-
finitely eader for me to St on the stage affectedly than smply.
| could not think what | ought to do. Afterwardsthecotherstold
me | looked in turn stupid, funny, embarrassed, guilty, apolo-
getic. The Director merely waited. Then he tried the same
exerciseon theothers.

"Now/ said he, let us go further. Later we shall return to
these exer cises, and learn how to sit on thestage”
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'|an't that what we have been doing?' we asked.

'‘Ohno/hereplied." You werenot smply sitting.'

'What ought weto havedone?

Ingead of giving hisanswer in wordsheraosequickly, walked
up tothegsagein abusnedikeway, and sat down heavily in an
arm-chair tored, asif hewereat home. Henether did nor tried
to do anything, yet his smple dtting posture was striking. We
watched him, and wanted to know what wasgoing on insde of
him. He smiled. So did we. Helooked thoughtful, and wewere
eager to know what was passng through his mind. He looked
at something, and we felt we must see what it was that had
attracted hisattention.

In ordinary life one would not be specially interested in his
manner of taking a seat, or remainingin it. But for somereason,
when heis on the sage, one watches him closaly, and perhaps
hasan actual pleasurein seeing him merely sit.

This did not happen when die others sat on the stage. We
neither wanted tolo ok at them nor toknow what wasgoing on
inddethem. Their helplessnessand desreto pleasewereridicu-
lous. Y et although the Director paid not the dightest attention
tous, wewerestrongly drawn to him.

What isthesecret? Hetold ushimsdf.

Whatever happens on the sage must be for a purpose. Even
keeping your seat must befor a purpose, a gpecific purpose, not
merely die general purpose of being in sight of the audience.
Onemust earn one'sright to besttingthere. And it isnot easy.

"Now let usrepeat the experiment,’ he said, without leaving
the stage. 'Maria, come up hereto me. | am going to act with
you.'

"You!' cried Maria, and sheran up on tothe stage.

Again she was placed in die arm-chair, in the middle of the
gsage, and again she began to wait nervoudy, to move con-
scioudy, to pull her skirts.
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The Director stood near her, and seemed to be looking for
something very carefully in hisnotebook.

Meantime, gradually, Maria became more quiet, more con-
centrated, and finally was motionless, with her eyes fixed on
him. Shewasafraid shemight disurb him, and shemerely wait-
ed for further orders Her posewaslife-like, natural. Shealmost
seemed to be beautiful. The stage brought out her good fea-
tures. Sometimepassed in just that way. Then thecurtain fell.

'"How do you fed?' the Director asked, as they returned to
their placesin theauditorium.

1?Why?Did weact?

'Of course!

'Oh! But | thought.... | wasjust stting and waiting until
you found your placein the book, and would tell me what to
do. Why, I didn't act anything.'

'That wasthebest part of it,' said he. 'Y ou sat and waited, and
did not act anything.'

Then heturned to thereg of us. "Which gruck you asmore
interesting? he asked. 'To gt on the stage and show off your
amall feet, as Sonya did, or your wholefigure, like Grisha, or
to gt for a specific purpose, even so smple aoneaswaiting for
somethingto happen? It may not beof intringcinterest in itsdf,
but it islife, whereas showing your self off takesyou out of the
realm of living art.

'On die gtage, you must always be enacting something;
action, motion, isthebadsof dieart followed by theactor .’

'‘But’, Grishabrokein, 'you havejust said that actingisneces-
sary, and that showing off your feet or your figure, asl did, is
not action. Why isit action to gt in a chair, asyou did, without
movingafinger ? Tomeit looked like completelack of action/

| interrupted boldly: 'l donot know whether it wasaction or
inaction, but all of usareagreed that hisso-called lack of action
wasof far mor einterest than your action.’
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'"You see,' the Director said calmly, addressing Grisha, 'the
external immobility of a person ditting on the stage does not
imply passveness You may St without a motion and at the
same time bein foil action. Nor isthat all. Frequently physical
immobility isthe direct result of inner intengity, and it isthese
inner activities that are far more important artigically. The
essenceof art isnot in itsexternal formsbut in its piritual con-
tent. So | will change the formula | gave you a moment ago,
and put it likethis:

'On thestageitisnecessary to act, either outwardly or inwardly.®

2

"Le us give a new play,® said die Director to Maria, as he
cameintotheclassoom today.

'Hereisthe gist of it: your mother haslost her job and her
income; shehasnothingto sdll to pay for your tuition in drama-
tic school. I n conseguence you will be obliged to leave tomor -
row. But afriend has come to your rescue. She has no cash to
laid you, so shehasbrought you abrooch 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
refuse Your friend gicks the pin into a curtain and walks out.
Y ou follow her intothecorridor, wherethereisalong scene of
persuason, refusal, tears, gratitude. In the end you accept, your
friend leaves, and you come back into the room to get the
brooch. But—whereisit? Can anyone have entered and taken
it? In a rooming house that would be altogether possible. A
car eful, nerve-racking sear ch ensues.

"Go up on the stage. | shall gick the pin in afold of thiscur-
tainand you aretofind it/

I namoment heannounced that hewasr eady.

Mariadashed on tothesageasifshehad been chased. Sheran
to the edge of the footlights and then back again, holding her
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head with both hands, and writhingwith terror. Then shecame
forward again, and then again went away, thistimein the op-
posite direction. Rushing out toward the front she seized the
foldsof thecurtain and shook them desper ately, finally burying
her head in them. Thisact sheintended to represent looking for
the brooch. Not finding it, she turned quickly and dashed off
the stage, alternatey holding her head or beating her bread,
appar ently to represent the general tragedy of the situation.

Those of uswho were gtting in the orchestra could scarcdy
keep from laughing.

It was not long before Maria came running down to usin a
most triumphant manner. Her eyesshone, her cheeksflamed.

'How doyou fed ? asked the Director.

'Oh, just wonderful! | can't tell you how wonderful. I'm so
happy, shecried, hopping around on her segt. 'l fed just asif |
had mademy d£but... really at homeon thestage/

'That'sfine," said he encour agingly, 'but wher eisthebrooch?
Giveittome!'

'Oh, yes," said she, 'l forgot that.'

'That israther srange. Y ou werelooking hard for it, and you
forgot it!"

We could scarcely look around before she was on the sage
again, and wasgoing through thefoldsof thecurtain.

‘Do not forget thisone thing," said the Director war ningly,
'if die brooch is found you are saved. You may continue to
cometo these dasses. But if the pin isnot found you will have
toleavetheschool’

Immediately her face became intense. She glued her eyeson
the curtain, and went over every fold of the material from top
to bottom, paingtakingly, sysematically. This time her search
wasat amuch dower pace, but wewer eall surethat shewasnot
wasting asecond of her timeand that shewassincerdy excited,
although shemade no effort to seem so.
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'Oh, whereisit? Oh, fvelost it/

Thistimethewordsweremuttered in alow voice.

It isn't there/ she cried, with despair and congernation,
when shehad gonethrough every fold.

Her facewasall worry and sadness. She stood motionless, as
if her thoughts were far away. It was easy to fed how the loss
of diepin had moved her.

Wewatched, and held our breath.

Finally the Director spoke.

"How do you fed now, after your second search? heasked.

'How do | fed? | don't know." Her whole manner was lan-
guid, she shrugged her shoulders as shetried for some answer,
and unconscioudy her eyes were gill on the floor of the sage.
'l looked hard," shewent on, after amoment.

'That's true. This time you really did look," said he. 'But
what did you dothefirg time?”

'Oh, thefirst timel wasexcited, | suffered*

'Which feding was more agreeable, the first, when you
rushed about and tore up the curtain, or the second, when you
sear ched through it quiedy?

'Why, of course, thefirst time, when | was looking for the
pin.'

'No, do not try to make us believe that thefirst time you
wer elooking fc>r thepin,' said he. 'Y ou did not even think of it.
Y ou mer ely sought to suffer, for the sake of suffering.

'‘But die second time you really did look. We all saw it; we
understood, we beHeved, because your congernation and dis-
traction actually existed.

"Your first search wasbad. Thesecond wasgood.'

Thisverdict sunned her. 'Oh,' shesaid, 'l nearly killed my-
sdf thefirst time!

'That doesn't count,’ said he. ‘It only interfered with a redl
search. On the gage do not run for die sake of running, or
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auffer for the sake of suffering. Don't act " in general”, for the
sakeof action; alwaysact with a purpose*

‘And trudifiilly/ said 1.

'Y es/ heagreed; 'and now, get up onthesageand doit.’

We went, but for along time we did not know what to do.
We felt we must make an impression, but | couldn't think of
anything worth the attention of an audience. | garted to be
Othello, but soon stopped. Leo tried in turn an arigocrat, a
general and peasant. Mariaran around holding her head and her
heart to represent tragedy. Paul sat on a chair in a Hamlet-like
pose and seemed to berepresenting either sorrow or disliusion.
Sonyaflirted around, and by her sde Grishadeclared hislovein
themost wor n traditions of the stage. When | happened to look
at Nicholas Umnovykh and Dasha Dymkova, who had as
usual hidden themsdves in a corner, | almost groaned to see
their fixed saresand wooden attitudes, asthey did a scenefrom
Ibsen'sBrand.

'Let'ssum up what you havedone," said the Director. 'l shall
begin with you/ he said, indicating me. 'And at the sametime
with you and you/ he went on, pointing to Maria and Paul.
'Sit right here, on these chain, wherel can sseyou better, and
begin; you areto bejealous, you to suffer, you to grieve, just
producing thosemoodsfor their own sakes/

We sat down, and immediately we felt the absurdity of our
stuation. Aslong asl waswalking about, writhing likea savage,
it was possble to imagine that there was some sensein what |
was doing, but when | was put on a chair, with no external
movements, the absurdity of my performancewasclear.

'Well, what do you think? asked the Director. 'Can one sit
on achair, and for noreason at all bejealous? Or all irred up?
Or sad? Of courseit isimpossble. Fix thisfor all timein your
memories. On the stagetherecannot be, under any circumstances,
action which isdirectedimmediately at thearousing of afeelingfor it
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own sake. Toignorethisruleresultsonly in diemost disgusting
artificiality. When you arechoosing somebit of action leavefeeling
and spiritual content alone. Never seek to bejealous, or tomake
love, or to suffer, for itsown sake. All such feelingsaretheresult

of somethingthat hasgonebefore. Of thething that goesbeforeyou
shouldthink ashard asyou can. Asfor theresult, it will produceitself
Thefalse acting of passons, or of types, or the mere use of con-
ventional gestures—these are all frequent faultsin our profes-
sion. But you must keep away from these unredlities. Y ou must

not copy passons or copy types. You mug live in the passons

and in the types. Your acting of them must grow out of your
livingin them.'

Vanya then suggested that we could act better if the stage
wasnot so bare if dierewer e some propertiesabout, furniture,
fireplace, ash trays.

'Very well," agreed the Director, and ended thelesson 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 wasopen that led dir ect-
ly on tothestage. Asweentered wewer eastonished tofind our -
svesin avestibule. Next to that was a cosy litdeliving-room,
inwhich weretwo doors, one opening into a dining-room and
thenceinto a small bedroom, the other into along corridor, on
one sde of which was a ballroom, brilliantly lighted. This
whole apartment was partitioned off by scenery taken from
productionsin the repertory. The main curtain was down and
barricaded with furniture.

Not feding that we wer e on the boards we behaved asif we
wer eat home. Webegan by examining therooms, and then we
setded down in groups and began to chat. It did not occur to
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any of usthat thelesson had already begun. At lagt the Director
reminded usthat wehad cometogether for wor k

'What shall wedo?* someoneasked.

'Thesamething asyester day/ wasthereply.

But we continued to ¢and around.

“What isthematter? heasked.

It was Paul who answered. ‘I don't know, really. Suddenly,
for noreason at all, toact../ hestopped, asif at aloss.

If it is uncomfortable to act for no reason at all, why then,
find areason/ said Tortsov. 'l am not putting any redrictions
on you. Only do not continue to gand there like gicks of
wood/

'But/ somebody ventured, "wouldn't that be acting for the
sakeof 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 someinner motives
that will result in smplephysical acts? For instance, if | ak you,
Vanya, togo and closethat door, would you not doit?'

'Closethedoor? Of course' And Vanyawent over, dammed
it and returned beforewe had a chancetolook at him.

'That isnot what is meant by closng adoor/ said the Dir ec-
tor. 'By theword " closg" | imply awish that the door shall be
shut, so that it will say shut, to stop the draught, or so that
persons in the next room shall not hear what we are saying.
Y ou mer ey banged diedoor, with noreason in your mind, and
in away that might well makeit swing open again, asin fact it
hasdone/

"It won't stay shut. Honesdy, 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.

ThistimeVanya shut thedoor properly.

'Tell mesomethingtodo/1 begged.
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'Isit impossiblefor you to think of anything? Thereisafire-
place and somewood. Go build afire/

| did as| wastold, laid thewood in diefireplace, but found
| no matches, ether in my pocket or on the mantepiece. So |

cameback and told Tortsov of my difficulty.

'What in dbewor Id do you want matchesfor ? asked he.

'‘Tolight diefire/

T hefireplaceismadeof paper. Did you intend to bum down
thetheatre?

'l wasjust goingto pretend/1 explained.

Heheld out an empty hand.

| 'Topretend tolight afire, pretended matches are sufficient.
Asif diepoint wereto drikeamatch!

'When you reach the point of playing Hamlet, threading a
way through hisintricate 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 theperformance? Y ou can kill theKingwithout asword,
and you can light thefirewithout a match. What needsto bum
isyour imagination/

| went on pretending to light my fire. To lengthen the action
| arranged that the make-believe matches should go out anum-

| ber of times, although | tried hard to protect them with my
| hands Alsol tried to seethefire, to fed the heat, but failed, and
soon began to be bored, so that | was compelled to think of
something ese to do. | began to move the furniture, then to
count the objects in the room, but having no purpose behind
I these acts they wer e all mechanical.

'Thereisnothing surprising in that,® explained the Director.
|éif an action hasno inner foundation, it cannot hold your atten-
" don. It takesno timeto push a few chairsabout, but if you were

compelled to arrange some chain of different sortsfor a parti-
cular purpose, asfor guests at a dinner who must be seated ac-
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cordingtorank, age, and personal harmony, you could spend a
long time over them/

But my imagination had rundry.

As soon as he saw that the others had also run down, he
gathered us together in the Hving-room. 'Aren't you ashamed
of yoursaves? If | brought a dozen children in here and told
them thisis their new home, you would see their imagination
garkle their games would be real games. Can't you be like
them?

'It iseasy to say that,* Paul complained. 'But we aren't chil-
dren. They naturally desreto play, and with usit must beforced.'

'Of course,' the Director answered, 'if you either will not or
cannot light a spark within yoursdves, | have no more to say.
Every person who isreally an artig dedres to create ingde of
himsdlf another, degper, more interesting life than the one that
actually surroundshim.’

Grisha broke in: 'If the curtain were up, and the audience
there, thedesrewould come*

"No," replied the Director with decison. 'If you are really
artigs you will fed the dedre without those accessories. Now,
befrank. Actually what wasit that prevented your acting any-
thing?

| explained that | could light afire, movefurniture, open and
shut doors, but these acts are not extended enough to hold my
attention. | light thefire, or close the door, and that istheend
of it. If one act led to another, and gaveriseto athird, natural
momentum and tension would becreated.

'In short,’ he summed up, 'what you think you need is not
short, external, semi-mechanical acts, but some that have a
broader per spective, aredeeper, and mor e complicated?

"No," | answered, 'but give us something that, although sim-
ple isinteresting.’

'Do you mean to say,” said he, perplexed, 'that all that de-
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pends on me? Surely the explanation must be sought in the
inner motives, in the crcumgances amid which, and for the
sakeof which, you aredoing theact. Takethat openingor shut-
ting of a door. Nothing can be smpler, you might say, of less
interest, or moremechanical.

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

Oncediequestion wasput in that form our wholeinner aim,
astheDirector described it, wasaltered. We no longer thought
about how to extend our activity, or worried about its external
form. Our mindswer e centred on estimating the value or pur-
pose of thisor that act in view of the problem presented. Our
eyes began to measure the digance to the door, and to look for
safe approaches to it. They examined the surroundings for
directions of escape, in case the madman should bresk through
the door. Our ingtinct of sdf-preservation sensed danger, and
suggested waysof dealingwith it.

Either accidentally or on purpose, Vanya, who had been
pressng againg die door after it was shut, suddenly jumped
away, and we all rushed after him, the girls screaming and
running oflfinto another room. Intheend | found myself under
atable, with aheavy bronzeash-receiver in my hand.

Thejob was not ended. The door was now closed, but not
locked. Therewasno key. Therefore the safest thing we could
dowasto barricadeit with sofas, tablesand chairs, then call up
diehospital and arrangeto havediem takethe necessary sepsto
regain the custody of the madman.

The success of this improvisation put me in high spirits. |
went over to the Director and begged him to give me another
chanceat lightingthefire.
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Without a moment's hestation he told me Maria had just
inherited a fortune! That she has taken this apartment, and is
celebrating her good luck by a housewar ming, towhich shehas
invited all her fdlow-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 hasnot yet been turned on, although
it is very cold outsde. Can some wood for an open fire be
found?

Some gicks might be borrowed from a neighbour. A little
fireisgarted, but it smokesbadly, and must be put out. M ean-
whileit hasgrown late. Another fireisgarted, but thewood is
green, and will not bum. In another minute, the guestswill be
here.

"Now/ he continued, 'let me see what you would do if my
upposed factsweretrue/

When it wasall over, theDirector said: 'Today | can say that
you acted with amotive. Y ou havelearned that all actionin the
theatremust havean inner justification, belogical, coherent and real
Second: i/actsas a lever to lift usout of theworld of actuality
intotherealm of imagination/

4

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 ingantaneous, inner
gimulus.

‘Note too how eadly and smply it came. That door, which
was the garting point in our exercise, became a means of de-
fence, and your bascaim, theobject of your concentrated atten-
tion, wasdesrefor sdf-preservation.

'The suppostion of danger isaways exciting. It isa kind of
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yeed that will ferment at any time. Asfor the door and thefire-
place, inanimate objects, they excite us only when they are
bound up with something ese, of moreimportanceto us.

‘Take into congderation dso that this inner imulus was
brought about without force, and without deception. | did not
tell you that there was amadman behind the door. On the con-
trary, by using the word ifl frankly recognized the fact thet |
was offering you only a supposition. All | wanted to accom-
plish was to make you sy what you would have done i/the
supposition about the madman were ared fact, leaving you to
fed what anybody in die given cdrcumstances must fed. Youin
turn did not force yoursaves, or make yourselves accept the
supposition asredity, but only asasuppostion.

"What would have happened if, ingtead of this frank con-
fesson, | had sworn to you that there was, redly and truly, a
madman behind the door?

'l should not have bdieved such an obvious deception/ was
my reaction.
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fundamentalsof our school of acting—activity in creativenessand
art'

5

'Some of you are eager to put what | have been telling you
into immediate practice/ said the Director today. 'That isquite
right and | am glad tofall in with your wishes. Let usapply the
useof iftoarole,

'Supposeyou wer eto play adramatization of Chekhov'stale
about an innocent farmer who unscrewed a nut off a railroad
track touseasasnker for hisfishing line. For thishewastried
and sever dy punished. Thisimaginary happeningwill Snk into
the consciousness of some, but for most peopleit will remain a
"funny story" . They will never even glimpsethetragedy of the
legal and social conditions hidden behind thelaughter. But the
artig who isto act one of the partsin this scene cannot laugh.
He must think through for himself and, most important, he
mugt live through whatever it was that caused the author to
write the story. How would you go about it?° The Director
paused.

Thegudentswer eslent and thoughtful for atime.

'I'n moments of doubt, when your thoughts, feelings, and
imagination are slent, remember if. The author also began his
work that way. Hesaid to himself :

“"What would happen (fa smple farmer, off on a fishing
expedition, were to take anut from arail?" Now give your -
selvesthesameproblem and add: " What would | doif thecase
cameuptometojudge?"’

'l would convict the criminal,®1 answered, without hesita-
tion.

'"What of ? On account of thesinker for hisfishingline?’

'For thetheft of anut.’

'Of cour se, oneshouldn't steal,” agreed Tortsov. 'But can you
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punish aman sever ey for acrimeof which heisentirely uncon-
scious?

'He must be made to redlize that he might be the cause of
wreckingawholetrain, killing hundredsof people/1retorted.

'On account of one small nut? You will never get him to
believethat," argued the Director.

'The man isonly making believe. He undersands the nature
of hisact, said .

'If the man who playsthefarmer hastalent, hewill proveto
you by his acting that he is unconscious of any guilt,” said the
Director.

Asthediscusson went on heused every possibleargument to
justify thedefendant, and in theend he succeeded in making me
weaken alittle. Assoon ashenoticed that, he said:

"You fdt that very sameinner push which the judge himself
probably experienced. If you played that part, analogous feel-

| ingswould draw you closeto the character.

'To achieve thiskinship between the actor and the person he
is portraying add some concrete detail which will £11 out the
play, giving it point and absorbing action. The circumstances
which are predicted on if are taken from sources near to your
ownfedings, and they have a powerful influence on the inner
lifeof an actor. Onceyou have established thiscontact between

| your life and your part, you will find that inner push or stimu-
lus. Add awholeseriesof contingenciesbased on your own ex-
perience in life, and you will see how easy it will be for you
sncerey to believe in the possbility of what you are called
upontodoonthesage.

'Work out an entirerolein thisfashion, and you will create
awholenew life.

| 'The fedlings aroused will express themsalvesin the acts of
thisimaginary person had he been placed in the circumstances
madeby theplay/
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" Arethey consciousor unconscious?’1 asked.

'Make the test yoursdf. Go over every detail in the process
and decide what is conscious, what unconscious, in itsorigin.
You will never unrave 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
passby unnoticed, all in dierealm of the subconscious.

"To convince yoursdf, ak 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 helived through, and does not remember many of the
mor e dgnificant moments. All you will get from him isthat he
felt comfortable on the stage, that he wasin easy relationship to
theother actors Beyond that, hewill beabletotell you nothing.

"Y ou will agtonish him by your description of hisacting. He
will gradually come to realize things about his performance of
which hehad been entirely unconscious.

"We may conclude from thisthat if isalso a simulusto the
creative subconscious. Besides, it helps us to carry out another
fundamental principle of our art: "unconscious creativeness
through conscioustechnique.”

"Up tothispoint | have explained theusesof if in connection
with two of themain principlesin our typeof action. It iseven
mor e strongly bound up with athird. Our great poet Pushkin
wroteabout it in hisunfinished articleon thedrama.

'Among other thingshesaid:

' " Sncerity of emotions, feelingsthat seem truein given cir-
cumgances—that iswhat weask of adramatis.”

'| add from myself that that isexactly what we ask of an actor.

'Think deeply about this saying, and later | shall giveyou a
vivid exampleof howi/helpsustocarry it out/

'Sincerity of emotions, fedings that seem truein given cir-
cumstanced | repeated with all sortsof intonations.
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'Stop/ said the Director. 'Y ou make a banality of it without
uncovering the essential meaning. When you cannot grasp a
diought as a whole, break it up into its component parts, and
sudy them oneby one/

‘Jug what', asked Paul, 'does die expresson " given circum-
gances' mean?

‘It means the story of the play, its facts, events, epoch, time
and place of action, conditionsof life, theactors and regisseur's
inter pretation, the mise-en-scene, the production, the sets, the
costumes, properties, lighting and sound effects—all the cir-
cumgancesthat are given to an actor to takeinto account ashe
createshisrole.

"Ifisthedarting point, die given circumstances, the devel op-
ment. Theone cannot exist without the other, if it isto possess
anecessary simulating quality. However, ther functions differ
somewhat: if gives the push to dormant imagination, whereas
thegiven circumstancesbuild thebagssfor if itself. And they both,
together and separatdy, help to createan inner stimulus’®

'And what', asked Vanya, with interest, ‘does " sincerity of
emotions’ mean?’

‘Jug what it says—living human emotions, fedings which
dieactor himself hasexperienced.'

'Well then/ Vanya went on, 'what are "fedings that seem
true' ?

'By true seeming we refer not to actual feelings themselves
but to something nearly akin to them, to emotions reproduced
indirecdy, tinder the prompting of trueinner fedings.

'In practice, thisis approximately what you will have to do:
first, you will havetoimaginein your ownway the" given cir -
cumgtances' offered by theplay, theregisseur'sproduction and
your own artigtic conception. All of thismaterial will providea
general outlinefor dielifeof thecharacter you areto enact, and
die drcumgances surrounding him. It is necessary that you
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really believein the general possibilities of such alife, and then
become so accustomed to it that you fed yoursdf closetoit. If
you aresuccessful in this, you will find that " sncereemotions’,
or " fedingsthat seem true" will spontaneoudy grow in you.

‘However, when you use this third principle of acting, for-
get about your feelings, becausethey arelar gely of subconscious
origin, and not subject to direct command. Direct all of your
attention tothe" given circumsances' . They arealwayswithin
reach/

Toward the end of the lesson he said: 1 can now supplement
what | said earlier about if. Its power dependsnot only on its
own keenness, but also on the sharpness of outline of the given
circumstances/

'But/ brokein Grisha, ‘what isleft for the actor snce every-
thingisprepared by others? Jus 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, isa trifle? Don't you know
that to compose on atheme suggested by someone e se, ismuch
mor e difficult than to invent one yoursdf? 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 iswhat we do to thework of
the dramatigt; we bring to lifewhat ishidden under thewords;
we put our own thoughtsinto the author'slines, and we estab-
lish our own reationships to other charactersin the play, and
the conditions of their lives, wefilter through ourselvesall the
materials that we receive from the author and the director; we
wor k over them, supplementing them out of our own imagina-
tion. That material becomes part of us, spiritually, and even
physically; our emotions are sncere, and as a final result we
have truly productive activity—all of which is closely inter-
woven with theimplicationsof theplay.
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'And that tremendouswork you tell meisjust trifles!
*No, indeed. That iscreativenessand art/
With thesewor dsheended thelesson.

6

Today, we did a sries of exercises, conssting of setting our -
selves problems in action, such as writing a letter, tidying up
aroom, looking for alost object. These we framed in all sorts
of exciting suppostions, and the object was to execute them
under thecrcumstanceswe had created.

Tosuch exercisestheDirector attributesso much sgnificance
that heworked long and enthusiastically on them.

After he had done an exercisewith each oneof usin turn he
said:

'Thisisthebeginning of theright road. Y ou found it through
your own experience. For die present there should beno other
approach to apart or aplay. To undersand the importance of
thisright point of departure, comparewhat you havejust 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 Kogtya, all of you began your work at the end in-
dead of at the beginning. Y ou were determined to arouse tre-
mendous emotion in your selves and your audienceright at the
dart; to offer them somevivid images, and at the sametimeex-
hibit all your inner and outer gifts. Thiswrong 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 materialsthat have any bearing on it, and supple-
ment them with more and more imagination, until you have
achieved such asmilarity tolifethat it iseasy to believein what
you are doing. In the beginning forget about your fedlings.
When theinner conditionsareprepared, and right, fedingswill
cometothe surface of their own accord.'



CHAPTER FOUR
IMAGINATION

|
The Director asked us to come to his apartment today for
our lesson. He seated uscomfortably in hisstudy, and began:

"You know now that our work on a play beginswith theuse
of if asalever tolift usout of everyday life on to the plane of
imagination. The play, the partsin it, are the invention of the
author's imagination, a whole series of ifs and given circum-
gances thought up by him. Thereisno such thing as actuality
on thesage. Artisaproduct of theimagination, asthework of
adramatig should be. Theaim of the actor should beto usehis
technique to turn the play into a theatrical reality. In thispro-
cessimagination playsby far thegreatest part/

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

'Look," lie said to us, “al these are the work of a favourite
artig of mine, now dead. He was a srange person, who loved
tomakesetsfor playswhich had not yet been written. Takefor
ingancethisdesgn for thelas act of a play Chekhov was plan-
ning towrite just before his death: about an expedition lost in
theicy North.

'Whowould bdieve*, said the Director, 'that thiswaspainted
by a man who, in all hislife, never sirred beyond the suburbs
of Moscow? He made an arctic scene out of what he saw
around him at homein winter, from stories and scientific pub-
lications, from photographs. Out of all that material hisimagi-
nation painted a picture/

54
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Hethen 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 litde houses near a pine
grove—except that the time of year, the hour of the day, and

I the conditions of the weather were different. Farther along the

[S—

wall was the same spot without houses, with only a clearing, a
lake, and variouskinds of trees. Evidently theartis enjoyed re-
arranging natureand the attendant lives of human beings. In all
hispictureshebuilt and coredown housesand villages, changed
theface of thelocality, and moved mountains.

'And herearesome sketchesfor anon-existent play about life
between the planets*—pointing out other drawings and water
colours. 'To paint such a picturethe artis must have not only
Imagination, but fantasy aswell.’

'‘What is the difference between them? asked one of the
sudents.

'Imagination createsthingsthat can beor can happen, where-
asfantasy inventsthings that are not in existence, which never
have been or will be. And yet, who knows, perhaps they will
cometo be. When fantasy created the Flying Car pet, who could
have thought that one day we should be winging our way
through space? Both fantasy and imagination areindispensable
toapainter/

'And toan actor?* asked Paul.

"What do you think? Does the dramatist supply everything
that the actor sneed to know about theplay? Can you, in ahun-
dred pages, give a full account of the life of the dramatis per -
sonae? For example, does the author give sufficent 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 dramatig is often amiser in commentary.
In histext, all that you find may be " the same and Pete**; or,

| " exit Peter™. But one cannot appear out of the air, or disappear
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intoit. Wenever believein any action taken "in general”: "he
getsup,” "hewalks up and down in agitation,” "he laughs,"
"hedies." Even characterigicsaregiven in laconicform, such as
"ayoung man of agreeable appearance, smokes a great deal".
Hardly a sufficent bags for creating his entire external image,
manners, way of walking.

'And what about the lines? Is it enough merdy to learn
them?

"Will what is given paint the character of the dramatis per -
sonae and give you all the shadings of their thoughts, fedlings,
impulsesand acts?

'No, all thismust be made fuller and deeper by the actor. In
this creative processimagination leadstheactor .’

Our lesson was interrupted at this point by an unexpected
call from afamousforeign tragic actor. Hetold us all about his
triumphs, and after heleft theDirector said with asmile:

'Of course heromances, but an impressonable person of his
sort really believesin his fabrications. We actors are so accus-
tomed to embroider facts widi details drawn from our own
imaginations, that the habit is carried over into ordinary life.
There, of course, theimagined details are as superfluous asthey
arenecessary in thethestre.

'In talking about a geniusyou would not say that helies; he
sees redlities with different eyes from ours. Isit just to blame
him if his imagination makes him wear rose-coloured, blue,
grey, or black glasses?

'I must admit that | myself haveto He quitefrequently, when
asan artig, or asadirector, | am dealing with apart or aplay
that doesnot attract me. In such acase my creative facultiesare
paralysed. | must have some stimulant, so | begin to tell every-
onehow thrilled I am over my work. | am compelled to hunt
for whatever there may be of interest and to boast about it. In
thisway my imaginationisspurred on. If | werealone, | would
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not make this effort, but when working with others one must
back up one's lies subgtantialy. It often happens that one can
usetheseliesasmaterid for aroleor production/

If imagination plays such an important part in an actor's
work/ asked Paul rather shyly, ‘what can hedo if heladksit?

‘He must develop it/ answered the Director, 'or d<e leave
the theatre. Otherwise he will fal into the hands of directors
who will make up for hislack by usng their ownimaginations,
and hewould become apawn. Wouldn't it be better for himto
build up an imagination of hisown?

‘That, | am afraid/ sad |, ‘isvery difficult/

‘It dl depends on what kind of an imagination you have/
sadtheDirector. 'Thekind that hasinitiative of itsown can be
developed without specid effort, and will work steadily and
untiringly, whether you are awvake or adeep. Then thereisthe
kind that lacksinitiative, but is eesly aroused and continues to
work as soon as anything is suggested to it. Thekind that does
not respond to suggestions presents a more difficult problem.
Herethe actor takesin suggestionsin amerely externd, formd
way. With such an equipment, development is fraught with
difficulty, and thereisvery little hope of success unlessthe actor
makes a great effort/ .

Has my imagination initiative?

Isit suggestible? Will it develop by itsdf?

These questions give me no peace. Late in the evening, |
closad mysdf in my room, settled myself comfortably on my
sofa with pillows al around me, shut my eyes, and began to
improvise. But my attention was digtracted by round spots of
colour that kept passng acrossmy dosed eyelids.

| put out my light, as | supposed it was causing these sensa
tions.
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What should I think about? My imagination showed me
treesin alargepinefored, gently and rhythmically irringin a
Soft breeze. | seemed to smell thefresh air.

Why...inall thisserenity... can lhear aticking clock? ...

| had fallen adeep!

Why, of coursg, | realized, | should not imagine thingswith-
out apurpose.

So | went up in an airplane, above the tree-tops, flying over
them, over thefields, rivers, cities,... tick, tick, goesthe clock.
... Whoisthat shoring? Surdynot | ... did | drop off... have
| been adegp long...theclock drikeseight___

2

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

"You did not succeed because you made a series of mistakes/
he explained. 'In the firg place, you forced your imagination,
ingead of coaxing it. Then, you tried to think without having
any interesting subject. Your third migake was that your
thoughtswer e passve. Activity in imagination isof utmost im-
portance. Firs comesinternal, and afterwards external action/

| pointed out that in a sense | had been active, Snce | was
flying over theforestsat ahigh rate of speed.

“When you areredlining comfortably in an expresstrain, are
you active? asked the Director. 'The engineer isworking, but
the passenger is passve. Of coursg, if you are engaged in some
important business, conver sation, or discusson, or arewritinga
report, while on the train, then you would have some bags 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 wer eactive.
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'Perhaps | can explain by describing my litde niece' s favour -
itegame.

*"What areyou doing?" thelittlegirl aks

""lamdrinkingtea," | answer.

* "But", shesays, "if it were cagor oil, then how would you
drinkit?"

'l am forced to recall the tagte of cagor oil, to show her the
disgust | fed, and when | succeed the child fills the room with
her laughter.

""Whereareyou stting?"

*"Onachair,” | reply.

' "But if you were ditting on a hot stove, then what would
you do?"

'l am obliged tothink myself on ahot stove, and try to decide
how | can save mysdlf from being burned to death. When |
succeed the child issorry for me, and cries, "I do not want to
play any more." Ifl go on, she ends by burgting into tears.
Why don't you think up some such game as an exercise for
arousing activity?'

Herel brokein to point out that thiswas dementary, and to
ask how to develop theimagination in subtler ways.

'Don't bein ahurry,’ said the Director. 'Therewill be plenty
of time. Just now we need exercises bound up with the smple
thingsthat actually surround us.

'Takeour dasshereasan example. Thisisan actual fact. Sup-
posethe surroundings, theteacher, the sudents, remain asthey
are. Now with my magic ifl shall put myself on the plane of
make-believe, by changing one circumstance only: the hour of
the day. | shall say, it isnot three o'clock in the afternoon, but
threeo'clock in thenight.

"Useyour imagination tojustify alesson that lagssolate. Out
of that smple crcumstance therefollowsawhole series of con-
sequences. At homeyour family will be anxious about you. As
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thereis no telephone you cannot notify them. Another student
will fall to gppear at aparty where heis expected. A third lives
in the outskirts and has no idea how he will get home, the
trains having stopped.

"All this brings externa changes and inner onesaswell, and
givesatoneto what you do.

‘Or try another angle.

‘The time of day remans 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 die
shade.

I sseyou are amiling aready. After your lesson you will have
timefor astroll. Decide what you intend to do; justify your de-
cison with the necessary suppositions; and again you have the
fundamentals of an exercise.

‘Thisismerely one of coundess examples of how you can use
forces within you to change the materid things about you. Do
not try to get rid of thesethings. On the contrary, includethem
Inyour imaginary lives.

‘That sort of transformation has ared place in our morein-
timate kind of exerdses. We can use ordinary charsto outline
anything the imagination of an author or director can ask usto
create; houses, city squares, ships, forests. It will do no harmif
wefind oursdvesunableto bdievethat thischar isaparticular
object, because even without the belief we may havethefeding
it arouses.’

3
In opening the lesson today the Director said: 'Up to this
point our exerdses for the development of the imagination
have, to a greater or lessr degree, touched on materid facts,
likefurniture, or on resHties of life, like the seasons Now | shdl
transfer our work to a different plane. We give up time, placet



IMAGINATION 6l

and action, as far as their external accompaniments are con-
cerned, and you will do the whole thing direcdy with your
mind. Now/ he asked, turning to me, 'where would you like
tobe, and at what time?"

j In my own room/1 said, 'at night/

'Good/ said he.'If | wereto be carried into those surround-
ings, it would be absolutely necessary for mefirst to make an
approach to the house; to climb dieouter geps, toring the bell;
to go through, in short, awhole series of actsleading up to my
beingin my room.

"Do you seeadoor-knab to gragp? Do you fed it turn? Does

| the door swing open? Now what isin front of you?”

'‘Straight beforemeisacloset, abureau/

'What doyou seeon theleft?

'My sofa, and atable/

'Try walking up and down; living in the room. What are
you thinking about?

] 'l havefound aletter, remember that it isnot answvered, and
am embarrassed/
'Evidendy you are in your room/ the Director declared.
I "Now what are you going to do?

"It dependson what timeitis/said .

"That', said hein atoneof approval, 'isasensbleremark. L et
I us agree that it is eleven o'clock at night/

'Thevery best time/ said |, "'when everybody in thehouse is
likely tobeasleep/

‘Jug why', heasked, "doyou particularly want thisquiet?

| 'To convince myself that | am a tragic actor/

"It istoobad you wish touseyour timeto such poor purpose;
how doyou plan to convinceyour self?'

'| shall play, just for myself, sometragicrole/

'What role? Othello?'

'Oh, no!" | exclaimed. 1 can't play Odielloin my own room.
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Every corner there has associations, and would only lead meto
copy what | did before/

'Then, what areyou goingto play?' theDirector demanded.

| did not answer, because | had not decided, so he asked:
'What areyou doing now?*

‘I am looking around the room. Perhaps some object, some
accidental thing, will suggest a creativetheme.'

"Well/ heprodded, ‘haveyou thought of anything yet?'

| began to think aloud. 'Back in my closet’, | said, 'thereisa
dark comer. One hook thereisjust right for a person to hang
himsdlf on. If | wanted to hang mysdf, how should | go about
it?

'"Yes? urged theDirector.

"Of coursg, first of all, 1 should need to find some rope, or
bdt,astrap...’

*Now what areyou doing?

'l am going over my drawers, shelves, closets, tofind astrap.’

‘Doyou seeanything?

'Yes, | havethe grap. But unfortunately the hook istoo near
thefloor; my feet would touch.’

'That is inconvenient,” the Director agreed. 'Look around
for another hook.'

'Thereisnot another hook that would hold me!’

'Then possibly you had better remain alive, and busy your -
sdlf with something mor einteresting, and lessexciting.'

'My imagination hasdried up,’ said I.

'Thereisnothing surprisngin that,” said he. "Your plot was
not logical. It would be most difficult to arrive at alogical con-
cluson to commit suicide because you were conddering a
changein your acting. It was only reasonable that your imagi-
nation should balk at being asked towor k from a doubtful pre-
miseto astupid conclusion.

'Neverthelessthisexer cisswasademonstration of anew 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 cdled upon
to imagine an unfamiliar life?

'Suppose you take ajourney around the world. You must
not think it out "somehow", or "in genera”, or "approxi-
mately", because all those terms do not belong in art. Y ou must
do it with al 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 dippery dreams close to
steady solid facts.

'Now | 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 asimple spectator, and watch what my im-
agination paints for me, while | take no part in this imaginary
life."

'Or if you decidetojoininthe activities of thisimaginary life
you will mentally picture your associates, and yourself with
them, and again you will be a passve spectator.

'In the end you will tire of being an observer, and wish to
act. Then as an active participant in thisimaginary life you will
no longer seeyoursdlf, but only what surroundsyou, and to this
youwill respond inwardly, because you are areal part of it.'

4

Today the Director opened his remarks by telling us what
we must aways 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 al, an unbroken series of supposed
circumstances in the midst of which our exerciseis played. Sec-
ondly we must have a solid line of inner visions bound up with
those circumstances, so that they will beillustrated for us. During
every moment weareon the stage, during every moment of the devcU
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opment of theaction of the play, we must beawareeither of theex-
ternal circumstanceswhich surround us(thewholematerial setting c
theproduction), or of an inner chain of circumstanceswhich weour-
selveshaveimaginedin order toillustrate our parts.

Out of these momentswill be formed an unbroken series of
images, something like a moving picture. Aslong as we are
acting creativey, this film will unroll and be thrown on the
sreen of our inner vision, making vivid the crcumsances
among which we are moving. Moreover, these inner images
createa cor responding mood, and arouseemotions, whilehold-
inguswithin thelimitsof theplay.

'‘Astothoseinner images/ the Director asked, 'isit correct to
say that we fed them to beingde of us? We possess the faculty
to seethingswhich arenot there by making a mental picture of
them. Take this chanddier. It existis outsde of me. | look at it,
and have the sensation that | am putting out, towardsit, what
you might call visual feders. Now | close my eyes and see that
chanddlier again on the screen of my inner vision.

'The same process occurs when we are dealing with sounds.
Wehear imaginary noiseswith an inner ear, and yet wefed the
sour ces of these sounds, in the majority of cases, to be outsde
ofus.

"You can test thisin various ways such as giving a coherent
account of your whole life in terms of images you remember.
This may sound difficult, but | think you will find that this
work isactually not so complicated/

'"Why isthat?’ asked several studentsat once.

'‘Because, although our fedings and emotional experiences
are changeable and incapable of being grasped, what you have
seen ismuch mor e subgtantial. Imagesaremuch moreeasly and
firmly fixed in our visual memories, and can berecalled at will/

'Thewhole question then/ said I, 'ishow to create a whole
picture?



IMAGINATION 65

'That question’, said the Director, asherosetoleave, 'wewill
discuss next time/

5

'Let usmakean imaginary moving pictur e said the Dir ector
ashecameintodasstoday.

'l am going to choose a passve theme because it will necess-
tate more work. At thispoint, | am not so much interested in
the action itself asin the approach toit. That iswhy | suggest
that you, Paul, arelivingthelifeof atree/

'Good/ said Paul with decision. ‘I am an age-old oak! How-
ever, eventhough | havesaidit, | don't really believeit/

'In that case/ suggested the Director, 'why don't you say to
yoursdf: "1 am I; but if | were an old oak, st in certain sur-
rounding conditions, what would | do?" and decidewhereyou
are in afores, in ameadow, on a mountain top; in whatever
place affectsyou most/

Paul knit hisbrows, and finally decided that hewas sanding
in an upland meadow near the Alps. Totheleft, thereisa casde
on aheight.

'What doyou seenear you?' asked theDirector.

'On mysalf | sseathick covering of leaves, which rustle/

'They do indeed/ agreed the Director. 'Up there the winds
must often bestrong/

'In my branches/ continued Paul, 'l seesomebirds nests/

TheDirector then pushed him to describe every detail of his
imaginary exissenceasan oak tree.

When Leo's turn came he made the most ordinary, unin-
sired choice. Hesaild hewasa cottagein agarden in the Park.

'What doyou see? asked theDirector.

'‘ThePark," wastheanswer.

'But you cannot seethewholePark at once. Y ou must decide
on someonedefinitespot. What isthereright in front of you?'
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'A fence/

'What kind of afence?

Leo was slent, so the Director went on: "What isthis fence
made of ?'

‘What material?... Cagiron/

'Describeit. What isthedesgn?

Leo drew hisfinger around on the table for along time. It
wasevident that hehad not thought out what he had said.

'I don't undersand. Y ou must describeit moreclearly/

Obvioudy L eo was making no effort to arouse his own ima-
gination. | wondered of what use such passve thinking could
possibly be, so| asked theDirector about it.

‘In my method of putting a Sudent's imagination to work,'
he explained, 'there are certain points which should be noted.
If hisimagination isinactive | ak him some smple question.
He will have to answer, since he has been addressd. If here-
spondsthoughtlesdy, | do not accept hisanswer. Then, in order
to give a more satifactory answver, he must ether 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 thisconscious, intellectual manner. The
sudent sees something, e@ther in his memory or in hisimagi-
nation: certain definitevisual imagesarebeforehim. For abrief
moment, helivesin adream. After that, another question, and
the processisrepeated. Sowith athird and fourth, until | have
sugdained and lengthened that brief moment into something
approaching awholepicture. Perhaps at firg, thisisnot inter-
esting. The valuable part about it is that theillusion has been
woven together out of the sudent's own inner images. Once
this is accomplished, he can repeat it once or 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
intoit.
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'However, we sometimes have to deal widi duggish imagi-
nations, which will not respond to even the smplest questions.
Then | have only one course open, | not only propound the
guestion, | also suggest the answer. If the sudent can use that
answer he goes on from there. If not, he changesit, and puts
something eseinitsplace. In ether casehehasbeen obliged to
use hisown inner vision. In the end something of an illusory
existence is created, even if the material is only partially con-
tributed by the sudent. The result may not be entirdy satis
factory, but it doesaccomplish something.

'‘Beforedjisattempt hasbeen made, the sudent hasether had
noimagein hismind'seye, or what he had wasvagueand con-
fused. After the effort he can see something definite and even
vivid. The ground has been prepared in which the teacher or
thedirector can sow new seeds. Thisisthe canvason which the
picture will be painted. Moreover, the sudent has learned the
method by which he can take hisimagination in hand and ply
it with problems which his own mind will suggest. He will
form the habit of ddiberately wrestling with die passvity and
inertia of hisimagination, and that isalong step ahead.’

6

Today we continued die same exercises in developing our
Imaginations.

"At our lagt lesson’, said the Director to Paul, 'you told me
who you wer e, whereyou wer e, and what you saw, with your
inner eye. Now describeto mewhat your inner ear hearsasan
imaginary old oak tree/

At first Paul could not hear anything.

'Don't you hear anythingin themeadow around you?'

Then Paul said he could hear the shegp and die cows, the
munching of grass thetinkle of die cow-bells, the gossp of the
women resting after their work in diefields.
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"Now tell mewhen all thisishappeningin your imagination/
said the Director with interest

Paul chosethefeudal period.

"Then, doyou, asan aged oak, hear soundsthat areparticular-
ly char acterigtic of that time?°

Paul reflected for amoment, and then said that he could hear
awandering mingre on hisway to afestival at the nearby castle.

"Why doyou gand alonein afield?* theDirector asked.

In response Paul gave the following explanation. Thewhole
knoll on which the solitary old oak gandswasfor merly covered
by a thick forest. But the baron of the nearby castle was con-
gantly in danger of attack, and, fearing that this forest could
hidethemovementsof hisenemy'sforces, hecut it down. Only
this one powerful old oak was allowed to gand. It wasto pro-
tect a gring, which, risingin its shade, provided the necessary
water for diebaron'sflocks.

TheDirector then observed: 'Generally speaking, this ques-
tio—far what reason?—is extremely important. It obligesyou
to darify 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 pur pose/

Here Paul intervened and suggested: 'The oak isthe highest
point in the neighbourhood. Thereforeit servesasalookout, a
protection againg attack.’

'‘Now?, the Director then said, 'that your imagination has
gradually accumulated a sufficient number of given circum-
gances, let uscomparenoteswith thebeginning of this piece of
work. At first al you could think of wasthat you wer e an oak
gandingin ameadow. Your mind'seyewasfull 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 sep to be
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taken. You must find some single new circumsance that will
move you emotionaly and incite you to action/

Paul tried hard, but could think of nothing.

'Inthat case/ said the Director, | et ustry to solve the problem
indirectly. First of dl, tell me what you are most senstivetoin
red life. What, more often than anything ese, arouses your
fedings—your fear or your joy? | am asking this quite apart
from the theme of your imaginary life. When you know the
inclinations of your own natureit is not dfl&aut to adapt them
to imaginary circumstances. Therefore, name some one trait,
quality, interest, whichistypicd of you/

'l am very much excited by any kind of fight/ said Paul after
amoment of reflection.

'Inthat casearaid by the enemy iswhat wewant. Theforces
of die hostile neighbouring duke are dready swarming up die
meadow in which you stand. The fight will start here at any
moment now. You will be showered with arrows from the
enemy crosshows, and somewill be pointed with flaming pitch
—seady now, and decide beforeit istoo late, what you would
doif thisredly happened toyou/

But Paul could only storm insde of himself without being
ableto do anything. Findly he broke out:

'‘What can a tree do to save itsdf when it is rooted in die
earth and incapable of moving?

'For meyour excitement issufficient/ said die Director, widi
evident satisfaction. This particular problem is insoluble, and
you arenot to blameif thethemehasno actioninit/

‘Thenwhy did you giveit to him? was asked.

"Judt to prove to you that even a passve theme can produce
aninner gimulusand chalengeto action. Thisisan example of
how al of our exerdises for developing die imagination should
teach you to prepare die materid, die inner images, for your
role/
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7
At the beginning of our lesson today the Director made a
few remarks about the val ue of imagination in freshening up and
refurbishing something the actor has already prepared and used.
He showed us how to introduce a fresh supposition into our
exercise with the madman behind the door which entirely
changed its orientation.

'‘Adapt yourself to the new condition, listen to what they
suggest to you, and—actf

We played with spirit and real excitement, and were com-
plimented.

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

‘Every invention of the actor's imagination must be thor-
oughly worked out and solidly built on a bass of facts. It must
be able to answer all the questions (when, where, why, how)
that he asks himself when heisdriving hisinventive facultieson
to make a more and more definite picture of a make-believe
existence. Sometimes he will not need to make al this con-
scious, intellectual effort. Hisimagination may work intuitively.
But you have seen for yourselves that it cannot be counted on.
Toimagine"in genera", without awell-defined and thorough-
ly founded themeis a sterile occupation.

'On the other hand, a conscious, reasoned approach to the
imagination often produces a bloodless, counterfeit present-
ment of life. That will not do for the theatre. Our art demands
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 reflexively
affect our physical nature and make it act. This faculty is of the
greatest importancein our emotion-technique.
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'Therefore: Every movement you makeon the stage, everyword

you speak, istheresult of theright life of your imagination.

'If you gpeak 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 morethan awound-up machine, an automaton.

'If | ask you a perfectly smple question now, "Isit cold out
today?" before you answer, even with a "yes', or "it's not
cold",or "1 didn't notice" , you should, in your imagination, go
back on to the greet 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 ther
collars, how the mow crunched underfoot, and only then can
you answer my question.

'If you adhere drictly to thisrule in all your exercises, no
matter to what part of our programme they belong, you will
find your imagination developing and growingin power/



CHAPTER FIVE
CONCENTRATION OF ATTENTION

W ewer ewor king on exer cisestoday when suddenly some
of thechairsalong oneof thewallstoppled over. At first
we wer e puzzled and then werealized that somebody wasrais-

ing the curtain. Aslong aswewerein Maria's 'drawing-room*

we never had any sense of there being aright or wrong sdeto
the room. Wherever we stood was right. But opening that «
fourth wall with its big black proscenium arch made you fed

that you must congtantly adjus yoursdf. You think of the
peoplelooking at you; you seek to be seen and heard by them

and not by thosewho arein the room with you. Only a mo-

ment ago the Director and his assgant seemed a natural ele-

ment herein the drawing-room, but now, trangported into the
orchedra, they became something quite different; we were all

affected by the change. For my part | 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'sanswer tothiswas:

"Veiy well. We can try it. Here is a tragedy, which | hope
will takeyour mindsoff theaudience,

It takes place here in this apartment. Maria has married
Kostya, who is treasurer of some public organization. They
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 papersand counting money. It isnot hismoney,

n



CONCENTRATION OF ATTENTION 73

but property in hiscare, just brought from thebank A sack of
packets of bank bills has been thrown on die table. In front of
Kostya gand 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
makealovely glow.

"All the money is counted. As shejudges her husband has
finished hiswork Maria calls him in to admire the baby in his
bath. The half-witted brother, in imitation of what he has seen,
throws some papersinto the fire, and whole packets, he finds,
make the best blaze, so that in a frenzy of delight he throwsin
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. Besdehimsdf, herushesto thefireplace and knocks
down themoron, who fallswith a groan, and, with acry, pulls
thelag half-burned packet out of thefire.

'Hisfrightened wiferunsinto theroom and seesher brother
dretched out on the floor. She tries to raise him, but cannot.

Seeing blood on her hands she cries to her husband to bring
some water, but heisin a daze and pays no heed, so sheruns
after it hersdf. From the other room a heart-rending screamis

j heard. The darling baby is dead—drowned in its bath.

I sthis enough of atragedy to keep your minds off the audi-
ence?

Thisnew exercise girred us with its melodrama and unex-
pectedness, and yet we accomplished nothing.

'Evidendy\ exclaimed the Director, 'the magnet of the audi-
ence is more power ful than the tragedy happening right there
on the stage. Since that is so, let ustry it again, this timewith
the curtain down/ He and his assgant 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 die beginning of the
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exercise, wedid well; but when wecameto thedramatic places,
it seemed to methat what | gave out was not at all adequate,
and | wanted todofar morethan | had fedingsfor.

Thisjudgment of mine was confirmed when the Director
spoke. In the beginning', he said, 'you acted correctly, but at
the end you wer e pretending to act. Y ou wer e squeezing fedl-
ings out of yoursdf, 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, sncewith the curtain down theresult is
thesame/

On the excuse of being bothered by any onlookerswe were
osensbly left aloneto act the exercise again. Actually wewere
watched through a hole in the scenery and were told that this
time we had been both bad and sdf-assured. 'The main fault’,
said the Director, 'seemstoliein 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 wasup, and the chairsthat sand againg it wer etaken away.
Our litdeliving-room wasnow open tothewholeauditorium,
which took away all its atmosphere of intimacy and turned it
into an ordinary thestrical set. Electric cableswerehung on the
wall, running in various directions, with bulbs on them, as if
for an illumination. Wewere setded in arow, closeto thefoot-
lights. Slenceféll.

'Which of die girls has lost a hedl off her shoe? asked the
Director suddenly.

Thegudentsbusily examined each other'sfootgear and were
completely absorbed when the Director interrupted.

'What', heasked us, 'hasjust happened in thehall?

Wehad noidea.'Doyou mean to say you did not noticethat
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my sscretary has just brought in some papers for meto sgn?
No onehad seen him. 'And with the curtain up too! The secret
seemsto be smple enough: I1n order to get away from the audi-
toriumyou must beinterested in something on thestage.”

That impressed me at once, because | realized that from the
very moment | concentrated on something behind the foot-
lights, | ceaseto think about what wasgoingon in front of them.

| remembered helping a man to pick up nails that had fallen
on thestage, when | wasrehearsang for my scenesfrom Othello.
Then | was absorbed by the smpleact of picking them up, and
chatting with the man, and | entirely forgot the black hole
beyond thefootlights.

"Now you will realizethat an actor must havea point ofatten-.
tion, and thispoint of attention must not hein theauditorium. The
mor e 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 thegtre are different, and
interferewith an actor'sUving nor mally, so that an effortto fix
attention becomesnecessary. It becomesrequisteto learn anew
tolook at thingson the stage, and to seethem. Ingead of lecturing
you further on thissubject | will giveyou someexamples.

'Let the points of light, which you will see in a moment,
illugtrate to you certain aspects of objects, familiar to you in
ordinary life, and consequently needed on the sageaswell .’

There was complete darkness, both in the hall and on the
stage. In afew secondsalight appeared, on thetablenear which
we wer e Sitting. In the surrounding gloom this light was no-
ticeableand bright.

'Thislittlelamp,’ explained the Director, 'shining in thedark-
ness, isan example of the Nearest Object. Wemakeuseof it in
moments of greatest concentration, when it is necessary to
gather in our whole attention, to keep it from disspating itself
on digant things.'
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After thelightswereall turned on again, he continued:

"Toconcentrateon apoint of light in surrounding darknessis
compar atively easy. L et usrepeat theexerciseinthelight.’

He requested one of die sudents to examine the back of an
armchair. | was to study the imitation ename on a table top.
To athird was given some piece of bric-a-brac, afourth had a
pencil, afifth a piece of &ring, asixth amatch, and soon.

Paul garted to untangle hispieceof sring, and | sopped him
because | said the purpose of the exercise was concentration of
attention and not action, that we should only examine the ob-
jectsgiven usand think about them. AsPaul disagreed widi me,
wetook our difference of opinion totheDirector, who said:

'Intensive observation of an object naturally arouses a desre
todo somethingwithit. Todosomethingwithitinturninten-
gfies your observation of it. This mutual inter-reaction estab-
lishesastronger contact with theobject of your attention/

When | turned back to study the ename design on thetable
top | felt a dedre to pick it out widi some sharp insrument.
Thisobliged metolook at the pattern more closely. Meantime
Paul was enthusadtically rapt in thejob of unknotting his
sring. And all the otherswer e busy doing things or attentively
observingtheir variousobjects.

Finally theDirector said:

'l seethat you areall ableto concentrate on thenearest object
inthelight aswell asin thedark.

After that hedemondrated, first without lightsand then with
them, objects at a moderate disgance and objects at a far dis-
tance. We were to build some imaginary story around them
and hold them in the centreof our attention aslong aswecould.
This we were able to do when the main lights were turned
off.

Assoon asthey wer e put on again he said:

"Now look around you very careftdly and choose some one
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thing, ether moderately near or farther off, and concentrate
onit/

Thereweresomany thingsall around usthat at first my eyes
kept running from oneto theother. Finally | setded on alitde
datuetteover on themantelpiece. But | could not keep my eyes
fixed on it for long. They were drawn away to other things
about dieroom.

'Evidendy before you can establish medium and far distant
pointsof attention you will havetolearn how tolook at and see
thingson thestage/ said the Director . It isadifficult thingtodo
in front of people, and thedark proscenium arch.

'In ordinary life you walk and sit and talk and look, but on
diestageyou loseall thesefaculties. Y ou fed theclosenessof the
public and you say to yoursdf, " Why arethey looking at me?"
And you have to be taught all over again how to do all these
thingsin public.

'Remember this: all of our acts, even diesmplest, which are
so familiar to usin everyday life, become grained when we
appear behind the footlights before a public of a thousand
people. That iswhy it isnecessary to correct oursdvesand learn
again how to walk, move about, sit, or Hedown. It is essential
to re-educate our salves to look and see, on die stage, to listen
andtohear/

3

'Choose some oneobject/ said theDirector to ustoday, after
we had been seated on the open stage. 'Suppose you take that
embroidered cloth over there sinceit hasasrikingdesign.’

Webegantolook at it very carefully, but heinterrupted.

'That isnot looking. It isstaring/

Wetried tordax our gaze, but wedid not convince him that
wewer e seeing what wewer elooking at.

'Moreattentively/ heordered.
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Weall bent forward.

'Still alot of mechanical gazing/ heinssted, 'and litde atten-
tion/

Weknit our browsand seemed to meto be most attentive.

'To be attentive and to appear to be attentive are two differ-
ent things/ hesaid. 'Makethetest for your selves, and seewhich
way of lookingisreal, and which isimitative/

After agreat deal of adjuging wefinally settled down quiedy,
trying not to grain our eyes, and looked at the embroidered
cloth.

Suddenly heburg out laughing, and turningto mehesaid:

"If only I could photograph you just asyou are! Y ou would-
n't believe that any human being could contort himself into
such an absurd attitude. Why, your eyes are aimost bursting
from their sockets. Isit 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
havetobend forwardstoit? Throw your self back! A great deal
mor el*

He was able, finally, to reduce a little of my tenseness. The
litde he did accomplish made an enormous difference to me.
No one can have any idea of thisrélief unless he has stood on
theopen stage, crippled with grained muscles.

'A chattering tongue or mechanically moving handsand feet
cannot take die place of the comprehending eye. The eye of an
actor which looksat and sees an object attracts the attention of
die spectator, and by the sametoken pointsout to him what he
should look at. Conversdly, ablank eyeletsdieattention of the
gpectator wander away from the stage/

Herehewent back to his demongration with dectric lights:
'l have shown you a sries of objects such asweall havein life.
Y ou have seen the objectsin the way that an actor should feel
diem on thestage. Now | shall show you how they never should
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be looked at but neverthdess aimost always are. | shall show
you theobjectswith which an actor'sattention isnearly always
bused whileheison theboards'

All die lights went out again, and in the dark we saw litde
bulbsflashing all around. They dashed about the sageand then
all through the audience. Suddenly they disappeared, and a
strong light appeared above one of the seatsin the orchestra.

* What isthat? asked avoicein thedark.

'That is the Severe Dramatic Critic/ said the Director. '‘He
comesin for alot of attention at theopening.'

Thelitde lights began to flash again, then they sopped and
again a srong light appeared, thistime over die orchestra seat
oftheregisseur.

Scar cdy had this gone out when a dim, weak, and tiny bulb
appeared on the sage. 'That', said he ironically, 'is the poor
partner of an actor who payslitdeattentiontoher.'

After thisthelitdelightsflashed all around again, and thebig
lights came on and off, sometimes smultaneoudy, sometimes
separately,—an or gy of lights. It reminded meof theexhibition
performance of Othello, when my attention was scattered all
over the theatre, and when only accidentally, and at certain
moments, was| ableto concentrate on a near by object.

'Isit now dear’, the Director asked, 'that an actor should
choose the object of his attention on the stage, in the play, the
role, and the setting? Thissthedifficult problemyoumustsolve.

4

Today the Assgant Director, Rakhmanov, appeared and an-
nounced that lie had been asked by the Director to take his
placefor adassindrill.

'‘Collect all of your attention,' lie said in a crisp, confident
tone. "Your exercisewill be asfollows. | shall sdlect an object
for each of you tolook at. Y ou will noticeitsform, lines, col-
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ours, detall, characteridtics. All thismust be donewhile | count

thirty. Then the lights will go out, so that you cannot seethe

object, and | shdl cdl upon you to describeit. In the dark you

will tell me everything that your visua memory has retained.

| shal check up with thelightson, and compare what you have
told me with the actua object. Listen closdy. | am beginning.

Maria—themirror/

'‘O good gracioud! Isthisthe one?

‘N o unnecessary questions. Thereisone mirror in theroom,
and only one. An actor should be agood guessr.

'Leo—the picture, Grisha—the chanddier, Sonya—the scrap-
book.’

‘Theleather one? she asked, in her honeyed voice.

'l have dready pointed it out. | do not repeat. An actor
should catch thingson thefly. Kostya—therug/

‘Thereareanumber of them/1 sad.

'In cae of uncertainty, decide for yoursdf. 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. Vassli—the piano. One, two,
three, four, five .. / He counted dowly up to thirty. 'Lights
out/ Hecdled on mefirst.

'Y outold metolook at arug, and | could not decide at once,
0 | lost some time-'

‘Beshorter, and sick to the point/

‘The rug is Perdan. The generad background is reddish
brown. A big border frames the edges-* | went on describ-
ingit until the Assstant Director cdled out 'Lights.

"You remembered it dl wrong. You didn't carry the im-
pression. Y ou scattered it. Leo!'

'l could not make out the subject of the painting, because it
isso far away, and | am short-sighted. All | saw was ayelow
toneon ared background.
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'‘Lights. There is neither red nor yellow in the painting.
Grisha/

'The chanddier is gilt. A cheap product. With glass pen-
dants/

‘Lightson. The chanddlier isa museum piece, areal piece of
Empire. Y ou wereadegp at theswitch.

‘Lightsout. Kostya, describeyour rugagain/

Tm sorry, | didn't know that | would be required to do it
again/

‘Never gt therefor oneingant doing nothing. | warn you all
now that | shall examine you twice, or moretimes, until | get
an exact idea of your impressons. LeoV

He made a gartled exclamation and said: 'l wasn't noticing/

In the end we wer e forced to study our objects down to the
lagt detail, and to describethem. In my case, | was called on five
times beforel succeeded. Thiswork at high pressurelasted half
an hour. Our eyes were tired and our attention srained. It
wotdd have been impossible to continue any longer with such
intengity. So the lesson was divided into two parts, of a half-
hour each. After thefirst part wetook alesson in dancing. Then
we went back and did exactly what we did before, except that
the time of observation was cut down from thirty seconds to
twenty. The Assgant Director remarked that the allowance
for observation would eventually bereduced to two seconds.

5

TheDirector continued hisdemongration with eectriclights
today.

"Up to now', he said, 'we have been dealing with objectsin
theform ofpointsof light. Now | am goingto show you acircle
of attention. It will consst of awhole section, large or small in
dimension, and will include a series of independent points of
objects. The eye may pass from oneto another of these points,
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but it must not go beyond the indicated limit of the circle of
attention.

Firg there was complete darkness A moment later a large
lamp was lighted on the table near which | was seated. The
shade of thelamp threw thecircleof theraysdown on my head
and hands, and made a bright light on the centre of the table,
where there was a number of small things. These shone and
reflected all sorts of diflerent colours. Theres of the sage and
thehall wereswallowed up in darkness.

'Thislighted gpace on thetable, said the Director, "illugrates
a Small Circle of Attention. Y ou yoursdf, or rather your head
and hands, on which thelight falls arethecentreof thiscircle/

The effect on me was like magic. All thelittle knick-knacks
on the table drew my attention without any forcing or any in-
gruction on my part. In acrde of light, in the midst of dark-
ness, you have the sensation of being entirely alone. | felt even
mor eat homein thiscircleof light than in my own room.

In such a small space asin this circle you can use your con-
centrated attention to examinevarious objectsin 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 gate of mind, for he cameright up to the
edge of the age and said: "Make a note immediately of your
mood; it iswhat we call Solitudein Public. You arein public
because we are all here. It is solitude because you are divided
from us by a amall circle of attention. During a performance,
before an audience of thousands, you can always enclose your -
sdfinthiscirdelikeasail initsshell®

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 sudents sitting on them,
one comer of the piano, the fireplace with a big arm-chair in
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front of it. | found mysdlf in the centre of the medium light
circle. Of course we coxild not take in everything at once, but
had to examine the area bit by bit, object by object, each thing
within thecircle 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, sothat thewall of darknessdid not seem 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 isthe very Larges Circle. Its di-
mensons depend on the length of your eyesight. Herein this
room | have extended the circle asfar asis possble. But if we
wer estanding on the ssashore or on aplain, thecirclewould be
limited only by the horizon. On the stage such digant per spec-
tivesarefurnished by the painting on the back-dr op.

"Now let ustry to repeat the exercises you havejust done,
except that thistimeweshall haveall thelightson.'

Weall sat down on the stage, around thelargetable, with the
largelamp. | wasjust wherel had been afew momentsbefore,
and fdt for thefirst timethe sensation of being alonein public
Now we wer e supposed to renew this feding in full light with
only amental outlineto makethecircleof attention.

W hen we wer e unsuccessful in our attempts die Director ex-
plained touswhy.

"When you have a spot of light surrounded by darkness, he
said, 'all the objects ingde of it draw your attention because
everythingoutsdeit beinginvisiblethereisno attraction there.
The outlines of such a circle are so sharp and the encircling
shadow so solid that you haveno desreto go beyond itslimits.

'When thelights are on you have an entirely different prob-
lem. Asthereisno obvious outline to your circleyou are ob-
liged to congruct one mentally and not allow your self to look
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beyond it. Your attention must now replace thelight, holding

you within certain limits, and thisin spite of diedrawing power

of all sorts of objects now visible outside of it. Therefore since

the conditions, with and without the spotlight, areopposite, the
method of maintaining thecirclemust change/

He then oudined the given area by a series of objectsin die
room.

For instance, dieround tableoutlined onecircle, diesmallest;
in another part of the sage a rug, somewhat larger than the
table on it, made a Medium Circle; and the largest rugin the
room defined aLargeCircle.

"Now let us take the whole apartment, die Largest Circle/
said theDirector.

Here everything that had helped me up to now to concen-
trate, failed, and—I felt powerless.

Toencourageushesaid:

"Time and patience will teach you how to use the method |
just suggested toyou. Don't for get it and meantimel will show
you ancther technical device which will help to direct your at-
tention. As the circle grows larger the area of your attention
must stretch. Thisarea, however, can continueto grow only up
to the point where you can still hold it all within die limits of
your attention, inddean imaginary line. Assoon asyour border

beginstowaver, you must withdraw quicklytoasmaller circlewhich

can be contained by your visual attention.
"At thispoint you will often get into trouble. Your attention
will dip and becomedisspated in gpace. You must collect it again

andredirect it assoon aspossibleto onesinglepoint or object, such a

for ingtance, that lamp. It will not seem asbright asit did when
there was darkness all around it, neverthdess it will till have
thepower tohold your attention.

"When you have edablished that point, surround it with a
amall circle with the lamp at its centre. Then enlarge it to a
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medium circle which will include several smaller ones. These
will not berenforced each by a central point. If you must have
such apoint, choose anew object and surround it with another
small circle. Apply thesamemethod toamedium cir cle/

But each time the area of our attention was dretched to a
certain point welost control of it. Aseach experiment failed the
Director madenew attempts.

After atimehewent on toanother phaseof thesameidea.

"Haveyou noticed*, he said, 'that up to now you have always
been in the centre of the cirde? Yet you may sometimes find
yourself outsde. For example-'

Everything became dark; then a ceiling light, in the next
room, waslighted, throwing a spot on thewhitetablecloth and
diedishes,

"Now you are beyond the limits of the small circle of your
attention. Your roleisapassveone; oneof observation. Asthe
circle of light is extended, and the illuminated area in the
dining-room grows, your circlealso becomeslarger 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 thesecirclesthat hebeyond you/

6

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

"You can carry it with you wherever you go, on the stage
or off. Get up on the gage and walk around. Changeyour seat.
Behaveasyouwould if you wereat home/

| got up and took several gepsin the direction of the fire-
place. Everything became entirey dark; then from somewhere
appeared a spotlight, that moved along with me. In spite of
moving about | felt at home and comfortablein the centre of a
gmall circle. | paced up and down theroom, the spotlight fol-
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lowing me. | walked tothewindow and it camealso, | sat down
at the piano, till with the light. That convinced me that the
small circle of attention that moves about with you isthe most
essential and practical thing | haveyet learned.

To illugtrate its use the Director told us a Hindu tale, about
a Mahargiah who, about to choose a miniger, announced that
he would take only the man who could walk around on top of
the city walls, holding a dish full to the brim with milk, with-
out spilling a drop. A number of candidates, yelled at, fright-
ened, or in other ways digracted, spilled the milk. 'Those', said
theMaharaah, %oxcnominister ¢/

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

'Fire!" said thecommander of thetroops.

Theyfired, but with noresult.

'Thereisarea Minister,' said theMahargjah,

'‘Didn't you hear thecries? hewasasked.

'No.'

'‘Didn't you seetheattemptstofrighten you?”

‘No.'

'Did you hear the shots?

"No. | waswatchingthemilk.'

Asanother illustration of the moving circle, thistimein con-
crete form, we were each handed a wooden hoop. Some of
these hoops wer e larger, some smaller, according to the sze of
thecircletobecreated. Asyou walk about with your hoop, you
get the picture of the moving centre of attention which you
have to learn to carry around with you. | found it eader to
adapt the suggestion about making a circle out of a series of
objects. | could say to mysdf: from the tip of my left elbow
across my body to my right elbow, including my legs that
comeforward as| walk, will be my circle of attention. | found
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| could easlly carry thiscirclearound with me, enclosemyself in
it, and in it find solitude in public. Even on the way home, in
the confuson of the dred, in the bright sunlight, | found it
much eader to draw such aline around mysdlf and day in it,
than it wasin the theatre with dimmed foodights, and with a
hoop.

7

"Up to now we have been dealing with what we call external
attention/ said the Director today. 'Thisis directed to material
objectswhich Heoutsde of our selves/

He went on to explain what is meant by 'inner attention*
which centres on things we see, hear, touch and fed in imagi-
nary drcumgances. He reminded us of what he said earlier
about imagination, and how we fdt that the source of a given
imagewasinternal and yet wasmentally carried over toapoint
outsde of oursdlves To the fact that we see such images with
inner vision he added that the same was true of our sense of
hearing, smdling, touch and taste.

'The objects of your "inner attention" are scattered through
thewholerangeof your fivesenses he said.

'An actor on the sage lives indde or outsde of himsdf. He
lives areal or imaginary life. This abgract life contributes an
unending source of material for our inner concentration of at-
tention. Thedifficulty in usngit liesin thefact that it isfragile.
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 | said on the subject of external attention, at earlier
lessons, appliesin equal degreetoinner attention.

'The inner attention is of particular importance to an actor
because so much of hislifetakesplacein therealm of imaginary
circumstances.
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'Outside of work in the theatre, thistraining must be carried
over intoyour daily lives. For thispurposeyou can usethe exer-
ciseswedeveloped for theimagination, asthey areequally effective

for concentrating attention.

"When you havegoneto bed at night, and put out your light,
train your self to go over your wholeday, and try toput in 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 ther general arrangement. Bring back all the
thoughtsand inner emaotionswhich wer etouched by your con-
versation at the meal. At other times refresh your earlier
memories.

'‘Make an €ffort to review in detail the apartments, rooms,
and various places wher e you have happened to takeawalk, or
drunk tea, and visualizeindividual objects connected with these
activities. Try also torecall, asvividly aspossible, your friends
and also grangers, and even otherswho have passed away. That
istheonly way to develop a strong, sharp, solid power of inner
and outer attention. To accomplish thisrequires prolonged and
sysematicwork.

'‘Conscientious daily work means that you must have a
srongwill, determination and endur ance/

3

At our lesson today the Dir ector said:

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

"We have had to do with arbitrary attention, intellectual in
itsorigin. Thisis necessary for actors but not very frequently.
It isparticularly useful in collecting attention which hasstrayed.
The smple looking at an object helps to fix it. But it cannot
hold you for long. To gragp 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.

Itis, of course, not necessary to endow every object with an
imaginary life, but you should be senstive to its influence on
you/

As an example of the digtinction between attention based on
intellect, and that based on feding, hesaid:

"Look at this antique chandedlier. It dates back to the days of
the Emperor. How many brancheshasit? What isitsform, its
desgn?

"You have been using your external, intellectual attention in
examining that chandelier. Now | want you to tell me this. do
you likeit? If so, what isit that especially attracts you? What
can it beusad for? Y ou can say to your sdf: thischanddier may
have been in the house of someFidd Marshal when hereceived
Napoleon. It may even have hungin the French Emperor'sown
room when hesigned thehistoric act concer ning theregulations
of the Theatre Francaisin Paris

'In this case your object has remained unchanged. But now
you know that imagined circumstances can trangorm the ob-
ject itself and heighten thereaction of your emotionstoit/

9

Vassli 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 pointsof attention aswell.

"You fed powerlessin theface of such atask/ said the Dir ec-
tor, 'and yet any smplejuggler in acrcuswould have no hesi-
tation in handling far more complicated things, risking his life
ashedoesit.
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"The reason why he can do thisis that attention is built in
many layersand they do not interferewith oneanother. Fortu-
nately, habit makes a large part of your attention automatic.
Themogt difficult timeisin theearly gagesof lear ning.

'Of coursg, if you havethought up tonow that an actor relies
merely on ingpiration you will have to change your mind.
Talent without work is nothing more than raw unfinished
material/

There followed a discusson with Grisha about the fourth
wall, die question being how to visualize an object on it with-
out looking at theaudience. TheDirector'sanswer tothiswas:

'Let us suppose that you are looking at this non-existent
fourth wall. 1t isvery near. How should your eyes focus? Al-
most at thesameangleasif you werelookingat thetip of your
nose. That isthe 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 tolook at this
imaginary wall they focustheir eyes on someonein the or ches-
tra. Their angleof vision isquitedifferent from what it must be
to see anearby object. Do you think that the actor himsdf, the
person opposite to whom heis playing, or the spectator, gets
any real satisfaction from such a physiological eror? Can he
successfully fool ether his own nature or ours by doing some-
dung so abnormal?

'Suppose your part calls for looking over to the horizon on
the ocean, where the sail of a vessd is ill visble. Do you re-
member how your eyeswill befocussed to seeit? They will be
lookingin almost paralld lines. To get them into that position,
when you areganding on the stage, you must mentally remove
thewall at thefar end of theauditorium and find, far beyond it,
an imaginary point on which you can fix your attention. Here
again an actor will usually let his eyesfocusas though hewere
looking at someonein theorchedtra.
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* When, by aid of the required technique, you learn how to
put an object in itsright place, when you undersand the rela-
tion of vision to digance, then it will be safe for you to look to-
ward the auditorium, letting your vision go beyond the spec-

| tatorsor stop this sde of them. For the present, turn your face

to theright or to theleft, above or sdeways. Do not be afraid
that your eyeswill 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 thefootlights.
When thishappensit will be done naturally, ingtinctively, and
rightly. Unless you fed this subconscious need, avoid looking
at that non-existing fourth wall, or into the disance, until you

Jhavemagered thetechniquewith which it can bedone.’

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
hiswholecreativemethod will provelopsided and bear noréa-
tiontolife.

There are people gifted by nature with powers of observa-
tion. Without effort they form a sharp impresson of whatever
is going on around them, in themsdves, and in others. Also
they know how to cull out of these observations whatever is
most sgnificant, typical or colourful. When you hear such

peopletalk you are gruck by the amount that an unobservant
per son mMisses.

'Other people are unable to develop this power of observa-
tion even aufficiendy to preserve their own smplest interests.
How much lessable, then, arethey todoit for the sake of study-
inglifeitsdf.
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'Aver age 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 gate of mind of the persons with
whom they talk. They can nether actively grasp the complex
truths of life nor listen in a way to undersand what they hear.
If they could do this, life, for them, would be better and eader,
and ther creativework 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, dedre to succeed and systematic
practice.

"How can weteach unobservant peopleto noticewhat nature
and life are trying to show them? Firg of all they must be
taught tolook at, tolisten to, and to hear what isbeautiful. Such
habits elevate their minds and arouse fedings which will leave
deep tracesin ther emotion memories. Nothingin lifeismore
beautiful than nature, and it should be the object of congtant
observation. To begin with, take alittle flower, or a petal from
it, or a ider web, or a desgn 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 appredate it and
define its qualities. And do not shun the darker sde of nature.
Look for it in marshes in the dime of the sea, amid plagues of
insects, and remember that hidden behind these phenomena
thereisbeauty, just asin lovelinessthere isunloveliness. What
is truly beautiful has nothing to fear from disfigurement. In-
deed, disfigurement often emphasizes and sets off beauty in
higher rdief.

"Saarch out both beauty and its opposite, and define them,
learn to know and to see them. Otherwise your conception of
beauty will beincomplete, saccharine, prettified, sentimental.
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"Next turn to what the human race has produced in art,
literature, music.

'At thebottom of every processof obtaining creative material
for our work isemotion. Feding, however, doesnot replace an
immense amount of work on the part of our intelects. Perhaps
you are afraid that thelittle touches which your mind may add
on its own account will spoil your material drawn from life?
Never fear that. Often these original additionsenhanceit gr eat-
ly if your belief inthemissincere.

'Let metell you about an old woman | once saw trundling a
baby carriagealongaboulevard. In it wasa cagewith acanary.
Probably the woman had placed all her bundlesin the carriage
to get them home more easly. But | wanted to seethingsin a
different light, so | decided that the poor old woman had lost
al of her children and grand-children and the only living
creatureleft in her life was—this canary. So shewastaking him
out for arideon the boulevard, jdst as she had done, not long
before, her grandson, now lost. All thisismoreinteresting and
suited to the theatre than the actual truth. Why should | not
tuck that impresson into the sorehouse of my memory? | am
not a censustaker, *who isrespongblefor collecting exact facts.
| am an artig who must have material that will sir my emo-
tions.

* After you havelearned how to observelifearound you and
draw on it for your work you will turn to the sudy of the most
necessary, important and living emotional material on which
your main cregtivenessisbased. | mean thoseimpressonswhich
you get from direct, personal intercourse with other human
beings. This material is difficult to obtain becausein large part
it isintangible, indefinable, and only inwardly perceivable. To
be sure, many invisible, spiritual experiencesarereflected in our
facial expresson, in our eyes, voice, Speech, gestures, but even
S0 it isno 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
otherstoseethem asthey really are.

'When theinner world of someoneyou have under observa-
tion becomes dear to you through his acts, thoughts and im-
pulses, follow his actions closely and study the conditions in
which hefindshimsdf. Why did he do this or that? What did
hehavein hismind?

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

'If | wereto assureyou that your technique could achieve so
much | should bedeceivingyou. Asyou progressyou will learn
mor e and moreways in which to simulate your subconscious
selves, and to draw them into your creative process, but it must
beadmitted that we cannot reducethisstudy of theinner life of
other human beingsto a scientific technique®



CHAPTER SIX
RELAXATION OF MUSCLES
i
hen the Director cameinto die classroom he called on
Maria, Vanya and me to play the scene where the
money isburned.

Wewent on thestageand sarted.

In the beginning thingswent well. But when wereached the
tragic part | felt that something insde of me faltered, then, to
give myself some support from outside, | pressed with all my
srength againg some object under my hand. Suddenly some-
thing cracked; at thesametimel felt a sharp pain; somewarm
liquid wet my hand.

| am not surewhen | fainted. | remember some confusion of
sounds. After that increasng weakness, dizziness and then un-
CONSCIOUSNESS.

My unfortunate accident (I had grazed an artery and lost so
much blood that | wasin bed for somedays) led theDirector to
make a change of plan, and take up ahead of schedule part of
our physical training. A summary of hisremarkswasgiven me
by Paul

Tortsov said: It will be necessary to interrupt the srictly
systematic development of our programme, and to explain to
you, somewhat ahead of the usual order, an important step
which we call "Freang our Muscles'. The natural point at
which | should tell you about thisis when we come to the
external sde of our training. But Kogtya's Stuation leads to

our discussng this question now.
95
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"You cannot, at thevery beginning of our work, haveany concep-
tion of theevil that resultsfrom muscular spasmsand physical con-
traction. When such a condition occursin the vocal organs a
person with otherwise naturally good tones becomes hoar se or
even loses his voice. If such contraction attacks the legs, an
actor walkslikeaparalytic; if itisin hishands, they gr ow numb
and move like gicks. The same sort of pasms occur in the
spine, the neck and the shoulders. In each case they cripple the
actor and prevent him from playing. It iswor & of all, however,
when this condition affects his face, twisting his features, para-
lysing them, or making his expresson turn to stone. The eyes
protrude, the taut muscles give an unpleasant look to the face,
expressing quite the contrary of what is going on insde the
actor, and bearing no relation to his emotions. The spasms can
attack the diaphragm and other organs connected with breath-
ing and interferewith 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
theactor isexperiencing, hisexpresson of them, and hisgeneral
date of fedling.

"To convince you of how physical tenseness paralyses our
actions, and is bound up with our inner life, let us make an
experiment. Over thereisagrand piano. Try toliftit/

Thesudents, in turn, madetremendous effortsand succeeded
inraigngonly onecomer of theheavy instrument.

'While you are holding the piano up, multiply quickly
thirty-seven timesnine/ said the Dir ector to one of diestudents.
"You can't doit? Well, then, use your visual memory to recall
all the goresalong the greet from the corner to thetheatre....
Can't do that e@ther? Then sng me the Cavatina from Faust.
No luck? Well, try to remember the tagte of a dish of kidney
stew, or the fed of glk plush, or the smel of something
burning.’



RELAXATION OF MUSCLES 97

Tocarry out hisordersdiestudent let down thecorner of the
piano, which he had been holding up with great effort, rested
for amoment, recalled the questions put to him, let them snk
ipto hisconsciousness, and then began to respond to them, call-
ing up each required sensation. After that he renewed his mus-

I cular effort, and with difficulty lifted one comer of the piano.

'Soyou sec', said Tortsov, 'that in order to answer my ques-
tionsyou had to let down the weight, relax your muscles, and
only then could you devote your self to the operation of your
five senses.

'Doesn't this prove that muscular tautness interferes with
inner emotional experience? Aslong asyou have this physical

1 tenseness you cannot even think about ddicate shadings of feel-
ing or the spiritual life of your part. Consequendy, before you
attempt to create anything it is necessary for you to get your
musclesin proper condition, so that they do not impede your
actions.

'‘Hereistheconvincing cae of Kostya'saccident. L et ushope
that his misfortune will serve as an effective lesson to him, and
toyou all, in what you must not doon thestage/

'But isit possibleto rid yourself of this tenseness?® someone
asked.

The Director recalled the actor described in My Life in Art,
who suffered from a particularly strong tendency to muscular

I gpasns With the aid of acquired habits and constant checking
up, hewas able to reach the point wher e, as soon as he set foot
on the stage, his muscles began to soften. The same thing hap-
pened at critical moments in creating his part—his muscles of
their own accord tried to shakeoff all tendty.

'[tisnot only astrong general muscular spasm that interferes
with proper functioning. Even the SUghtes pressure at a given
point may arres the creative faculty. Let me give you an ex-
ample. A certain actress, with a wonderful temperament, was
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able to use it only at rare and accidental intervals. Ordinarily
her emotions were replaced by plain effort. She was worked
over from the point of view of loosening up her muscles, but
with only partial success. Quite accidentally, in the dramatic
parts of her role, her right eyebrow would contract, ever so
dightly. So | suggested that when she came to these difficult
trangtionsin her part she should try to get rid of all tenseness
in her faceand completely freeit. When shewasableto accom-
plish this, all the rest of the musclesin her body relaxed spon-
taneoudy. She was transformed. Her body became light, her
face became mobile and expressed her inner emotions vividly.
Her fedingshad gained afreeoutlet tothesurface

"Jug think: the pressure of one muscle, at a single point, had
been able to throw out her whole organism, both spiritually
and physically!®

2

Nicholas, who cameto seemetoday, assertsthat dieDirector
said it isimpossible completely to free the body from all un-
necessary tenseness. Asdefrom beingimpossble, itisalso super-
fluous. And yet Paul, from the same remarks of Tortsov, con-
cluded that to relax our musclesis absolutely incumbent on us,
both when weareon thestage, and in ordinary life.

H ow can these contradictionsbereconciled?

AsPaul cameafter Nicholas, | givehisexplanation:

'Asahuman being, an actor isinevitably subject to muscular
tengity. Thiswill set in whenever he appearsin public. He can
rid himsef of the pressure in his back, and it will go to his
shoulder. Let him chaseit away from diere and it will appear
in his diaphragm. Constantly in some place or other dierewill
bepresure.

'Among the nervous people of our generation this muscular
tendity isinescapable. To destroy it completely isimpossible,
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but we must struggle with it incessantly. Our method congsts
of developing a sort of control; an observer, asit were. This
observer must, under dl circumstances, seethat at no point shal
there be an extraamount of contraction. This process of sdf-
observation and remova of unnecessary tenseness should be de-
veloped to the point whereit becomes a subconscious, mechan-
ica habit. Nor isthat sufficent. It must beanormal habitand a
natural necessity, not only during the quieter partsof your role,
but especidly at times of the greatest nervousand physical lift/

"'What do you mean? | exdlamed. 'That one should not be
tensein moments of excitement?

'‘Not only should you not betense," explained Paul, 'but you
should make dll the greater effort torelax.'

Hewent on to quote the Director as saying that actorsusualy
grain themsalvesin the exciting moments. Therefore, at times
of great dress it is espedidly necessaxry to achieve a complete
freeing of the muscles. Infact, inthe high moments of apart the
tendency to relax should become more normal than the ten-
dency to contraction.

'Isthat redly feasible? | asked.

"The Director assrtsthatitis,' Paul said. 'He does add that
athoughitisnot possbleto get rid of al tensenessat an exciting
point yet one can learn congtantly to relax. Let the tensness
come, hesays, if you cannot avoid it. Butimmediately let your
control gepinand removeit.’

Until this control becomes a mechanica habit, it will be
necessaty to give alot of thought to it, and that will detract
from our creative work. Later, this relaxing of die musdes
should become anorma phenomenon. This habit should be
developed daily, congtantly, sysematicaly, both during our
exerdsesat school and at home. It should proceed whilewe are
going to bed or getting up, dining, walking, working, resting,
in moments of joy and of sorrow. The 'controller' of our
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musclesmust bemade part of our physical make-up, our second
nature. Only then will it cease to interfere when we are doing
creativework. If werelax our musclesonly during special hours
set adde for that purpose, we cannot get results, because such
exercises arenot custom-forming, they cannot become uncon-
scious, mechanical habits.

When | showed doubt at the possibility of doing what Paul
had just explained to me, he gave the Director's own experi-
ences as an example. It ssemsthat in his early yean of artigic
activity, muscular tenseness developed in him almost to the
point of cramp—and yet, since he has developed a mechanical
control, he fedsthe need of relaxing at times of intense nerve
excitement rather than the need to giffen hismuscles.

3

Today | was also called on by Rakhmanov, the Assgant
Director, whoisavery agreeable person. Hebrought megr eet-
ingsfrom Tortsov, and said he had been sent to ingruct mein
someexer cises,

TheDirector had said: 'K ostya can't be busy whileheislying
therein bed, solet him try out someappropriate way of spend-
inghistime/

Theexercise consgs of lying on my back on aflat, hard sur-
face, such asdiefloor, and making a note of various groups of
musclesthroughout my body that are unnecessarily tense.

1 fed a contraction in my shoulder, neck, shoulder-blade,
around my waist—'

The places noted should then be immediately relaxed, and
others searched out. | tried to do thissmple exercisein front of
Rakhmanov, only insgead of on the floor | lay on a soft bed.
After | had rdaxed the tense muscles and left only such as
seemed necessary to bear the weight of my body | named the
following places.
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'Both shoulder bladesand base of thespinal cord.' But Rakh-
manov objected. * Y ou should doassmall children and animals
do/hesaid firmly.

It ssemsthat if you lay an infant, or a cat, on some sand, to
rest or to deep, and then carefully lift him up, you will find the
imprint of hiswhole body on the soft surface. But if you make
dievery sameexperiment with a person of our nervousgenera-
tion, all you will find on the sand are die marks of his shoulder
blades and rump—whereas all die rest of his body, thanks to
chronic muscletension, will never touch diesand at all

In order to makea sculptural imprint on a soft surface, when
weHedownwemust rid our bodiesof every muscular contrac-
tion. That will give the body a better chanceto rest. In lying
thisway, you can in half an hour or an hour refresh your self
mor e than by awhole 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 givetores is
limited. Ingead of along rest the same result is brought about
by completely freeingther bodiesfrom muscular tension.

The Assgant Director makes constant use of this method
during his short periods of rest between his day and evening
occupations. After ten minutesof thiskind of rest hefedscom-
pletely refreshed. Without this breathing spell he could not
possibly doall thework that fallsto him.

As soon as Rakhmanov had gone | found our cat and laid
him on one of the soft pillows on my sofa. He left a complete
imprint of hisbody. | decided tolearn from him how torest.

TheDirector says "An actor, likean infant, must learn every-
thing from the beginning, to look, to walk, to talk, and so on.
. » « Weall know how to do these thingsin ordinary life. But
unfortunately, the vast majority of us do them badly. One
reason for thisisthat any defects show up much morenotice-
ably in the full glare of the footlights, and another is that the
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stage has a bad influence on die general state of the actor.’ Ob-
viously these words of Tortsov apply also to lying down. That
iswhy | now lieon the sofawith thecat. | watch him deep and
try toimitatethe way he doesit. But it isno easy matter to lie
so that not one muscleistense and so that all the parts of your
body touch the surface. | can't say that it is difficult to note this
or that contracted muscle. And it'sno particular trick to loosen
it up. But dietroubleisthat you no sooner get rid of onetight
muscle than another appears, and athird, and so on. Themore
you noticethem, the morethereare of them. For awhilel suc-
ceeded in getting rid of tensenessin theregion of my back and
neck. | can't say that this resulted in any feding of renewed
vigour but it did make dear to me how much superfluous,
harmful tenseness we are subject to without realizing it. When
you think of the treacheroudy contracting eyebrow of that
actressyou begin serioudy tofear physical tenseness

My main difficulty seems to be that | become confused
among a variety of muscular sensations. This multiplies by ten
die number of points of tenseness and also increases the inten-
sity of each. | end up by not knowing where my hands or head
are.

Howtired | am from today's exer cises!

Y ou don't get any rest from thekind of lying down in which
| have been indulging.

4

Today L eo stopped by and told me about the drill at school.
Rakhmanov, following the Director's orders, had the sudents
liemotionless, then take a variety of poses, both horizontal and
vertical, Stting up sraight, half stting, ssanding, half sanding,
kneeling, crouching, alone, in groups, with chairs with atable
or other furniture. In each position they had to make a note of
the tense muscles and name them. Obvioudy some muscles
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would betensein each of the poses. But only thosedirectly in-
volved should be allowed to remain contracted, and not any
othersin the vicinity. Also one must remember that there are
varioustypes of tenseness. A muscle which isnecessary to hold-
ing a given position may be contracted but only asmuch asis
necessary tothepose.

All these exercises called for intensified checking up by the
‘controller*. Itisnot assmpleasit sounds. Firg of all, it requires
awell-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.

Assoon asL eoleft, | turned tothecat. It makes no difference
what position | invent for him, whether heis put down head
first, or madetolieon hissdeor back. He hangsby each of his
paws in successon and all four at once. Each timeit is easy to
seethat hebendslikeaspring for asecond, and then, with extra-
ordinary ease, arranges his muscles, loosening up those he does
not need, and holding tensetheonesheisusing. What amazing
adaptability!

During my sesson with the cat, who should appear but
Grisha. Hewas not at all the same person who always argues
with the Director, and hewasvery interesting in hisaccount of
the dasses. I n talking about musclerelaxation, and of dieneces-
sary tensenessto hold apose, Tortsovtold astory out ofhisown
life: in Rome, in a private house, he had the opportunity of
watching an exhibition to test equilibrium, on the part of an
American lady who wasinterested in therestoration of antique
sculpture. In gathering up broken pieces and putting diem to-
gether shetried to recongitute the original pose of the satue.
For this work she was obliged to make a thorough study of
weight in die human body, and to find out, through experi-
ments with her own body, where the centre of gravity liesin
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any given pose. She acquired a remarkableflair for the quick
discovery in hersdf of those centres which establish equili-
brium. On the occason described, she was pushed, and flung
about, caused to ssumble, put in what seemed to be untenable
positions, but in each case she proved her sdf able to maintain
her balance. Moreover, thislady, with two finger s, was ableto
upset a rather portly gentleman. This also she had learned
through study of centres of weight. She could find the places
that threatened the equilibrium of her opponent and overthrow
him, without any effort, by pushing him in those spots.

Tortsov did not learn thesecret of her art. But heunder stood,
from watching her, the importance of centres of gravity. He
saw to what degree of agility, litheness and adaptability the
human body can be trained, and that in thiswork the muscles
dowhat isrequired by a sense of equilibrium.

5

Today Leo came in to report on the progress of the drill at
schoal. It seems that some subgtantial additions to the pro-
gramme were made. The Director indsted that each pose,
whether lying down or sanding up, or any other, should be
subject not only to the control of self-observation, but should
also bebased on someimaginativeidea, and enhanced by 'given
drcumstances’. When this is done it ceases to be a mere pose.
It becomes action. Suppose | raise my hand above my head
and say to mysdlf:

'If | were ganding this way and over me on a high branch
hung apeach, what should | doto pick it?*

You have only to believe in thisfiction and immediately a
lifdess pose becomes areal, lively act with an actual objective:
to pick the peach. If youjust fed the truthfulness of this act,
your intention and subconsciousness will come to your aid.
Then superfluous tension will disappear. The necessary muscles
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will comeinto action, and all thiswill happen without thein-
terference of any conscioustechnique.

There should never be any posing on the stage that has no
bass There is no place for theatrical conventionality in true
creativeart, or in any seriousart. If it isnecessary to use a con-
ventional pose you mugt give it a foundation, so that it can
Sservean inner purpose.

Leo then went on to tell about certain exercises which were
done today, and these he proceeded to demondrate. It was
funny to sese hisfat figure dretched out on my divanin the first
pose he happened to fall into. Half of his body hung over the
edge, hisfacewasnear thefloor, and onearm was sretched out
in front of him. You fdt that hewasill at ease and that he did
not know which musclestoflex and which toreax.

Suddenly he exclaimed: 'There goes a huge fly. Watch me
swat him f

At the moment he stretched himself towards an imaginary
point to crush the insect and immediately all the parts of his
body, all of hismuscles, took their rightfiil positionsand wor ked
asthey should. Hisposehad areason, it wascredible.

Natur e operatesa live organism better than our much adver -
tised technique!

The exerciseswhich the Director used today had the purpose
of making the sudents conscious of the fact that on the stage,
In every poseor position of the body, there arc three moments:

First: superfluoustensenesswhich comesnecessarily with each nev
posetaken andwith theexcitement of doingitin public.

Second: themechanical relaxation of that superfluoustension,
under thedirection of the'controller*.

Third: judtificationofthe poseif itin itselfdoesnot convincetheactol

After Leo left it was the cat's turn to help me try out these
exercisesand get at their meaning.

To put him into a receptive mood | laid the cat on the bed
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besde me and stroked him. But insgead of remaining there he
jumped acrossmedown on to thefloor ,and stole softly towar ds
diecorner whereheapparendy sensed aprey.

| followed his every curve with closest attention. To do this
| had to bend myself arotmd and that was difficult because of
my bandaged hand. | made use of my new 'controller* of
musclesto test my own movements. At first things went well,
only those muscles wer e flexed that needed to be. That wasbe-
cause | had a live objective. But the minute | tranderred my
attention from the cat to mysdf, everything changed. My con-
centration evaporated, | felt muscle pressurein all sortsof places,
and the muscleswhich | had to useto hold my pose wer etense
amog to the point of spasm. Contiguous muscles also were
unnecessarily involved.

"Now 111 repeat that same pose,’ said | to mysdlf. And | did.
But as my real objective was gone the pose was lifdess. In
checking up on thework of my muscles| found that the more
conscious | was in my attitude toward them the more extra
tenseness was introduced and the more difficult it became to
disentangle the superfluousfrom the necessary use of them.

At thispoint | interested myself in a dark spot on the floor.
| reached down to fed it, tofind 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 meto die
conclusion that aliveobjectiveandreal action (it can bereal or
imaginary as long as it is properly founded on given circum-
gancesin which theactor can truly believe) naturally and uncon-

scioudly put naturetowork. Anditisonly natureitself that can fully

control our muscles, tensethem properly or relax them.

6

According to Paul, the Director went on today from fixed
posesto gestures.
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The lesson took place in a large room. The students were
lined up, asif for ingpection. Tortsov ordered themtoraisetheir
right hands. Thisthey did asone man.

Their amswere dowly rased like the bars at a grade cross-
ing. As they did it Rakhmanov fdt their musdes and made
comments. 'Not right, relax your neck and back. Y our whole
armistenss*—and soon.

It would seem that the task given was asmple one. And yet
not one of the students could execute it rightly. They werere-
quired to do aso-cdled 'isolated act', to use only the group of
musclesinvolved in movements of the shoulder, and no others,
none in the neck, back, especidly 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 musdesthat contract remind one of broken
keysin apiano, which when you srike one push down severd,
blurring the sound of the note you want. It is not astonishing,
therefore, that our actionsare not clear-cut. They must be dlear,
like notes on an instrument. Otherwise the pattern of move-
mentsin aroleismessy, and both itsinner and outer rendering
are bound to be indefinite and inartistic. The more delicate the
feding, themoreit requires precision, clarity and plastic quality
initsphysica expresson.

Paul went on to say: "The impression that remains with me
from today'slessonisthat the Director took usall apart, like so
much machinery, unscrewed, sorted out every little bone, oiled,
resssembled and screwed us al together again. Since that pro-
cess| fed mysdf decidedly more supple, agile, and expressive/

"‘What dse happened? | asked.

'Heinggted that when we use an "isolated” group of musdles,
be they shoulder, arm, leg, back musdes, dl other parts of the

body mus remain free and without any tension. For example:
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in raisng one's arm by die aid of shoulder muscles and con-
tracting such asare necessary tothemovement, onemust let the
res of thearm, theelbow, thewrigt, thefingers, all thesejoints,
hang completey limp/

'Could you succeed in doing this? | asked.

"No/ admitted Paul. 'But we did get an idea of how it will
fedl when weshall haveworked up tothat point/

'Isit really sodifficult? | asked, puzzled.

'‘At first, it looks easy. And yet not one of uswas able to do
the exercise properly. Apparently thereisno escape from com-
pletely transforming our selvesif we areto be adapted to the de-
mands of our art. Defects that pass in ordinary life become
noticeablein theglare of thefootlightsand they makea definite
impression on thepublic.®

Thereason is easy to find: life on the sageis shown in small
compass, asin thelensof a camera. Peoplelook at it with opera
glasses, the way they examine a miniature with a magnifying
glass. Consequently no detail escapesthe public, not the dight-
ed. If these siff arms are half-way passable in ordinary life, on
the stage they are smply intolerable. They give a wooden
quality to the human body, makeit look like a mannikin. The
resulting impression is that the actor's soul is likely to be as
wooden ashisarms. If you add to thisa giff back, which bends
only at thewaist and at right angles, you have a complete pic-
tureof agtick. What emotionscan such astick reflect?

Apparently, according to Paul, they didn't succeed at all, in
today's lesson, in doing this one smple thing, raisng an arm
with only the necessary shoulder muscles. They werejust asun-
successfid in doing dmilar exerciseswith the elbow, wrist, and
the variousjoints of the hand. Each time the whole hand be-
cameinvolved. And wor &t of all they did the exercises of mov-
ing all the parts of thearm in turn, from shoulder to finger tips
and back again. That was only natural. Sncethey did not sue-
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ceed in part they could not succeed in thewhol e exer cise, which
was so much mor e difficult.

Asamatter of fact Tortsov did not demonstrate these exer -
ciseswith the idea that we could do them at once. He was out-
lining work which his asssant will do with usin hisdrill and
disciplinecourse. Healso showed exer cisesto dowith theneck,
at all angles, with theback, thewaist, legsand soon.

Later Leo camein. He wasgood enough to do the exercises
that Paul had described, especially the bending and unbending
of the back, joint by joint, beginning with the top one, at the
base of the head, and wor king down. Even that isnot sosmple.
| was only able to sense three places in which | bent my back,
and yet we havetwenty-four vertebrae.

After Paul and L eo had gonethecat camein. | continued my
observation of him in varied and unusual, indescribable poses.
When heraisss hispaw, or unsheathes hisclaws| havethefed-
ingthat heisusing groupsof musclesthat are especially adapted
tothat movement. | am not madethat way. | cannot even move
my fourth finger by itsdf. Both the third and fifth move with
it.

A development and degree of finish in the cultivation of
muscle technique asit existsin some animalsis unattainable for
us. No technique can achieve any such perfection in muscle
control. When thiscat pounceson my finger, heinstantaneous-
ly passes from complete repose to lightning motion, which is
hard tofollow. Y et what economy of energy! How carefully it
is apportioned! When preparing to make a movement, to
spring, he does not waste any for ce in superfluous contractions.
He saves up all his grength, to throw it at a given moment to
thepoint wherehewill need it. That iswhy hismovementsare
so clear-cut, well-defined and power ful.

To test mysdf, | began to go through the tiger-like motions
| had used in playing Othello. By thetime| had taken one step
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all my muscles tightened up and | was forcibly reminded of
just how | felt at the test performance, and realized what my
main mistake had been at that time. A numb creature, whose
wholebody isin thethroesof muscular pasms, cannot possibly
feel any freedom on the stage, nor can he have any proper life.
If it isdifficult todo smplemultiplication whileholding up one
end of a piano, how much lesspossible mugt it beto expressthe
dedlicate emotions of a complicated role. What a good lesson
the Director gave usin that test performance, when we did all
thewr ong thingswith completeassurance
It wasawiseand convincingway of proving hispoint.



CHAPTER SEVEN
UNITS AND OBJECTIVES

|
hen we came into the theatre auditorium today, we
wer e faced with a large placard, on which were these
words. UNITS AND OBJECTIVES.

The Director congratulated us on arriving at anew and im-
portant sagein our work, explaining what he meant by units,
tellingushow aplay and apart aredivided intotheir eements.
Everything he said was, asalways, clear and interesting. How-
ever, before | write about that, | want to put dcwn what hap-
pened after the lesson was over, because it helped me to appre-
ciatemor efully what hehad said.

| wasinvited, for thefirst time, to dineat the house of Paul's
uncle, the famous actor, Shustov. He asked what we were do-
ing at school. Paul told him we had just reached the study of
"unitsand objectives*. Of courseheand hischildren arefamiliar
with our technical expressons.

'Children!" said he laughingly, asthe maid set alargeturkey
in front of him, 'Imaginethat thisisnot aturkey but a five-act
play, The Inspector General Can you do away with it in a
mouthful? No; you cannot make a single mouthful @ther of a
whole turkey or afive-act play. Therefore you must carve it,
first, into large pieces, like this.. / (cutting off the legs, wings,
and soft partsof theroast and laying them on an empty plate).

'Thereyou havethefir st bigdivisons. But you cannot swal-
loweven such chunks. Thereforeyoumust cut them into smaller
pieces, likethis..." and he digointed the bird still further.

in
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"Now pass your plate/ said Mr. Shustov to the edest child.
'Therésabig piecefor you. That'sthefir st scene/

To which theboy, ashe passed hisplate, quoted the opening
lines of The Inspector General in a somewhat ungeady bass
voice: 'Gentlemen, | have called you together, to give you a
highly unpleasant pieceof news/

'Eugene/ said Mr. Shustov to his second son, 'hereis the
scene with the Pogmagter. And now, Igor and Theodore, here
Isthe scene between Bobchinski and Dobchinski. Y ou twogirk
can do the piece between theMayor'swifeand daughter.

‘Swallow it/ he ordered, and they threw themsalves on their
food, shoving enormous chunksinto their mouths, and nearly
choking themsalvesto death. Whereupon Mr. Shustov warned
them to cut ther piecesfiner and finer ill, if necessary.

'What tough, dry meat/ heexclaimed suddenly to hiswife.

'Giveit taste/ said one of the children, 'by adding " an inven-
tion of theimagination” /

'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
horseradish, 'issomething from theregisseur/

'More spice, from the actor himself/ put in one of the boys,
sprinkling pepper on themeat.

'Some mugtard, from a left wing artig? said the youngest
girl-

Uncle Shustov cut up hismeat in the sauce made of the chil-
dren'sofferings.

Thisisgood/ hesaid.'Even thisshoeleather almost ssemsto
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-
gances'. Thedrier thepart themoresauceyou need.’
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| left the Shustovs’ with my head full of ideas about units. As
soon as my attention was drawn in this direction | began to
look for waysof carryingout thisnew idea.

As| bade them good-night, | said to mysdlf: one bit. Going
downgairs| was puzzled: should | count each step aunit? The
Shugtovs live on the third floor ,—sixty seps—sixty units. On
that bass, every sep along the sdewalk would have to count.
| decided that the whole act of going downgairs was one bit,
and walkinghomeanother.

How about opening the street-door; should that be one unit
or sveral? | decided in favour of several. Therefore, | went
downgtairs—two units; | took hold of the door knob—three; |
turned it—four; | opened the door—five; | crossed the thres-
hold—six; | shut the door—seaven; | relaxed theknob—eight; |
went home—nine.

| jostled someone—no, that was an accident, not a unit. |
stopped in front of a bookshop. What about that? Should the
reading of each individual title count, or should the general
survey be lumped under one heading? | made up my mind to
call it one. Which mademy total ten.

By thetimel washome, undressed and reaching for the soap
to wash my hands | was counting two hundred and seven. |
washed my hands—two hundred and eight; | laid down die
soap—two hundred and nineg; | rinsed the bowl—two hundred
and ten. Finally | got into bed and pulled up the cover s—two
hundred and sixteen.

But now what? My head was full of thoughts. Was each a
unit? If you had to go through a five-act tragedy, like Othello,
on this bass, you would roll up a score of several thousand
units. Y ou would get all tangled up, sotheremust be someway
of l[imitingthem. But how?
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2

Today | spoke to the Director about this. His answver was:
'A certain pilot wasasked how he could ever remember, over a
long dretch, all the minute details of a coast with its turns,
shallowsand reefs. Hereplied: " | am not concer ned with them;
| sticktothechannel”

'So an actor must proceed, not by a multitude of details, but
by those important unitswhich, like sgnals, mark his channe
and keep himin theright creativeline. If you had to sage your
departure from the Shusovs* you would have to say to your -
sf: firg of all, what am | doing? Y our ansve—gaing home—
givesyou thekey toyour main objective.

'Along the way, however, there were stops. Y ou stood till
at one point and did something else. Therefore looking in the
shopwindowisan independent unit. Then asyou proceeded you
returned toyour first unit.

'Finally you reached your room and undressed. This was
ancther bit. When you lay down and began to think you began
gill another unit.

* We have cut your total of units from over two hundred
down tofour. Thesemark your channel

'"Together they create onelar ge obj ective—going home.

'Suppose you are saging thefirst bit You are going home,
you just walk and walk and do nothing ese. Or the second bit,
ganding in front of theshop window; you just sand and stand
For the third you wash your sdf, and for the fourth you lieand
lie. If you do that your acting will be boring, monotonous.
Your director will ingst on a more detailed development of
each bit. Thiswill oblige you to break each unit up into finer
detailsand reproducethem clearly and minutely.

'If these finer divisons are still too monotonous you will
have to break diem up still further until your walk down the
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dreet reflects the detall stypical of such an act: meseting friends,
agreeting, observation of what isgoing on around you, jostling
passarsby and soon/

The Director then discussad the things Paul's uncle had
talked about. We exchanged knowing amiles aswe remembered
dieturkey.

‘The largest pieces you reduce to medium Sze, thento small,
and then to fine, only to revene the process eventualy and re-
as=mblethewhole.

'Always remember*, he warned, 'that the divison is tem-
porary. The part and the play must not remainin fragments. A
broken statue, or adashed canvas, isnot awork of art, no mat-
ter how beautifiil its parts may be. It isonly in the preparation
of arolethat weuse smdl units. During itsactud crestion they
fuseinto large units. Thelarger and fewer thedivisons, dieless
you haveto ded with, theesder it isfor youto handiethewhole
role.

‘Actors conquer these larger divisons eeslly if they are thor-
oughly filled out. Strung dong through aplay, they take the
place of buoysto mark the channel. Thischannd pointsthetrue
course of crediveness and makes it possible to avoid the shal-
lowsand reefs

‘Unfortunately many actorsdispense widi thischannel. They
are incapable of dissecting a play and andysng it. Therefore
they find themsealves forced to handle amultitude of superficid,
unrelated details, so many that they become confused and lose
all senseof thelarger whole.

‘Do not take such actors for your model. Do not break up a
play morethan isnecessary, do not usedetailsto guideyou. Create:
channel outlined by largedivisions, which have been thoroughly
wor ked out andfilled down tothelast detail.

‘The technique of divison is comparatively smple. Y ou ak
yoursdf: " What isthe core of the play—thething without which it
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cannot exist?" Then you go over themain pointswithout entering
into detail Let us say that we are studying Gogol's I nspector
General What isessential toit?”

"Thelngpector General/ said Vanya.

'Or rather the episodewith K hlestakov/ corrected Paul.

'Agreed/ said the Director, 'but that isnot sufficent. There
must be an appropriate background for this tragicomical
occurrence pictured by Gogol. Thisis furnished by scoundres
of thetype of the Mayor, the superintendents of various public
ingtitutions, the pair of gossips, etc. Thereforeweareobliged to
concludethat the play could not exist without both Khlestakov
and thenaiveinhabitantsof thetown.

'What dseisnecessary totheplay?' he continued.

Stupid romanticismand theprovincial flirts, liketheMayor's
wifewho precipitated the engagement of her daughter and up-
set thewholetown/ suggested someone.

'Thepogmager'scuriosity and Ossp'ssanity/ other sudents
threwin.'Thebribery, theletter, thearrival of thereal I nspector/

"You have divided the play into its main organic episodes—
itslargest units. Now draw from each of these unitsits essential
content and you will have the inner outline of thewhole play.
Each large unit isin turn divided into the medium and small
parts which, together, composeit. In shaping these divisonsit
isoften necessary to combine several small units.

"You now havea general notion of how to divideaplay into
its component units, and how to mark out a channd to guide
you through it/ said Tortsov in conclusion.

3
'The divison of a play into units, to study its sructure, has
one purpose/ explained the Director today. 'Thereis ancther,
far moreimportant, inner reason. At theheart of every unit lies
acreativeobjective.
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'‘Each objectiveisan organic part of the unit or, conversely,
it createstheunit which surroundsit.

It isjust asimpossible to inject extraneous objectivesinto a
play asit isto put in unitswhich arenot rlated toit, becausethe
obj ectives must form alogical and coherent sream. Given this
direct, organic bond, all that has been said about units applies
equally to objectives.’

'‘Does that mean', | asked, 'that they are also divided up into
major and minor steps?

'Yes, indeed,* said he.

'What about the channel?°1 asked.

'The objective will be the light that shows the right way,*

j explained the Director.

'The migake most actors make is that they think about
the result ingead of about the action that must prepare it.
By avoiding action and aiming sraight at the result you
get a forced product which can lead to nothing but ham
acting.

'"Try to avoid graining 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 | were thinking it over Paul came to us
with the following proposal:

Suppose we are both in love with Maria and have proposed
toher. What would wedo?

Firg we laid out a general scheme and then divided it into
variousunitsand objectives, each of which, inturn, gaveriseto
action. When our activity died down, we threw in fresh sup-
positions, and had new problems to solve. Under theinfluence
of this congtant pressure we were so wrapped up in what we
wer e doing that we did not notice when the curtain was raised
and diebare stage appeared.
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TheDirector suggested that we continueour work out there,
which wedid, and when we had finished he said:

"Doyou recall oneof our first lessonswhen | asked you togo
out on to the bare sage and act? Y ou did not know what to do
but floundered around helplessy with external forms and
passons? But today, in spite of the bare stage, you fdt quite
freeand moved around easly. What helped you do this?*

‘Inner, active obj ectives/ both Paul and | said.

'Y es/ he agreed, 'becausethey direct an actor along theright
path and regrain him from false acting. It isthe objective that
giveshim faith in hisright to comeon tothestageand say there.

‘Unfortunately, today's experiment was not altogether con-
vincing. The objectives some of you set wer e chosen for ther
own sakes and not because of their inner spring of action. That
resultsin tricks and showing off. Others took purely external
objectives rdated to exhibitionism. Asfor Grisha, his purpose
was, asusual, to let histechnique shine. That isjust being spec-
tacular, it cannot result in any real simulusto action. Leo'sob-
jective was good enough but was too exclusively intellectual
and literary.

"Wefind innumerable objectives on the sage and not all of
them are @ther necessary or good; in fact, many are harmful.
An actor must learn to recognize quality, to avoid the usdess,
and to choose essentially right objectives*

"How can weknow them?' | asked.

'l should defineright objectivesasfollows/ said he:

"(i) They must beon our sdeof thefootlights. They must be
directed towar d theother actors, and not towar d the spectators.

'(2) They should be personal yet analogous to those of the
character you areportraying.

'(3) They must be creative and artigtic because their function
should beto fulfil the main purpose of our art: to createthelife
of ahuman soul and render it in artigticform.
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* (4) They should bereal, live, and human, not dead, conven-
tional, or theatrical.

'(5) They should be truthful so that you your sdf, the actors
playingwith you, and your audience can believein 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 mus be dis-
tinctly woven intothefabric of your part.

'(8) They should have value and content, to correspond to
theinner body of your part. They must not beshallow, or skim

| along the surface

'(9) They should be active, to push your role ahead and not

| let it Sagnate.

'Let me warn you againg a dangerous form of objective,
purely motor, which is prevalent in the theatre and leads to
mechanical performance.

'Weadmit threetypes of objectives: theexternal or physical,
theinner or psychological, and the rudimentary psychological
type/

Vanya expresed dismay at these big wor ds and the Director

" explained his meaning by an example.

'Supposeyou comeinto theroom,* hebegan, *and greet me,
nod your head, shakemy hand. That isan ordinary mechanical

| objective. It has nothing to do with psychology/

| sthat wrong?' brokein Vanya.

TheDirector hasgened to disabuse him.

'Of course you may say how do you do, but you may not

I love, auffer, hate or carry out any living, human objectivein a
purely mechanical way, without experiencing any feeling.

'A different casg, he continued, 'is holding out your hand
and trying to express sentiments of love, respect, gratitude
through your grasp and thelook in your eye. That ishow we
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executean ordinary objectiveand yet thereisa psychological de-
ment init, sowe, in our jargon, defineit asarudimentary type.

"Now hereisathird way. Yesterday you and | had aquarrd.
| insulted you pubKdly. Today, when we meet, | want to go up
to you and offer my hand, indicating by thisgesturethat | wish
to apologize, admit that | waswrong and beg you to for get the
incident. To gretch out my hand to my enemy of yesterday is
not a smple problem. | will have to think it over carefully, go
through and over come many emotionsbefore | can doit. That
iswhat wecall apsychological objective.

'Another important point about an objective is that besdes
being believable, it should have attraction for the actor, make
him wish to carry it out. This magnetism is a challenge to his
creativewill.

'Objectives which contain these necessary qualities we call
creative. It isdifficult to cull them out. Rehearsals aretaken up,
in the main, with the tak of finding the right objectives, get-
ting control of them and livingwith them/

The Director turned to Nicholas. "What isyour objectivein
that favour ite scene of yoursfrom Brand?® heasked.

'Tosavehumanity/ Nicholasreplied.

'A large purpose!" exclaimed the Director half laughingly.
"It isimpossibleto gragp it all at once. Don't you think you had
better take somesmplephysical objective?

'‘But is a physical objective—interesting? * asked Nicholas
with ashy smile.

'Interestingtowhom?' said the Dir ector.

"Tothepublic/

"'Forget about the public. Think about yoursdlf/ he advised.
'If you areinterested, the publicwill follow you/

'‘But 1 am not interested in it either/ pleaded Nicholas. 'l
should prefer something psychological/

"You will havetimeenough for that. It istoo early to become
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involved in psychology. For the time being, limit yoursdf to
what issmple and physical. In every physical objectivethereis
some psychology and vice versa. You cannot separate them.
For ingtance: 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 tothetable, takethekey from hispocket, open
the drawer, take out the revolver, load it and put a bullet
through his head. Those are all physcal acts, yet how much
psychology they contain! Perhapsit would be even truer to say
that they are all complicated psychological acts, yet how much
of thephysical thereisin them!

"Now take an example of the smplest sort of bodily action:
you go up to another person and dap him. Yet, if you are to
dothiswith sncerity, think of theintricate psychological sensa-
tions you mugt bring to fruition before you act! Take advan-
tage of the fact that the divison between them isvague. Do not
try todraw toofinealine between physcal and spiritual nature.
Goby your ingtincts, alwaysleaning alittletoward the physical.

'Let us agreethat, for the present, we will limit oursdves to
physical objectives. They are easer, more readily available and
mor e possible of execution. In doing thisyou reducetherisk of
fallingintofalseacting/

4

The important question today was: how to draw an objec-
tive from a unit of work. The method is smple. It consgs of
finding the most appropriate name for the unit, one which
characterizesitsinner essence.

'Why all these chrigtenings? asked Grigha, ironically.

The Director replied: "Have you any conception of what a
really good namefor aunit represents? It gandsfor its essential
quality. To obtain it you mus subject the unit to a process of
crysallization. For that crystal you find aname.
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'Theright name, which crystallizesthe essence of a unit, discovers
itsfundamental objective.

'To demondrate thisto you in a practical way," said he, 'let
ustakethefirst two units of the scene with the baby's clothes,
{torn Brand.

'Agnes, thewifeof Pastor Brand, haslost her only son. In her
grief sheis going over his clothing, toys, and other precious
relics. Each object isbathed in tears. Her heart isbursting with
memories. The tragedy was brought about by die fact that
they live in a damp, unhealthy locality. When their child fell
ill, the mother implored the husband to leave the parish. But
Brand, a fanatic, would not sacrifice his duty as pasor for
the salvation of his family. This decison took the life of dier
son.

'The gist of the second unit is: Brand comesin. He, too, is
auffering, on account of Agnes. Y et hisconception of duty for ces
him to be severe, and to persuade his wife to give the sacred
relics of her litde son to a poor gypsy woman, on the ground
that they hinder her from giving hersdf entirely to the Lord,
and from carrying out the badc principle of ther lives, service
toon€sneighbour.

"Now sum up these two bits. Find the name for each that
correspondstoitsessential quality/

'We see a loving mother, talking to a child's belongings as
though to the child himsdf. The death of a beloved person is
thefundamental motiveof theunit/1 said decisvely.

'Try to get away from the mother's grief and to make a
coherent survey of the major and minor parts of this scene/
said the Director. 'That is theway to get at itsinner meaning.
When your fedings and consciousness have mastered it, search
for a word which will embrace the innermost meaning of the
wholeunit. Thiswor d will spell your objective/

'| can't seethat thereisany difficulty about that/ said Grisha.
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'Surely the name of thefirst objective is—a motherslove, and H
that of the sscond—thefanaticsduty*

'In thefirst place/ corrected the Director, 'you aretrying to
nametheunit and not the objective. Those aretwo quite differ-
ent things. Secondly, you should not try to expressthe meaning of
your objectivesin termsof anoun. That can beused for a unit but
the objectivemust alwaysbeaverb.?

Weexpressed surprise, and the Director said:

'l shall help you find the answer. But first execute the objec-
tives, just described by the nouns—(i) A Mother's Love, and
(2) TheFanatic'sDuty.*

Vanya and Sonya undertook this. He put on an angry ex-
pression, making hiseyesgdart from their sockets, and siffening
his backbone rigidly. He walked across the floor with great
firmness, samping his heds. He spoke in a harsh voice, he
brigtled, hoping to make an impresson of power, decison, as
the expresson of duty. Sonya made a great effort in the oppo-
gtedirection, to expresstendernessand love'in general*.

‘Don't you find', aked the Director after watching them,
'that the nouns you used as names for your objectives tend to
make you play the picture of a srong man and the image of a
passon—amother'slove?

"You show what power and love are but you are not your -
selves power and love. Thisis because anoun callsforth an in-
tellectual concept of a ¢ate of mind, a form, a phenomenon,
but can only define what is presented by an image, without
indicatingmotion or action. Every objectivemust carryin itself the
germ of action*

Grisha darted to argue that nouns can be illusrated, de-
scribed, portrayed, which isaction.

"Yes," admitted theDirector, 'that isaction, but itisnot true,
full integrated action. What you describeistheatrical and repre-
sentational, and assuch isnot art in our sense/
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Then hewent on toexplain:

'If, ingead of a noun we use a verb, let us see what happens.
Justadd " | wish" or " | wishtodo—soand so".

'Take the word "power” as an example. Put "1 wish" in
front of it and you have" | wish power" . But that istoo general.
If you introduce something mor e definitely active, date a ques-
tion sothat it requiresan answer, it will push you to somefruit-
ful activity to carry out that purpose. Consequently you say:
"wish to do so and so, to obtain power." Or you can put it this
way: "What must | wish to do to obtain power?* When you
answer diat you will know what action you must take/

'l wish tobepower ful/ suggested Vanya.

'Theverb " tobe" isgatic. It doesnot contain theactivegerm
necessary to an obj ective/

'l wish to obtain power/ ventured Sonya.

'That is closer to action/ said the Director. 'Unfortunately it
is too general and cannot be executed at once. Try dtting on
this chair and wishing for power, in general. You mus have
something mor e concrete, real, nearer, morepossbleto do. As
you see, not any verb will do, not any wor d can givean impe-
tustofull action/

'l wish to obtain power in order to bring happiness to all
humanity/ suggested someone.

'That is a lovely phrase/ remarked the Director. '‘But it is
hard to believein thepossibility of itsrealization/

'l wish to obtain power to enjoy life, to be gay, to be dis-
tinguished, to indulge my dedres, to satify my ambition/
Grishasaid.

'That ismorerealigic and easer to carry out but to do it you
mugt take a series of preparatory seps. Y ou cannot reach such
an ultimate goal at once. You will approach it gradually. Go
over thosesepsand enumeratethem/

'| wish to appear successfol and wisein business, to createcon-
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fidence. | wish to earn the affection of the public, to be ac-
counted powerful. | wish to diginguish mysdf, to risein rank,
to causemyself to benoticed/

The Director went back to the scene from Brand and had
each of usdoasmilar exercise. Hesuggested:

'Supposeall themen put themsdvesin the position of Brand.
They will appreciate morereadily the psychology of a crusader
for anidea. Let thewomen takethepart of Agnes. Thedelicacy
of feminineand maternal loveiscloser tothem.

'‘One, two, three! Let the tournament between the men and
thewomen beginV

'| wish to obtain power over Agnesin order to persuade her
to make a sacrifice, to save her, to direct her in theright padi/
These words wer e hardly out of my mouth before the women
cameforward with:

'l wish toremember my dead child/

'l wish tobenear him, tocommunicatewith him/

1 wish tocarefor, to caress totend him/

'l wish to bring him back! I wish to follow him! | wish to
fed him near me! | wish toseehim with histoys! | wish to call
him back from thegrave! | wish to bring back the past! | wish
to forget the present, to drown my sorrow/

Louder than anyonel heard Mariacry: *I wish to beso close
to him that wecan never be separated!®

*Ih that case/ the men broke in, 'we shall fight! | wish to
make Agnesloveme! | wishtodraw her tome! | wishto make
her fed that | undergand her suffering! | wish to paint for her
thegreat joy that will comefrom aduty performed. | wish her
toundergand man'slarger destiny/

Then/ camefrom thewomen, ' wish to move my hushand
through my grief! | wishhimtossemyteard

And Maria cried: 'l wish to take hold of my child more
firmly than ever and never let him go!*
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Themen retorted: 1 wish toinstil in her a sense of responsi-
bility towardshumanity! | wish to threaten her with punish-
ment and separation! | wish to express despair at the impossi-
bility of our under sanding each other!"

All during this exchange the verbs provoked thoughts and
fedingswhich were, in turn, inner challengesto action.

'Every one of the objectives you have chosen is, in a way,
true, and calls for some degree of action/ said the Director.
*Thoseof you who areof alively temperament might find litde
to appeal to your emotionsin "1 wish to remember my dead
child".Youwould prefer " | wish totakehold of him and never
let go". Of what? Of the things, memories, thoughts of the
dead child. Otherswould be unmoved by that. Soit isimpor-
tant that an objective have the power to attract and to excite
theactor.

9t seams to me that you have given the answer to your own
question why it is necessary to use a verb ingead of a noun in
choosing an obj ective.

'That isall for the present about unitsand objectives. Y ou will
learn mor eabout psychological techniquelater, when you have
a play and parts which we can actually divide into units and
obj ectives



CHAPTER EIGHT
FAITH AND A SENSE OF TRUTH
[
FAITH AND A SENSE OF TRUTH* was inscribed on alarge
placard on thewall 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 usfrom theorchestra.

'What an excellent frame, for anything you want to present,
isprovided by the sageand thefootlights/ said he. * Y ou were
entirely sncerein what you were doing. There was a sense of
truthfulnessabout it all, and afeeling of believingin all physical
objectives which you set yoursdaves. They were well defined
and cear, and your attention was sharply concentrated. All
these necessary elements were operating properly and har-
monioudy 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 whereit had been and we began to
hunt it. Only thistime we did not have to search because the
obj ect had already been found once. Asaresult we accomplished
nothing.

"No. | saw neither objectives, activity nor truth, in what you
did,* was Tortsov'scriticism. 'And why? | f what you weredo-
ing thefirst timewasactual fact, why wereyou not abletore-
peat it? One might suppose that to do that much you would
not need to bean actor, but just an ordinary human being/

1*7
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We tried to explain to Tortsov that diefirst time it was
necessary to find the lost purse, whereas the second time we
knew therewasno need for it. Asaresult wehad reality at first
and afalseimitation of it the second time.

" Well then, go ahead and play the scenewith truth ingead of
falseness’ he suggested.

We objected, and said it was not as smple as all that. We
inggted that we should prepare, renearse, livethescene....

'Liveit? theDirector exclaimed.'But you just did liveit!"

Step by step, with theaid of questionsand explanation, Tort-
sov led us to the conclusion that there are two kinds of truth
and senseof belief in what you aredoing. First, thereistheone
that iscreated automatically and on the planeof actual fact (asin the
case of our search for Maloletkova's purse when Tortsov first
watched us), and second, thereisthe scenictype, which isequally
truthful but which originateson the plane of imaginativeand artistic

fiction.

'To achieve this latter sense of truth, and to reproduceit in
the scene of searching for the purse, you must use a lever to lift
you on to the plane of imaginary life,' the Director explained.
"Thereyou will prepare afiction, analogous to what you have
just donein reality. Properly envisaged " given circumstances'
will help you to fed and to create a scenic truth in which you
can believewhileyou areon the stage. Consequently, in ordinary
life, truth iswhat really exists, what a person really knows. Whereas
on thestageit consistsof something thatisnot actuallyin existence
but which could happen.'

'‘Excuseme/ argued Grisha, 'but | don't seehow therecan be
any question of truth in the theatre since everything about it is
fictitious, beginning with the very plays of Shakegpeareand
ending with the papier mach6 dagger with which Othello gabs
himsdf.'

"Do not worry too much about that dagger being made of
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cardboard ingtead 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 asalie, and all lifein the theatre
asunworthy of faith, then you will have to change your point
of view. What countsin the theatre is not the material out of
which Othello's dagger is made, be it sed or cardboard, but
theinner feding of the actor who can justify his suicide. What
isimportant ishow theactor, ahuman being, would have acted
if the drcumstances and conditions which surrounded Othello
werereal and the dagger with which he gabbed himself were
metal.

'Of ggnificanceto usis: thereality of theinner lifeof ahuman
spiritin apartand abelief in that reality. Wearenot concerned with
theactual naturalistic existence of what surroundsuson thestage, the
reality of thematerial world! Thisisof usstousonlyin sofar asit
uppliesageneral background for our fedings.

'What we mean by truth in the theatre is the scenic truth
which an actor must make useof in hismomentsof creativeness
Try always to begin by working from theinsde, both on the
factual and imaginary partsof aplay and itssetting. Put lifeinto
all theimagined circumgancesand actionsuntil you have com-
pletely satidfied your senseof truth, and until you have awakened
a sense of faith in thereality of your sensations. Thisprocessis
what wecall justification of apart.’

As | wished to be absolutely sure of his meaning, |1 asked
Tortsovtosum up in afew wordswhat hehad said. Hisanswer
was:

€ Truth on thestageiswhatever wecan believein with sincerity,
whether in ourselvesor 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 isimpossibletoliveyour
part, or to create anything. Everything that happens on the
sage must be convincing to the actor himsdf, to hisassociates
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and to the spectators. It must inpire belief in die possibility,
in real life, of emotions analogous to those being experienced
on the sage by the acton Each and every moment must be
saturated with a belief in the truthfulness of the emation felt,
and in theaction carried out, by theactor/

2

The Director began our lesson today by saying: 1 have ex-
plained toyou, in general terms, the part that truth playsin the
creative process. Let usnow talk about itsopposite.

'A sense of truth contains within itself a sense of what isun-
trueaswell. You must haveboth. But it will bein 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. Areyou
aurprised that | differentiate and contrast these two senses? This
iswhy I do it,” he added, and then, turning to Nicholas, he
said:

'Thereareactorswho, likeyou, are so drict with themsaves
in adhering to truth that they often carry that attitude, without
being conscious of it, to extremesthat amount to falseness. Y ou
should not exaggerate your preference for truth and your ab-
horrence of lies, becauseit tendsto makeyou overplay truth for
its own sake, and that, in itsdlf, isdie worst of lies. Therefore
try to be cool and impartial. Y ou need truth, in the theatre, to
theextent towhich you can bdieveinit.

"You can even get some use from falsenessif you are reason-
ablein your approach toit. It setsthepitch for you and shows
you what you should not do. Under such conditions a dight
error can be used by an actor to determine the line beyond
which hemay not trangyress

'Thismethod of checking up on your sef isabsolutely essen-
tial whenever you are engaged in creative activity. Because of
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the presence of a large audience an actor feds bound, whether
hewishestoor not, to giveout an unnecessary amount of effort
and motions that are supposed to represent fedlings. Yet no
matter what he does, aslong as he gands before the footlights,
it ssems to him that it isnot enough. Consequently we see an
excess of acting amounting to as much asninety per cent. That
iswhy, during my rehearsals, you will often hear me say, " Cut
out ninety per cent.”

'If you only knew how important isthe process of sel f-studyl
It should continue ceasdesdy, without the actor even being
aware of it, and it should test every sep he takes When you
point out to him the palpable absurdity of some false action he
hastaken heis morethan willing to cut it. But what can he do
if his own fedings are not able to convince him? Who will
guarantee that, having rid himsalf of one lie, another will not
immediately takeits place? No, die approach mug be different.
A grain of truth must be planted under thefalsehood, eventually
tosupplant it, asa child'ssecond st of teeth pushesout thefirst.'

Here the Director was called away, on some busness con-
nected with the dieatre, so the sudentswer eturned over tothe
assdant for aperiod of drill.

When Tortsov returned a short time later, he told us about
an artig who possessed an extraordinarily fine sense of truth in
criticizing thework of other actors. Yet when he himself acts,
he completely losesthat 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 istrue and what is
false in the acting of his colleagues, and at the next will go on
diegageand himself perpetrate wor se mistakes.

"In hiscase hissendtivenessto truth and falsenessas a spectator
and as an actor are entirely divorced. This phenomenon is
widespread.’
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3

We thought of a new game today: we decided to check
falsenessin each other's actions both on the sage and in ordi-
nary life.

It so happened that weweredelayed in acorridor becausethe
school stage was not ready. While we were standing around
Maria suddenly raised a hue and cry because she had lost her
key. Weall precipitated our selvesinto the search for it.

Grishabegantocriticizeher.

"You are leaning over/ said he, 'and | don't believe thereis
bagsfor it. You aredoingit for us, not tofind thekey.'

Hiscarpingswer eduplicated by remarksof L eo, Vassli, Paul
and by someof mine, and soon thewhole search wasat a sand-
sill.

"You dlly children! How dare you!" the Director cried
out.

His appearance, catching us unaware in die middle of our
game, left usin dismay.

"Now you st down on the benches along the wall, and you
two', said hebrusqudy to Mariaand Sonya, ‘'walk up and down
thehall.

'No, not like that. Can you imagine anyone walking that
way? Put your hedsin and turn your toesout! Why don't you
bend your knees? Why don't you put more swing into your
hips? Pay attention! L ook out for your centresof balance. Don't
you know how to walk? Why do you sagger? Look where
you'regoing!

The longer they went on the more he scolded them. The
mor e he scolded the less control they had over themsdves. He
finally reduced them to a gate where they could not tell their
heads from their hedls, and came to a sanddtill in die middle of
thehall.
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When | looked at the Director | was amazed to find that he
was smothering hislaughter behind a handker chief

Then it dawned on uswhat he had been doing.

'‘Are you convinced now', he aked the two girls, 'that a
nagging critic can drive an actor mad and reduce him to a gate
of hdplessness? Search for falsenessonly so far asit helpsyou to
find truth. Don't forget that the carping critic can create more
falsehood on the sage than anyone e se becausethe actor whom
heis criticizing involuntarily ceases to pursue his right course
and exagger atestruth itself tothe point of itsbecoming false.

"What you should develop is a sane, calm, wise, and under -
ganding critic, who is the artig's best friend. He will not nag
you over trifles but will have his eye on the substance of your
work.

'Another word of counsdl about watching the creative work
of others. Begin to exerciseyour senseof truth by looking, fir st
of all, for the good points. In studying another's work limit
your sdlf totheroleof amirror and say honestly whether or not
you believe in what you have seen and heard, and point out
particularly the momentsthat weremost convincingtoyou.

'If the theatre-going public were as grict about truthfulness
on the gage as you were here today in real life we poor actors
would never dareshow our faces!’

'‘But isn't the audience severe? someone asked.

"No, indeed. They arenot carping, asyou were. On thecon-
trary, an audience wishes, above all, to believe everything that
happenson the stage.’

4

'We have had enough of theory," said the Director when he
began work today. 'L et usput someof it into practice/ Wher e-
upon he called on me and on Vanya to go up on the stage and
play the exercise of burning the money. 'You do not get hold
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of this exercise because, in thefirst place, you are anxious to
believe all of dieterrible things| put into the plot. But do not
try to do it all at once; proceed bit by bit, helping your selves
along by small truths. Found your actions on the smplest
possiblephysical bases.

'| shall giveyou neither real nor property money. Working
with air will compd you to bring back more details, and build
a better sequence. If every little auxiliary act is executed truth-
fully, then thewholeaction will unfold rightly/

| began to count the non-existent bank notes.

'l don't believe it/ said Tortsov, sopping me as | wasjust
reaching for themoney.

'What don't you believe?

"You did not even look at thething you weretouching/

| had looked over to the make-believe piles of bills, seen no-
thing; merely sretched out my arm and brought it back.

'If only for the sake of appearance you might pressyour fin-
gers together so that the packet won't fall from them. Don't
throw it down. Put it down. And who would undo a package
that way? Firg find the end of the string. No, not like that. It
cannot bedone so suddenly. Theendsaretucked in carefully, so
that they do not come loose. It is not easy to untangle them.
That'sright/ said he approvingly at last. 'Now count the hun-
dredsfirs, there are usually ten of them to a packet. Oh, dear!
How quickly you did all that! Not even the most expert cashier
could have counted those crumpled, dirty old bank notes at
such aratel

‘Now do you seeto what extent of realistic detail you mustgoin
order to convinceour physical naturesof thetruth of what you are
doing on thestage?’

He then proceeded to direct my physical actions, movement
after movement, second by second, until coherent sequencewas
achieved.
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While | was counting the make-believe money | recalled the
exact method and order in which thisisdonein redl life. Then
all thelogical detailssuggested to meby the Director developed
an entirely different attitude on my part toward the air 1 was
handlingasmoney. It isonething to moveyour fingersaround
in the empty air. It is quite another to handle dirty, crumpled
noteswhich you ssedigtinctly in your mind'seye.

The moment | was convinced of the truth of my physical
actions, | felt perfectly at easeon thestage.

Then, too, | found litde additional improvisations cropping
out. | rolled up the string carefully and laid it besde the pile of
notes on the table. That Uttle bit encouraged me, and it led to
many more. For example, before | undertook to count the
packets | tapped them for some time on the table in order to
makeneat piles.

'That iswhat wemean by completdy, fully justified physical
action. It iswhat an artig can placehiswhole organicfaithin/
Tortsov summed up, and with that heintended to concludethe
wor k of theday. But Grishawished 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 die drinking of water/ said he. 'lIt develops a whole
processof really physical and organic activity: thetaking of the
liquid into the mouth, the sensation of taste, letting the water
flow back on thetongueand then swallowingit/

'Exacdy/ interrupted the Director, 'all thesefinedetailsmust
be repeated even when you have no water, because otherwise
you will never swallow/

‘But how can you repeat them\ indsted Grisha, 'when you
have nothingin your mouth?'
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"Swallow your saliva, or air! Does it make any difference?
asked Tortsov. 'You will maintain that it isnot the same thing
as swallowing water or wine. Agreed. There is a difference.
Even so there is a sufficent amount of physical truth in what
wedo, for our purposes.’

5

'Today we shall go on to the second part of the exercise we
did yesterday, and work on it in the sameway aswe did in the
first/ said the Director at thebeginning of our lesson.

'Thisisamuch morecomplicated problem/

'l dare say we shall not be able to solve it/ 1 remarked as |
joined Mariaand Vanyato go up on tothe stage.

"No harm will be done/ said Tortsov, comfortingly. 'l did
not give you this exercise because | thought you could play it.
It wasrather because by taking something beyond your powers
you would be able better to undersand what your shortcom-
ings are, and what you need to work on. For the present, at-
tempt only what is within your reach. Create for me the se-
quenceof external, phydcal action. Let mefed thetruthinit.

'To dart with, are you able to leave your work for a while
and, in responseto your wife'scall, go into the other room and
watch her givethebaby hisbath?

'That'snot difficult,’ said I, getting up and going toward the
next room.

'Oh, no, indeed/ said the Director -as he sopped me. 'It
seems to me that it is the very thing you cannot properly do.
Moreover, you say that to come-on to the sage, into a room,
and to go out again, isan easy thingto do. If soit isonly be-
cause you have just admitted a mass of incoherence and lack of
logical ssquenceintoyour action.

'Check up for yoursdf how many small, almost imper cep-
tible, but essential physical movementsand truthsyou havejust
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omitted. Asan example: beforeleaving ther oom you werenot
occupied with matters of small consequence. Y ou were doing
work of great importance: sorting community accounts, and
checking funds. How could you drop that so suddenly and rush
out of theroom asthough you thought the celling wasabout to
fall? Nothing terrible has occurred. 1t was only your wife call-
ing. Moreover, would you, in redl life, have dreamed of going
in to see a new-bom baby with a lighted cigarette in your
mouth? And is it likely that the baby's mother would even
think of letting a man with a cigar etteinto theroom where she
is bathing him? Therefore you mug, first of all, find a placeto
put your cigar ette, leaveit herein thisroom, and then you may
go. Each oneof theselitdeauxiliary actsiseasy todo by itself/

| did as he said, laid down my cigarette in the living-room,
and went off the sage into the wings to wait for my next en-
trance.

'Therenow/ said the Director, 'you have executed each litde
act in detail and built them all together into one large action:
that of goingintothenext room/

After that my return into the living-room was subjected to
innumer able corrections. Thistime, however, it was because |
lacked smplicity and tended to string out every little thing.
Such over-emphagsisalsofalse.

Finally we approached the mogt interesting and dramatic
part. As| cameinto theroom and garted towards my work, |
saw that Vanya had burned themoney to amuse himsdf, taking
asupid half-witted pleasurein what he had done.

Sensngatragic possbility | rushed forward, and, giving free
rein to my temperament, wallowed in overacting.

'Stop! You have taken the wrong turning/ cried Tortsov.
"Whilethetrail isstill hot, go over what you havejust done/

All that it was necessary for me to do was smply to run to
thefireplace and snatch out a burning packet of money. Todo



138 Al4 ACTOR PREPARES

it, however, | had to plan and push my moron brother-in-law
adgde. The Director was not satidfied that such a wild thrugt
could reault in death and a catastrophe.

| was puzzled to know how to produce and to justify such a
harsh act.

'Do you see this dip of paper? he aked. 'l am going to st
firetoit and throw it intothislargeash-tray. Y ou goover there
and assoon asyou seetheflame, run and try to save someof the
paper from burning/

As soon as helighted the paper | rushed forward with such
violencethat | nearly brokeVanya'sarm on theway.

"Now can you seewhether thereisany resemblance between
what you havejust done, and your performance before? Just
now we might actually have had a catastrophe. But before it
was mer e exagger ation.

"You mugt not conclude that 1 recommend breaking arms
and mutilating oneanother on thestage. What | dowish you to
realizeisthat you overlooked a most important circumstance:
which is that money burns ingantaneoudy. Consequently, if
you areto save it you mus act ingantaneoudy. This you did
not do. Naturally therewasnotruth in your actions’

After ashort pausshesaid: "Now let usgoon.*

‘Do you mean that we areto do nothing morein this part?*
| exclaimed.

"What mor e do you wish to do?" asked Tortsov/ 'Y ou saved
all that you could and dierest wasburnt up/

‘But thekilling?*

'‘Therewasnomurder/hesaid.

'Doyou mean therewasno onekilled?' | asked.

'Well, of course, there was. But for the person whose part
you wer e playing, no murder exists. You are so depressed by
the loss of the money that you are not even aware that you
knocked the half-witted brother down. If you realized that, you
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would probably not berooted tothespot, but would berushing
help tothedying man/

Now we came to the most difficult point for me. | was to
gand asthough turned to stone, in agate of'tragicinaction'. |
went all cold inside, and even | realized that | wasover acting.

'Yes, therethey all are theold, old, familiar clichesthat date
back to our ancestors/ said Tortsov.

"How can you recognizethem?' | asked.

'‘Eyes gtarting with horror. Thetragic mopping of the brow.
Holding the head in both hands. Running all five fingers
through the hair. Pressng the hand to the heart. Any one of
themisat least threehundred yearsold.

'‘Let us dear away all of that rubbish. Clean out all of that
play with your forehead, your heart and your hair. Give me,
evenif itisvery dight, someaction that hasbelief init/

"How can | giveyou movement when | am supposed tobein
agateof dramaticinaction?’1 asked.

'What do you think? he countered. 'Can there be activity in
dramatic or any other inaction? If there is, of what does it
consg?

That question made me dig into my memory and try tore-
call what a person would be doing during a period of dramatic
inaction. Tortsov reminded me of some passagesin My Lifein
Art, and added an incident of which hehad personal knowledge.

"It was necessary’, he countered, 'to break the news of her
husband's death to awoman. After along and careful prepara-
tion | finally pronounced the fateful words. The poor woman
was sunned. Yet on her face there was none of that tragic ex-
presson which actorslike to show on the sage. The complete
absence of expresson on her face, ailmost deathly in itsextreme
immobility, was what was so impressve. It was necessary to
gand completely motionless besde her for more than ten
minutes in order not to interrupt the process going on within
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her. At lag | made a movement that brought her out of her
stupor. Wher eupon shefainted dead away.

* A longtimeafterwards, when it became possibleto speak to
her about the past, she was asked what went through her mind
in those minutes of tragic immobility. It ssemsthat a few mo-
ments before receiving the news of his death she was preparing
to go out to do some shopping for him____ But since he was
dead she must do something ese. What should it be? In think-
ing about her occupations, pas and present, her mind ran over
thememoriesof her lifeup totheimpasse of theactual moment,
with its great question mark. She became unconscious from a
senseof complete heplessness

"I think you will agree that those ten minutes of tragic in-
action were full enough of activity. Jus think of compressng
all of your pag lifeintoten short minutes. [sn't that action?

'Of courseitis/1lagreed, 'but itisnot physical.

'Very well,' said Tortsov. 'Perhapsit isn't physical. We need
not think too deeply about labels or try to be too concise. In
every physcal act thereisa psychological dement and a physi-
cal onein every psychological act.'

Thelater sceneswherel am roused from my stupor and try
to revive my brother-in-law proved to be infinitely easer for
meto play than that immobility with its psychological activity.

"Now we should go over what we have learned in our lagt
two lessons,' said the Director. 'Because young people are so
impatient, they seek to grab the whole inner truth of a play or
aroleat onceand believeinit.

'Since it isimpossible to take control of the whole at once,
wemust break it up and absorb each piece separately. To arrive
at the essential truth of each bit and to be able to believe in it,
we mug follow the same procedure we used in choosing our
units and objectives. When you cannot believe in die larger
action you must reduce it to smaller and smaller proportions
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until you can bdievein it. Don't think that thisis a mean ac-
complishment. It istremendous. Y ou have not been wasting the
time you have spent, both in my dasses 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 fed himsef in his part
and to havefaith in thereality of awholeplay.

'l could quoteinnumer ableingtanceswhich haveoccurred in
my own experience, where there has been something unex-
pected injected into the sale, routine acting of a play. A chair
falls over, an actress drops her handkerchief and it must be
picked up, or the busness is suddenly altered. These things
necessarily call for small but real actions because they arein-
trusons emanating from real life. Jus as a breath of fresh air
will clear the atmospherein a suffy room thesereal actionscan
put life into stereotyped acting. It can remind an actor of the
true pitch which he has logt. It has the power to produce an
inner impetus and it can turn a whole scene down a more
creativepath.

'On the other hand we cannot leave things to chance. It is
important for an actor to know how to proceed under ordinary
arcumgances. When awhole act istoo large to handle, break
it up. If one detail is not sufficient to convince you of the truth
of what you aredoing, add otherstoit, until you haveachieved
thegreater phereof action which doesconvinceyou.

'A senseof measurewill alsohelp you here.

"It isto these ample but important truths that we have dedi-
cated our work in recent lessons’

6

'This la summer', said the Director, 1 went back, for the
first timein anumber of yean, to a placein the country where
| usad to spend my vacations. The house wherel boarded was
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some digance from the railway station. A short cut to it led

through a ravine, pas some beehives and a wood. In the old

days| cameand went so often by thisshorter routethat | made
abeaten track. Later thiswasall overgrownwith tall grass. This
summer | went through again. At first it wasnot so easy tofind
the path. | 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 mein the opposite direc-

tion from the station. So | wasobliged to retrace my steps and

hunt for theshort cut. | wasguided by old memoriesof famiHar

landmarks, trees, sumps, Htderises and fallsin the path. These
recollections took shape and directed my search. Finally |

wor ked out theright line and was able to go and come to the
gation alongit. Asl had togototown frequendy | made use of

the short cut almost daily and it soon became a digtinct path

again.

'Duringour lagt few lessonswe have been blocking out aline
of physical actionsin die exercise of the burned money. It is
somewhat analogous to my path in the country. We recognize
itin real life but wehaveto tread it down all over again on the
sage.

'The graight line for you is also overgrown with bad habits
which threaten to turn you asde at every sep and midead you
on to the rutted and wor n highway of stereotyped mechanical
acting. To avoid this you must do as | did and establish the
right direction by laying down aseriesof physical actions. These
you mug tread down until you have permanently fixed the
true path of your role. Now go up on to the stage and repest,
several times, the detailed physcal actions that we worked out
last time.

'Mind you, only physical actions, physical truths, and physi-
cal belief in them! NothingmoreV

Weplayed the exercisethrough.
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'Did you notice any new sensationsasa result of executing a
wholesequence of physical actswithout an interruption? asked
Tortsov. If you did, the sgparate moments are flowing, asthey
should, into larger periodsand creating a continuous current of
truth.

'Test it by playing thewhol e exer cisefrom beginningto end,
several times, usng just thephysical actions/

We followed hisingructions and really did fed that the de-
tailed bits dovetailed into one continuing whole. This sequence
was strengthened by each repetition and theaction had thefeel-
ing of pushing forward, with increasng momentum.

Aswerepeated theexercisel kept making one misakewhich
| fedl | ought to describein detail. Each timel left the sceneand
went offstage | ceasad to play. The consequence was that the
logical line of my physical action was interrupted. And it
should not havebeen interrupted. Neither on thestagenor even
in diewingsshould an actor admit such breaksin the continuity
of the life of his part. It causes blanks. These in turn become
filled with thoughts and fedings which are extraneous to the
role.

'If you are unaccusomed to playing for yourself while off
stage/ said the Director, 'at least confine your thoughtsto what
the person you areportrayingwould bedoingif hewer e placed
in analogous circumgances. This will help to keep you in die
part/

After making certain corrections, and after we had goneover
die exercise saveral more times, he asked me: 'Do you realize
that you have succeeded in establishing, in a solid and per man-
ent manner, the long sequence of individual moments of ti*e
truephysical action of thisexer cise?

'Thiscontinuous sequencewecall, in our theatrejargon, " the
lifeof ahuman body" . It ismadeup, asyou have seen, of living
physical actions, motivated by an inner sense of truth, and a
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belief in what theactor isdoing. Thislifeof thehuman body in
aroleisno amall matter. It isonehalf of theimageto be created,
although not the mor eimportant half/

7

After we had gone over the same exercise once more the
Director said:

"Now that you have created thebody of ther olewe can begin
to think about the next, even more important, step, which is
thecreation of thehuman soul in thepart.

'Actually this has already happened insde of you, without
your knowing it. The proof isthat when you executed all the
physcal actionsin thescenejust now you did not doitinadry,
formal way, but with inner conviction/

"How wasthis change br ought about?

'In anatural way: because the bond between body and soul
isindivisble. The life of the one gives life to the other. Every
physical act, except smply mechanical ones, hasan inner source
of feding. Consequently we haveboth an inner and outer plane
in every role, inter-laced. A common objective makes them
akin to oneanother and strengthenstheir bonds.’

The Director had me go over the scenewith die money. As
| wascountingit | happened tolook at Vanya, my wife shunch-
back brother, and for thefirg time | asked mysdf: why is he
for ever hanging around me? At thispoint | felt I could not go
on until I had darified my reations with this brother-in-law of
mine.

Thisiswhat |, with the Director'shelp, concocted as a bass
for therdationship: the beauty and health of my wife had been
bought at the price of the defor mity of this, her twin brother.
At their birth an emer gency operation had to be performed and
the boy'slife wasjeopar dized to save the mother and her baby
girl. They all survived, but the boy became a half-wit and
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hunchback. This shadow has aways lain on die family and
made itself felt. This invention quite changed my attitude to-
war dstheunfortunatemoron. | wasfilled with asincerefedling
of tender nessfor him and even someremorsefor the pad.

This gave life at once to the scene of the unhappy creature
getting some j oy out of the burning of the bank notes. Out of
pity for him | did silly thingsto amusehim. | tapped the packets
on the table, made comic gestures and faces as | threw the
coloured wrappers off them into the fire. Vanya responded to
theseimprovisationsand reacted well to them. His sengtiveness
ingtigated me to go on with more of the same type of inven-
tions. A wholly new scenewas created; it waslively, warm and
gay. Therewasan ingant responsetoit from theaudience. This
was encouraging and drove us on. Then came the moment to
go into the next room. To whom? To my wife? Who is she?
And therewas another question to be solved. | could not goon
until I knew all about thisperson towhom | am supposed to be
married. My story about her wasextremely sentimental. Never -
theless | really felt that if the cdrcumsances had been what |
imagined them to be, then thiswife and child would have been
infinitely dear tome.

In all thisnew lifeimagined for an exercise our old methods
of playing it seemed unworthy.

How easy and pleasant it wasfor metowatch thebaby in his
bath! Now | did not need to be reminded about the lighted
cigarette. | took great careto put it out before | left theliving-
room.

My return to dietablewith the money isnow both clear and
necessary. Thisiswork that | am doing for my wife, my child,
and the unfortunate hunchback.

Theburning of themoney acquired atotally different aspect.
All'l needed to say to myself was: what should | doif thisreally
happened? | am horror-gtricken at the prospect of my future
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pubhc opinion will brand me not only asathief, but also asthe
murderer of my own brother-in-law. Moreover, | shall be
looked upon as an infanticide! No one can restore mein the
eyes of the pubhc. Nor do | even know what my wife will
think of meafter my havingkilled her brother.

All during these conjectures it was absolutely necessary for
me to remain motionless, but my immobility was full of
action.

Thenext scene, the attempt to revive the dead boy, went off
quite by itsdf. This was natural, in view of my new attitude
towardshim.

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. | did
feel, however, that thewhole bass of the success of thismethod
lay in the magic ifs and given circumgances. It was they that
produced the inner impulsein me, not the creation of physcal
details Why would it not be smpler to work draight from
them, ingead of putting so much time on physical objectives?

| asked the Director about this, and heagreed.

'Of course* he said, 'and that iswhat | proposed that you
should do over amonth agowhen you fir st played thisexer cise/

‘But then it was difficult for me to arouse my imagination
and makeit active/1remarked.

'"Yes, and now it iswide awake. You find it easy not only to
invent fictions but to live them, to fed ther 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 in
which to grow truth and feeling. Now you have a correct
physical life. Your belief in it is based on the feelings of your
own nature. You no longer do your imagining in theair or in
ace, or in general. Itisno longer abgract. We gladly turn to
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real physical actions and our belief in them because they are
within reach of our call.

" Weusethe constioustechnique of creating thephysical body
of aroleand by itsaid achieve the creation of the subconscious
lifeof thespirit of arole/

8

In continuing the description of his method the Director il-
lugtrated his remarks today by an analogy between acting and
traveling.

'Haveyou ever made along journey? he began.'If so, you
will recall the many successve changes that take place both in
what you feel and what you see. It isjust the sameon the stage.
By moving forward along physical lineswefind oursdves con-
gantly in new and different Stuations, moods, imaginative sur-
roundings, and the externals of production. The actor comes
into contact widi new peopleand sharestheir life.

'All the while his line of physical actions is leading him
through the ins and outs of the play. His path is so well built
that hecannot beled adray. Yet it isnot the path itself that ap-
peals to the artig in him. Hisinteres liesin the inner circum-
gances and conditions of lifeto which theplay hasled him. He
loves the beautiful and imaginative surroundings in his part,
and thefedlingswhich they arousein him.

'Actors, liketravdlers, find many different ways of going to
ther degtination: therearethosewhoreally, physically, experi-
ence ther part, those who reproduce its external form, those
who deck themsalves with stock tricks and do their acting as
though it were a trade, some who make aliterary, dry lecture
of apart, and those who use the part to show themsdlves off to
advantage beforetheir admirers.

"How can you prevent yourself from going in die wrong
direction? At every junction you should have a well trained,
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attentive, disciplined sgnal man. Heisyour senseof truth which
co-operateswith your senseof faith in what you aredoing, to keep yol
ontherighttrack.

"The next question is: what material do we use for building
our track?

"At firg it would seem that we could not do better than to
use real emotions. Yet things of the spirit are not sufficiently
subgantial. That iswhy wehaverecourseto physical action.

"However, what is more important than the actions them-
svesistharr truth and our belief inthem. Thereasonis: Wher -
ever you havetruth and belief, you havefedling and experience.
You can test this by executing even the smalles act in which
you really believe and you will find that instantly, intuitively
and naturally, an emotion will arise.

'Thesemoments, no matter how short they may be, aremuch
to be appreciated. They are of greater Sgnificance on the sage,
both in the quieter partsof a play and in placeswhereyou live
through high tragedy and drama. You have not far to go to
find an example of this. what were you occupied with when
you wer e playing the second half of that exercise? Y ou rushed
tothefireplaceand pulled out a packet of bank notes: you tried
to revive the moron, you ran to save the drowning child. That
is the framework of your smple physical actions, insgde of
which you naturally and logically congtructed the physical life
of your part.

'Hereisanother example:

"With what was Lady Macbeth occupied at the culminating
point of her tragedy? The smple physical act of washing a spot
of blood off her hand/

Here Grisha broke in because he was not willing to believe
"that agreat writer like Shakespearewould create a mager piece
in order to have his heroine wash her hands or perform some
amilar natural act'.
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'What a dislluson 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 "inpira-
tion" ' How hard togiveup all themarvelousbag of tricksand
limit onesalf to little physical movements, small truths, and a
gncerebelief inther reality!

'In timeyou will learn that such a concentration is necessary
if you areto possessreal fedlings. Y ou will cometo know that
in real life also many of the great moments of emotion are sig-
nalized by some ordinary, small, natural movement. Does that
agtonish you? Let meremind you of the sad momentsattendant
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
smallactionstakeonacriticalimportanceinastr ugglewith death.

'We artigs must redlize the truth that even small physical
movements, when injected into " given circumstances', acquire
great ggnificance through ther influence on emotion. The
actual wiping off of theblood had helped L ady M acbeth to exe-
cute her ambitious designs. It isnot by chance that all through
her monologue you find in her memory the spot of blood re-
called in connection with the murder of Duncan. A small,
physical act acquires an enormous inner meaning; die great
inner struggle seeksan oudet in such an external act.

"Why is this mutual bond all-important to usin our artigtic
technique? Why do| lay such exceptional gresson thiselemen-
tary method of affecting our fedings?

'If you tell an actor that hisroleisfull of psychological action,
tragic depths, he will immediately begin to contort himsdf,
exaggerate his passon, "tear it to tatters', dig around in his
soul and do violence to his fedings. But if you give him some
smple physical problem to solve and wrap it up in interesting,
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afecting conditions, he will set about carrying it out without
adarming himsdf or even thinking too deeply whether what he
isdoing will result in psychology, tragedy or drama.

'By approaching emotion in thisway you avoid al violence
and your result isnatural, intuitive, and complete. In the writ-
Ingsof great poets even the smplest acts are surrounded by im-
portant attendant conditions and in them He hidden al manner
of baitsto excite our feelings.

‘Thereisanother smple and practical reason for gpproaching
delicate emotional experiences and strong tragic moments
through the truth of physica actions. To reach the grest tragic
heights an actor must stretch his cregtive power to the utmost.
That is difficult in the extreme. How can he reach the needed
date if he lacks a naturd summons to his will? This date is
brought about only by credtive fervour, and that you cannot
eadly force. If you use unnatural meansyou are apt to go off in
somefdsedirection, and indulge in theatrical instead of in genu-
ineemotion. Theeasy way isfamiliar, habitual and mechanicdl.
Itisthelineof least resstance.

To avoid that error you must have hold of something sub-
dantid, tangible. The dgnificance of physcd acts in highly
tragic or dramatic moments is emphaszed by the fact that the
ampler they are, the easer itisto gragp them, the eeser to allow
them to lead you to your true objective, away from thetempta
tion of mechanicd acting.

‘Cometothetragic part of arolewithout any nervoustwin-
ges, without bregthlessness and violence and above dl, not sud-
denly. Arrivegradudly, and logicaly, by carrying out correctly
your ssquence of external physica actions, and by believing in
them. When you will have perfected this technique of gpproach
to your feelings, your attitude towardsthe tragic momentswill
change entirely, and you will ceeseto be darmed by them.

‘The gpproach to drama and tragedy, or to comedy and
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vaudeville, differs only in the given circumstances which sur-
round the actions of the person you are portraying. In thecir-
cumgances 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 haveto do*

When Tortsov had finished speaking there was slence for a
few momentsuntil Grisha, ready asalwaysto argue, brokein:

"But | think that artigs do not ride around on the earth. In
my opinion they fly around abovetheclouds/

'l like your comparison/ said Tortsov with a dight smile.
"Weshall gointothat alittlelater/

9

At today's lesson | was thoroughly convinced of the effec-
tiveness of our method of psycho-technique. Moreover, | was
deeply moved by seeing it in operation. One of our classmates,
Dasha, played a scenefirom Brand, theonewith the abandoned
child. Thegist of it isthat agirl comeshometo find that some-
onehasleft achild on her door step. At first sheisupset, but ina
moment or two she decides to adopt it. But the sckly little
creatureexpiresin her arms.

Thereason why Dashaisso drawn to scenesof thissort, with
children, isthat not long ago shelost a child, born out of wed-
lock. Thiswastold to mein confidence, asarumour. But after
seeing her play the scene today no doubt remainsin my mind
about thetruth of thestory. All during her actingthetearswere
coursingdown her cheeksand her tendernesscompletely trans-
formed for usthe gick of wood she was holding into a living
baby. We could fed it ingde die cloth that swaddled it. When
wereached the moment of theinfant'sdeath the Director called
a halt for fear of the consequencesto Dasha'stoo deeply girred
emotions.
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Weall had tearsin our eyes.

Why gointoan examination of lives, objectives, and physical
actionswhen wecould seelifeitself in her face?

'There you see what inspiration can create/ said Tortsov
with delight. 'It needsnotechnique; it operatesstrictly according
to the laws of our art because they were laid down by Nature
hersdf. But you cannot count on such a phenomenon every
day. On some other occason they might not work and
then...

*Oh, yes, indeed they would,' said Dasha.

Whereupon, as though she were afraid that her inspiration
would wane she began to repeat the scene she had just played.
At first Tortsov wasinclined to protect her young nervous sys-
tem by stopping her, but it was not long before she stopped
herdf, asshewasquiteunableto do anything.

'What are you going to do about it?/ asked Tortsov. 'You
know that the manager who engages you for his company is
going to ingg that you play not only thefirst but all the suc-
ceeding performances equally well. Otherwise the play will
have a successful opening and then fail.'

'No. All I haveto doistofeel and then | can play well/ said
Dasha.

'| can undergand that you want to get sraight to your emo-
tions. Of course that'sfine. It would be wonderfiil if we could
achieve a permanent method of repeating successful emotional
experiences. But fedlings cannot be fixed. They run through
your fingerslikewater. That iswhy, whether you likeit or not,
it is necessary to find more subgtantial means of affecting and
establishing your emotions/

But our Ibsen enthusas brushed asde any suggestion that
she used physical meansin creative work. Shewent over all the
possible approaches. small units, inner objectives, imaginative
inventions. None of them was sufficiendy attractive to her. No
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matter where she turned, or how hard shetried to avoid it, in
the end shewas driven to accept the physcal bass and Tortsov
helped to direct her. Hedid not try to find new physcal actions
for her. His efforts were to lead her back to her own actions,
which shehad used intuitively and brilliantly.

Thistime she played well, and there was bodi truth and be-
lief in her acting. Yet it could not be compared to her first per-
formance.

TheDirector then said to her:

"Y ou played beautifully, but not the same scene. Y ou changed
your objective. | aked you to play the scene with aredl 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. Y ou handled the gick of wood skilfully, but a living child
would necesstate a wealth of detailed movements which you
quiteomitted thistime. Thefirst time, beforeyou swaddled the
*make-believe baby, you soread out itslitde 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 gick of wood hasneither armsnor
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 prideand joy.

"Now try to correct your mistake. Repeat the scene with a
baby, not astick.’

After a great deal of effort Dasha was finally able to recall
conscioudy what she had felt unconscioudy thefirst time she
played the scene. Once she believed in the child her tears came
fredy. When she had finished playing the Director praised her
wor k asan effective example of what he had just been teaching,
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But | was ill disllusoned and inssted that Dasha had not suc-
ceeded in moving usafter diat first burg of feding.

‘Never mind/ said he, 'once the ground is prepared and an
actor's fedlings begin to rise he will gir his audience as soon as
he finds an appraopriate outlet for them in some imaginative
suggestion.

'l do not want to wound Dasha's young nerves but suppose
that shehad had alovely baby of her own. Shewas passonatdy
devoted to him, and suddenly, when only afew monthsold, he
died. Nothingin theworld can give her any solace, until sud-
denly fate takes pity on her and she finds, on her doorstep, a
baby even morelovely than her own/

The shot went home. He had bardy finished speaking when
Dasha began to sob over the stick of wood with twice as much
fedingaseven theveryfirg time.

| hurried to Tortsov to explain to him that he had acciden-
tally hit upon her own tragic story. He was horrified, and
darted towards the sage to stop the scene, but he was spdll-
bound by her playing and could not bring himsalf to interrupt
her.

Afterwards| went over to speak to him. 'Ian'tit true*, | said,
'that this time Dasha was experiencing her own actual personal
tragedy? In that case you cannot ascribe her success to any
technique, or creativeart. It wasjust an accidental coincidence/

"Now you tell me whether what she did thefirst time was
art? countered Tortsov.

'Of courseit was/1 admitted.

"Why?'

'‘Becausesheintuitively recalled her per sonal tragedy and was
moved by it/1explained.

'Then the trouble ssems to lie in die fact that | suggested a
new if to her ingead of her finding it hersdf? | cannot see any
real difference, he went on, 'between an actor's reviving his
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own memories by himself and hisdoing it with the aid of an-
other person. What isimportant isthat the memory should re-
tain these fedings, and, given a certain simulus, bring them
back! Then you cannot help believingin them with your whole
body and soul/

lagreetothat, | argued, 'yet | ill think that Dasha wasnot
moved by any scheme of physcal actionsbut by the suggestion
that you madeto her .

'l do not for a moment deny that,” broke in the Director.
'Everything depends on imaginative suggestion. But you must
know just when to introduceit. Suppose you go to Dasha and
ak her whether she would have been touched by my sugges-
tion if I had made it sooner than | did, when she was playing
the scene the second time, wr apping up the stick of wood with-
out any display of feding 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 sick had been re-
placed by a lovely, Uving child. | am convinced that at that
point the suggestion that that stick with a grimy rag around it
was her litde boy would only have wounded her sensbilities.
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 scenewheresorrow for what islost isreplaced by j oy
inwhat isfound.

‘Moreover, | believethat Dashawould have been repdled by
thewooden gtick and tried to get away fromit. Her tearswould
have flowed fredy, but quite away from the property baby,
and they would have been prompted by her memories of her
dead child, which isnot what we needed nor what she gave us
the firs time she played the scene. It was only after she made
themental pictureof thechild that she could weep over it again
asshehad at fird.
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'| was able to guess theright moment and throw in the sug-
gestion that happened to coincide with her most touching
memories. Theresult wasdeeply moving/

Therewas, however, one more point | wanted to press, so |
asked:

"Wasn't Dashareally in agate of hallucination while shewas
acting?

'Certainly not/ said the Director emphatically. "What hap-
pened was not that she believed in the actual transformation of
awooden gick into a Hving child, but in the possbiUty of the
occurrence of the play, which, if it happened to her inreal life,
would beher salvation. She believed in her own maternal ac-
tions, love, and all thecrcumstancessurrounding her.

'So you realize that this method of approach to emotionsis
valuablenot only when you createarolebut when you wish to
relive a part already created. It gives you the means to recall
sensations previoudy experienced. If it were not for diem the
ingpired moments of an actor's playing would flash before us
onceand then disappear for ever/

10

Our lesson today wastaken up by testing the sense of truth of
various sudents. Thefirst 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 havejust donewascorrect and admirablefrom 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 fedlings could not go along with you, because what
| look for in art is something natural, something organically
creative, that can put human lifeintoaninertrole.

"Your make-believe truth helpsyou to represent images and
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passons My kind of truth helpsto createtheimagesthemsaves
and to gir real passons. The difference between your art and
mineisthesameasbetween thetwowordsseem and be. | must
havereal truth. Y ou are satified with itsappearance. | mus have
truebeief. You arewillingto belimited to the confidence your
public hasin you. As they look at you they are sure that you
will executeall theestablished formswith perfection. They rely
on your skill asthey doon that of an expert acrobat. From your
gandpoint the spectator is merely an onlooker. For me hein-
voluntarily becomes a witness of, and a party to, my creative
work; heisdrawn into thevery thick of thelifethat he seeson
thestage, and hebdievesinit.'

Ingead of making any argument in reply, Grisha caudtically
quoted the poet Pushkin as having a different point of view
about truthin art:

'A host of lowly truthsisdearer
Than fictionswhich lift ushigher than our selves/

1 agree with you and with Pushkin as well/ said Tortsov,
" because he is talking about fictionsin which we can believe. It
isour faith in them that lifts us. Thisisa strong confirmation of
thepoint of view that on the stageeverythingmust bereal in the
imaginary life of the actor. This| did not fed in your perfor-
mance/

Whereupon he began to go over die scenein detail and cor -
rect it just ashe had donewith mein the exercise of the burnt
money. Then something happened which resulted in a long
and most ingtructive harangue. Grisha suddenly stopped play-
ing. Hisfacewasdark with anger, hislipsand handstrembled.
After wrestling with his emotions for some time, finally he
blurted out:

"Far months we have been moving chairs around, shutting
doors, lighting fires. That'snot art; thetheatreisnot a circus.
Therephysical actionsarein order. It isextremely important to
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be ableto catch your trapeze or jump on ahorse. Your lifede-
pends on your physical skill. But you cannot tell me that the
great writers of the world produced their masterpieces so that
their heroeswould indulge in exercises of physical actions. Art
isfree! It needs space, and not your little physcal truths We
must be freefor great fightsingead of crawling on the ground
likebeetles

When hehad finished the Dir ector said:

"Your protest agonishes me. Up to now | have always con-
sdered you an actor diginguished for his external technique.
Today wefind suddenly, that your longingsareall in thedirec-
tion of the clouds. External conventions and lies—that is what
clipsyour wings. What soarsis: imagination, feding, thought.
Yet your fedings and imagination seem to be chained right
down herein theauditorium.

‘Unless you are caught up in a cloud of inspiration and
whirled upwards by it you, more than any other here, will fed
the need of all the groundwork we have been doing. Yet you
seem to fear that very thing and look upon exer cises as degrad-
ingtoan artig.

'A ballerina puffs blows, and sweats, as she goesthrough her
necessary daily exercises before she can make her graceful
flights in die evening's performance. A snger has to spend his
mor nings bellowing, intoning through hisnose, holding notes,
developing his diaphragm and searching for new resonance in
his head tonesif, in the evening, he is to pour out his soul in
song. No artigs are above keeping their physical apparatusin
order by meansof necessary technical exercises.

"Why do you st yourself up asan exception? Whilewe are
trying to form the closest kind of direct bond between our
physical and spiritual natures, why do you try to get rid of die
physical Sde altogether? But nature hasrefused to giveyou the
very thing you long for: exalted feelings and experiences, in-
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gead shehasendowed you with the physical techniqueto show
of Fyour gifts.

"The peoplewho talk most about exalted things are the very
ones, for the most part, who have no attributesto raise them to
high levels. They talk about art and creation with false emo-
tions, in an indiginct and involved way. True artigs, on the
contrary, speak in smple and comprehensble terms. Think
about thisand also about thefact that, in certain roles, you could
becomeafineactor and ausgful contributor toart/

After Grisha, Sonya wastested. | wassurprised to ssethat she
did all thesmpleexercisesextremely well. TheDirector praised
her and then hehanded her a paper-cutter and suggested that she
dab hersdf with it. Assoon asshesmelled tragedy in theair she
got up on her giltsand at the climax shebrought out such atre-
mendousamount of noisethat welaughed.

TheDirector saidtoher:

'In the comedy part you wove a delightful pattern and |
believed in you. But in the strong, dramatic placesyou sruck a
falsenote. Evidently your sense of truth isone-sided. It isseng-
tive to comedy and unformed on the dramatic sde. Both you
and Grisha should find your real placein the theatre. It is ex-
tremely important, in our art, for each actor to find his par-
ticular type/

Today it was Vanya'sturn to be tested. He played the exer -
cise of die burnt money with Maria and me. | felt that he had
never donethefirg half aswell asdiistime. He amazed me by
his sense of proportion and convinced me again of hisvery redl
talent.

TheDirector praised him, but hewent on:

‘Why\ said he, 'do you exaggerate truth to such an unde-
grable degree in the death scene? You have cramps, nausea,



i60 AN ACTOR PREPARES

groans, horrible grimaces and gradual paralyss You seem, at
this point, to beindulging in naturaliam for its own sake. You
were moreinterested in external, visual memories of the disso-
lution of ahuman body.

"Now in Hauptmann's play of Hannele, naturaliam has its
place. It is used for the purpose of throwing the fundamental
giritual theme of the play into high relief. As a means to an
end, we can accept that. Otherwisethereisno need of dragging
thingsout of real life on to the ssage which had much better be
discar ded.

'From diis we can conclude that not every type of truth can
be tranderred to the sage. What we use there is truth trans-
formed into a poetical equivalent by creativeimagination.’

'Exacdy how do you define this? asked Grisha, somewhat
bitterly.

'| shall not undertaketo formulateadefinition for it/ said the
Director. *fU leavethat to scholars All | can doisto help you feel
what itis. Eventodothat requiresgreat patience, for | shall devote
our wholecoursetoit. Or, to bemoreexact, it will appear by itself
after you have studied our whole system of acting and after you your-
selveshave madethe experiment of initiating, clarifying, transforming
simpleeveryday humanrealitiesinto crystalsof artistictruth. This
does not happen all in a minute. You absorb what is essential
and discard whatever is superfluous. Y ou find a beautiful form
and expression, appropriate to the theatre. By doing thiswith
the aid of your intuition, talent, and taste you will achieve a
simple, comprehensibleresult.’

Thenext sudent to betested wasMaria. Sheplayed die scene
that Dasha did with the baby. She did it both beautifully and
quite diflerendy.

At first she showed an extraordinary amount of sncerity in
her joy at findingthechild. It waslikehavingareal livedoll to
play with. She danced around with it, wrapped it up, un-
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wrapped it, kissed it, caressed it, forgetting entirely that all she
held was a gick of wood. Then suddenly the baby ceased to
respond. At first she looked at him, fixedly, for along time,
trying to undersgand the reason for it. The expresson on her
face changed. As surprise was gradually replaced by terror, she
became more concentrated, and moved farther and farther
away from the child. When she had gone a certain digance she
turned to stone, a figure of tragic suspense. That was all. Yet
how much there was in it of faith, youth, womanliness, true
dramal How ddicately sengtive was her first encounter with
death!

'Every bit of that was artigtically true* exclaimed the Dir ec-
tor with feding.'You could believein it all becauseit wasbased
on car efully sdlected dementstaken from real life. Shetook no-
thing wholesale. She took just what was necessary. No more,
noless. Mariaknowshow to seewhat isfineand shehasa sense
of proportion. Both of theseareimportant qualities/

When we asked him how it wasthat ayoung, inexperienced
actresscould give such a perfect performancehisreply was.

It comes mostly from natural talent but especially from an
exceptionally keen senseof truth.

At theend of thelesson hesummed up:

1 have told you all that | can, at present, about the sense of
truth, falsenessandfaith an the stage. Now wecometotheques-
tion of how to develop and regulate this important gift of
nature.

'There will be many opportunities, because it will accom-
pany us at every step and phase of our work whether it be at
home, on the stage, at rehearsal, or in public. This sense must
penetrate and check everything diat die actor doesand diat the
spectator sees. Every little exercise, whether internal or exter-
nal, must bedoneunder itssupervison and approval

'Our only concernisthat all wedo should bein thedirection
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of developing and strengthening this sense. It is a difficult task,

becauseit isso much easer to Hewhen you are on thesagethan
to ek and act the truth. Y ou will need a great deal of atten-

tion and concentration to aid the proper growth of your sense
of truth and tofortify it.

* Avoid falseness avoid everything that isbeyond your powers
asyet and especially avoid everything that runs counter to na-
ture, logic, and common sense! That engender sdefor mity, vio-
lence, exagger ation and lies. Themor e often they get an innings,
the more demoralizing it isfor your sense of truth. Therefore
avoid the habit of falsfying. Do not let the reeds choke the
tender flow of truth. Be mercilessin rooting out of your sdif all
tendency to exaggerated, mechanical acting: digpense with
throes.

*A congant elimination of these superfluities will esablish a
special process which iswhat | shall mean when you hear me
cry: Cut ninety per cent.V



CHAPTER NINE
EMOTION MEMORY

|
Our work began today by going over the exercise with the
madman. We were delighted because we had not been
doing exercises of thissort

We played it with increasad vitality, which was not surpris-
ing because each oneof ushad lear ned what to do and howto do
it. Wewer e so sureof our sdvesweeven swagger ed abit. When
Vanya frightened uswe threw oursdlves in the opposte 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
wasmuch stronger.

| repeated exacdy what | used to do. | found myself under
the table, only I was clutching a large book instead of an ash
tray. The others did about the same. Sonya, for instance,
ran into Dasha thefirst time we ever did this scene and acci-
dentally dropped a pillow. This time she did not collide with
her but let the pillow fall anyway, in order to have to pick it
up.

Imagine our amazement when both Tortsov and Rakhma-
nov told usthat, whereasour playing of thisexerciseused to be
direct, sncere, fresh and true, today it was false, ingncere and
affected. We were dismayed at such an unexpected criticism.
Weinsged that wereally fet what weweredoing.

"Of course you wer e feding something/ said the Director.

If you were not you would be dead. The point is what were
163



164 AN ACTOR PREPARES

you feding? Let us try to disentangle things and to compare
your former with your present acting of thisexercise.

'There can be no question but that you preserved thewhole
staging, the movements, external actions, the sequence and
every littledetail of grouping, to an amazingly accurate degr ee.
Onecould easly beled tothink that you had photogr aphed the
set. Thereforeyou have proved that you have remarkably keen
memoriesfor theexternal, factual Sdeof aplay.

"Yet, was the way you stood around and grouped your salves
of such great importance? To me, as a spectator, what was go-
ing on ingde of you was of much greater interest. Those feel-
ings, drawn from our actual experience, and tranderred to our
part, are what give life to the play. You did not give those
fedings. All external production is formal, cold, and pointless
if it is not motivated from within. Therein lies the difference
between your two performances. In the beginning, when |
madethe suggestion about the madman, all of you, without ex-
ception, became concentrated each on your own problem of
personal safety, and only after that did you begin to act. That
was the right and logical process—the inner experience came
first and wasthen embodied in an external form. Today, on the
contrary, you wer e so pleased with your acting that you never
thought about anything except going over and copying all the
externals of the exercise. The first time there was a deathly
slence—today, it was all jollity and excitement. Y ou were all
busy getting thingsready: Sonyawith her pillow, Vanyawith
hislampshade, and K ostyawith abook instead of an ash tray.”

"The property man for got theash tray/1 said.

'Did you haveit prepared in advancethefir st timeyou played
the exercise? Did you know that Vanya was going to yell and
frighten you?' asked the Director, with a certain amount of
irony. It's very queer! How did you foresee today that you
wer egoingto need that book? It ought to have comeinto your
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hand accidentally. It's a pity that that accidental quality could
not be repeated today. Another detail: originally, you never
relaxed your gaze on the door, behind which the madman was
supposed to be. Today you wer e ingtantly taken up with our
presence. Y ou wer einterested to see what impresson your act-
ing was making on us. Ingead of hiding from the crazy man
you wer e showing off to us. Thefirst time you were impelled
to act by your inner fedlings and your intuition, your human
experience. But just now you went through those motions al-
most mechanically. Y ou repeated a successful rehearsal instead
of recreating a new, living scene. Ingead of drawing from your
memory of life you took your material from the theatrical
archives of your mind. What happened insde of you in the be-
ginning naturally resulted in action. Today that action was in-
flated and exagger ated in order to makean effect.

'The same thing happened to you asto the young man who
cametoak V. V. Samoilov whether or not heshould goonthe
Sage.

""Goout," said hetotheyoung man. " Then comeback and
say over again what you havejust told me."

'The young man came and repeated what he had said the
first time, but hewasincapable of rdiving the samefedings.

"However, nether my comparison to the young man nor
your lack of successtoday should upset you. Itisall intheday's
work, and | shall explain to you why. The unexpectedis often
a most effective lever in creative work. During your first per-
formance of the exercise that quality was obvious. You were
genuinely excited by the injection of the idea of a possble
lunatic. In this recent repetition the unexpectedness had worn
off, becauseyou knew ahead all about it, everything wasfami-
liar and clear, even die external form through which you pour
your activity. Under the circumdances, it didn't seem worth
while, did it, to reconsder the whole scene afresh, to let your -
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selves be guided by your emotions? A ready-made external
formisaterribletemptation toan actor. It isnot surprisng that
novices like you should have fdt it and at the same time that
you should have proved that you have a good memory for ex-
ternal action. Asfor emotion memory: there was no sign of it
today/

When hewasasked to explain that term, he said:

*| can best illugrateit asdid Ribot, who was thefirst person
todefinethistypeof memories, by tellingyou astory:

"Two travelers were marooned on some rocks by high tide.
After ther rescuethey narrated ther impressons. Oneremem-
bered every litde thing he did; how, why and wher e he went;
where he climbed up and where he climbed down; where he
jumped up or jumped down. The other man had no recollec-
tion of theplaceat all. Heremembered only theemotionshefet.
I n succession, camedelight, apprehension, fear, hope, doubt and
finally panic.

'The second isjust what happened to you thefirst time you
played thisexercise. | can clearly recall your dismay, your panic
when | introduced the suggestion about the madman.

'l can seeyou rooted to the spot, asyou tried to plan what to
do. Your whole attention was riveted on the make-believe ob-
jective behind the door, and once you had adjusted your selves
toit you brokeout with real excitement and real action.

'If, today, you had been able to do as the second man in
Ribot's story did—to revive all the fedings you experienced
that first time, and act without effort, involuntarily—then |
would havesaid that you possess exceptional emotion memories.

'Unfortunately, such is all too seldom the case. Therefore, |
am obliged to be more modest in my demands. | admit that
you may begin the exercise and allow its external plan to lead
you. But after that you mugt let it remind you of your former
fedings and give yoursdlves up to them as a guiding force
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throughout therest of the scene. If you can do that, | shall say
your emotion memories are not exceptional, but that they are
good.

‘If I musgt cut down my demands even more, then | should
say: play the physical scheme of the exercise, even though it
doesnot recall your former sensations, and even though you do
not fed the impulse to look at the given drcumsances of the
plot with afresh eye. But then let me seeyou useyour psycho-
technique to introduce new imaginative dements that will
arouseyour dormant feglings.

'If you succeed in this| shall be able to recognize evidences
of emotion memory in you. So far, today, you have not offered
meany of these possible alter natives*

'Doesthat mean wehaveno emotion memory?' | asked.

"No. That is not what you must conclude. We shall make
some tests at our next lesson,’ said Tortsov calmly, ashe stood
up and prepared toleavethecdlass.

2

Today | wasthefirst to haveemotion memory checked.

'Do you remember’, asked the Director, 'that you oncetold
me about the great impresson Moskvin made on you when he
cameto your town on atour? Can you recall his performance
vividly enough so that the very thought of it now, six years
later, bringsback theflush of enthusasm you fdt at thetime?”

'Perhapsthefedings arenot askeen asthey oncewere,' | re-
plied, 'but | certainly am moved by them very much even now.'

'‘Are they srong enough to make you blush and fed your
heart pound?

'Perhaps if | let mysalf goentirely, they would.'

'What do you fed, ether spiritually or physcally, when you
recall thetragic death of theintimatefriend you told me about?

‘| try toavoid that memory, becauseit depressesme somuch.’
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That type of memory, which makes you rdive the sensa-
tions you once felt when seeing Moskvin act, or when your
friend died, iswhat we call emotion memory. Just asyour visual
memory can recongruct an inner image of some forgotten
thing, place or person, your emaotion memory can bring back
fedings you have already experienced. They may seem to be
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, sometimes
the same strong feelingswill comeback but in a somewhat dif-
ferent guise.

" Snceyou aredtill capable of blushing or growing paleat the
recollection of an experience, snceyou ill fear torecall 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 sate you allow
your self to get intowhen you appear on thestage/

Next Tortsov made the digtinction between sensation mem-
ory, based on experiences, connected with our five senses and
emotion memory. He said that he would occasonally speak of
them asrunning along paralld to one ancther. This, he said, is
a convenient although not a scientific description of ther rela-
tion to oneanocther.

When he was asked to what extent an actor uses his sensa-
tion memories, and what the varying value of each of thefive
ENssis, hesaid:

"Toanswer that let ustakeup each oneinturn:

'Of our five sensss sight isthe most receptive of impressons.
Hearingisalso extremely sendtive. That iswhy impressonsare
readily madethrough our eyesand ears.

It isawell-known fact that some painters possess the power
of inner vision to such a degreethat they can paint portraits of
peoplethey have seen but whoarenolonger alive.
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" Some mudgcians have a Smilar power to recongruct sounds
inwardly. They play over in their minds an entire symphony
they have just heard. Actors have this same kind of power of
sght and sound. They use it to impress upon themsdves, and
then later recall, all sortsof visual and audibleimages—theface
of a person, his expresson, the line of his body, his walk, his
mannerisms, movements, voice, intonations, dress, radal char-
acterigtics,

'Moreover, some people, especially artigs, are able not only
toremember and reproducethingsthey have seen and heard in
real life, but they can also do the samewith unseen and unheard
thingsin their own imagination. Actors of the visual memory
typeliketo seewhat iswanted of them and then their emotions
respond eadly. Others much prefer to hear the sound of the
voice, or theintonation, of theperson they aretoportray. With
them the first impulse to feding comes from their auditive
memories/

'‘What about the other senses? someone asked. 'Do we need
them, too?*

'Of coursewedo," 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 mach£
ragout that is supposed to have been prepared with impressve
culinary art by Goldoni's Midress of the Inn. Y ou haveto play
that scene so that both your mouth and ourswater. To do this
you are obliged to have an extremely vivid memory of some
delectable food. Otherwise you will overdo the scene and not
experienceany gustatory pleasure.

'Wherewould weusethesense of touch? | asked.

'In a scene such as we find in Oedipus, where die king is
blinded, and useshis sense of touch to recognize hischildren.

"Yet the most perfecdy developed technique cannot be com-
pared with the art of nature. | have seen many famous techni-
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cal actorsof many schoolsand many lands, in my day, and none
of them could reach theheight towhich artigticintuition, under
the guidance of nature, is capable of ascending. We must not
overlook the fact that many important sdes of our complex
natures are neither known to us nor subject to our conscious
direction. Only nature has access to them. Unlesswe enlist her
aid we mugt be content with only a partial rule over our com-
plicated creative apparatus

'Although our sensssof smell, taste, and touch are ussful, and
even sometimes important, in our art, ther role is merely
auxiliary and for the purpose of influencing our emotion mem-
ory. ...'

3

Our lesons with the Director have been suspended tem-
porarily because he has gone away on tour. For the present we
areworking at dancing, gymnastics, fencing, voice placing and
diction. Meantime something important has happened to me,
which throws a great light on the very subject we have been
studying—emotion memory.

Not long ago | was walking home with Paul. On a boule-
vard weran into alargecrowd. | like strest scenes, so | pushed
intothecentreof it, and theremy eyesfell on ahorriblepicture.
At my feet lay an old man, poorly dressed, hisjaw crushed,
both arms cut off. His face was ghasdy; his old yellow teeth
guck out through his bloody moustache. A sreet car towered
over itsvictim. The conductor was fussng with the machinery
to show what waswrongwith it, and why hewasnot to blame.
A man in awhite uniform, with his overcoat thrown over his
shoulders, was lisdessy dabbing the dead man's nogtrilswith a
bit of cotton on which he poured something out of abottle. He
was from a neighbouring drug store. Not far away some chil-
dren wer eplaying. One of them cameacrossabit of bonefrom



EMOTION MEMORY 171

the man's hand. Not knowing how to dispose of it he threw it
in an ash can. A woman wept, but therest of the crowd looked
on with indifferenceand curiosity.

Thispicture made a degp impresson on me. What a contrast
between this horror on the ground and the light blue, clear,
cloudless ky. | went away depressed and it was along time be-
forel could shake off the mood. In the night | 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 ssems morefearful. But | ascribed it to my emotion
memory and itspower to degpen impressons.

A few dayslater | passed by the scene of the accident and in-
voluntarily stopped to recall what had happened so recendy.
All traceswer eobliterated. Therewasonehuman lifelessin the
world and that was all. However, a small penson would be
paid to die family of the deceased and so everyone's sense of
justicewould be satidfied. Ther efore, everythingwasasit should
be. Y et hiswifeand children wer e perhapsstarving.

As| thought, my memory of the catastrophe seemed to be-
come transormed. At firg it had been raw and naturalidic,
with all theghasdy physical details, diecrushed jaw, thesevered
arms, the children playingwith the sream of blood. Now | was
shaken as much by my memory of it all, but in a different way.
| was suddenly filled with indignation againg human cruelty,
injusticeand indifference.

It isjust aweek sncetheaccident and | passed the scene of it
again on my way to school. | sopped for a few moments, to
think about it. The snow was white then asnow. That's—life.
| remembered the dark figure sretched out on the ground—
that is—death. The sream of blood, that is the flow of man's
tranggressons. All around, in brilliant contragt, | see the sky,
aun, nature. That's—eternity. The greet carsrolling by, filled
with passengers, represent die passng gener ations on their way
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into the unknown. The whole picture, which was so horrible,
so terrifying, hasnow become majegtic, stern....

4

Today | happened accidentally on a strange phenomenon. In
thinking back to that accident on the boulevard | find that the
dreet car tends now to dominate the picture. But it isnot the
dreet car of thisrecent happening—it isonethat datesback toa
personal experience of my own. This pagt autumn, late one
evening, | was coming back to town from a suburb, on dielast
trolley. Asit was passng through a deserted field it ran off its
tracks The passengers had to combineforcesand help to get it
back again. How big and heavy it seemed to me then and how
weak and inggnificant wewer ein comparison!

Why was this early sensation memory mor e power fiilly and
deeply impressed on me than the morerecent one? And hereis
another angle—when | begin tothink of the old beggar lyingin
thedreet with theapodiecary bending over him, I find that my
memory turns to quite another happening. It was long ago—|
came upon an ltalian, 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 seem that this scene had af-
fected my feelings more than the death of the beggar. It was
buried moredeeply in my memory. | think that if | had to stage
thedreet accident | would search for emotional material for my
part in my memory of the scene of the Italian with the dead
monkey rather than in thetragedy itsdf.

| wonder why that is?

5

Our lessonswith the Director wereresumed today and | told
him about the process of evolution in my fedings about the
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sreet accident. Firg hepraised mefor my power of observation
and then hesaid:

That is a capital illustration of what does take place in us.
Each one of us has seen many accidents. Weretain the memo-
riesof them, but only outstanding char acterigticsthat impressed
usand not their details. Out of theseimpressonsonelarge, con-
densed, deeper and broader sensation memory of related ex-
perience is formed. It is a kind of synthess of memory on a
large scale. It is purer, more condensed, compact, subgtantial
and sharper than the actual happenings.

'Timeisasplendidfilter for our remembered feelings—besidesitis
agreat artist. Itnot only purifies, it also transmuteseven painfully
realistic memoriesinto poetry?

'Y et thegreat poetsand artistsdraw from nature”’

'‘Agreed. But they do not photograph her. Their product
passsthrough their own personalitiesand what she givesthem
is supplemented by living material taken from their sore of
emotion memories.

‘Shakespeare, for example, often took hisheroesand villains,
like lago, from the sories of others and made living creatures
of them by adding his own crygallized emotion memories to
diepicture. Timehad so darified and poetized hisimpressons
that they became splendid material for hiscreations/

When | told Tortsov about the exchange of persons and
thingsthat had taken placein memories, heremarked:

There is nothing surprisng in thati—you cannot expect to
useyour sensation memoriestheway you dobooksin alibrary.

'Can you picture to yourself what our emotion memory is
really like? Imagine a number of houses, with many roomsin
each house, in each room innumerable cupboards, shelves,
boxes, and somewhere, in one of them, a tiny bead. It is easy
enough to find theright house, room, cupboard and shelf. But
it ismoredifficult to find dieright box. And whereisthe sharp
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eye that will find that tiny bead that rolled out today, glittered
for amoment, and then disappear ed from sight?—only luck will
ever find it again,

That iswhat it islike in the archives of your memory. It has
all those divisons and sub-divisons. Some are mor e accessble
than others. The problem isto recapture the emotion that once
flashed by likeameteor. If it remainsnear the surfaceand comes
back to you, you may thank your gars But do not count on
always recovering the same impression. Tomorrow something
quite different may appear in its place. Be thankful for that and
do not expect the other. 1f you learn how to be receptive to
theserecurring memories, then the new ones as they form will
be mor e capable of girring your fedings repeatedly. Your soul
inturn will bemoreresponsveand will react with new war mth
topartsof your rolewhoseappeal had wor n thin from constant
repetition.

"When the actor's reactions are more powerful, inspiration
can appear. On the other hand, don't spend your time chasing
after an inspiration that once chanced your way. It isasunre-
coverable as yesterday, as the joys of childhood, as first love.
Bend your efforts to creating a new and fresh inspiration for
today. Thereis no reason to suppose that it will be less good
than yesterday's. It may not be as brilliant. But you have the
advantage of possessing it today. It hasrisen, naturally, from the
depths of your soul tolight the creative park in you. Who can
say which manifestation of true inspiration is better? They are
all splendid, each in its own way, if only because they are
inspired.’

When | pressed Tortsov to say that, sincethese germsof in-
gpiration are preserved within us, and do not come to us from
the outsde, we must conclude that inspiration is of secondary
rather than primary origin, herefused tocommit himself.

'l donot know. Mattersof the subconsciousarenot my field.
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Moreover, | do not think that we should try to destroy the
mystery that we are accusomed to wrap around our moments
of ingpiration. Mystery isbeautiful in itself and isa great stimu-
lusto creativeness

But | was not willing to let it go at that, and asked him if
everything we felt while on the sage was not of secondary
origin.

‘Do we, asa matter of fact, ever fed thingstherefor thefirst
time? | want to know too, whether or not it isa good thing to
have original, fresh fedings come to us while we are on the
sage—fedingswehavenever experienced at all inreal life?'

"It depends upon thekind/ wasthe answer, 'Supposeyou are
playing the scene in the lag act of Hamlet where you throw
your self with your sword on your friend Paul here, who enacts
the role of the king, and suddenly you are overwhelmed for
thefirst 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
curtain to be rung down. Do you think that it would be wise
for an actor to give himsdlf up to such spontaneous emotionsas
that?

'Doesthat mean that they arenever dedrable? | asked.

'Onthecontrary, they areextremely desrable/ said Tortsov,
'‘But these direct, powerful and vivid emotions do not make
their appearanceon thesagein theway you think. They do not
last over long periodsor even for asingleact. They flash out in
short episodes, individual moments. I n that form they arehigh-
ly welcome. We can only hope that they will appear often, and
help to sharpen the sincerity of our emotions, which is one of
the most valuable dements in creative work. The unexpected
quality of these spontaneous eruptions of fedingsisan irress-
ibleand moving for ce/

Hereheadded anote of warning:
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'The unfortunate part about diem is that we cannot control
them. They control us. Therefore we have no choice but to
leave it to nature and say: " If they will come, let them come.
Wewill only hopethat diey will work with the part and not at
crosspurposestoit.” Of course, an infuson of unexpected, un-
consciousfedingsisvery tempting. It iswhat we dream about,
and it is a favourite aspect of creativeness in our art. But you
must not conclude from this that you have any right to mini-
mize the sgnificance of repeated feelings drawn from emotion
memor y—on the contrary, you should be completely devoted
to them, because they are the only means by which you can, to
any degree, influenceingpiration.

'Let meremind you of our cardinal principle: Through con-
scious meanswer each the subconscious.

'Another reason why you should cherish thoser epeated emo-
tionsis, that an artist doesnot build hisroleout of thefirst thing
at hand. He chooses very carefully from among his memories
and culls out of his living experiences the ones that are most
enticing. He weaves the soul of the penon heisto portray out
of emotionsthat aredearer to him than hiseveryday sensations.
Can you imagine a more fertile field for inspiration? An artist
takesthebest that isin him and carriesit over on thestage. The
form will vary, according to the necessities of the play, but the
human emotionsof theartig will remain alive, and they cannot
bereplaced by anything el se/

'Doyou mean to say', brokein Grisha, 'that in every kind of
role, from Hamlet to Sugar in The BlueBird, wehaveto useour
own, same, old feelings?”

'What dse can you do? said Tortsov. ‘Do you expect an
actor to invent all sorts of new sensations, or even a new soul,
for every part he plays? How many soulswould he be obliged
to house? On the other hand, can hetear out his own soul, and
replaceit by one he hasrented, as being mor e suitable to a cer -
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tain part? Where can he get one? Y ou can borrow clothing, a
watch, thingsof all sorts, but you cannot takefeelingsaway from
another person. My fedingsareinalienably mine, and yoursbe-
long to you in the sameway. Y ou can undergand a part, sym-
pathizewith the person portrayed, and put your self in hisplace,
sothat you will act ashewould. That will arousefedlingsin the
actor that areanalogoustothoserequired for thepart. But those
feelings will bdong, not to the person created by theauthor of
dieplay, but totheactor himsdf.

'Never loseyourself on thestage. Alwaysact in your own person,
asan artist. You can never get away from yourself Themoment you
loseyourself on the stage marksthedeparturefromtruly living your
part and the beginning of exaggerated falseacting. Therefore, no
matter how much you act, how many parts you take, you
should never allow yoursdlf any exception to the rule of usng
your own feelings. Tobreak that ruleistheequivalent of killing
die person you are portraying, because you deprive him of a
palpitating, living, human soul, which isthe real source of life
for apart.’

Grigha could not bring himself to believe that we mugt play
our selvesalways.

'That isdie very thing you must do/ affirmed the Director.
'Alwaysand for ever, when you areon the stage, you must play your-
self Butitwill bein an infinitevariety of combinationsof objectives,
and given circumstanceswhich you have preparedfor your part, and
which have been smelted in thefurnace of your emotion memory. This
isthe best and only true material for inner creativeness. Useit,
and do not rely on drawing from any other sour ce/

'But/ argued Gesha, 1 cannot possibly contain all the fed-
ingsfor all therolesin thewor |d/

'Therolesfor which you haven't theappropriatefedingsare
those you will never play well/ explained Tortsov. 'They will
be excluded from your repertory. Actors arenot 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
contragting per sonalitieshe said:

'To begin with the actor isnot one or the other. He has, in
hisown person, ether avividly or indigtinctly developed inner
and outer individuality. He may not have in his nature ether
thevillainy of one character or the nobility of another. But the
seed of those qualities will be there, because we have in usthe
elements of all human characterigics good and bad. An actor
should use his art and his technique to discover, by natural
means, those dementswhich it is necessary for him to develop
for hispart. In thisway the soul of the person he portrayswill
beacombination of theliving ementsof hisown being.

"Your firg concern should be to find the means of drawing
on your emotional material. Your second, that of discovering
methods of creating an infinite number of combinations of
human souls, characters, fedings, passonsfor your parts/

* Wherecan wefind those means and those methods?

'Fird of all, learn touseyour emotion memory/

"How?'

*By meansof anumber of inner and outer stimuli. But thisis
acomplicated question, sowe shall takeit up next time/

6

Wehad our lesson today on the stage, with thecurtain down.
It was supposed to bein 'Maria's apartment’, but we could not
recognizeit. The dining-room was where the living-room had
been. Theformer dining-room had been converted into a bed-
room. The furniture was all poor and cheap. As soon as the
gudents recovered from ther surprise they all clamoured to
have the original apartment back, because they said they were
depressad by thisone, and could not work init.
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'l am sorry nothing can be done about it/ said die Director,
'Theother furniturewasneeded for acurrent play, sothey gave
usin exchange whatever they could spare, and they arranged
things as best they knew how. If you don't likeit theway it is,
change anything you wish to makeit morecomfortable/

Thisgarted ageneral moving, and soon theplacewastorn to
pieces.

"'Stop!" cried Tortsov, 'and tell mewhat sensation memories
all thischaosbringstothesurfaceinyou/

'When thereis an earthquakée, said Nicholas, who had been
asurveyor, 'they movefurniturearound thisway/

'l don't know how to defineit/ said Sonya, 'but somehow it
makes me think of the time when the floors are being done
over/

Aswe continued to push the furniture around, various ar gu-
ments arose. Some wer e searching for one mood, others for
another, accor ding to the effect produced on their emotion me-
morieshby thisor that grouping of thethingsin theroom. Inthe
end thearrangement wastolerable. But weasked for morelight.
Whereupon we were given a demongration in lighting and
sound effects.

Hrg we had thelight of a sunny day, and wefelt very cheer-
ful. Off stage there was a symphony of noises, automobile
horns, sreet car bells, factory whisdes, and the far-away sound
of an engine—all theaudibleevidenceof aday in acity.

Gradually thelightsweredimmed. It was pleasant, calm, but
dighdy sad. We wereinclined to be thoughtful, our lids grew
heavy. A strong wind came up, then a ssorm. The windows
rattled in ther frames, the gale howled, and whisded. Wasiit
rain or snow beating on the panes? It was a depressing sound.
The street noises had died away. A clock ticked loudly in the
next room. Somebody began to play the piano, fortissmo at
first and then more softly and sadly. Thenoisesin the chimney
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increased die sense of melancholy. With thecoming of evening

lights were turned on, the piano playing ceased. At some dis-

tancea clock sruck twelve. Midnight. Sllencereigned. A mouse
gnawed the floor. We could hear an occasonal automobile

horn or railroad whistle. Finally all soundsstopped and diecalm
and darkness was absolute. In alittle while grey shadows her -

alded the dawn. Asthefirg rays of sunlight fell into the loom,

| felt agreat reidf.

Vanyawasthemost enthusagic of all about the effects.

It wasbetter thaninreal life/ heasured us.

'There die changes are so gradual’, added Paul, ‘that you are
not aware of the changing mood. But when you compress
twenty-four hoursintoafew minutesyou fed thewhole power
over you of thevaryingtonesof light/

'Asyou have noticed/ said the Director, 'surroundings have
a big influence over your fedings. And this happens on die
sageaswell asinredl life. In thehands of atalented director all
thesemeansand effectsbecome creativeand artistic media.

"When the external production of a play isinwardly tied up
with the spiritual life of the actorsit often acquires more signi-
ficance on the gagethan in redl life. If it meetsthe needs of the
play and produces the right mood it helps the actor to formu-
late the inner apect of hisrole, it influences his whole psychic
date and capacity to fed. Under such conditionsthe settingisa
definite simulus to our emotions. Therefore if an actressisto
play Marguerite, tempted by Mephistopheles while she is at
prayer, the director must give her the means of producing the
atmosphereof beingin church. 1t will help her tofed her part.

'For the actor playing Egmont, in prison, he must create a
mood suggestive of enfor ced solitary confinement/

"What happens*, asked Paul, 'when a director createsa splen-
did external production which, however, doesnot fit theinner
needsof a play?*
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‘Unfortunately that is a rather frequent occurrence/ an-
swered Tortsov, 'and theresult is always bad, because his mis-
takeleads the actorsin thewrong direction and ssts up barriers
between them and their parts/

'What if the external production isjust plain bad? asked
someone.

'The reault is even worse. The artigs who work with the
director, behind the scenes, will achieve the diametrically
opposite effect from the right one. Ingead of attracting the at-
tention of the actorstoward the sage they will repe them, and
throw them into the power of the audience beyond the foot-
lights. Consequently the external production of a play is a
sword in the hands of a director, that cuts both ways. It is
equally capableof doing good and harm.

"Now | am going to put a problem to you/ the Director
went on. 'Does every good set help an actor and appeal to his
emotion memory? For example: imagine a beautiful set, de-
signed by some artig highly gifted in the use of colour, lineand
perspective. You look at the set from the auditorium and it
creates a complete illuson. And yet if you come up closeto it
you are disllusoned, you areill at eaewith it. Why? Because
if a set ismade from the painter's point of view, in two and not
in three dimensions, it has no valuein the theatre. It has width
and height but lacks the depth, without which, as far as the
gageisconcerned, it islifeess.

"You know from your own experience what a bare, empty
dage feds like to an actor; how difficult it is to concentrate
attention on it, and how hard it isto play even a short exercise
or smplesketch.

‘Jud try to gand up in such a space and pour out therole of
Hamlet, Othello or Macbeth! How difficult it isto do it with-
out the help of a director, a scheme of movements, without
propertiesthat you can lean on, it on, movetowardsor group
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younelves around! Because each Stuation that is prepared for
you helps you to give a plagic outward form to your inner
mood. Therefore, we absolutely need that third dimension, a
depth of form in which wecan move, live, and act/

7

"Why are you hiding away in a corner? asked the Director
of Maria, when hecameon tothe sagetoday.

"I ... want to get away,—l—can't dandit . . ." shemuttered,
asshetried to get farther and farther away from the distracted
Vanya.

'Why are you gtting together here so cosily?' he asked, of a
group of sudentsclugtered in the sofa near dietable.

"We...er...werelisening to some anecdotes/ sammered
Nicholas.

'What areyou and Grisha doing over there by thelamp?' he
asked Sonya.

She was embarrassad and did not know what to say, but
finally brought out something about reading a letter together.

Hethen turned to Paul and meand asked:

'Why areyou two pacing up and down?"

'Wewerejust talkingthingsover," | replied.

'In aword," he concluded, 'you have all chosen appropriate
ways of responding to the moods you werein. Y ou have pro-
duced the right setting and used it for your purpose. Or, isit
possble that the setting you found suggested the mood and the
action?

He sat down by the fireplace and we faced him. Several
pulled up ther chairsto be nearer him, to hear better. | setded
myself at the table to take notes. Grisha and Sonya sat off by
themsdves, sothat they could whisper to each other.

"Now tell mejust why each of you isstting in that particular
spot," he demanded, and we wer e again obliged to account for
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our movements. Hewas satisfied that each one had made use of
the setting in accor dance with what he had to do, hismood and
hisfedings.

The next sep was to scatter usin various parts of the room,
with pieces of furniture to help form groups. Then he asked us
to notewhatever 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 sats, and in
each case we were called upon to say: under what emotional
circumgances, 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 firs,
chosen our setting to correspond to our mood and object, now
hewas doing that for us, and our part wasto producetheright
objectiveand inducethe appropriatefedings.

Thethird test was one of responding to an arrangement pre-
pared by someoneese. Thislas problemisonethat an actor is
frequently called upon to solve; consequently it isnecessary for
him to be capableof doingit.

Then hebegan someexercisesin which he put usin positions
that werein direct conflict with our purposesand moods. All of
which exercises led us to apprecdiate a good, comfortable, full
background arranged for the sake of the sensations it aroused.
In summing up what we had accomplished, the Director said
that an actor looksfor a suitable mise-en-sceneto correspond to
hismood, his objectiveand that also those same dementscreate
the setting. They are, in addition, a gimulus to the emotion
memory.

'Theusual impresson isthat adirector usesall of hismaterial
means, such as die s, thelighting, sound effects and other ac-
cessories, for the primary purpose of impressng the public. On
the contrary. We use these means more for ther effect on the
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actors. We try in every way to facilitate the concentration of
their attention on thestage.

'There are gill many actors, he continued, 'who in defiance
of any illuson we can create, by means of light, sounds or
colour, ill fed ther interest more centred in the auditorium
than on thestage. Not even theplay itself and itsessential mean
ing can bring back their attention to our sde 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 your selves up to
what is going on around you. In a word, make use of every
thing that will gimulateyour fedlings.

"Up to thispoint,’ the Director went on, after a dight pause,
‘we have been working from the gimulusto thefeeling. Often,
however, the reverse process is hecessary. We use it when we
wish tofix accidental inner experiences.

'As an example | shall tell you about what happened to me
at one of the early performances of Gorki's Lower Depths. The
role of Satin had been compar atively easy for me, with the ex-
ception of his soliloquy in the lagt act. That demanded the im-
possible of me—to give a universal sgnificance to die scene, to
say the soliloquy with such profound implications of deeper
meaning that it became the central point, the denouement of
thewholeplay.

‘Each time that | reached this danger spot, | seemed to put
brakes on my inner fedings. And that hestation stopped the
free flow of creativejoy in my part. After the soliloquy | in-
variably fet likeasnger who hasmissed hishigh note.

'"To my surprise this difficulty disappeared at either the third
or fourth performance. When | tried to find thereason for this,
| decided that | must go over in detail everythingthat happened
tometheentireday beforemy appearancein the evening.

'Thefirst item wasthat | received a shockingly big bill from
my tailor, and was upset. Then | lost thekey to my dek. In an
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ugly mood | sat down toread thereview of the play, and found
that what was bad had been praised, while the good partswere
not appreciated. Thisdepressed me. | pent thewholeday mull-
ing over the play—a hundred rimes| tried to analyse its inner
meaning. | recalled every sensation | had at every point of my
part, and | 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. | merdy
pursued my way logically and in theright direction, and found
that | had gone pag the danger spot of the soliloquy without
ever noticingit.

'l consulted an experienced actor who is also an excellent
psychologist, and asked him to help me darify what had oc-
curred, so that | could fix the experience of that evening. His
attitudewas:

* "You cannot repeat an accidental sensation you may have
on the stage, any mor e than you can revive a dead flower. It is
better to try to create something new than to wasteyour effort
on dead things. How to go about it? Firg of all, don't worry
about theflower, just water theroots, or plant new seeds.

""Mogt actorswork in the opposite direction. If they achieve
some accidental successin apart they want to repeat it and they
go at ther fedings directly. But that is like trying to raise
flower swithout the co-oper ation of nature, and you cannot do
that unless you are willing to be satisfied with artificial blos-
soms.”

‘Sothen what?

“"Don't think about the fedling itsdf, but set your mind to
work on what makes it grow, what the conditions wer e that
brought about the experience.

""Youdothesame," said thiswiseactor tome. " Never begin
with results. They will appear in timeasthelogical outcome of what
hasgonebefore"
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*| did ashe advised. | tried to get down to dieroots of that
soliloquy, to diefundamental idea of theplay. | realized that my
verson had had no real kinship at all with what Gorki had
written. My migakes had built up an impassable barrier be-
tween meand themain idea.

'This experience illugrates the method of working from the
aroused emotion back to its original simulus. By using diis
method an actor can at will repeat any desred sensation, be-
cause he can tracethe accdental feding back towhat stimulated
it, in order to retrace his path back from the simulus to the
feding itsdlf/

8

TheDirector began, today, by saying:

'The broader your emotion memory, thericher your mate-
rial for inner creativeness. That, | think, requiresnofurther ela-
boration. It is, however, necessary, in addition to therichness of
the emotion memory, to disinguish certain other characteris
tics, namely, its power, itsfirmness, the quality of the material
it retains, totheextent that these affect our practical work inthe
theatre,

‘Our whole creative experiences are vivid and fiill in direct
proportion to the power, keenness and exactness of our mem-
ory. If it isweak thefedingsit arouses are pale, intangible and
trangparent. They are of no value on the sage because they will
not carry acrossthefootlights*

From his further remarksit appears that there are many de-
grees of power in emotion memory and both its effects and
combinationsarevaried. On thispoint hesaid:

‘Imagine that you have received some insult in public, per-
haps a dap in the face, that makes your cheek bum whenever
you think of it. Theinner shock was so great that it blotted out
all thedetailsof thisharsh incident. But someinsggnificant thing
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will instantly revivethe memory of theinsult, and the emotion
will recur with redoubled violence. Your cheek will grow red
or you will turn paleand your heart will pound.

"If you possess such sharp and easly aroused emotional ma-
terial you will find it easy to trander it to the sage and play a
scene analogous to the experience you had in real lifewhich left
such a shocking impresson on you. To do this you will not
need any technique. It will play itself because nature will help
you.

'Hereis another example: | have a friend who is extraordi-
narily absent-minded. He dined once with some friends he had
not seen for ayear. In the course of the dinner he made a refer-
encetothehealth of hishost'sadorablelittleboy.

"Hiswor dswer e greeted with a stony silence, and hishostess
fainted dead away. The poor man had completely forgotten
that the boy had died since he last saw hisfriends. He says that
he will never forget as long as he hves what he fdt on that
occasion.

"However, the sensations which my friend felt wer e different
from those experienced by a person who had had his face
dapped becausein thiscasethey did not obliterate all the details
attendant on the incident. My friend retained a very accurate
memory not only of hisfeelings, but of the happening itself and
of the attending circumgances in which it occurred. He defi-
nitely remember sthefrightened expression on theface of aman
acrossthetable, the glazed eyes of thewoman next to him, and
thecry that brokefrom theother end of thetable.

'In the case of a really weak emotion memory the psycho-
technical wor k isboth extensveand complicated.

Thereisone other of the many-sded aspects of thisform of
memory that weactorsdowell to take cognizanceof, and | shall
eak of it in detall.

'Theoretically you might supposethat the ideal type of emo-
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tion memory would beonethat could retain and reproduceim-
pressons in all the exact details of their firs occurrence, that
they would berevived just asthey really wer e experienced. Y et
if that were the case what would become of our nervous sys-
tems? How would they gand the repetition of horrorswith all
the original painfully realigtic details? Human nature could not
dandit.

" Fortunatdy things actually happen in a different way. Our
emotion memoriesare not exact copies of reality—occasonally
somearemorevivid, but usually they arelessso, than theorigi-
nal. Sometimes impressons once received continue to live in
us, grow and become deeper. They even simulate new pro-
cesses and either fill out unfinished details or else suggest alto-
gether new ones.

In a case of this kind a person can be perfectly caim in a
dangerous Stuation and then faint away when he remembersit
later. That isan exampleof theincreased power of thememory
over theoriginal happening and of the continuing growth of an
impression once had.

"There remains now—in addition to the power and intendty
of these memories—their quality. Suppose that instead of being
the person to whom something happened, you are merely an
onlooker. It isonething to recelve an insult in public your self
and to experience a keen sense of embarrassment on your own
account, and it isquiteancther thing to seethishappen to some-
one dse, to be upset by it, to bein apostion to sdefredy with
theaggressor or hisvictim.

'Thereis, of course, no reason why the onlooker should not
experiencevery strong emotions. He may even fed theincident
mor e keenly than the participating parties. But that isnot what
| am interested in at present. All | want to point out now isthat
ther fedingsaredifferent.

Thereisanother possbility—a person might not participate
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in an incident ether as a principal or an onlooker. He might
only hear or read about it. Even that would not prevent hisre-
ceiving deep and power ful impressons. 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 per son read-
ingor hearingdiestory.

'Again, the emotions of a reader or hearer differ in quality
from those of an onlooker or principal in such an event.

* An actor hasto deal with all these types of emotional ma-
terial. Heworksit over and adjudsit to the needs of the person
whom heportrays.

"Now let us suppose that you wer e a witnesswhen that man
was dapped in public, and that theincident left strong tracesin
your memory. It would be easer for you to reproduce those
feelings if on the sage you played the part of a withess. But
imagine that, ingead, you were called upon to play the man
who was dapped. How would you adapt the emotion you ex-
perienced asawitnesstotheroleof theman insulted?

'The principal feds the insult; the witness can share only
sympathetic fedings. But sympathy then might be transfor med
into direct reaction. That is exacdy what happens to us when
we are working on a role. From the very moment when the
actor fedsthat change take placein him he becomes an active
principal in thelifeof the play—real human fedingsarebornin
him—often thistransformation from human sympathy intothereal
feelingsof theperson in thepart occursspontaneously.

"The actor may fed the sStuation of the person in the part so
keenly, and respond to it so actively, that he actually putshim-
sdf in the place of that person. From that point of view hethen
sees the occurrence through the eyes of the person who was
dapped. Hewantsto act, to participatein thedtuation, to resent
the insult, just as though it were a matter of personal honour
with him. In that case die trangormation of the emotions of
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the witness to those of the principal takes place so completely
that the srength and quality of the fedings involved are not
diminished.

"You can see from this that we use not only our own past
emotions as creative material but we use fedings that we have
had in sympathizing with the emotions of others. It is easy to
date apriori that it is utterly impossible that we should have
aufficdent emotional material of our own to supply the needs of
all the parts we shall be called upon to play in awholelifetime
on the sage. No one person can be the universal soul in Chek-
hov's Sea Gall, which hashad all human experiences, including
murder and on€'s own death. Yet we have to live all thee
things on the age. So we mugt study other people, and get as
close to them emotionally aswe can, until sympathy for them
istrangformed intofedlingsof our own.

'lan't that what happensto us every timewe begin the sudy
of anewrole?

9

"(i) If you remember theexercisewith themadman/ said die
Director, 'you will recall all theimaginative suggestions. Each
contained a gimulus for your emotion memory. They gave
you an inner impetus through things that had never happened
toyouinreal life. Y ou alsofelt the effect of theexternal stimuli.

'(2) Do you remember how we broke up that scene from
Brand into unitsand objectives, and how the men and women
in die dass divided into furious opposition on it? That was an-
other typeof inner gimulus.

"(3) If you remember our demondtration of objects of atten-
tion, on diesage and in the audience, you will realize now that
living objectscan beareal simulus.

'(4) Another important source of simulation of emotion is
truephyscal action and your belief mit.
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'(5) Astime goeson you will become acquainted with many
new inner sources of simulation. The most powerfol of them
liesin thetext of the play, theimplications of thought and feel-
ingthat underlieit and affect theinter -relationship of theactors.

“(6) You are now aware too of all die external stimuli that
aurround us on the stage, in the form of settings, arrangement
of furniture, lighting, sound and other effects, which are cal-
culated to createan illusion of real lifeand itsliving moods.

'If you total up all these and add to them those that you are
gill to learn about, you will find that you have many. They
represent your psycho-technical storeof riches, which you must
learn how touse/

When | told the Director that | was most anxious to do that
very thing but did not know how to go about it, hisadvicewas:

‘Do asa hunter doesin stalking game. If a bird doesnot rise
of itsown accord you could never find it among all the leaves
of theforest. You haveto coax it out, whistletoit, use various
lures.

'Our artigicemotionsare, at firg, asshy aswild animalsand
they hidein the depths of our souls. If they do not cometothe
aurface spontaneoudy 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 havejust
been discussing.

'The bond between die lure and the feding is natural and
normal and onethat should beextensively employed. Themore
you test itseffect and analyseitsresultsin emotionsaroused, the
better you will be able to judge what your sensation memory
retains, and you will bein astronger positiontodevelopiit.

*At the same time we must not overlook the question of the
guantity of your reservesin thisrespect. Y ou should remember
that you must constandy be adding to your store. For thispur-
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pose you draw, of course, principally upon your own impres-
sions, fedings and experiences. Y ou also acquire material from
lifearound you, real and imaginary, from reminiscences, books,
art, science, knowledge of all kinds, from jour neys, museums
and aboveall from communication with other human beings.

'Do you realize, now that you know what is required of an
actor, why areal artis 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 die
world aswell. He should study the life and psychology of the
peoplewho surround him, of variousother partsof the popula-
tion, both at homeand abroad.

"Weneed a broad point of view to act the plays of our times
and of many peoples. We are aked to interpret the life of
human soulsfrom all over theworld. An actor createsnot only
thelife of histimesbut that of the pagt and futureaswell That
iIswhy he needs to observe, to conjecture, to experience, to be
carried away with emotion. In some casss his problem is even
more complex. If hiscreation isto interpret current life he can
observe hissurroundings. But if he hasto interpret the pag, the
future, or an imaginary epoch, hehaseither torecongruct or to
recreate something out of his imagination—a complicated
process.

'Our ideal should alwaysbeto grivefor what iseternal in art.
that which will never die, which will alwaysremain youngand
closeto human hearts

'Our goal should be the heights of accomplishment built by
the great dasscs. Study them and learn to use living emotional
material for their rendering.

'I havetold you all that | can at present about emotion memory.
Y ou will learn more and more about it aswe pursue our pro-
grammeof wor k/



CHAPTER TEN
COMMUNION

|
When the Director camein heturned to Vassili and asked:
* With whom or with what areyou in communion at
thismoment?

Vassli was so absorbed in his own thoughts that he did not
immediately recognizethe purport of the question.

1?" hereplied, aimost mechanically. "Why, not with anyone
or anything.'

"You must be a marve', was the Director'sjoking remark,
'if you areableto continuein that gatefor long.'

Vasdli excused himsdlf by assuring Tortsov that Snce no one
wasether looking at or addressng him he could not bein con-
tact with anyone.

It was now Tortsov's turn to be surprised. ‘Do you mean’,
said he, 'that someone mug look at or talk with you to bein
communication with you? Close your eyes and ears, be slent,
and try to discover with whom you arein mental communica-
tion. Try to find one single second when you will not be in
some contact with someobject.’

| tried that myself and noted what went on insde of me.

| visualized the previous evening when | had heard a famous
gring quartet and | followed my movements step by step. |
went into the foyer, greeted some friends, found my seat, and
watched the muscians tune up. They began to play and | list-
ened. But | could not put myself into a gate of emotional rela-

tionship tothem.
193
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That, | concluded, must have been a blank space in the flow
of communion between me and my surroundings. But the
Director wasfirm in hisdisagreement with that conclusion,

H ow can you\ said he, “look upon a time when you were
absorbing music, asablank space?

'‘Because although | listened/1inssted, 1 really did not hear
the music, and although | tried to penetrate its meaning | did
not succeed. So! felt that no contact wasestablished/

"Your association with and acceptance of the music had not
yet begun because the preceding process had not yet been
achieved and it digracted your attention. When that was done
you would ether giveyoursdlf up tothemusicor becomeinter-
ested in something else. But there was no bresk in the con-
tinuity of your relationship to something/

'Perhaps that was so/ | admitted, and pursued my recollec-
tions. Absent-mindedly I made a movement which, it seemed
to me, attracted the attention of the concert-goers near me.
After that | sat very quiet and pretended to be listening to the
music but asamatter of fact | really did not hear it because! was
watching what wasgoing on around me.

My eye wandered over in the direction of Tortsov and |
noticed that he had not been aware of my accidental move-
ment. | looked around the hall for die eder Shustov, but nei-
ther henor any of the other actorsfrom our theatrewasthere.
Then | tried tovisualize all of theaudience, but by thistimemy
attention became so scattered that | was unable to control or
direct it. The music was conducive to all sorts of imaginings. |
thought about my neighbour s, about my reatives, wholivefar
away in other cities, and about my dead friend.

The Director told me afterwards that all those things came
into my head because | felt die need ether of sharing my
thoughts and feelings with die objects of my meditation or of
absorbing them from these obj ects.
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Finally my attention was drawn to thelights on die chande-
lier overhead and | gave mysdlf up to a lengthy contemplation
of them. That, | was convinced, mus have been a blank mo-
ment because, by no gretch of theimagination, could you call
looking at thoselightsaform of intercour se.

When | told Tortsov about it he explained my sate of mind
inthisway:

* Y ou wer etrying tofind out how and of what that object was
made. Y ou absorbed itsform, its general agpect, and all sorts of
details about it. You accepted these impressons, entered them
in your memory, and proceeded to think about them. That
means that you drew something from your object, and we
actorslook upon that asnecessary. Y ou areworried about the
inanimate quality of your object. Any picture, satue, photo-
graph of afriend, or object in a museum, is inanimate, yet it
contains some part of the life of the artis who created it. Even
achanddier can, toa certain degree, becomean object of lively
interest, if only because of our absorptioninit/

*In that case/1 argued, 'wecan bein association with any old
thing that our eye happenstofall on?"

€| doubt if you would havedietimeto absorb from or togive
out even aparticleof your self to everything diat flashesby you.
Yet without absorbing from others or giving of yoursdf to
othersthere can be no intercourse on the stage. To giveto or to
receive from an object something, even briefly, conditutes a
moment of spiritual inter cour se.

1 have said mor e than once that it isboth possble to look at
and to see, and tolook at and not to see. On the stage, you can
look at, see and fed everything diat isgoing on there. But it is
also possbleto look at what surrounds you on this sde of the
footlights, while your fedlings and interest are centred in the
auditorium, or in some placebeyond thewallsof thetheatre.

"There are mechanical tricks which actors use to cover up
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their inner lack but they only emphasize the blankness of ther
dare | need not tell you that that is both usdess and harmful.
Theeyeisthe mirror of the soul. The vacant eyeisthe mirror
of theempty soul. It isimportant that an actor's eyes, hislook,
reflect the degp inner content of his soul. So he must build up
great inner resourcesto correspond to the life of a human soul
in his part. All the time that he is on the sage he should be
sharing these piritual resourceswith theother actorsin theplay.

"Yet an actor isonly human. When he comes on the sage it
is only natural that he should bring with him his everyday
thoughts, personal fedings, reflections and realities. If he does
this, the line of his own personal, humdrum life is not inter-
rupted. Hewill not give himsalf up wholly to hispart unlessit
carries him away. When it does so, he becomes completely
identified with it and is trandformed. But the moment he be-
comes digracted and falls under the sway of his own personal
life, he will be trangported across the footlights into the audi-
ence or beyond the walls of the theatre, wherever the object is
that maintains a bond of reationship with him. Meanwhile he
plays his part in a purdy mechanical way. When those lapses
arefrequent, and subject to interpolationsfrom the actor's per -
sonal life, they ruin the continuity of therole because they have
noreationtoit.

“Can you imagine a valuable necklace in which, after every
three golden links, there is one of tin, and then two golden
linkstied together with gring? What would anyone want with
such anecklace? And who can want a constantly breaking line
of communication on the stage, which ether deforms or Kills
acting? Yet if communication between personsisimportant in
real life, it isten timesmore so on thestage.

“This truth derives from the nature of the theatre, which is
based on the inter-communication of the dramatis persanae.
You could not possibly conceive of a playwright who would
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present hisheroes either in a gate of unconsciousness or adeep,
or at any timewhen ther inner lifewasnot functioning.

"Nor could you imagine that he would bring two people on
to the sage 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-
tingin slenceat oppositeendsof the st.

"Under those circumstances, there would be no reason for a
pectator to comeinto the theatre at all, since he could not get
what he came for; namely, to sense the emotions and discover
thethoughtsof the people participatingin theplay.

"How different it isif, when those same actorscome on to the
stage, oneof them wantsto share hisfedingswith another, or to
convince him of something he believes, whiletheother i mak-
ing every efort totakein thosefedingsand thosethoughts.

"When the spectator ispresent during such an emotional and
intellectual change, he is like a witness to a conversation. He
hasa dlent part in their exchange of fedlings, and is excited by
their experiences. But the spectatorsin the theatre can under-
gand and indirectly participate in what goes on on the stage
only whilethisinter cour se continuesamong theactors.

'If actorsreally mean to hold the attention of alargeaudience
they must make every effort to maintain an uninterrupted ex-
change of fedlings, thoughts and actions among themsdves.
And the inner material for this exchange should be sufficiently
interesting to hold spectators. The exceptional importance of
this process makes me urgeyou to devote special attention toit
and to study with careitsvariousoutstanding phases/

2

'| shall gart with self-communion,® began Tortsov.'When do
wetalk to our sdves?
'Whenever we are so girred up that we cannot contain our -



198 AN ACTOR PREPARES

selves; or when wrestling with someidea difficult to assmilate;
when we aremaking an effort to memorize something, and try-
ing to impress it on our consciousness by saying it aloud; or
when we reHeve our fedings, ether gay or sad, by voicing
them.

'These occasonsarerarein ordinary life, yet frequent on the
sage. When | have occason to commune with my own feel-
ingson thestage, in slence, | enjoy it. It isa gatefamiliar tome
off the sage, and | am quite at homein it. But when 1 am ob-
liged to pronounce long, eoquent soliloquies | have no notion
what to do.

"How can | find abadsfor doing on the sagewhat | do not
do off it? How can | address my very sdf? A man is alarge
creature. Should one speak to his brain, his heart, hisimagina-
tion, his hands or fet? From what to what should that inner
gream of communication flow?

To determine that we must choose a subject and an object.
Where are they? Unless | can find those two inwardly con-
nected centres | am powerless to direct my roving attention,
alwaysready to be drawn towardsthe public.

'l haveread what the Hindus say on thissubject. They believe
in the exisgence of a kind of vital energy called Prana, which
giveslife to our body. According to therr calculation the radi-
ating centre of this Prana is the solar plexus. Consequently, in
addition to our brain which is generally accepted as the nerve
and psychic centre of our being, we have a smilar source near
theheart, in the solar plexus.

1 tried to egablish communication between these two cen-
tres, with thereault that | really felt not only that they existed,
but that they actually did comeinto contact with one ancther.
The cerebral centreappeared to bethe seat of consciousnessand
thenerve centreof thesolar plexus—the seat of emotion.

The sensation was that my brain held intercourse with my
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fedings. | wasdelighted because| had found the subject and the
object for which | was sear ching. From themoment | madethe
discovery | was able to commune with myself on the stage,

ether audibly or in slence, and with perfect sdf-possesson.

'I haveno desreto provewhether Pranareally exissor not.
My sensations may be purely individual to me, thewholething
may be the fruit of my imagination. That is all of no conse-
guence provided 1 can make use of it for my purposes and it
helpsme. If my practical and unscientific method can be of use
toyou, somuch thebetter. If not, | shall not ingstonit/

After adight pause T ortsov continued:

'The process of mutual intercourse with your partner in a
scene is much eader to achieve. But here again we run into a
difficulty. Suppose one of you is on the sage with me and we
areindirect communication. But | am extremely tail Just ook
at me! | haveanose, mouth, arms, legsand abigbody. Can you
communicate with all of these parts of me at once? If not,
choose someonepart that you wish to address/

'The eyes*, someone suggested, and added, 'becausethey are
themirror of thesoul/

"Y ou see, when you want to communicatewith a person you
first seek out hissoul, hisinner world. Now try to find my liv-
ingsoul: dieredl, liveme/

‘How?'| asked.

The Director wasastonished. 'Have you never put out your
emotional antennaetofed out the soul of another person? L ook
at me attentively, try to undergand and sense my inner mood.
Yes, that istheway. Now tell mehow you find me/

'Kind, congderate, gende, lively, interested,* | said.

'‘And now?* heasked.

| looked at him closaly and suddenly found not Tortsov but
Famusov (the famous character in the dassc play Woe From
Too Much Wit), with all hisfamiliar earmarks, those extraor di-
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narily naive eyes, fat mouth, puffy hands and the soft gestures
of asdf-indulgent old man.

'‘And now with whom are you in communication? asked
Tortsov with Famusov'svoice.

'With Famusov, of cour se/1 answered.

'‘And what has become of Tortsov? he said, returning in-
gantly to his own personality. 'lIf you had not been addressng
your attention tothe Famusov nose or handswhich | had trans-
formed by a technical method, but to the spirit within, you
would have found that it had not changed. | can't expe my
soul from my body and hire ancther to replace it. You mus
have failed to get into communication with that living spirit.
In that case, what wer eyou in contact with?"

That wasjust what | was wondering, so | set mysdfto re-
membering what change my own fedings underwent as my
object was trandormed from Tortsov to Famusov, how they
turned from therespect which theoneingpires, totheirony and
good-humoured laughter which the other causes Of coursg, |
must have been in contact with hisinner spirit throughout and
yet | could not beclear about it.

"Y ou wer ein contact with anew being,' heexplained, 'which
you may call Famusov-Tortsov, or Tortsov-Famusov. In time
you will undergand these miraculous metamor phosesof acrea-
tiveartid. Let it suffice now that you under gand that people al-
waystrytoreach theliving spirit of their object and that they do not
deal with noses, or eyes, or buttons the way some actorsdo on
thegtage.

"All that isnecessary isfor two peopleto comeinto closecon-
tact and anatural, mutual exchangetakesplace. | try togiveout
my thoughts to you, and you make an effort to absorb some-
thing of my knowledgeand experience.’

'‘But that doesnot mean that theexchangeismutual,’ argued
Grisha. 'You, the subject, tranamit your sensations to us, but
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al 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
and trying to convince me? That is the confluence of fedings
you arelooking for/

't isnow, but wasit, while you weretalking? Grisha clung
tohispoint.

‘I don't see any difference’ answered Tortsov. 'We were
exchanging thoughts and fedings then and we are continuing
to do so now. Obvioudy in communicating with one another
the giving out and the taking in occur alternately. But even
whilel am speaking and you weremerdy lisening | wasaware
of your doubts. Your impatience, asonishment and excite-
ment all carried over tome.

"Why was| absorbing those fedings from you ? Because you
could not contain them. Even when you wer e slent, there was
a meeting of fedings between us. Of coursg, it did not become
explicit until you began to speak. Yet it proves how constant
the flow of these interchanging thoughts and fedings is. It is
especially necessary on the tageto maintain that flow unbroken,
becausethelinesarealmost exclusively in dialogue.

‘Unfortunately, that unbroken flow is all too rare Most
actors, if indeed they areawareof it at all, useit only when they
are saying their own lines. But let the other actor begin to say
his and the first one nether ligens nor makes an attempt to
absorb what the second is saying. He ceases to act until hehears
his next cue. That habit breaks up congant exchange because
that is dependent on the give and take of feelings both during
the speaking of the lines, and also during the reply to those
already spoken, and even during slences, when the eyes carry
on.

'Such fragmentary connection isall wrong. When you peak
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to the person who is playing opposite you, learn to follow
through until you are certain your dioughts have penetrated his
consciousness. Only &fter you are convinced of this and have
added with your eyeswhat could not be put into words, should
you continue to say the rest of your lines. In turn, you must
learn to take in, each time aresh, the words and dioughts of
your partner. Y ou must be awaretoday of hislineseven though
you have heard them repeated many timesin rehearsds and
performances. This connection must be made each timeyou act
together, and this requires a great ded of concentrated atten-
tion, technique, and artistic discipline.’

After a dight pause the Director sad that we would now
passto die study of anew phase: communionwith animaginary,
unreal, non-existent object, such asan apparition.

"Some people try to deude themsdves into thinking that
they redly do seeit. They exhaust dl of their energy and atten-
tion on such an effort. But an experienced actor knows that the
point does not Uein the apparition itsdf, but in hisinner rela
tiontoit. Therefore hetriesto give an honest answer to hisown
question: what should | do if aghost gppeared before me?

‘There are some actors, especidly beginners, who use an
Imaginary object when they areworking at home becausethey
lack aliving one. Their attention is directed towards convincing
themsdalves of the existence of a non-existent thing, rather than
concentrating on what should be their inner objective. When
they form this bad habit they unconscioudy carry the same
method over on to the stage and eventudly become unaccus-
tomed to aliving object. They set an inanimate make-believe
one up between themsdves and their partners. This dangerous
habit sometimes becomes so ingrained that it may last alifetime.

1 What tortureto play opposite an actor who looksat you and
yet sses someone else, who condantly adjuds himsdlf to that
other person and not to you. Such actors are separated from the
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very personswith whom they should bein cosest relationship,
They cannot takein your words, your intonations, or anything
edse Ther eyes ae veled as they look at you. Do avoid this
dangerous and deadening method. It edts into you and is so
difficult to eradicate f

'‘What are weto do when we have no living object? | asked.

*Wait until you find one/ answered Tortsov. * Youwill have
adassindrill sothat you can exercisein groups of two or more.
Let me repest: | ings that you do not undertake any exerdses
in communication except with living objects and under expert
supervison.

'Even more difficult is mutual communion with a collective
object; in other words, with the public.

'Of course, it cannot be done direcdy. The difficulty liesin
the fact that we arein relaion with our partner and smultane-
oudy with the spectator. With the former our contact is direct
and conscious, with the latter it is indirect, and unconscious
Theremarkablething isthat with both our relation ismutual/

Paul protested, and said:

'l s/ how therelation between actors can be mutual, but not
the bond between the actors and the public. They would have
to contribute something to us. Actudly, what do we get from
them? Applause and flowers! And even these we do not receive
until after theplay isover/

‘What about laughter, tears, goplause during the perform-
ance, hisses excitement! Don't you count them? said Tortsov.

‘Let metdl you of anincident which illustrateswhat | mean.
At achildren'smatinee of The Blue Bird, during thetria of the
children by the trees and the animds, | fet someone nudge me.
It was aten-year-old boy. "Tell them that the Cat is listening.
He pretended to hide, but | can see him/' whispered an agitated
litde voice, full of worry and concern for Mytyl and Tyltyl. |
could not reassure him, so the litde fellow crept down to the
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footlights and whispered to the actors playing the parts of the
two children, war ning them of their danger.

'lsn't that real response?

'If you want to learn to appreciate what you get from the
public let me suggest that you give a performance to a com-
pletely empty hall. Would you careto do that? No! Becauseto
act without a publicislikesingingin a placewithout resonance.
Toplay to alarge and sympathetic audienceislike singingin a
room with perfect acoustics The audience conditute the
siritual acoudtics for us. They give back what they receive
from usasliving, human emotions.

'In conventional and artificial types of acting this problem of
relation to a collective object is solved very smply. Take the
old French farces In them theactorstalk congtantly to the pub-
lic. They comeright out in front and address either short indi-
vidual remarks or long harangues which explain the course of
the play. This is done with impressve sdf-confidence, assur-
ance and aplomb. Indeed, if you are going to put yoursdf in
direct rlation tothepublic, you had better dominateit.

'There is ill another angle: dealing with mob scenes. We
areobliged to bein direct, immediate reationship with a mass
object. Sometimes we turn to individuals in the crowd; at
others, we must embrace the whole in a form of extended
mutual exchange. The fact that the majority of those making
up amob scene arenaturally totally different from one another
and that they contributethemost varied emotionsand thoughts
to this mutual intercourse, very much intensfies the process.
Also the group quality excites the temperament of each com-
ponent member and of all of them together. This excites the
principalsand that makesa great impression on the spectators®

After that Tortsov discussed the undesrable attitude of me-
chanical actorstowar dsthepublic.

'They put themsdvesin direct touch: with thepublic, passng
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right by die actors playing opposite them. That is the line of

least resstance. Actually that isnothing more nor less than ex-

hibitionism. | think you can be trusted to digtinguish between

that and a Sncereeffort to exchangeliving human fedingswith

other actors Thereisavag difference between thishighly crea-

tiveprocessand ordinary mechanical, theor etical gestures. They
areboth oppositeand contradictory.

! We can admit all but the theatrical type, and even that you
should study if only to combat it.

‘Oneword, in conclusion, about the active principle under -
lying the process of communication. Some think that our ex-
ternal, visble movements are a manifestation of activity and
that the inner, invisble acts of spiritual communion are not.
Thismigaken ideaisthe moreregrettable because every mani-
festation of inner activity isimportant and valuable. Therefore
learn to prize that inner communion because it is one of the
most important sour cesof action.*

3

'If you want to exchange your thoughts and feelings with
someoneyou mug offer something you have experienced your -
sdf/ the Director began. ‘Under ordinary circumsances life
provides these. This material grows in us spontaneoudy and
derivesfrom surrounding conditions.

'In thetheatreit isdifferent, and thispresentsa new difficulty.
Wearesupposed to usethefedingsand thoughts created by the
playwright. It is more difficult to absorb this spiritual material
than to play at external forms of non-existing passons in the
good old theatrical way.

"It ismuch harder truly to communewith your partner than
torepresent your self asbeingin that relation to him. Actorslove
to follow theline of least resstance, so they gladly replace real
communion by ordinary imitationsof it.
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"Thisisworth thinking about, because | want you to under -
dand, see and fed what we are most likely to send out
to the public in the guise of exchange of thoughts and
feelingy

Heredie Director went up on the sage and played a whole
scene in a way remarkable for talent and magery of theatre
technique. He began by reciting some poetry, the words of
which he pronounced hurriedly, effectively, but so incompre-
hensbly that we could not undersand awor d.

"How am | communicatingwith you now?" heasked.

Wedid not dare criticize him, so he answered hisown ques-
tion. 'In noway at all/ he said. 'I| mumbled some words, scat-
tered them around like so many peas, without even knowing
what | was saying.

'That isthefirst type of material often offered to the public
as a bags of rdationship—thin air. No thought is given ether
to the sense of the words themsdlves or to their implications.
Theonly desreistobeeffective/

Next he announced that he would do the soliloquy from the
lagt act of Figaro. Thistimehisactingwasamiracleof marvel-
lousmovements, intonations, changes, infectiouslaughter, crys-
tallinediction, 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 hesaid.

"Now tell mein what reation | was to you this time/ he
asked again. And again wewer e unableto answer.

'l showed you mysdf, in a part/ Tortsov answered for us,
‘and | usad the Figaro soliloquy for that purpose, its words,
gestures and everything that went with it. | did not show you
theroleitsdf, but mysdlf in theroleand my own attributes. my
form, face, gestures, poses, mannerisms, movements, walk,
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voice, diction, speech, intonations, temperament, technique—
everything except fedlings,

'For those who have an externally expressve apparatus what
| did just now would not be difficult. Let your voice resound,
your tongue emit words and phrases digtinctly, your poses be
plagic, and the whole effect will be pleasing. | acted like a diva
in a caf S chantant, constantly watching you to see whether |
was making good. | felt that | was so much merchandise and
that you wer ethebuyers.

“Thisis a second example of how not to act, despite the fact
that this form of exhibitionism iswidely used and immensdy
popular/

Hewent on toathird example.

"You havejust seen me presenting mysdf. Now | shall show
you a part, as prepared by the author, but this does not mean
that | shall livethe part. The point of this performance will lie
not in my feelings but in the pattern, diewor ds, exter nal facial
expressons, gesures and busness. | shall not create therole. |
shall merely present it in an external manner/

Heplayed a scenein which an important general accidentally
found himself alone at homewith nothing to do. Out of bore-
dom helined up all the chairsin the place so that they looked
like soldiers on parade. Then he made neat piles of everything
on all the tables. Next he thought of something rather spicy;
after that he looked aghast over a pile of busness correspond-
ence. He Sgned several letters without reading them, yawned,
gretched himsdf, and then began his slly activities all over
again.

All the while Tortsov was giving the text of the soliloquy
with extraordinary clarity; about the nobility of highly placed
personsand the denseignorance of everyonedse. Hedid itina
cold, impersonal way, indicating the outer form of the scene
without any attempt to put lifeor depthintoit. In someplaces
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herendered thetext with technical crigoness, in othersheunder -
scored hispose, gesture, play, or emphasized some special detalil

of his characterization. Meantime he was watching his public
out of the corner 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 awell-

made part for the 500th time. He might as well have been a
gramophone or a movie operator showing the same film ad
infinitum.

"Now/ he continued, 'there remains the illusration of the
right way and meansto be used in establishing contact between
thegageand thepublic.

*YY ou havealr eady seen me demonstratethismany times. Y ou
know that | alwaystry to bein direct relation to my partner, to
tranamit to him my own fedings, analogous to those of the
character | am playing. The red, the complete fuson of the
actor with hispart, happensautomatically.

"Now | shall test you. | shall make a note of incorrect com-
munication between you and your partners by ringing a bell.
By incorrect | mean that you arenot in direct contact with your
obj ect, that you areshowing off thepart or your sdf, or that you
are recording your lines impenonally. All such migakes will
get the bell.

'Remember that there are only three types which will get
my slent approval:

*(i) Direct communication with an object on the stage, and
indirect communication with the public.

'(2) Selfeommunion.

'(3) Communication with an absent or imaginary obj ect/

Then thetest began.

Paul and | played well aswe thought and were surprised to
havethebdl rungon usfrequently.

All theotherswer etested in thesameway. Grishaand Sonya
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were lag, and we thought the Director would be ringing in-
cessantly; yet actually he did it much less than we expected that
hewould.

When weasked him why, heexplained:

‘It just meansthat maifir who boagt are mistaken and others,
whom they criticize, prove capable of esablishing the right
contact with oneanother. In ether caseit isamatter of percen-
tage. But the conclusion to be drawn is that there is no com-
pletely right or completely wrong rdationship. Thework of an
actor ismixed; therearegood and bad momentsin it.

'If you wer e to make an analyss you would divide your re-
aults by percentages, allowing the actor so much for contact
with his partner, so much for contact with the public, so much
for demongtrating the pattern of hispart, so much for showing
himself off. The reation of these percentages to one another in
thefinal total deter minesthe degree of accuracy with which the
actor was ableto achieve the process of communion. Some will
rate higher in their relationswith their partners, othersin their
ability to commune with an imaginary object, or themselves.
Theseapproach theideal.

'On the hegative Sde some types of relation between subject
and object arelessbad than others. It is, for example, lessbad to
exhibit the psychological pattern of your roleimpenonally than
to exhibit your self or giveamechanical performance.

'Therearean infinitenumber of combinations. Consequently
it is best for you to make a practice of: (1) finding your real
obj ect on the sage and getting into active communication with
it, and (2) recognizing false objects, falserdationshipsand com-
bating them. Above all give special attention to the quality of
the spiritual material on which you base your communication
with others/
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4

'Today we shall check your external equipment for inter-
communication,” announced die Director. 'l must know whe-
ther you really appreciate the means at your disposal. Please go
up on the stage, st down in pairs, and gart some kind of an
argument/

| reasoned that Grishawould bedieeasest person widi whom
topick aquarrd, sol sat down by him, and it wasnot long be-
foremy pur pose was accomplished.

Tortsov noticed that in making my points to Grisha | used
my wrigtsand fingersfregly, so heordered them to be bandaged.

'"Why dothat?'| asked.

'So that you will undergand how often we fail to appreciate
our tools. | want you to be convinced that whereastheeyesare
diemirror of the soul, thetips of thefingersarethe eyes of the
body/ he explained.

Having no use of my hands | increased my intonation. But
Tortsov requested me to gpeak widiout raisng my voice or
adding extrainflections. | had to use my eyes, facial expresson,
eyebrows, neck, head and torso. | tried to replace die means|
had been deprived of. Then | wasbound down to my chair and
only my moudi, ears, faceand eyeswer etill free.

Soon even these were bound up and all that | could do was
roar. Which did not help.

At thispoint die external world ceased to exist for me. No-
thing was left to me except my inner vision, my inner ear, my
imagination.

| was kept in this date for some time. Then | heard a voice
that seemed to comefrom far off.

It wasTortsov, saying:

'Do you want some one organ of communication back? If
so, which one?



COMMUNION 211

| tried toindicatethat | would think about it.

How could | choose the most necessary organ? Sight ex-
presss fedings. Speech expresses thought. Fedings must influ-
ence the vocal organs because the intonation of the voice ex-
presesinner emotion, and hearing, too, is a great simulus to
them. Yet hearing isa necessary adjunct of speech. Besides, they
both direct theuse of theface and the hands

Finally | exclaimed angrily, “An actor cannot be crippled!
Hehasto haveall hisorgansP

TheDirector praised meand said:

* At lagt you aretalking likean artig who appredatesthereal
value of each one of those organs of communication. May we
see disgppear for ever the actor's blank eye, hisimmobile face
and brow, hisdull voice, speech without inflection, hiscontort-
ed body with its giff backbone and neck, his wooden arms,
hands, fingers, legs in which there isno motion, his douching
gait and painful manneriamd

'Let us hope our actors will devote as much care to ther
creative equipment as a violinist does to his beloved Stradi-
variusor Amati/

5

"Up to this point we have been dealing with the external,
visble, physcal process of communion,* the Director began.
'‘But thereisanother, important agpect which isinner, invisble
and spiritual.

'‘My difficulty hereisthat | havetotalk toyou about something
| feelbutdonotknow.ltissomethinglhaveexperiencedandyetl
cannot theorizeabout it. | haveno ready-made phrasesfor some-
thing | can explain only by a hint, and by trying to make you
fed, for your selves, diesensationsthat aredescribed in atext.

*"Hetook meby thewrist and held mehard;
Then goeshetothelength of all hisarm,
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And with his other hand thus o'er hisbrow,
He fdlsto such perusal of my face
Ashewoulddraw it. Long stay'd he so;
Atlast, alittle shaking of minearm

And thrice his head thus waving up and down,
He raised asigh so piteous and profound
That it did seem to shatter all hisbulk

And end hisbeing: that done, heletsmego:
And with hishead over his shoulder turn'd,
He seem'd to find hisway without his eyes;
For out 0' doors he went without their help,
Andto the last bended their light on me."

'Can you sensg, in those lines, the wordless communion be-
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 name can we give to these invisible currents, which
we use to communicate with one another? Some day this phe-
nomenon will be the subject of scientific research. Meantime let
us cal them rays. Now let us see what we can find out about
them through study and making notes of our own sensations.

'When we are quiescent this process of irradiation is barely
perceptible. But when we are in a highly emotional state these
rays, both given and received, become much more definite and
tangible. Perhaps some of you were aware of these inner cur-
rents during the high spots of your initial test performance, as
for examplewhen Maria called for help, or when Kostya cried
out "Blood, lago, blood!", or during any one of the various
exercisesyou have been doing.

*|t was only yesterday that | waswitness to a scene between a
young girl and her fiancl. They had quarrelled, were not speak-
ing and they were seated as far apart as possible. She pretended
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ghe did not even see him. But she did it in away to attract his
attention. He sat motionless, and watched her with a pleading
gaze. Hetried to catch her eye so that he might guess her feel-
ings. He tried to fed out her soul with invisble antennae. But
theangry girl withstood all attemptsat communication. Finally
he caught oneglanceassheturned for an ingant in hisdirection.

"This, far from consoling him, depressed him mor ethan ever.
After awhile he moved to ancther place, so that he could look
draight at her. He longed to take her hand, to touch her and
tranamit the current of hisfedingsto her.

'There were no words, no exclamations, no facial expres
sons, gesturesor actions. That isdirect, immediate communion
initspureg form.

'Scientists may have some explanation of the nature of this
unseen process. All | can doisto describewhat | myself fed and
how | usethese sensationsin my art.’

Unfortunatey our lesson wasinterrupted at thispoint.

6

We were divided into pairs and | sat with Grisha. Ingantly
wedarted to send raysto each other in amechanical way.

TheDirector stopped us.

"You are aready usng violent means when that iswhat you
should avoid in such a delicate, susceptible process. Your mus-
cular contraction would preclude any possbility of accom-
plishing your purpose.

'Sit back/ said he in atone of command. '"More! Still more!
Much, much more! Stin acomfortable, easy position! That is
not relaxed enough! Nor that! Arrange yoursalves restfiilly.
Now look at each other. Do you call that looking? Your eyes
arepopping out of your heads. Easeup! More! Notenseness.

'What areyou doing? Tortsov asked Grisha.

' amtryingto carry on our disputeabout art.’
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‘Do you expect to express such thoughts through your eyes?
Use words and let your eyes supplement your voice. Perhaps
then you will fed the rays that you are directing towar ds each
other/

"We continued our argument. At one point Tortsov said to
me:

'‘During that pause, | was conscious of your sending out rays.
And you, Grisha, wer e preparing to receive them. Remember,
it occurred during that long drawn out silence/

| explained that | had been unable to convince my partner of
my point of view and | wasjust preparinganew argument.

'Tell me, Vanya/ said Tortsov, 'could you fed that ook of
Marids? Thosewerereal rays/

"They wereshot at meP washiswry response.

TheDirector turned back tome.

'‘Besdeslistening | want you now to try to absorb something
vital from your partner. In addition to the conscious, explicit
discusson and intellectual exchange of thoughts, can you fed a
paralld inter change of currents, something you drawin through
your eyesand put out again through them?

‘It is like an underground river, which flows continuoudy
under the surface of both words and slences and forms an in-
visblebond between subject and obj ect.

"Now | wish you to makeafurther experiment. Y ou will put
yourself in communication with me/ said he, taking Grisha's
place.

'Fix your saf comfortably, don't be nervous, don't hurry and
don't force yoursdf. Beforeyou try to tranamit anything to an-
other person you must prepareyour material.

'A little while ago this type of work seemed complicated to
you. Now you do it easly. The samewill betrue of this present
problem. Let me have your fedings without any words, just
through your eyes/ heordered.
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"But | cannot put all the shadings of my fedlings into the
expresson of my eyes/1 explained.

'We can't do anything about that/ he said, 'so never mind all
theshadings/

'What will remain? | asked with dismay.

'Fedings of sympathy, respect. Y ou can transmit them with-
out words. But you cannot make the other person realize that
you like him because heis an intdlligent, active, hardworking
and high-minded young man/

'What am | trying to communicateto you?* | asked Tortsov,
asl gazed at him.

'I neither know nor caretoknow/washisreply.

"Why not?'

'‘Because you are garing at me. If you want meto ssnse the
general meaning of your feelings, you must be experiencing
what you aretryingto trangmit tome/

"Now can you undergand? | cannot present my fedlings
moreclearly/1said.

"You look down on me for somereason. | cannot know the
exact causefor thiswithout words. But that isbesde the point.
Did you fed any current issuing from you fredy?

'Perhaps| did in my eyes/1replied, and | tried to repeat the
same sensation.

"No. Thistimeyou werejust thinking about how you could
push that current out. Y ou tensed your muscles. Your chin and
neck wer e taut and your eyes began to dart from their sockets.
What | want from you you can accomplish much moresmply,
eadly and naturally. If you want to envelop another person in
your desresyou don't need to use your muscles. Your physical
sensation from thiscurrent should be bar ey per ceptible, but the
forceyou areputting behind it would burs ablood vessel/

My patiencecrumbled and | exclaimed:

'Then | donot undergand you at all!'
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'You take a rest now and | shall try to describe the type of
sensation | want you to fed. One of my pupilslikened it to the
fragrance of aflower. Another suggested thefirein a diamond.
| havefdt it when standing at the crater of a volcano. | fdt the
hot air from the tremendous internal fires of the earth. Does
ether of these suggestions appeal to you?*

"No/1said subbornly, ‘not at all/

'Then | shall try to get at you by an inverse method/ said
Tortsov patiently.'Ligen tome.

“When | am at a concert and the music does not affect me |
think up variousformsof entertainment for mysdlf. | pick out a
person in the audience and try to hypnotize him. If my victim
happens to be a beautiful woman I try to transmit my enthus-
asm. If thefaceisugly | send over fedlings of averson. In such
ingances | am aware of a definite, physical sensation. That may
be familiar to you. In any case that is the thing we are looking
for at present/

'And you fed it yoursdf when you are hypnotizing some-
onedse? asked Paul.

'Yes, of course, and if you have ever tried to use hypnoss
you must knew exactly what | mean/ said Tortsov.

'That isboth smpleand familiar tome/ said | with relief.

'Did | ever say it wasanything extraordinary? wasTortsov's
aurprised rgoinder.

'l waslooking for something ver y—special/

'That is what always happens/ remarked the Director. 'Jus
use aword like creativeness and immediately you all climb up
on your dilts.

"Now let usrepeat our experiment/

'What am | radiating?”1 asked.

'‘Disdain again/

"And now?'

"You want to caressme/
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'And now?'

'That again is a friendly feeling, but it has a touch of irony
init.

| wasddighted at hishaving guessed my intentions.

'Did you under gand that feeling of an out-going current?

‘I think | did,* I replied, with dight indecision.

‘In our dang, wecall that irradiation.

'The absorbing of those rays is the inver se process. Suppose
wetryit*

We exchanged roles. he began to communicate his fedings
tomeand | toguessthem.

'Try to definein wordsyour sensation/ he suggested after we
had finished the experiment.

'| should expressit by asimile. It islikea piece of iron being
drawn by amagnet.*

The Director approved. Then he asked me if | had been
conscious of theinner bond between usduring our slent com*
munion.

"It s;emed tomethat | was/1replied.

'If you can establish along, coherent chain of such fedingsit
will eventually become so power ful that you will haveachieved
what we call grasp. Then your giving out and absorption will
bemuch stronger, keener and mor e palpable/

When hewas asked to describe mor efully what he meant by
grasp Tortsov continued:

‘Itiswhat abull-dog hasin hisjaw. Weactorsmust havethat
same power to seizewith our eyes, earsand all our senses. If an
actor isto listen, let him do it intently. If heis called upon to
smell, let him smell hard. If heisto look at something, let him
really use his eyes. But of course this mugt all be done without
unnecessary muscular tension/

'When | played that scene from Othello, did | show any
grap? | asked



218 AN ACTOR PREPARES

'There were one or two moments/ admitted Tortsov. 'But
that istoo litde. The whole role of Othédllo calls for complete
grasp. For asmpleplay you need an ordinary grasp, but for a
Shakespeare play you haveto havean absolutegrasp.

'In everyday life we don't need complete grasp, but on the
gtage, above all in playing tragedy, it is a necessty. Jus 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 quflf for the
theatre. But there are purple patches of terror, supremejoy,
high tides of passon and outstanding experiences. Weare chal-
lenged to fight for freedom, for an idea, for our existence and
our rights. That is material we can use on the sage if, for its
expresson, we have a powerful inner and outer grasp. Grag
doesnot in any way signify unusual physical exertion, it means
greater inner activity.

* An actor must learn to become absorbed in someinter esting,
creative problem on die stage. If he can devote all of his atten-
tion and creativefacultiesto that hewill achievetruegrasp.

'‘Let metdl you a story about an animal trainer. Hewasin
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 separatey and tried tointerest it in someaobject, a
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 trainer
would begin to digract him by presenting some other thing, a
cigarette, perhaps, or anut. If he succeeded in getting themon-
key to switch from one thing to another hewould rgect him.
If, on the other hand, he found that the animal could not be
digracted from the first object of hisinterest and would make
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an effort to go after it when removed, the traine would buy
him. His choice was etablished by the monkey*s evident
capacity to grasp and hold something.

'That ishow 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/

7

TheDirector began our lesson by saying:

'Sncethese currents are so important in theinterreationship
of actors, can they be controlled by technical means? Can we
producethem at will?

'Here again we are in the Stuation of having to work from
die outside, when our desresdo not come spontaneoudy from
theinsde. Fortunatdy an organic bond existsbetween thebody
and the soul. Its power is so great that it can all but recall the
dead to life. Think of a man apparently drowned. His pulse has
stopped and heisunconscious. By the use of mechanical move-
ments his lungs are forced to take in and give out air! That
darts the circulation of his blood, and then his organs resume
their cusomary functions, so lifeisrevived in this man prac-
tically dead.

'In usng artificdal means we work on the same principle.
External aidsstimulatean inner process.

"Now let me show you how to apply theseaids/

Tortsov sat down opposite me and asked me to choose an
object, with its appropriate, imaginative bass, and to transmit
it to him. He allowed the use of words, gestures, and fadal
expressons.

This took a long time until finally I understood what he
wanted and was successful in communicating with him. But he
kept mefor some time watching and becoming accusomed to
the accompanying physical sensations. When | had magered
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the exercise he redtricted, one after another, my means of ex-
presson, wor ds, gesturesand so on, until | wasobliged tocarry
on my communication with him solely by giving out and ab-
sorbingrays.

After that he had merepeat the processin a purely mechani-
cal, physical way without allowing any fedlings to participate.
It took timefor meto separatetheonefrom theother and when
| succeeded heasked how | felt

‘Like a pump bringing up nothing but air,' | said. 1 felt the
out-going currents, principally through my eyes, and perhaps
partly from thesdeof my body towardsyou/

'Then continueto pour out that current, in apurely physical
and mechanical way, aslong asyou possibly can,® heordered.

It was not long before | gave up what | called a perfectly
'sensdess proceeding.

"Then why didn't you put some sense into it?° he aked.
'Weren't your feglings clamouring to come to your aid and
your emotion memory suggesting some experience you could
useasmaterial for thecurrent you wer e sending out ?°

"Of course, if | were obliged to continue this mechanical
exercise, it would be difficult not to use something to motivate
my action. | should need somebasisfor it.”

“Why don't you transmit what you fed at thisvery moment,
dismay, helplessness or find some other sensation? suggested
Tortsov.

| tried totranamit my vexation and exasperation to him.

My eyes seemed to say: 'Let me alone, will you? Why per-
sg€? Why tortureme!

"How doyou fed now?" asked Tortsov.

'Thistime | fed asthough the pump had something besdes
air tobringup.’

'So your "sensdess’ physical giving out of rays acquired a
meaning and purposeafter all!’
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Then he went on to other exercises based on receiving rays.
It was theinverse procedure and | shall describe only one new
point: before | could absorb anything from him | had to fed
out, through my eyes, what he wanted me to draw from him.
This required attentive search, feding my way into his mood
and making somekind of connection with it

Itisnot smpleto do by technical means what is natural and
intuitive in ordinary life/ said Tortsov. 'However, | can give
you this consolation, that when you are on the stage and play-
ing your part this processwill be accomplished far more easly
than in aclassroom exercise.

'Thereason is: for our present purposeyou had to scrapeto-
gether some accidental material to use, while on the stage all
your given circumstances have been prepared in advance, your
obj ectives have been fixed, your emotions ripened and ready
for the signal to come to the surface. All you need is a dight
gimulusand thefedingsprepared for your rolewill gush out in
continuous, spontaneous flow.

"When you makeasiphon to empty water out of a container,
you suck dieair out onceand thewater flowsout by itsdf. The
same thing happensto you: give the sgnal, open the way and
your raysand currentswill pour out.*

When he was asked about developing this ability through
exercissshesaid:

There arethe two types of exercises that we have just been
doing:

Thefirst teachesyou to simulate afeeling which you trans-
mit toanother person. Asyou do thisyou notethe accompany-
ing physical sensations. Similarly you learn to recognize the
sensation of absor bing fedingsfrom others.

The second congds of an effort to fed the mere physcal
sensations of giving out and absorbing fedings, without the
accompanying emotional experience. For this, great concentra-
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tion of attention isimper ative. Otherwiseyou might easly con-
fuse these sensations with ordinary muscular contractions. If
these occur choose some inner feeling which you wish to radi-
ate. But above all avoid violence and physical contortion. Ra-
diation and absor ption of emotion must take placeeasly, fredly,
naturally and without any lossof energy.

'But do not do these exercises alone, or with an imaginary
person. Alwaysusealiving object, actually with you, and wish-
ing to exchange fedlingswith you. Communion must be mu-
tual. Also do not attempt these exer cisesexcept under the super -
vison of my assgtant. Y ou need his experienced eye to keep
you from going wrong and from the danger of confusng mus-
cular tensenesswith theright process/

"How difficult it seems/1 exclaimed.

'Difficult to do something that is normal and natural? said
Tortsov. 'You are migaken. Anything normal can be done
easly. It ismuch more difficult to do something which is con-
trary to nature. Study itslawsand do not try for anything that
isnot natural.

'All the first stages of our work seemed difficult to you, die
relaxation of muscles, the concentration of attention, and the
rest, yet now they have become second nature.

"Y ou should be happy because you have enriched your tech-
nical equipment by thisimportant simulustocommunion/



CHAPTER ELEVEN
ADAPTATION

|
Thefirst suggestion that the Director made, after seeing the
big placard "ADAPTATION? that his assgant had put up,
wasto Vanya. Hegavethisproblem:

"You want to go somewhere. Thetrain leavesat two o' clock.
It isalready one o'clock. How areyou going to manage to dip
away before dases are over? Your difficulty will He in the
necessity of deceiving not only me but all of your comrades as
well. How will you go about it?*

| suggested that he pretend to be sad, thoughtful, depressed
or ill. Then everyonewould ask: " What'sthe matter with you?'
That would give an opportunity to cook up some story in a
way that would oblige usto believe hereally wasill and to let
him go home.

"That'sit!" exclaimed Vanya joyously, and he proceeded to
gothrough a courseof antics. But after hehad cut afew capers,
hetripped and screamed with pain. He stood rooted to thefloor
with oneleg up and hisfacetwisted with suffering.

At first we thought he was fooling us, and that thiswas part
of his plot. But he was apparendy in such real pain that | be-
lieved in it, and was about to go over to help himwhen | felt a
little doubt and thought that for the tiniest part of a second |
saw atwinklein hiseye. So| stayed with the Director, whileall
the others went to hisrescue. He refusad to let anyone touch
his leg. He tried to step on it but he yelled so with pain that

Tortsovand | looked at each other asmuch asto say, isthisreal
223
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or isit fooling? Vanya was helped off the sage with great diffi-
culty- They held him up by the armpits and he used his good
leg.

Suddenly Vanya began to do a fag dance, and burg into
laughter.

'That wasgreat! That | really did fed f hechortled.

Hewasrewarded with an ovation and | wasoncemoreaware
of hisvery real gifts.

'Doyou know why you applauded him?' asked the Director.
'It was because he found the right adaptation to the circum-
gances that were st for him, and successfiilly carried through
hisplan.

'We shall use thisword, adaptation, from, now on to mean
both theinner and outer human meansthat peopleusein adjusting
themselvesto oneanother in avariety of relationshipsand also asan
aidin effectingan object.’

He further explained what he meant by adjusting or con-
forming oneself toa problem.

"It iswhat Vanyahasjust done. Toget out of hisdlassesearly
he used a contrivance, a trick, to help him solve the situation
hewasin/

"Then adaptation means deceit?® asked Grisha.

'In a certain way, yes, in ancther, it isavivid expresson of
inner fedingsor thoughts: third, it can call dieattention toyou
of the per son with whom you wish to bein contact: fourth, it can
prepare your partner by putting him in a mood to respond to
you: fifth, it can transmit certain invisible messages, which can
only befelt and not put into words. And | could mention any
number of other possble functions, for their variety and scope
isinfinite,

'Takethisillugtration:

'Suppose that you, Kostya, hold some high position and |
haveto ak afavour of you. | mugt enlist your aid. But you do
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not know meat all. How can | make myself gand out from the
otherswhoaretryingtoget help from you?

'l mugt rivet your attention on me and control it How can |
grengthen and makethemost of thedight contact between us?
How can | influence you to take a favourable attitude toward
me? How can | reach your mind, your fedings, your attention,
your imagination? How can | touch the very soul of such an
influential person?

'If only I can make him conjureup apicturein hismind'seye
that in any way approximates the dreadful reality of my cir-
cumgtances, | know his interest will be aroused. He will ook
into me more attentively, his heart will be touched. But to
reach this point | must penetrate into the being of the other
person, | must semehislife, | must adapt myself toit.

“What we are primarily aiming at, in using such means, isto
expressour gatesof mind and heart in higher reief. Thereare,
however, contrasting circumstances in which we make use of
them to hide or mask our sensations. Take a proud senstive
person who is trying to appear amiable to hide his wounded
fedings. Or, a prosecuting attorney who covers himself most
cleverly with various subterfugesin order to veil hisreal object
in cross-examiningacriminal.

"We have recour s to methods of adaptation in all forms of
communion, even with ourselves, because we must neces
sarily make allowances for the gate of mind we are in at any
given moment.*

'‘But after all,’ argued Grisha, 'wordsexist to expressall these
things!'

‘Do you suppose that wor ds can exhaugt all the nicest shad-
ings of die emotions you experience? No! When we arc com-
muning with one another words do not suffice If we want to
put lifeinto them, we must produce fedlings. They fill out die
blanksl|eft by words, they finish what hasbeen left unsaid.
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"Then the more means you use, the more intense and com-
pleteyour communion with theodier person will beé?* someone
suggested.

It isnot a question of quantity but of quality/ explained the
Director.

| asked what qualitieswer e best suited tothestage.

'There are many types/ was his answer. 'Each actor has his
own spedia 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, irritableand
calm people all have their own types. Each change of circum-
gance, setting, place of action, time—brings a corresponding
adjusment. Y ou adjus your self differently in thedead of night,
alone, from theway you do in daylight and in public. When
you arrivein aforeign country you find waysof adapting your -
sdf in away suitableto the surrounding circumstances.

'‘Every feding you express, asyou expressit, requiresan in-
tangible form of adjugment all itsown. All types of communi-
cation, as, for example, communication in a group, with an
imaginary, present or absent object, require adjusgments pecu-
liar to each. Weuse all of our five ssnsesand all the dements of
our inner and outer make-up to communicate. We send out
rays and receivethem, we use our eyes, facial expresson, voice
and intonation, our hands, fingers, our whole bodies, and in
every case we make whatever corresponding adjusments are
necessary.

"You will see actorswho are gifted with magnificent powers
of expresson in all phases of human emotions and the means
they useareboth good and right. Y et they may beabletotrans
mit all this only to a few people, during the intimacy of re-
hearsals When the play goes on and ther means should gr ow
in vividness, they pale and fail to get across the footlightsin a
sufliciendy effective, theatrical form.
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'Thereare other actorswho possessthe power to makevivid
adjugments, but not many. Because they lack variety ther ef-
fect losesstrength and keenness.

'Finally there are actors whom nature has maltreated by en-
dowing them with monotonous and insipid, although correct,
powers of adjustment. They can never reach the front rank of
their professon.

'If people in ordinary walks of life need and make use of a
large variety of adaptations, actors need a correspondingly
greater number because we must be congtantly in contact with
oneanodier and ther efore incessantly adjusting our selves. In all
the examples| have given the quality of the adjugment playsa
great part: vividness, colourfulness, boldness, ddicacy, shading,
exquisteness, tage.

'What Vanya did for uswas vivid to the point of boldness.
But there are other methods of adaptation. Now let me see
Sonya, Grisha and Vassli go up on the stage and play methe
exer cise of theburnt money.*

Sonyastood up rather languidly with adepressed ook on her
face, apparently waiting for the two men to follow her ex-
ample. But they sat tight. An embarrassng Slenceensued.

'What isthematter ? asked Tortsov.

No one answered and he waited patiently. Finally Sonya
could not gand the slenceany longer, so shemadeup her mind
to speak. To soften her remarks she used some feminine man-
nerisms because she had found that men wer e usually affected
by them. She dropped her eyes and kept rubbing the number
plate on the orchestra seat in front of her to disguise her fedl-
ings. For alongtimeshecould not bring out any words. To hide
her blushesshe put ahandker chief to her faceand turned away.

The pause seemed endless. to fill it up and to lessen the em-
barrassment caused by die Stuation, also to lend a humorous
touchtoit, sheforced out alittlemirthlesslaugh.
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'Wearesobored by it. Really wear e/ shesaid. 'l don't know
how to tell you—but please, give us another exercise—and we
will act.’

'‘Bravo! | agree! And now you don't haveto do that exercise
because you have already given mewhat | wanted/ exclaimed
theDirector.

'What did sheshow you?' weasked.

'While Vanya showed us a bold adaptation, Sonya's was
mor e exquidite, fine-grained and contained both internal and
external elements. She very patiendy used all the gamut of her
power s of persuason to get me to take pity on her. She made
effective use of her resentment and tears Whenever she could,
she put in atouch of flirtation to gain her objective. She kept
readjusting hersdf in order to make me fedl and accept all the
shadingsof the changing emotionsshewasexperiencing. If one
did not succeed, shetried another and athird, hopingtofind die
most convincing way to penetrateto the heart of her problem.

"You must learn to adapt yourselves to circumsances, to
time, and to each individual person. If you are called upon to
deal with a stupid person you must adjugt your self to his men-
tality, and find thesmplest meanswidi which toreach hismind
and under sanding. But if your man isshrewd, you should pro-
ceed mor e cautioudy and use subtler meanssothat hewon't see
through your wiles.

To provetoyou how important these adaptationsarein our
creativework, let meadd that many acton of limited emotional
capacity produce greater effects through their vivid powers of
adjugment than those who fed more deeply and powerfully
yet cannot transmit their emotionsin any but paleforms.’

2

'Vanya,' ordered die Director, 'go up on the sagewith me
and play avariation of what you did last time/
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Our lively young friend bounced off and Tortsov slowly fol-
lowed, whispering tousashewent: " Watch medraw him out!®
Out loud he added: "So you want to get away from school
early. That isyour main, your fundamental objective. Let me
seeyou accomplishit.®

He sat down near atable, took a letter out of his pocket and
became wholly absorbed in reading it. Vanya stood close by,
| hiswhole attention concentrated on finding the most ingenious
possibleway tooutwit him.

Hetried the most varied kinds of guntsbut Tortsov, asif on
purpose, paid no attention to him. Vanya was indefatigable in
hisefforts For alongwhilehesat absolutely motionlesswith an
agonized expresson on hisface. If Tortsov had even so much
aslooked at him then hemust havetaken pity on him. Sudden-
ly Vanya got up and rushed off into thewings, hi alitdewhile
| he came back, walking with the uncertain step of an invalid and
wiping hisbrow asif acold sweat werepouringfromit. Hesat
down heavily near Tortsov, who continued toignorehim. But
he was acting truthfully and we responded with approval to all
hedid.

After that Vanya nearly passed out with fatigue: heeven did
out of hischair on tothefloor and welaughed at his exagger a-
tions.

" But die Director was unmoved.

Vanya thought up more things to make us laugh harder.
Even so Tortsov was slent and paid no attention to him. The
mor e Vanya exagger ated, the louder we laughed. Our merri-
ment encouraged him to think of more and more amusing
thingstodo, until finally weroared.

That wasjust what Tortsov waswaitingfor.

'‘Doyou realizewhat hasjust happened?’ he asked assoon as
he could quiet us. 'Vanya’s central objective was to get out of
school ahead of time. All of hisactions, wor ds, effortsto appear
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ill and to gain my sympathetic attention were meanswhich he
was using to accomplish his main purpose. In the beginning
what he did conformed properly to that purpose. But alas As
soon asheheard thelaughter from the audience he changed his
whole direction and began to adapt his actions, not to mewho
was paying no attention to him, but to you, who showed your
delight in hisstunts.

'His objective now became, how to amuse the sectators.
What basscould hefind for this? Wherewould helook for his
plot? How could he believe in and live in it? His only resort
must beto thetheatrical—that iswhy hewent wrong.

" At thispoint his means became false by being used for their
own sakesingtead of in their proper roleof auxiliaries. That sort
of wrong acting isfrequently seen on the stage. | know any
number of actors who are capable of making brilliant adjust-
ments and yet who use these means to entertain their public
rather than to convey ther feelings. They turn their powers of
adaptation, just as Vanyadid, into individual vaudeville num-
bers. The success of these sparate entities turns their heads.
They arewillingto sacrificether role, asawhole, totheexcite-
ment of obtaining a burg of applause, shouts of laughter. Very
often these particular moments have nothing to do with the
play. Naturally, under such circumsances, these adaptations
loseall meaning.

'So you see they can even be a dangerous temptation to an
actor. There are whole roles that are permeated widi oppor -
tunitiesfor misusng adaptations. Take Ostrovski'splay Enough
Stupidityin Every Wise Man and theroleof old man Mamayev.
Because he hasno occupation he spends all histime giving ad-
vice to anyone he can get hold of. It isnot easy to gick to a
single objectivethroughout afive-act play: to preach and preach
to others and to convey to them congtantly the same thoughts
and fedlings. Under the circumgances it is extremely easy to
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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
die main idea of preaching to others. This endless variety of
adjugments is, of course, valuable, but it can be harmful
if the emphass is put on the variations rather than on the
objective.

If you study theinner workings of an actor's mind you will
find that what happens s that ingead of saying to himsdf, "I
shall aim at such and such an objective by means of a severe
tone," what hereally saysis. " | want to besevere" But asyou
know, you must not besevere, or anything ese, just for itsown
sake.

If you doyour truefedingsand actionswill disappear and be
replaced by artificial, theatrical ones. Itisall tootypical of actors
that in the presence of the personswhom theplay givesthem to
communicate with, they seek out some other object for ther
attentions, on the other sde of the footlights, and proceed to
adjug themsdlvestothat object. Their external communication
may seem to bewith the persons on the stage, but ther real ad-
usmentsarebeing madeto the spectators.

'Suppose you live on the top floor of a house and acrossthe
wide dreet livesthe object of your affections. How can you tell
her of your love?Y ou can blow Kisses, pressyour hand toyour
heart. Y ou can appear to bein adate of ecstasy, sadness or long-
ing. You can use gestures to enquire whether or not you may
call on her and so on. All these adjusments to your problem
must be expressed in strong colour s, otherwise they will never
get acrosstheintervening space.

"Now comes an exceptionally favourable opportunity: there
isnot asoul inthedreet; shegands, 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
bridgethedistance.
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"The next time you meet her sheiswalking along the street
on thearm of her mother. How can you make use of this close
encounter to whisper a word, perhaps to beg her to come to
some rendezvous? To bein keeping with the crcumstances of
the meeting you will need some expressve but barey per cept-
ible gesture of the hand, or perhaps only the eyes. If you must
usewor dslet them be scar cdy audible.

"You arejust about to act when you suddenly seeyour rival
acrossthedreet. You areseized with adesreto show him your
success. You forget the mamma and shout loving words at the
top of your lungs.

'Mogt actors congtantly do with impunity what we would
look upon asinexplicably absurd in an ordinary human being.
They sand sde by sdewith ther partnerson the sage and yet
they adjug their whole facial expressons, voices, gesures and
actions to the distance, not between them and the other actor,
but between them and whoever issttingin thelast row of the
orchedra.’

'‘But | really should consder the poor devil who can't afford
todtinthefront rows, wherehecan hear everything/ brokein
Grisha

"Your first duty', answered Tortsov, 'isto adapt yoursdf to
your partner. Asfor the poor peoplein the last rows, we have
apecial way of reachingthem. Wehave our voicesplaced pro-
perly and weusewell prepared methodsof pronouncing vowels
and consonants. With theright kind of diction you can spesk as
sofdy asif you werein a small room and those poor peoplewill
hear you better than if you yell, especially if you have aroused
their interest in what you are saying, and have madethem pene-
tratetheinner meaning of your lines. If you rant, your intimate
wor ds, that should be conveyed in agendetone, will lose ther
sgnificance and the spectators will not beinclined to look be-
yond them.'
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'Nevertheess the goectator has to see what is going on/ per-
9g¢ed Grisha

'For that very purpose we make use of sustained, clear-cut,
coherent, logical action. That iswhat makes the spectator un-
dergand what is happening. But if the actors are going to con-
tradict ther own inner feglings by gesticulations and poses that
may be attractive but are not truly motivated, then the public
will tire of following them because they have no vital relation
ether to the spectatorsor to the charactersin the play, and they
become eadly bored by repetition. | say all this by way of ex-
plaining that the stage, with all its attendant publicity, tendsto
lead actorsaway from natural, human adaptationsto Stuations,
and tempts them to conventional, theatrical ways. Those are
the very formsthat we must fight againg with every means at
our disposal until we have chased them out of thetheatre.

3

Tortsov prefaced hisremarkstoday by the satement:

' Adaptationsaremade consciously and unconsciously.

'Hereis an illugtration of intuitive adjusment as an expres-
son of supremesorrow. In My Lifein Art thereisa description
of how a mother received the news of the death of her son. In
the very firg moments she expressed nothing but began hur-
riedly to dress Then she rushed to the Street door and cried,
"Help!"

"An adjugment of that sort cannot be reproduced ether in-
tellectually or with the aid of any technique. It iscreated natur-
ally, spontaneoudy, unconscioudy, at the very moment when
emotionsare at therr height. Yet that type, so direct, vivid and
convincing, represents the effective method we need. It isonly
by such means that we create and convey to an audience of
thousands all thefiner, bardy per ceptible shades of feeling. But
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to such experiences the only approach is through intuition and
diesubconscious,

"How such fedings sand out on the stage! What an ineradi-
cableimpresson they make on thememoriesof the spectator

'In what doestheir power lie?

'In therr overwhelming unexpectedness.

'If you follow an actor through arole, sep by step, you may
expect him, at a certain important point, to give hislinesin a
loud, clear-cut, serious tone of voice. Suppose that insead of
that, he quite unexpectedly uses alight, gay and very soft tone
asan original way of handling hispart. The surprise dement is
sointriguing and effective that you are persuaded that thisnew
way is the only posshble way of playing that bit. You say to
yoursdf: "How isit | never thought of that nor imagined that
thoselineswere so significant?' Y ou are amazed and delighted
by thisunexpected adaptation by theactor.

'Our subconscious hasits own logic. Since we find subcon-
scious adaptations so necessary in our art | shall go into some
detail in discussng them.

'The most powerful, vivid and convincing adaptations are
the product of that wonder-working artis—nature. They are
almost wholly of subconsciousorigin. Wefind that the greatest
artigs use them. However, even these exceptional people can-
not produce them at any given time. They come only in mo-
ments of ingpiration. At other timestheir adaptations are only
partially subconscious. Takeinto condderation the fact that as
long asweareon thesagewearein unending contact with one
another, therefore our adjusments to each other must be con-
gant. Then think of how many actions and moves this means,
and guesswhat proportion of subconscious momentsthey may
include!®

After apausetheDirector went on:

"It isnot only when we are concerned with a congtant inter -
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change of thoughts and fedlings and adjusments that the sub-
conscious comes into the picture. It comes to our aid at other
timesaswell. Let ustest thisout on ourselves. | suggest that for
fiveminutesyou do not talk about or do anything.’

After this period of slence Tortsov questioned each student
astowhat took placeinsdeof him, what hewasthinking about
and feding duringthat time.

Someone said that for some reason he suddenly remember ed
hismedicine.

'What hasthat todowith our lesson?* Tortsov enquired.

"Nothingwhatsoever .’

'Perhaps you fet a pain and that reminded you of the medi-
cine? hepursued.

"No, | wasnot awareof any pain.'

"How did such an idea pop intoyour head?'

Therewasnoanswer .

Oneof thegirlshad been thinking about a pair of scissors.

'What rdation did they have to what we are doing? asked
Tortsov.

"Nonethat | can think of.

"'Perhaps you noticed some defect in your dress decided to
remedy it, and that put you in mind of the scissors?

'No, my clothes are all in order. But | left my stissorsin a
box with someribbonsand | locked thebox up in my trunk. It
suddenly flashed through my mind, | hopel don't for get where
| put them.'

'Then you just thought about the stissors and afterwards
reasoned out why that happened?

'Yes, | did think about the stisorsfirg.

'‘But you still do not know where the idea came from in the
first place?

Pursuing hisinvestigations Tortsov found that Vassli, during
the period of slence, had been thinking about a pineapple and
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it occurred to him that its scay surface and pointed leaves made
it very amilar to certain types of palm trees,

'What put a pinegpple into the foreground of your mind?
Had you esten some recently?

‘No/

"‘Wheredid you al gets such thoughts, about medicines, stis-
sorsand pineapple?

When we admitted that we did not know, the Director said:

‘All of these things come out of the subconscious. They are
like shooting stars/

After amoment'sreflection heturned to Vassli and said:

'l do not yet understand why, when you were tdling us
about that pinegpple, you kept twisting yoursdlf into such
strange physicd positions. They did not add anything to your
story about the pinegpple and the palm. They were expressing
something dse. What was it? What lay behind the intensely
reflective expression in your eyes and die sombre |ook on your
faoe? What was the meaning of the pattern you drew inthe air
with your fingers? Why did you look at us dl in turn so signi-
ficantly and shrug your shoulders? What relation had dl thisto
the pineapple?

'Do you mean to sy | was doing dl those things? asked
Vasdli.

'| certainly do, and | want to know what you meant/

‘It must have been astonishment/ said Vassli.

'Agtonishment at what? At the miracles of nature?

'Perhaps/

"Then those were the adjusments to the idea suggested by
your mind?

But Vassli wasslent.

'Canit be that your mind, whichisredly anintelligent one,
could suggest such abaurdities? sad Tortsov. 'Or was it your
fedings? In that case you gave an external physica form to the
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suggestion made by your subconscious? In ether case, both
when you had theidea of the pineapple, and when you adjusted
your self to that idea, you passed through that unknown region
of thesubconscious.

"From some simulus or other an idea comesinto your head.
At that ingant it crosses the subconscious. Next you consder
that idea, and later when both theidea and your thoughtsabout
it are put into tangible physical form you pass again, for anin-
finitesmal length of time, through the subconscious. Each time
you dothat your adjusments, in wholeor in part, absorb some-
thing essential fromiit.

I n every processof inter-communication, necessarily involv-
ing adjusgments, both the subconscious and intuition play a
large, if not the principal part. In the theatre their significance
isextraordinarily enhanced.

1 do not know what science says on this subject. | can only
share with you what | have ft and observed in mysdf. After
prolonged investigation | can now assxt that in ordinary life
do not find any conscious adjusment without some element,
however dight, of the subconsciousin it. On the stage, on the
other hand, where one would suppose that subconsciousintui-
tive adjusments preponderate, | am constantly finding com-
pletely conscious adaptations These are the acton® rubber
gamps. Y ou find them in all rolesthat have been wor n thread-
bare. Every gestureissdf-conscioustoahigh degree/

"Then may we conclude that you are not willing to coun-
tenanceany consciousadjustmentson the stage?’1 asked.

"Not those | havejust mentioned and which have become
nothing more than sencils. And yet | must admit that | am
aware of the conscious character of certain adjusgments when
they have been suggested by outside sources, by the director,
other actors, or friends, proffering sought or unsought advice.
Such adaptations should be used with utmost careand wisdom.
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"Never accept them in the form in which they are presented
toyou. Do not allow your self smply to copy them. Y ou must
adapt them to your own needs, make them your own, truly
part of you. To accompUsh thisisto undertake a lar ge piece of
work involving a whole new set of given drcumstances and
stimuli.

"Y ou should go about it in the sameway asan actor doeswho
sessin real life some typical characterigic that he wishesto em-
bodyinarole. If hemerdy copiesit hewill fall intotheerror of
auperfidal and routineacting/

'What other typesof adaptationsexist? | asked.

"Mechanical or motor adjustments/ answered Tortsov.

'Y ou mean—dendls?*

"No. I am not speaking of them. They should be exter min-
ated. Motor adjusments are subconscious, semi-conscious and
conscious in origin. They are normal, natural, human adapta-
tionsthat are carried to a point of becoming purely mechanical
in character.

'‘Let meillugrate. Let us assume that in playing a certain
character part you make use of real, human adjusgmentsin your
relationsto otherson the sage. Y et alarge part of those adjust-
mentsgrow out of the character you are portraying and do not
sem directly from you. Those supplementary adaptationshave
appeared spontaneoudy, involuntarily, unconscioudy. But die
director has pointed them out to you. After which you are
awar e of them, they become conscious, and habitual They grow
into thevery flesh and blood of the character you are playing,
every timeyou livethrough thepart. Finally these supplement-
ary adjustmentsbecomemotor activities*

Then they are ster eotypes? someoneasked.

"No. Let me repeat. A rubber samp piece of acting is con-
ventional, falseand lifdess. It had itsorigin in theatrical routine.
It conveys nether fedings, thoughtsnor any images char acter -
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iic of human beings. Motor adjusgments, on the contrary,
wer e intuitive, originally, but they have become mechanical,
without sacrificing their quality of naturalness Because they
remain organic and human, they arethe antithessof therubber
stamp/

4

'Thenext sep isthequestion of what technical meanswe can
employ to simulate adaptations/ announced the Director ashe
came into dass today. Then he proceeded to lay out a pro-
grammeof work for thelesson.

'l shall begin with intuitive adaptations.

'Thereisnodirect approach to our subconscious, ther eforewe
make use of various stimuli that induce a process of living the
part, which in turninevitably createsinter-reationship and con-
sciousor unconsciousadjusments. That istheindirect approach.

'What dse, you ak, can we accomplish in that region into
which our consciousnesscannot penetrate? Werefrain fromin-
terfering with nature and avoid contravening her laws. When-
ever we can put oursdves into a wholly natural and relaxed
date, therewellsup within usa flow of creation that blindsour
audienceby itsbrilliance.

'In dealing with semi-consciousadjustmentstheconditionsare
different Here we have some use for our psycho-technique. |
say some; for even hereour possibilitiesareredricted.

'I haveonepractical suggestion tomakeand | think | can ex-
plain it better by anillugtration. Doyou remember when Sonya
coaxed meout of making her dotheexercise, how sherepeated
the same words over and over again, usng a great variety of
adaptations? | want you to do die samething, asa sort of exer -
cise, but do not use the same adjusments. They havelost ther
effectiveness. | want you tofind fresh ones, consciousor uncon-
scious, totaketheir place*
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Onthewholewerepeated theold suff.

When Tortsov reproached usfor being so monotonous, we
complained that we did not know what material to use as a
bagsfor creating fresh adaptations.

Ingtead of answering usheturned tomeand said:

"You write shorthand. Take down what | am going to dic-
tate:

'Calm, excitement, good humour, irony, mockery, quarre-
someness, reproach, caprice, scorn, despair, menace, joy, be-
nignity, doubt, astonishment, anticipation, doom...."'

Henamed all these gates of mind, mood, emotionsand many
more. Then hesaid to Sonya:

'Put your finger on any oneword m that list and, whatever
itis, useit asthebassfor anew adaptation.®

Shedid asshewastold, and thewor d was: benignity.

"Now use somefresh colours in the place of the old ones/
suggested the Director .

She was successful in griking the right note and finding ap-
propriate motivation. But Leo outshone her. His booming
voicewas positively unctuousand hiswholefat faceand figure
exuded benignity.

Weall laughed.

'Is that sufficient proof for you of die desrability of intro-
ducing fresh dementsintoan old problem?’ asked Tortsov.

Sonya then put her finger on another word.on thelist. This
timethechoicerested on quarrelsomeness. With truly feminine
capacity for nagging shewent towork. Thistime shewasout-
done by Grisha. No one can compete with him when it comes
to argumentative perssence.

Ther eisfresh proof of theefficacy of my method,® said Tort-
sov with satisfaction. Then he proceeded to go through smilar
exercissswith all theother gudents.

'Put what other human characterigics or moodsyou choose
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on that list and you will find them all useful in supplying you
with fresh coloun and shadingsfor almost every inter change of
thought and fedings. Sharp contragts and the element of unex-
pectednessarealso helpful.

'This method is extremely effective in dramatic and tragic
Stuations. To heighten the impression, at a particularly tragic
point, you can suddenly laugh asthough to say: " Theway des-
tiny pursues me is nothing short of ridiculous!™ or, "In such
despair | cannot weep, | can only laugh!™

‘Jud think what isrequired of your facial, vocal and physical
apparatus if it isto respond to the finest shadings of such sub-
conscious fedlings. What flexibility of expresson, what sens-
tiveness, what discipline! Y our power sof expression asan artist
will betested to thelimit by the adjugments you must makein
your relation to other actors on the stage. For this reason you
must give appropriate preparation to your body, face and
voice. | mention thisnow only in passing, and because| hopeit
will make you mor e aware of the necessity of your exercisesin
physical culture, dancing, fencing and voiceplacing. In timewe
shall go morefully into the cultivation of external attributes of
expression/

Jud as the lesson was over, and Tortsov was getting up to
leave, the curtain was suddenly drawn, and we saw Maria's
living-room, all decorated. When we went up on to the stage
toseeit, wefound placardson thewalls, reading:

(1) Inner tempo-rhythm.

(2) Inner characterization.

(3) Control and finish.

(4) Inner ethicsand discipline.

(5) Dramatic charm.

(6) Logicand coherence.

Thereareanumber of Sgnsaround here,' said Tortsov, 'but,
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for the present, my remarks about them must be brief. There
are many necessary eementsin the creative process which we
have not yet sorted out. My problem is. how can | talk about
them without departing from my habitual method, which is
first to makeyou fed what you arelearning by vivid practical
exampleand later cometotheories? How can | discusswith you
now invisibleinner tempo-rhythmor invisibleinner characteriza-
tion? What examplecan | giveyou toillusratemy explanations
in practice?

"It ssemstomethat it would besmpler towait until wetake
up external tempo-rhythmand characterization, becauseyou can
demongrate them with physical actionsand at the same time
experiencetheminwardly.

'Or again: how can | peak concr etely about control when you
have neither a play nor a part demanding sustained control in
its presentation? By the same token, how can | talk zboutfinish
when we have nothing on which wecan put afinish?

'Nor isthereany point now, in taking up ethicsin art or dis-
ciplineon the stageduring creativewor k, when most of you have
never even stood behind the footlights except at die test per-
formance.

'Finally, what can | say to you about charm when you have
never felt its power over, and effect on, an audience of thou-
snds?

'All that isleft onthelist islogic, coherence. On that subject, it
seems to me, | have already spoken often and at lengdi. Our
whole programme has been permeated by it and will continue
tobe/

"When haveyou discussed it?' | asked widi surprise

'What do you mean, whenV exclaimed Tortsov, astonished
in histurn. 'l havetalked about it on every possible occasion. |
haveinssted on it when we wer e ssudying magic ifs, given cir-
cumstances, when you wer e carrying out projectsin physical
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action, 2nd especially in esablishing objectsfor the concentration of
attention, in choosing objectives derived from units. At every
gep | have demanded the most stringent kind of logic in your
work.

* What thereisdill left to be said on thissubject will befitted
in from time to time as our work progresses. So | shall not
make any special satementsnow. | fear to, in fact. | am afraid
of falling into philosophy and of sraying from the path of
practical demongtration.

That is why | have merely mentioned these various ele-
ments, in order to make the lig complete. In time we shall
cometo them, and work on them in apractical way, and even-
tually weshall beableto deducetheoriesfrom that work.

Thisbringsustemporarily to theend of our study of thein-
ternal eements necessary to the creative process in an actor. |
shall add only that the dements| have listed today are just as
important and necessary in bringing about the right inner
Siritual gateasthoseweworked on earlier in greater detail/



CHAPTER TWELVE

INNER MOTIVE FORCES
[
N ow that we have examined all the " dements’, and me-
thods of psycho-technique, we can say that our inner
ingrument isready. All weneed isavirtuosotoplay onit. Who
isthat master ?
** Weare,' answvered several of thestudents.

'Who are"we'? Whereisthat invisblething called " we" to
befound?

‘It isour imagination, attention, feelings/ We ran over the
list.

'Fedlings! That'sthemost important,’ exclaimed Vanya.

"I agreewith you. Fed your part and ingtantly all your inner
chordswill harmonize, your whole bodily apparatus of expres-
sion will begin to function. Therefore we have found the first,
and most important master—feeling? said the Director. Then he
added:

‘Unfortunately it isnot tractable nor willing to take orders,
Sinceyou cannot begin your work, unlessyour feglingshappen
to function of their own accord it is necessary for you to have
recour s2to some other mager. Whoisit?"

'Imagination!" decided Vanya.

'Very well. Imagine something and let me see your creative
apparatusset in motion.'

'What shall | imagine?

"How should | know?'

'I must have some objective, some supposition-*
*44
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"Wherewill you get them?'

"Hismind will suggest them,' put in Grisha.

"Then the mind is the second mager we are seeking. It initi-
atesand directscreativeness.!

'Isimagination incapable of beingamaser ? | enquired.

"You can seefor your self that it requiresguidance/

'What about attention?' asked Vanya.

'Let usstudy it. What areitsfunctions?

'It facilitates the work of the fedings, mind, imagination and
will," contributed variousstudents.

‘Attention islike a reflector,’ | added. 'It throws its rays on
somechosen object and arousesin it theinterest of our thoughts,
fedingsand dedres’

"Who pointsout theobject? asked theDirector.

'Themind.'

'Imagination.’

'‘Given circumstances!’

'Objectives.

'In that case, all of these dements choose the object and
initiate the work, whereas attention must limit its action to an
auxiliaryrole.'

'If attention isnot oneof themagers what isit?' | pursued.

Ingead of givingusadirect answer Tortsov proposed that we
go up on the stage and play the exercise we were so tired of,
about the madman. At firs the sudents were slent, looked
around at each other and tried to make up ther minds to get
up. Finally, oneafter another wearoseand went slowly towar ds
thegtage. But Tortsov checked us.

‘I am glad that you mastered yoursdves, but although you
gave evidence of will power in your actionsthat isnot sufficient
for my purpose. | must arouse something more lively in you,
more enthusiagtic, a kind of artigic wish—I want to see you
eager to go on the stage, full of excitement and animation.’
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"You will never get that from us with that old exercise/
burg out Grisha.

'Nevertheless, | shall try,' said Tortsov widi decison.

'‘Are you aware that while you wer e expecting die escaped
lunatic to break in by thefront door he has actually sneaked up
the back gairs and is pounding at the back door? It isa flimsy
affair. Once it givesway... What will you do in these new
circumstances, decide!®

The dudents were thoughtful, ther attention all concen-
trated, whilethey consdered their problem and itssolution, the
erection of a second barricade.

Then werushed to the sage and things began to hum. It was
al very like the early days in our course when wefirst played
thissameexercise.

Tortsov summed up asfollows:

'When | suggested that you play this exercise you tried to
make yoursaves do it, againg your desres, but you cotdd not
forceyour selvesto becomeexcited over it.

'Then | introduced a fresh supposition. On the bags of that
you created for your selves a new objective. Thisnew wish, or
wishes, was " artigic’ in character and put enthusasm into the
work. Now tell me, who was the mager to play on theinstru-
ment of creation?

Y ou wer e/ wasthe decison of the sudents.

'To bemoreexact, it wasmy mind,® corrected Tortsov. 'But
your mind can do the same thing and be a motive power, in
your psychiclife, for your creative process.

'Therefore we have proved that the second mager is the
mind, or intellect,* concluded Tortsov. 'Isthereathird?

'Could it be the sense of truth and our belief m it? If so, it
would auffice to believe in something and all of our creative
facultieswould springintoaction.’

'‘Believein what?' wasasked.
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"How should | know? That isyour affair/

'Firg we mug create the life of a human spirit and then we
can believein that,' remarked Paul.

‘Therefore our sense of truth is not the maser we are
seeking. Can wefind it in communion or adaptation?® asked the
Director.

'If we areto have communication with one another we must
havethoughtsand fedlingsto exchange.'

'Quiteright.’

‘It'sunitsand objectives!" wasVanya'scontribution.

'That is not an element. It represents merely a technical

I method of arousing inner, living dedres and aspirations' ex-
| plained Tortsov. 'If those longings could put your creative ap-
paratustowork and direct it spirituallythen...’

'Of coursethey can," wechorused.

'In that case we have found our third mager—will. Conse-
guently we havethreeimpelling moversin our psychiclife, three

| masterswho play on theinstrument of our souls.*

Asusual Grisha had a protest to make. He claimed that up to
the present no sresshad been laid on the part that themind and
the will play in creative work, whereas we had heard a great
deal aboutfeeling.

"Y ou mean that | should have goneover the samedetailswith
regpect to each one of these three motive forces? asked the

| Director.

"No, of course not. Why do you say the same details? re-
torted Grisha.

"How could it be otherwise? Since these three forcesform a

| triumvirate, inextricably bound up together, what you say of
the one necessarily concerns the other two. Would you have
been willing to listen to such repetition? Suppose | were dis-
cussing creative objectiveswith you, how to divide, chooseand
namethem.Dont>% 5pa” aclpatelntlliswor k?
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'Of coursethey do/ agreed the sudent.

'Iswill absent? asked Tortsov.

'No, it hasadirect relation tothe problem/we said.

'Then 1 would have had to say practically the same thing
twiceover. And now what about the mi net?*

‘It takes part both in the divison of the objectives and in
naming them/ wereplied.

'Then | should haverepeated the samethingathird timel

"You ought to be grateful to me for having preserved your
patience and saved your time. However, there is a grain of
judtification for Grisha'sreproach.

'l doadmit that | inclinetoward theemotional sideof creative®
nessand | do this purposdly because we are too prone to leave
out fedling.

'We have altogether too many calculating acton and scenic
productionsof intellectual origin. Weseetoorarey true, living,
emotional creativeness

2

'The power of these motiveforcesis enhanced by ther inter-
action. They support and inciteoneanother with theresult that
they alwaysact at thesametimeand in closeréeationship. When
we call our mind into action by the same token we gir our will
and fedlings. It is only when these forces are co-operating har -
monioudy that wecan createfredly.

'When aredl artig is speaking the soliloquy "to be or not to
be', is he merey putting before us the thoughts of the author
and executing the busness indicated by his director? No, he
putsintothelinesmuch of hisown conception of life.

'Such an artigt is not speaking in the person of an imaginary
Hamlet. He gpeaksin hisown right asoneplaced in thecircum-
gances created by the play. Thethoughts, fedings, conceptions,
reasoning of the author aretrangormed into hisown. And it is
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not his sole purpose to render the lines so that they shall be
understood. For him it is necessary that the spectatorsfeel his
inner relationship to what he is saying. They must follow his
own creative will and desres. Here die motive forces of his
psychic life are united in action and inter dependent. Thiscom-
bined power isof utmost importanceto usactorsand weshould

i begravely misaken not to useit for our practical ends. Hence,
we need to evolve an appropriate psycho-technique. I tsbasisisto take
advantageof thereciprocal interaction of themembersof thistrium-
viratein order not only to arousethem by natural means, but alsoto
usethemto stir other creativeelements.

I ‘Sometimes they go into action spontaneoudy, subcon-
scioudly. On such favour able occasonswe should give our selves
up to the flow of therr activity. But what are we to do when
they do not respond?

'In such caseswe can turn to one member of thetriumvirate,
perhaps the mind, because it responds more readily to com-
mands. Theactor takesthe thoughtsin thelinesof hispart and

| arrives at a conception of their meaning. In turn, this concep-
tion will lead to an opinion about them, which will corre-
spondingly affect hisfedingsand will.

| "We have already had many practical demondrations of this
truth. Think back to the beginnings of the exercise with the
madman. The mind provided the plot and the crcumstancesin
which to place it. These created the conception of the action

| and together they affected your fedings and will. As a result
you played the sketch splendidly. Thisinganceisan admirable
example of the part of the mind in initiating the cresative pro-
cess. But it ispossibleto approach a play or aroleon the sde of

| fedings if the emotions give an immediate response. When
they do so respond, everything fallsinto placein natural order:
aconception isforthcoming, areasoned formarisesand in com-
bination thfy sir your will.
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'When, however, the feding does not riseto die bait, what
direct gimulus can we uss? The direct simulus for the mind
we can find in the thoughts taken from the text of the play.
For thefedingswemust seek out thetempo-rhythm that under -
liestheinner emotionsand theexternal actionsof apart.

It is impossble for me to discuss this important question
now because you mug first have a certain amount of prepara-
tion to enable you to gragp deeply enough what is sgnificant
and necessary. Moreover, we cannot immediately pass to the
study of thisproblem becauseit would necesstate making abig
jump ahead and would interferewith the orderly development
of our programme of work. That iswhy | shall leavethispoint
and take up themethod of arousing thewill to creative action.

'In contragt tothemind, which isdkecdy affected by thought,
and to fedings, which respond immediately to tempo-rhythm.
thereisnodirect gimulusby which we can influencethewill/

"What about an objective? | suggested. 'Doesn't that influ-
enceyour creativedesreand thereforeyour will 2+

'That depends. If it isnot particularly alluringit 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 die
will. Itsattraction isto theemations. Firs you are carried away
by your fedings, desresare subsequent. Thereforeitsinfluence
onyour willisindirect.’

'‘But you have been telling us that will and feeling werein-
separable, so if an objective acts on the one, it naturally affects
the other at the same time,' said Grisha, eager to point out a
discrepancy.

* You are quiteright. Will and feeling are like Janus, two-
faced. Sometimesemotion isin the ascendant, at others, will or
desre preponderates. Consequently some objectives influence
thewill more than thefedling and other s enhance the emotions
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at the expense of the desre. In one way or anodier, directly or
indirectly, theobjectiveisa magnificent simulusand onewhich
weareeager touse/

After afew momentsof silence T ortsov continued:

! Actor swhosefedingsoverbalancetheir intellects, will natu-
rally, in playing Romeo or Othello, emphasze the emotional
sgde. Actorsin whom will is the most powerfiil attribute, will
play Macbeth or Brand and under scoreambition or fanaticiam.
Thethird typewill unconscioudy stress mor ethan isnecessary,
the intdlectual shadings of a part like Hamlet or Nathan der
Weise.

It is, however, necessary not to allow any one of the three
elementsto crush out ether of the othersand thereby upset the
balance and necessary harmony. Our art recognizes all three
types and in their creative work all three forces play leading
parts. The only type that wergect astoo cold and reasoning is
that whichisbom of arid calculation/

Therewasslencefor awhileand then Tortsov concluded the
lesson with thefollowing statement:

"Now you are wealthy. You have at your disposal a great
number of dementsto usein creating the life of a human soul
inapart.

'That isa great achievement and | congratulateyou!"



CHAPTER THIRTEEN
THE UNBROKEN LINE

|
Your inner ingrument is at concert pitch!" announced the
Director at thebeginning of thelesson.

Imagine that we have decided to produce a play in which
each of you is promised a splendid part. What would you do
when you went home, after thefir st reading?*

"Act!" blurted out Vanya.

Leo sad he would try to think himsdf into his part and
Mariasaid shewould go off somewhereintoacorner and try to
fed hers.

| decided | would gart with the suppostions offered by the
play and put myself into them. Paul said he would divide the
play up into small units.

In other words/ explained the Director, 'you would all use
your inner forcestofed out thesoul of thepart.

"You will have to read the play over many times. Only on
the rares occasons can an actor seize the essntials of a new
part ingantly and be so carried away by it that he can createits
whole spirit in one burg of feeling. More often his mind first
grasps the text in part, then his emotions are dighdy touched
and they gir vaguedesres

'In the beginning his under sanding of the inner sgnificance
of a play is necessarily too general. Usually he will not get to
thebottom of it until he hasthor oughly studied it by following

thegepstheauthor took when hewr oteit.
232
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"When the first reading of the text leaves no impresson,
ether intellectual or emotional—what istheactor to do?

"Hemust accept the conclusonsof othersand makea strong-
er effort to penetrate the meaning of the text. With persstence
he vill evolve some vague conception of the part which he
must then develop. Finally, his inner motive forces will be
drawn intoaction.

‘Until his goal is dear the direction of his activities will re-
main unformed. He will fed only individual moments in his
role.

Itisnot surprigngthat in thisperiod theflow of his.thoughts,
desres and emotions appears and disappears If we were to
chart its cour se the pattern would be digointed and broken. It
isonly when he comesto a degper underanding of hispart and
a redlization of its fundamental objective that a line gradually
emerges as a continuous whole. Then we have the right to
geak of thebeginning of creativewor k/

'Whyjust then?

Ingead of an answer the Director began to makecertain unre-
lated movementswith hisarms head and body. Then he asked:

'‘Can you say that | wasdancing?

We answered in the negative. Whereupon, ill seated, he
went through a series of emotions that flowed harmonioudy
from oneinto ancther in unbroken sequence.

'Could adancebe madeout of that? heasked.

We agreed unanimoudy that it could. Then he sang several
notes, with long pauses between.

'Isthat asong?'

"No/wereplied.

'Ighis? Whereupon he poured outalovely, resonant melody.

'"Yed*

Next he drew some accidental and unrédated lines on a piece
of paper and asked if that were a design. When we denied that
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it washedrew afew, long, graceful, curving patternswhich we
readily admitted could becalled adesign.

'Doyou seethat in every art wemust havean unbroken line?
That iswhy, when thelineemergesasawhole, | say that crea-
tivework hasbegun/

'‘But can therereally be aline that is never broken ether in
real lifeor, much less, on diestage? objected Grisha.

'Possibly that line can exist/ explained the Director, 'but not
in anormal person. In heahhy peoplediere must be someinter -
ruptions. At least, soit seems. Y et during those breaks, a person
continues to exist. He does not die. Therefore some sort of a
linecontinues.

'Let usagreediat thenormal, continuinglineisonein which
thereare somenecessary interruptions.”

Towardstheend of thelesson the Director explained that we
need not one but many lines to represent the direction of our
variousinner activities,

'On the sage, if dieinner lineisbroken an actor no longer
undergands what is being said or done and he ceases to have
any desresor emotions. Theactor and the part, humanly speak-
ing, live by these unbroken lines. That is what gives life and
movement to what is being enacted. Let those lines be inter -
rupted and life stops. Let it be revived, and life goes on. But
this spasmodic dying away and revivingisnot normal. A role
must have continuousbeing and itsunbr oken line’

2

"At our last lesson we found that in our art, asin any other,
we must have awhole, unbroken line. Would you like meto
show you how it ismade?

'Of course P weexclaimed.

'Then tell me', said he, turning to Vanya, 'what you did
today, from themoment you got up until you camehere?
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Our lively comrade made strenuous efforts to concentrate on
the question, but he found it difficult to turn his attention back-
wards. To help himthe Director gave himthefollowing 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
whichyouwishto reach. Itiseaser to go backwards, especidly
when you are dealing with the recent past/

As Vanya did not immediately grasp the idea, the Director
prompted him:

'Now you are here talking with us. What did you do before
that?

1 changed my clothes/

"Changing your clothes is a short, independent process. It
contains al sorts of elements. It constitutes what we may cal a
shortline. Therearemany of themin any role. For example:

"What were you doing beforeyou changed?

"I wasfencing and doing gymnastics/

"And before that?

"I smoked acigarette/

"And gtill earlier?

"l wasat my singing lesson/

He pushed Vanya farther and farther into the past until he
reached the moment when hefirst wokeup.

'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 tofix them | suggest that you go over the sequence several
timesin the sameorder/

After thiswas done the Director was stisfied that VVanya not
only felt those few hours of the immediate past but that he had
fixed theminhismemory.

‘Now do the same thing in the reverse order, starting with
the moment when you first opened your eyesthismorning/
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Vanyadid that, too, several times.

"Now tell me whether this exercise hasleft an intellectual or
emotional imprint on you which you could consder a rather
extended lineof your lifetoday? I sit an integrated wholemade
up of individual actsand fedlings, thoughtsand sensations?

He went on: ©I am convinced that you understand how to
recreatetheline of thepast Now, Kostya, let meseeyou dodie
samethingin thefuture, taking thelatter half of today.'

"How do | know what is going to happen to mein theim-
mediatefuture? Taked*

‘Don't you know that after thislesson you have other occu-
pations, that you will go home, and have dinner? Have you
nothing in prospect for this evening, no callsto make, no play,
movieor lecture?Y ou donot know that your intentionswill be
carried out but you can suppose that they will be. Then you
must have some idea about therest of the day. Don't you fed
that solid line as it gretches out into the future, fraught with
cares respongbilities, joysand griefs?

'In looking ahead there is a certain movement, and where
thereismovement alinebegins.

'If you join thisline with the one that has gone before you
will create one whole unbroken line that flows from the past,
through the present, into thefuture, fromthe moment you wakein th
morning until you closeyour eyesat night. That ishow litdeindi-
vidual lines flow together and form one large current that re-
presentsthelifeof awholeday.

"Now suppose you arein a provincial sock company and
that you have been given the role of Othello to preparein a
week's time. Can you fed that all your life for those dayswill
be poured into one main direction, to solveyour problem hon-
ourably? Therewould be one dominating idea that would ab-
sorb everything leading up to die moment of that terrifying
performance.
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'Of cour se/1 admitted.

'‘Can you fed the larger line that goes through that whole
week of preparation for the part of Othelo? the Director
pushed medtill farther.

'And if thereexist linesthat run through daysand weeks, can't
weassumethat they also exist in termsof months, yean, or even
alifetime?

'All theselargelinesrepresent thewelding together of smaller
ones. That iswhat happensin every play and with every part.
In reality life builds the line but on the stage it is the artigtic
imagination of theauthor that createsit in dielikenessof truth.
However, hegivesit tousonlyin bits, and with breaksiniit.’

'Why isthat?'| asked.

'We have already talked about the fact that the playwright
givesusonly afew minutes out of thewholelife 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
whilethey havebeen in thewings, and what makesthem act as
they dowhen they return to the stage. We haveto fill out what
he leaves unsaid. Otherwise we would have only straps and
bitsto offer out of dielife of die personswe portray. Y ou can-
not livethat way, sowemust createfor our partscompar atively
unbroken lines.’

3

Tortsov began today by asking usto settle our sdvesascom-
fortably as possblein 'Maria's drawing-room' and talk about
anything we wished. Some sat at the round table and others
along thewall, wher e there wer e some attachmentsfor eectric
lights.

Rakhmanov, the Assgant Director, was so busy getting us
all arranged that it was obviouswe wer eto have anodier of his
‘demondrations.
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Aswe talked we noticed that various lights came on and off
and it was evident that this happened in relaion to who was
talking and about whomwe spoke. If Rakhmanov spokealight
went on near him. If we mentioned something lying on the
table, that object was ingtantly illuminated. At first | could not
understand the meaning of the lights that gppeared and dis-
gopeared outside of our living-room. Findly | concluded that
they had to do with periods of time. For example, thelight in
the corridor went on when we referred to the pagt, onein the
dining-room when we mentioned the present, the one in the
big hal when we spoke of thefuture. | dso noticed that assoon
asone light went off another came on. Tortsov explained that
that represented the unbroken chain of changing objectson wt
concentrateour attention either coherently or in ahaphazardr
inreal life.

‘Thisis amilar to what occurs during a performance. It is
important that the sequence of the objects you focus on should
form asolidline. That linemust remain on our sideof thefootli
and not stray onceintotheauditorium.

*The life of a person or of a part’, explained the Director,
‘cond s of an unending change of objects, drdes of attention,
either ontheplane of redlity or of theimagination, intheream
of memoaries of the past or dreams about the future. The un-
broken qudity of thislineis of utmost importance to an artis,
and you should learn to esablish it in yourselves. By means of
eectriclights| angoingtoillustrate how it can flow without a
bresk from one end of aroleto the other.

'‘Go downinto die orchestral/ he said to us, asking Rakhma-
nov to go to thelighting switchesand help him.

‘Thisisthe plot of the play | shdl give. We are to have an
auction at which two Rembrandts will be sold. While waiting
for the bidders to arrive | shdl st at this round table with an
expert on paintings and come to an understanding about the
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figure at which we shall gart the sale. To do this we must
examineboth pictured (A light on ether sdeof the sagewent
on and off and thelight in Tortsov'shand wasextinguished.)

"Now we make mental comparisonswith 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.)

'Do you see those amall lights near the door? Those are the
unimportant buyers. They have attracted my attention and |
greet them. However, | dothiswithout great enthusasm.

'I'f no moresubgantial buyer sthan theseappear | shall not be
abletorun up thepriceof thepictures! That iswhat isgoing on
in my mind/ (All the other lights went out except a spot sur-
rounding Tortsov, to indicate the small circle of attention. It
moved with him ashe paced nervoudy up and down.)

'See! Thewholegage and theroomsbeyond arenow flooded
with large lights. Those are the representatives of foreign mu-
seums, whom | gotogreet with special deference/

He proceeded to demongrate not only his meeting with the
museum directorsbut theauction itself Hisattention wasshar p-
est when thebidding wasfier cest and theexcitement at theend
was reproduced by a veritable bacchanalia of lights! The big
lightswent on together and separatey, making alovely pattern,
something likean apotheosisof fireworks.

'Could you fed that the living line on the stage was un-
broken? heasked us.

Gridha claimed that Tortsov had not succeeded in proving
what hewanted to.

"You will excusemefor saying so, but you proved dieoppo-
dgte of your contention. Thisillumination did not show us an
unbroken line—but an unending chain of different points/

'An actor'sattention iscongtantly passng from oneobject to
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another. It isthat congtant change of fodi that conditutes the
unbroken line/ explained Tortsov. "If an actor should cling to
one object during a whole act or a whole play he would be
spiritudly unbaanced and thevictim of anidigjixe’

All the other students were in agreement with the Director's
point of view and fdt that the demongtration was vivid and
successful.

'So much the better!" he sad with satisfaction. "This was to
show you what should dways happen on the sage. Now | shall
demongtrate what should not take place and yet what usudly
does.

‘Look. Thelights gppear on the stage only at intervaswhile
they burn amost incessantly down in the auditorium.

‘Tell me: doesit ssem normal to you that an actor'smind and
fedings should wander away, for long goeces of time, into the
audience and beyond the premises of the theetre? When they
come back to the stageit isonly for abrief moment, then they
fade away again.

‘Inthat sort of acting the actor and hispart only occasondly
belong to each other. To avoid that use al your inner force to
build an unbroken line.’



CHAPTER FOURTEEN
THE INNER CREATIVE STATE

|

hen you have assembled the lines along which your

inner forces move, where do they go? How does a
pianis express his emotions? He goes to hispiano. Wher e does
a painter go? To his canvas, his brushes and colours. So, an
actor turnsto hisspiritual and physical creativeinstrument His
mind, will and fedings combine to mobilize all of his inner
" dements’.

'They draw life from the fiction which is the play and make
it seem more real, its objectives better founded. All this helps
him to fed the role, its innate truthfiilness, to believe in die
actual possibility of what is happening on die stage. In other
wordsthistriumvirate of inner forcestakes on thetone, colour,
shadings and moods of the eements they command. They ab-
sorb ther spiritual content. They also give out energy, power,
will, emotion and thought. They graft these living particles of
theroleontothe" dements'. From diese graftsthere gradually
grow what wecall the" dementsof theartis intherole" /

"Wherearcthey headed? wasasked.

'To some point far away, to which the plot of the play lures
them. They move forward towar ds creative objectives, pushed
by inner longings, ambition, and by movementsinherent in the
character of their parts. They arcdrawn by the objectson which
they have concentrated their attention, into contact with the
other characters. They are fastinated by the artidtic truthfulness

of theplay. And notethat all thesethingsareon thestage.
261
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'‘Thefarther along they movetogether, the more unified the
line of their advance. Out of this fusng of eements arises an
important inner sate which we call—' here Tortsov paused
topoint totheplacard hanging on thewall and read: * Thelnner
CreativeMood.’

'Whatever isthat? exclaimed Vanya, already alar med.

It issimple/ | volunteered. 'Our inner motive forces com-
bine with the dementsto carry out the purposes of the actor.
Isthat right?' herel appealed to Tortsov.

"Yes, with two modifications. Thefirst is that the common
fundamental objective is still far off and that they combine
forces to search for it. The second is a matter of terms. Up to
now we have used theword " eements’ to cover artidic talent,
qualities, natural giftsand several methods of psycho-technique.
Now we can call them "Elements of the Inner Creative
Mood" .’

That's beyond me!' Vanya decided and made a gesture of
depair.

'Why? It isan almogt entirely normal gate.’

' Almost?°

"It isbetter than thenormal Sate, in someways, and in others
—lessgood.’

"Why lessgood?'

"On account of the conditions of an actor'swork, which has
to be done in public, his creative mood smacks of die theatre,
and of sdf-exhibition, which thenormal typedoesnot.'

'Inwhat way isit better ?°

‘It includesdiefeeling of solitudein public which wedo not
know in ordinary life. That isa marvellous sensation. A theatre
full of peopleis a splendid sounding board for us. For every
moment of real feeling on the sage there is a reponse, thou-
sands of invisible currents of sympathy and interest, sreaming
back to us. A crowd of ectators oppresses and terrifies an
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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 his
work.

‘Unfortunately, anatural creative mood is seldom spontane-
ous. In exceptional cases it does come and then an actor will
give amagnificent performance. In the too-frequent case, when
an actor cannot get into the right inner state, he says: | am not
in the mood. That means his creative apparatus is either not
functioning properly, is not functioning at al, or has been re-
placed by mechanica habits. Is it the abyss of the proscenium
arch that has disordered his functions? Or has he gone before
the public with ahaf-finished part, with lines and actions even
he cannot believein?

It is dso possible the actor has not freshened up a well-pre-
pared but old role. Y et he should do thisevery time he recreates
it. Otherwise heislikely to go out on to the stage and present
only ashell.

‘Thereis another possibility: the actor may have been drawn
away from hiswork 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 individualy. You
know that when an actor comes out on the stage before an
audience he may lose his sdlf-possession from fright, embarrass-
ment, shyness, agitation, a sense of overwhelming responsi-
bility or insurmountable difficulties. At that moment heisin-
capable of spesking, listening, looking, thinking, wishing, fesl-
ing, walking or even moving, in an ordinary human way. He
feels a nervous need to gratify die public, to show himself off
andto hidehisown state.

‘Under those circumstances his component elements disin-
tegrate and separate. That, of course, is not normal On the
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stage, asin redl life, the dements should beindivisble. Hie dif-
ficulty isthat work in thetheatre contributesto makea creative
mood ungable. The actor isleft to act without direction. Heis
in contact with the audience, ingtead of with his partner in the
play. He adapts himself to their pleasure and not to the task of
sharing histhoughtsand fedlingswith hisfellow acton.

‘Unfbrtuntely, inner defects are not visible. The sectators
donot see, they only sensethem. Only expertsin our professon
understand them. But it iswhy ordinary theatre-goers do not
respond and do not come back.

"The danger is heightened by the fact that if one eement in
the composition islacking or wrongthewhole suffers Y ou can
test my words: you can create a gatein which all the compon-
ent partsarewor king together in perfect harmony, likeawell-
trained orchedra. Put in one false ement and the tone of the
wholeisruined.

'Suppose you have chosen a plot you cannot believe. Itisin-
evitable that if you force your sdlf the result will be salf-decep-
tion, which must disorganize your whole mood. The same is
trueof any other of theeements.

'"Takeconcentrating 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 thetheatre.

'"Try choosing some artificial instead of a real objective, or
usingyour roletodisplay your temperament. Themoment you
introduceafalsenotetruth becomesatheatrical convention. Belief
becomesfaith in mechanical acting. Objectiveschangefromhuman
artificial; imagination evaporatesand isreplaced by theatrical
claptrap.

" Add these undedirablethingstogether and you will createan
atmospherein which you can nether livenor do anything ex-
cept contort your sdif, or imitate something.

"Beginne's in the theatre, lacking in experience and tech-
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nique, arethemaost likely to go wrong. They easly acquire any
number of artificial habits. If they achieveanormal, human gate
itisaccidental .

"Why can we so easly become artificial when we have acted
only oncein public? | asked.

'l shall answer you in your own words,” Tortsov replied.
'Doyou remember our very fir st lesson when | asked you to St
on the stage and ingead of smply gtting you darted to ex-
aggerate? At the time you exclaimed: "How strange! | have
been on thestageonly once, and therest of thetimel havebeen
leadinganormal lifeand yet | find it easer to beaffected than to
benormal.” Thereason liesin the necessity of doingour artigtic
work in public where theatrical artificiality is constantly war -
ring with truth. How can we protect our sgves againg the one
and drengthen the other? That we shall discuss in our next
lesson.’

2

'‘Let us take up the problem of how to avoid falling into
habits of inner artificiality and to achieve a true inner creative
date. Tothisdouble problem thereisone answer: each of them
precludes the exisence of the other. By creating the one you
destroy theother.

'Most actors before each performance put on costumes and
make-up 0 that their external appearance will approximate
that of the character they areto 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 donot they put make-up and a costumeon their souls?

The inner preparation for a part is as follows. insead of
rushing into his dressng-room at the las moment, an actor
should (especidly if he has a big part) arrive there two hours
ahead of his entrance and begin to get himsdf in form. You
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know that a sculptor kneads his clay before he beginsto useit,
and asinger warms up hisvoice before hisconcert. Weneed to
do something Smilar to tune our inner grings, to test thekeys,
thepedalsand thestops.

* You know this type of exercise through your drill work.
Thefirst necessary sep is the relaxation of muscular tension.
Then comes: Choose an object—that picture? What doesit re-
present? How bigisit? Colours? Takea digant object! Now a
small circle, nofurther than your own feet! Choose somephysi-
cal objectivel Motivateit, add first oneand then other imagina-
tivefictionsl Makeyour action so truthful that you can believe
in it! Think up various suppostions and suggest possible cir-
cumgancesinto which you put your sef. Continuethisuntil you
have brought all of your " ements' into play and thai choose
one of them. It makes no difference which. Take whichever
appealsto you at the time. If you succeed in making that one
function concretely (no generalitied) it will draw all the others
alonginitstrain.

We must exercise great care, each time we have a creative
piece of work to do, to prepare the various eements out of
which we composeatrueinner creativemood.

* Weare so condtituted that weneed all our organsand mem-
bers, heart, somach, kidneys, arms and legs. We are uncom-
fortable when any one of them is removed and replaced by
something artificial, a glass eye, afase nose or ear or tooth, a
wooden leg or arm. Why not believe the same of our inner
make-up? Artificiality in any form isjust as disturbing to your
inner nature. So go through your exercises every timeyou are
to do anything creative/

'‘But*, began Grisha in his usual argumentative tone, 'if we
did that we should haveto go through two whole performances
every evening. Onefor our own benefit, and a second for the
public/
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'No, that is not necessary,’ said Tortsov reassuringly. 'To
prepare yoursdf, go over the fundamental parts of your role.
Y ou do not need to develop them folly.

'What you must doistoask: am | sureof my attitude towar ds
thisor that particular place? Do | really fed thisor that action?

I Should | change or add to such and such imaginative detail? All

these preparatory exer cisestest your expressive appar atus

'If your role has matured to the point where you can do all
this, thetimeneeded to carry it out will beshort. Unfortunately
not every rolereachesthisstage of perfection.

'Under lessfavourablecircumstancesthis preparation isdiffi-
cult, but it isnecessary even when it involvesthe expenditur e of
timeand attention. M oreover an actor must constantly practise
to achieve atruecreative mood at all times, whether heisper-
forming, rehearsang or working at home. His mood will be
undable at first, until his part is well rounded out, and again
later, when it getsworn, it losesitskeenness.

'Thiswavering back and forth makes it necessary to have a
pilot to direct us. As you become more experienced you will
find thework of thispilot largely automatic.

| 'Suppose an actor is in perfect possesson of his faculties on

the stage. His mood is so complete that he can dissect its com-
ponent partswithout getting out of hisrole. They areall func-
tioning properly, facilitating one another's operations. Then
thereisa dight discrepancy. Immediately the actor investigates
to see which part is out of order. He finds the misake and
correctsit. Yet all the time he can eadly continue to play his

| part even while he is observing himsdf.

'Salvini said: " An actor lives, weepsand laughs on the stage,
and all the whileheiswatching his own tears and smiles. It is
this double function, this balance between life and acting that
makeshisart."®
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3

"Now that you know the meaning of theinner creative Sate
let uslook intothesoul of an actor at thetimewhen that gateis
being formed.

'Suppose he is on the point of undertaking a most difficult
and complex Shakepearean roe—Hamlet. To what can it be
compared? To an immense mountain filled with every kind of
wealth. You can esimate its value only by uncovering its de-
posits of ore, or mining deep for precious metals, or marble.
Then thereisits natural external beauty. Such an undertaking
is beyond the powers of any one person. The prospector must
cal in gecialigs, a large, organized force of hepers, he must
havefinancial resources and time.

'He builds roads, snks shafts burrows tunnels and, after
careful investigation, concludes that the mountain containsin-
calculable riches. But the search for die delicate and minute
creations of nature must be made in unexpected places. An
enormous amount of work will be done before the treasure is
obtained. This enhances the appreciation of its value and the
further men penetratethegreater their amazement at itsextent.
Thehigher they rise on the mountain sde, the wider the hor-
izon becomes. Sill higher die mountain top is wreathed in
clouds and we never know what happens up there in space
beyond human ken.

'Suddenly someonecries. " Gold! Gold!" Time goes by and
the picks stop. The workmen move on, disappointed, to an-
other place. The vein has disappeared, all ther efforts were
fruidess, ther energy wilts. The prospectorsand surveyorsare
lost and do not know where to turn. After awhile another cry
isheard and they all gart off enthusadtically until the venture
again proves disappointing. Thishappens again and again until
finally they really find therich vein.®
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After ashort pausetheDirector continued:

" A grugglelikethisgoeson for yearswhen an actor iswor k-
ing on Hamlet, because the spiritual richesin thispart are hid-
den. He mugt dig deep to find the motive forces of that most
subtle of human souls.

"A great work of literature by and about a genius calls for
infinitely detailed and intricateresearch.

'To graxy the spiritual delicacy of a complex soul it is not
enough touseon€smind or any one” dement” by itsdf. It re-
quires an artig's whole power and talent, as well as the har-
monious co-oper ationofhisinner for ces, with thoseoftheauthor .

'When you have studied the spiritual natureof your part you
can decide, and then fed, itsunderlying pur pose. For such work
an actor's inner motive forces must be strong, sendtive and
penetrating. The elements of his inner creative gate must be
deep, ddicate and sugtained. Unfortunately, we frequently see
actorsskimming thoughtlesdy over the surface of partsand not
diggingintogreat roles.’

After another brief interval Tortsov said:

'I havedescribed thelarger creativestate. But it alsoexissson a
snaller scale,

" Vanya, please go up on to the sage and look for a small dip
of palebluepaper ... which noonelost there®

"How can | doit that way?'

'Very smply. To carry out your purpose you will have to
understand and fed just how it would bedoneinredl life. You
must organize all of your inner forces, and, to create your ob-
jective, you must propose certain given drcumgances. Then
answer the question of how you would search for the paper if
you really needed to.’

'If you really had lost a dip of paper, | really would find it,’
said Vanya, wher eupon he executed thewholeaction very well.
TheDirector approved.
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"You see how easy it is. All you needed was the simulus of
the smplest sort of suggestion and it released the whole har-
monious process of establishing your inner creative ¢ate on the
stage. The small problem, or objective, leads directly and im-
mediately to action, but even though the scaleis small the ele-
mentsinvolved arethe sameasin alarger and more complicated
undertakingsuchasplaying Hamlet. Thefunctionsof thevarious
eementswill vary in importance and length of timein opera-
tion, but they all collaboratein somedegreewith oneancther.

'‘Generally speaking, the quality of power and endurance of
an actor'sinner creativesatevariesin direct ratiototheszeand
ggnificance of hisobjective. The same can be said of the equip-
ment used to achieve hispur pose.

'Also die degree of power and endurance can be dassfied as
small, medium or large. So we get an infinite number of as-
pects, qualities and degrees of creative moods in which one
"dement” or another preponder ates.

'Under certain conditionsthisvariety isincreased. If you have
a clear-cut definite objective you quickly acquire a solid and
correct inner gate. If, on the other hand, it isindefinite, vague,
your inner mood islikely tobefragile. In either casethequality
of the objectiveisthedeter mining factor.

'Sometimes, for no reason at all, perhaps even at home, you
fed diepower of acreativemood and you look about for away
of puttingit touse. I n that caseit will provideitsown objective.

'InMyLifein Artastory istold about an old, retired actress
now dead, who used to play all sorts of scenesto hersdf, alone
at home, because she had to satidfy that very feeling and givean
oudet to her creativeimpulses.

'Sometimes an objective exists subconscioudy and is even
carried out subconscioudy without ether theknowledgeor the
will of theactor. Often it isonly afterwardsthat herealizesfully
what it isthat hashappened.®



CHAPTER FIFTEEN
THE SUPER-OBJECTIVE
i

Tortsov began thelesson today with the following remarks

'Dostoyevski wasimpelled towrite The BrothersKara-
tnazov by hislifelong search for God. Tolstoy spent all of hislife
sruggling for self-perfection. Anton Chekhov wrestled with the
triviality of bourgeois life and it became the leit motiv of the
majority of hisliterary productions.

'Can you fed how these larger, vita] purposes of great
writershave the power to draw all of an actor's creative facul-
tiesand to absorb all the details and smaller units of a play or
part?

In a play the whole sream of individual, minor objectives,
all the imaginative thoughts, feelings and actions of an actor,
should convergeto carry out the super-objectiveof theplot The
common bond must be so strong that even the most insignifi-
cant detall, if it isnot related to the super-objective, will gand out
assuperfluousor wrong.

'Also this impetus towar ds the super-obj ective must be con-
tinuousthroughout thewholeplay. When itsorigin istheatrical
or perfunctory it will giveonly an approximately correct direc-
tiontotheplay. If it ishuman and directed towar dstheaccom-
plishment of the basc purpose of the pky it will belikeamain
artery, providing nourishment and lifeto both it and the actors.

‘Naturally, too, the greater theliterary work, the greater the
pull of itssuper -obj ective/

"But if aplay lacksthetouch of genius?
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"Then the pull will bedigtinctly weaker/

‘Andinabad play?

'Then the actor has to point up the super-objective himsdf,
makeit degper and sharper. In doing that the namehe givesto
it will beextremely significant.

"You aready know how important it is to choose the right
name for an objective. Y ou remember that we found dieverb
form preferable because it gave more impetus to action. The
same is true to an even greater extent in defining the super-
objective.

'Suppose we are producing Griboyedov's Woe From Too
Much Wit and we decide that the main purpose of the play can
bedescribed by thewords” | wish tosrivefoj: Sophy” . Thereis
agreat dedl in the plot that would confirm that definition. The
drawback would be that in handling the play from that angle
the theme of social denunciation would appear to have only an
episodic, accidental value. But you can describe the super-ob-

jectivein dieterms of " | wish to straggle, not for Sophy, but
for my country!" Then Chatski'sardent loveof hiscountry and
hispeoplewill moveintotheforeground

'At die same time the indictment of society theme will be-
come more prominent, giving the whole play a degper inner
dggnificance. You can deepen its meaning still further if you
use" | wishtostrugglefor freedom™ asthemain theme. In that
set-up the her o'saccusations become mor e severeand thewhole
play loses the personal, individual tone it had when the theme
was connected with Sophy; it is no longer even national in
scope, but broadly human, and universal in itsimplications.

‘In my own experience | have had some even more vivid
proofs of the importance of choosing the right name for the
super-theme. Oneingancewaswhen | was playing Le Malade
Imaginaireof Mdi&re Our first approach waselementary and
we chose the theme " | wish to be sck”. But the more efort |
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put into it and die more successful | was, the more evident it
became that we wer e turning ajolly, satisfying comedy into a
pathological tragedy. We soon saw the error of our ways and
changedto: " | wishtobethought sick.” Then thewholecomic
sde cameto theforeand the ground was prepared to show up
theway in which the charlatans of themedical wor ld exploited
thestupid Argan, which waswhat Mdi&remeant to do.

'In GoldonfsLaL ocandierawemadethemistakeof using™” |
wish to beamisogynist”, and wefound that dieplay refused to
yield either humour or action. It was only when | discovered
that the hero really loved women and wished only to be ac-
counted amisogynist that | changed to™ | wish todo my court-
ingon thedy" and immediately theplay cametolife.

'In diis last ingtance die problem concerned my part rather
than the whole play. However, it was only after prolonged
work, when we realized that the Midress of the Inn wasreally
the Migress of our Lives, or, in other words, Woman, that the
wholeinner essence of theplay became evident.

'‘Often we do not come to a concluson about this main
theme until we have put on aplay. Sometimes the public helps
ustoundergand itstruedefinition.

The main theme mugt be firmly fixed in an actor's mind
throughout the performance. It gave birth to thewriting of the
play. It should also be the fountain-head of the actor's artigtic
creation.’

2

The Director began today by telling us that the main inner
current of a play produces a date of inner grasp and power in
which acton can develop all theintricacies and then cometo a
dear conclusion astoitsunderlying, fundamental purpose.

That inner line of effort that guidesthe acton from the be-
ginning to die end of the play we call the continuity or the
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through-going action. Thisthrough linegalvanizesall thesmall
unitsandobj ectivesoftheplayanddir ectsthem towar dthesuper -
obj ective. From then on they all servethecommon pur pose.

'To emphasize the enormous practical sgnificance of the
through-going action and the super-objectivein our creative process
themost convincing proof | can offer isan ingancethat cameto
my personal knowledge. A certain actress, who enjoyed great
popular success, became interested in our system of acting and
decided to give up the sagefor awhileto perfect hersdf in this
new method. Sheworked with various teachersand for several
years. Then shereturned tothe stage.

'To her amazement she wasno longer successful. The public
found that she had lost her most valuable attribute, which was
adirect outburg of ingpiration. Thishad been replaced by dry-
ness, naturaligic detail, perfunctory ways of acting and other
amilar defects. You can easly imagine the Stuation in which
this actress now found hersdf. Each time she appeared she felt
as though she wer e going through some test. It interfered with
her playing and increased her sense of didraction and dismay,
amounting almost to despair. She tested hersdf in various out-
of-town theatres, thinking that perhapsthepublicin the capital
washogtiletoor preudiced againg the"” system™ . But theresult
was everywher e the same. The poor actress began to cursethe
new method and tried to shakeit off. She made an effort to go
back to her earlier syleof acting, but shewasunableto dothis.
She had lost her artifical adeptness and she could no longer
gand the absurdities of her old ways in comparison with the
new method which she really preferred. So she fell between
two stoals. It issaid that shehad madeup her mind toleavethe
sageentirely.

"About this time | happened to have an opportunity to see
her play. Afterwards, at her request, | went to her dressing-
room. Long after the play had ended and everyone had |eft the
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theatre shewould not let me go, but implored me, in a desper -
ately emotional way, to tell her what the cause was of the
change that had taken placein her. Wewent over every detail
of her part, how it had been prepared, all of thetechnical equip-
ment that she had acquired through her study of the " system™.
Everything was correct. She understood every part of it, by
itself But she had not gragped the creative bass of the system
asawhole. When | asked her about the through line of action
and the super-abjective, she admitted that she had heard about
them in a general way but that she had no practical knowledge
of them.

* " 1f you play without the through line of action”, | said to
her, " you are merely going through certain digointed exercises
of parts of the sysem. They are ussful in classroom work but

| they do not do for a whole performance of a part. You have
pasd over the important fact that all these exercises have the
principal purpose of esablishing fundamental linesof direction.
That iswhy the splendid bits of your role have produced no
effect. Break up abeautiful gatueand the small scrapsof marble
| cannot be overwhelming in their effect.”

'Thenext day, at rehearsal, | showed her how to prepare her
unitsand objectivesin relation tothe main themeand direction
of her part.

'She went about her work passonately and asked for several
daysto get afirmhold oniit. | checked her work each day and
finally went to thetheatreto see her act the part over againin

| die new spirit. Her success was over powering. | cannot describe
to you what happened that evening in the theatre. This gifted
actress was rewarded for all her sufferings and doubts over a
period of years. Shethrew hersdf into my arms, kissed meand
wept for joy, she thanked me for giving her back her talent.
She laughed and danced and took innumerable curtain calls,
from apublicthat wasnotwillingtolet her go.
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That shows you the miraculous, life-giving quality of the
through lineof action and the super -obj ective/

Tortsov reflected for afew minutes. Then hesaid:

'Perhaps it would be more graphic if | made a drawing for
you/

Thisiswhat hedrew:

THE SUPER-OBJECTIVE

» »
THE THROUGH LINE OF ACTION

"All dieminor lines are headed towards the same goal and
fuseinto onemain current/ he explained.

"L ustakethecase, however, of an actor who hasnot estab-
lished his ultimate purpose, whose part is made up of smaller
linesleadingin varyingdirections. Then wehave:

‘If all the minor objectivesin a part are aimed in different
directionsit is, of course, impossible to form a solid, unbroken
line. Consequently the action isfragmentary, uncoordinated,
unrelated to any whole. No matter how excellent each part
may beinitsdf, it hasno placein theplay on that bass.

'Let me give you another case. We have agreed, have we
not, that themain lineof action and the main themeare or gani-
cally part of the play and they cannot be disregarded without
detriment to the play itsdf. But suppose we wer e to introduce
an extraneous theme or put what you might call a tendency
intotheplay. Theother dementswill remain thesamebut they
will be turned asde, by this new addition. It can be expressed
thisway:

SUPER-OBJECTIVE

TENDENCY
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" A play with that kind of deformed, broken backbone can-
not live.'

Grishaprotested violently againg that point of view.

'But doyou not rob every director*, heburg out, 'and every
actor of all initiativeand individual creative capacity, aswell as
every posshility of renewing old magerpieces by bringing
them nearer tothespirit of modern times?'

Tortsov'sreply wascalm and explanatory:

"You, and many who think as you do, often confuse and
misundergand the meaning of three words: eternal, modem,
and momentary. Y ou must be able to make fine digtinctionsin
human spiritual values if you areto get at the true meaning of
thosewords.

'What is modem may become eternal if it deals with ques-
tions of freedom, justice, love, happiness, great joy, great suf-
fering. | make no objection to that kind of modernity in the
work of aplaywright.

'In absolute contrast, however, is momentariness which can
never become eternal. It lives only for today and tomorrow, it
will beforgotten. That iswhy an external work of art can have
nothing in common with what is momentary, no matter how
clever the r*gissaur or how gifted the actors who may try to
inject it.

'Violence is always a bad means to usein creative work, so
that freshening up an old theme by using a transent emphass
can mean only death for both play and part. Yet it istrue that
wefind very rare exceptions. We know that a fruit of one sort
can occasionally be grafted on to the stock of another sort and
anew fruit produced.

'Sometimes a contemporary idea can be naturally grafted on
to an old dassc and rguvenate it. In that case the addition be-
comesabsorbed in themain theme:
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SUPER-OBJECTIVE
TENDENCY

Theconcluson to bedrawn from thisis: Aboveall preserve
your super-objectiveand through lineof action. Bewary of all ex-
traneoustendenciesand purposesforeign to themain theme.

'l shall be satidfied if | have succeeded in bringing home to
you die primary and exceptional importance of these two
things, because | shall fed | have accomplished my main pur-
pose as a teacher and have explained one of the fundamental
partsof our system/

After aprolonged pause Tortsov went on:

'Every action meetswith areaction which in turn intensfies
thefirst. In every play, besde the main action wefind its op-
posite counteraction. Thisisfortunate becauseitsinevitableresult
ismoreaction. We need that dash of purposes, and all the pro-
blems to solve that grow out of them. They cause activity
whichisthebagsof our art.

‘Let metakeBrand asan illustration:

'Suppose that we are agreed that Brand's motto "All or
Nothing" represents the main objective of the play (whether
thisiscorrect or not is besde the point at present). A fanatical,
fundamental principle of this sort is terrifying. It admits of no
COMPromises, N0 concessons, no weakening, in executing his
ideal purposein life.

‘Now let me try to bind this main theme together with
various smaller unitsin the play, perhaps the same scene we
worked over in class with Agnesand the baby clothes. If | try,
mentally, to reconcile this scene with the main theme " All or
Nothing" | can make a great effort of the imagination and
somehow bring them together.

'Itismuch morenatural if | takethepoint of view that Agnes,
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themother, representsdielineof reaction or thelineof counter -
action. Sheisin rebelion againg theprincipal theme.

If | analyse Brand'spart in thesceneit iseasy tofind itsrela-
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 demandsall firom her to achieve hisideal of life. Her
counteraction only intendfies his direct action. Here we have
thedash of two principles.

'‘Brand's duty wresdes with mother love; an idea struggles
with zfedling; thefanatic preacher with the sorrowing mother;
diemaleprinciplewith thefemale.

'Therefore, in this scene, the through line of action is in
Brand'shandsand the counteraction in those of Agnes.’

"Now please, said Tortsov, 'give me all your attention asl|
have something important to say!

'Everything that we have undertaken in thisfirst course has
been directed towards enabling you to obtain control of the
threemost important festuresin our creative process.

(i) Inner graspp
(2) Thethrough lineof action
(3) Thesuper-abjective.

Therewas slence for awhile and then Tortsov brought die
lesson to a close by saying:

"Wehave cover ed all these pointsin general terms. Now you
know what we mean by our " sysem™ .’

Our first year'scourseisalmos over. | had expected inspira-
tion but the'system' dashed my hopes.

These thoughts were running in my head as | stood in the
vestibuleof thetheatre, putting on my coat and slowly winding
my muffler around my neck.

Suddenly someonenudged me. | turned tofind Tortsov.
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He had noticed my crestfallen mood and had come to dis-
cover itscause. | gave him an evasive answer but he kept after
mestubbor nly with question after question.

"How doyou feel now when you are on the stage?® he asked
in an effort to undersand my disappointment in the'system'.

'That isjust the trouble. | don't fed anything out of die
ordinary. | am comfortable, | know what to do, | have a pur-
posein beingthere | havefaith in my actionsand believein my
right tobeon thestage”

'‘What moredoyou ask for? Doyou fedl it iswrong?®

Then | confessed my longingtobeinspired.

'Don't come to mefor that. My " sysem® will never manu-
facture ingpiration. It can only prepare a fiivourable ground
fork.

'If| wereyou, | would give up chasing this phantom, in-
spiration. Leaveit to that miraculousfairy, nature, and devote
yoursalf to what lies within the realm of human conscious
control.

'Put aroleon dieright road and it will move ahead. It will
grow broader and degper and will in theend lead toinspiration.”



CHAPTER SIXTEEN

ON THE THRESHOLD OF THE
SUBCONSCIOUS
i
TheDirector began with dieencouraging remark thatwehad
thelongest part of our inner preparatory work behind us.

'All this preparation trains your "inner creative gate"’, it
helps you to find your " super-objective’ and " through line of
action" , it creates a conscious psycho-technique, and in theend
it leads you*—this he said with a touch of solemnity—*to the
"region of the subconscious'. The study of thisimportant re-
gion isafundamental 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. Thereisno sharply drawn line between conscious and sub-
conscious experience. Our consciousness often indicates the
direction in which our subconscious continuesto work. There-
fore, the fundamental objective of our psycho-techniqueisto
put usin a creative sate in which our subconscious will func-
tion naturally.

Itisfair to say that thistechnique bears the sameredation to
subconscious cregtive nature as grammar does to poetry It is
unfortunate when grammatical consderations overwhelm the
poetic. That happenstoo often in diethesatre, yet we cannot do
without grammar. It should be used to help arrange subcon-
scious, creative material because it is only when it ha* been
organized that it can takeon an artigic form.

'Inthefirst period of consciouswork on arole, an actor feds
281
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hisway into dielife of hispart, without altogether under sand-
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 heisaware of everything, even minute details, and
it all acquires an entirely new sgnificance. He is conscious of
new fedings, conceptions, visons, attitudes, both in hisroleand
in himsdf. Beyond the threshold on€'s inner life, of its own
accord, takes on a smple, full form, because organic nature
directsall theimportant centresof our creative apparatus Con-
stiousness knows nothing of all this: even our fedings cannat,
find ther way around in this region—and yet without them
truecreativenessisimpossible.

1 do not give you any technical methods to gain control of
the subconscious. | can only teach you the indirect method to
approach it and giveyoursavesup toitspower .

'We see, hear, undergand and think differendy before and
after wecrossthe" threshold of thesubconscious' . Beforehand
we have "true-seeming fedings', afterwards—" sincerity of
emotions'. On thissdeof it we havethesimplicity of alimited
fantasy; beyond—ike smplicity of the larger imagination. Our
freedom on this sde of the threshold is limited by reason and
conventions, beyondit, our freedom isbold, wilful, active and
alwaysmoving forwards. Over therediecreative processdiffers
each timeit isrepeated.

It makes me think of the shore along the ocean. Big waves
and small throw diemselves up on the sand. Some play around
our ankles, othersreach our knees, or even sweep usoff our feet,
whilethe largest carry usout to sea, and eventually toss us up
on the beach again.

'Sometimes the tide of the subconscious bardy touches an
actor, and then goes out. At other times it envelops hiswhole
being, carrying him into its depths until, at length, it cagshim
up again on the shor e of consciousness.
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‘All that | am telling you now isin the relm of the emations,
not of reason. Y ou can fed what | say more easly than under-
dand it. Therefore it will be more to the point if, instead of
lengthy explanations, | tell you about an actud episode out of
my own life which helped me to sense the gate | have been
describing.

‘At a party one evening, in the house of friends, we
were doing various stunts and they decided, for ajoke, to
operate on me. Tables were carried in, one for operating, the
other supposedly containing surgicd ingruments.  Shedts
were draped around, bandages, badns, various vesHs were
brought.

The "surgeons' put on white coats and | 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 asif | werein a
desperate condition and did everything with utmost serious-
ness. Suddenly the thought flashed through my mind: "What
if they redly should cut me open!™

"The uncertainty and the waiting worried me. My sanse of
hearing became acute and | tried not to missasnglesound. All
around | could hear them whispering, pouring water, rattling
instruments. Now and then alarge basn made abooming noise
likethetoll of afunerd bell.

""Let usbegin!" someone whispered.

‘Someone took a firm hold on my right wrist. | felt a dull
pain and then three sharp stabs.... | couldn't help trembling.
Something that was harsh and smarted was rubbed on my
wrist, then it was bandaged, people rustled around, handing
thingsto die surgeon.

'Finally, after along pause, they began to spesk out loud,
they laughed, congratulated me. My eyes were unbandaged
and onmy left arm | ay ... a new-bom baby made out of my
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right hand, dl swaddled in gauze. On the badk of my hand they
hed painted asilly, infantile face.

‘The question is. were thefedlingsthat | experienced true
and wasmy belief inthemred or werethey what wecdl "true-
seeming'?

'Of course, it wasn't real truth and areal senseof faith,® Tortsov
sad as he recdled his sensations. "Although we might almost
sy that, for purposesof thethestre, | redly did livethose sensa
tions. And yet there was no solid stretch of believing in what |
was undergoing. Therewas acongtant wavering back and forth
between belief and doubt, real sensationsand theillusion of hav-
ing them. All thewhilel fet that if | redly did havean operation
| should go through just such moments as | had during this
mock operation. Theilluson certainly was suffidently lifdlike.

"| felt at times that my emotions were just what they would
have been in redlity. They recalled senstions familiar to mein
red life. | even had presentiments of losng consciousness, if
only for afew seconds. They disgppeared dmost as soon asthey
came. Yet the illuson left traces. And to this day | am con-
vinced that what happened to me on that evening could happen
inred life.

‘That was my first experiencein the condition whichwe call
the "region of the subconscious'/ sad the Director as he fin-
ished hisstory.

It is a migteke to think that an actor experiences a second
date of redity when heis doing cregtive work on the stage. If
that werethe case our physcd and spiritua organismwould be
unable to stand the amount of work put onit.

'As you dready know, on the sage we live on emotiona
memoriesof regHties At timesthese memoriesreach apoint of
illuson that makes them seam like life itsdf. Although such a
thing as complete forgetting of sdf and unwavering belief in
what is happening on the sageis possble, it occursrarely. We
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know of sgparate moments, long or short in duration, when an
actor islost in " theregion of thesubconscious' . But during the
res of the timetruth alternates with verismilitude, faith with
probability.

Thedory | have just told you is an example of the coinci-
dence of emotion memories with the sensations called for by
diepart Theanalogy which resultsfrom thiscoincidence draws
the actor closer to the person heisportraying. At such timesa
creative artig fedshisown lifein thelife of hispart and thelife
of his part identical with his personal life. This identification
resultsin amiraculousmetamor phosis/

After afew momentsof reflection Tortsov continued:

'Other things besdes such coincidences between real lifeand
arolelead usinto the "region of the subconscious'. Often a
smpleexternal occurrence, having nothing at all todowith the
play, or thepart, or the peculiar circumgancesof theactor, sud-
denly injects a bit of redl life into the theatre and ingtantly
sweepsusinto adate of subconsciouscreativeness!

"What kind of an occurrence? hewasasked.

'Anything. Even thedropping of a handker chief, or theover -
turning of achair. A liveincident in the conditioned atmosphere
of the gage is like a breath of fresh air in a suffy room. The
actor must pick up the handker chief, or the chair, spontaneous-
ly, because that wasn't reheaned in the play. Hedoesn't doit as
an actor but in an ordinary, human way and creates a bit of
truth that he must believein. Thistruth will gand out in sharp
contragt to his conditioned, conventional surroundings. Itisin
his power to include such accidental moments of reality in his
part or toleavethem out. He can treat them asan actor and, for
that one occagon, fit them into the pattern of hispart. Or, he
can, for a moment, step out of his part, digpose of the acci-
dental intrusion, and then go back to the convention of the
theatreand takeup hisinterrupted action.
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'If he can really believe in the spontaneous occur rence and
useit in his part, it will help him. It will put him on the road
towardsthe" threshold of the subconscious' .

'Such occurrences often act as a kind of tuning fork, they
grikealiving noteand obligeusto turn from falsesnessand arti-
ficiality back to truth. Just one such moment can give direction
toall theres of therole.

'Therefore, learn to appreciate any such occurrences. Don't
let them dip by. Learn to usethem wisely when they happen of
their own accord. They are an excellent means of drawing you
closer tothesubconscious/

2

TheDirector'sopening remark today was:

"Up tonow 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 heis
not sure of success?

"He has no cour se open except to turn for asssanceto a con-
scious psycho-technique. It can preparewaysand favour able con-
ditions for the approach to the "region of the subconscious'.
You will undergand this better if | give you a practical illus-
tration.

'Kogya and Vanya! Please play for us the opening scene of
the exercise with the " burnt money" . Y ou will remember that
you begin all creative work by firg relaxing your muscles. So
please seat your salves comfortably and red, just asif you were
at home!'

Wewent on tothestageand carried out hisinstructions.

'That's not enough. Relax more!" called Tortsov from the
auditorium. ‘Make your selves even more at home. You must
fed more at your ease than when you are at home, because we
arenot 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 | exagger ate the amount of your ex-
cessdrain? No, indeed. Theeffort that an actor makes when he
dands before a large audience, is immeasurable. The wor st of
it is diat all this effort and force is brought about almost un-
noticed by, unwished for, and unthought of by theactor.

'Therefore, be quite bold in throwing off as much tenseness
asyou possibly can. You needn't think for a moment that you
will have lessthan you need. No matter how much you reduce
tengon, it will never beenough.*

'Wheredoyou draw dieline?* someoneasked.

"Your own physical and spiritual gate will tell you what is
right. You will ssnsewhat istrue and normal better when you
reach thegatethat wecall " | am" /

| already felt that Tortsov could not ask for a more relaxed
datethan theonel wasin. Neverthelesshe continued to call for
il lesstension.

Asareult | overdid and reached a gate of prosration and
numbness. That isanother agpect of muscular rigidity and | had
to struggle againg it. To do that | changed poses and tried to
get rid of pressure through action. | changed from a quick,
nervousrhythm to onewhich wassow, aimost lazy.

The Director not only noticed but approved of what | 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 hiswork. That isancther way of dealing with tense-
ness’

But | still was unable to achieve diereal sense of ease | fed
when | am sprawling on my sofaat home.

At this point Tortsov, in addition to calling for ill more
relaxation, reminded usthat we should not bedoing thisfor its



288 AN ACTOl1 PREPARES

own sake. He recalled the three seps. tenseness, relaxation,
judtification.

He was quiteright because | had forgotten about them, and
assoon as| corrected my migake | felt an entire change come
over me. My wholeweight wasdrawn towar dstheearth. | sank
deep into the arm-chair in which | was half lying. Now, it
seemed tome, thegreater part of my tensenesshad disappear ed.
Even 01 did not fed asfreeas| doin ordinary life. What was
the matter? When | stopped to analyse my condition | found
that my attention was srained and kept me from relaxing. To
thisthe Director said:

" Srainad attention shackles you every bit as much as mus-
cular spasms. When your inner natureisin its grip your sub-
conscious process cannot develop normally. You must achieve
inner freedom aswell asphysical relaxation’

'‘Ninety-fiveper cent, offon that too, | suppose* putin Vanya.

"Quiteright. The excess of tenson isjust asgreat, 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
eadly broken, but you can spin them into stout cords. However,
when they arefirst oun treat them with delicacy/

'How can wehandleinner spasms? onestudent asked.

"In the same way you deal with muscular contractions. Y ou
fint search out the point of tension. Next you try to relieve it
and finally you build a bags for freedom from it in an appro-
priate suppostion.

'Make use of the fact that in this case your attention is not
allowed towander all over thetheatrebut isconcentrated insde
of you. Giveit someinteresting object, something that will help
your exercise Direct it to someattractive objectiveor action/

| began to go over the objectivesin our exercise, all of its
given circumgtances, mentally | went through all the rooms.
Then theunexpeaed happened. | found myself in an unfamiliar
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room, onel had not been in before. Therewas an aged couple,
my wife's parents. Thisunpr epar edfor cir cumstanceaflfectedand
girred me, because it complicated my responsbilities. Two
mor e people to work for, five mouths to feed, not counting
myselfl This added sgnificance to my work, to tomorrow's
checking of accounts, to my own going over of papers now. |
sat in diearm-chair and nervoudy twisted a bit of sring around
my fingers.

That was fine/ exclaimed Tortsov approvingly. "That was
real freedom from tenson. Now | can believe everything you
are doing and thinking about even though | do not know
exactly what isin your mind.

He was right. When | checked over my body | found dbat
my muscleswer efreefrom contraction. Evidently | had reached
thethird stage naturally by sitting thereand finding areal bass
for my work.

Thereyou havereal truth, faith in your actions, the satewe
call "1 am". You are on the threshold,’ he said softly to me.
'Only don't bein ahurry. Useyour inner vision to seethrough
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 thetrade | had only to
say tomysdlf:

'Suppose they find a large shortage in the accounts?! That
would mean are-checking of all thebooksand papers. What a
ghasdy job. And to haveto do it all alone, at this hour of the
night——1°

Mechanically | pulled out my watch. It wasfour o'clock. In
the afternoon or in the morning? For a moment | assumed it
wasthelatter. | wasexcited and instinctively threw mysdlf to-
wardsmy desk and began towor k furioudy.

Out of the corner of my ear | heard Tortsov make some ap-
proving comment and explain to the sudents that thiswasthe
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right approach to die subconscious. But | no longer paid any
attention to encouragement. | did not need it because | was
redly living on die sage and could do anything | chose.

Evidendy the Director, having achieved his pedagogic pur-
pose, was ready to interrupt me but | was eager to cling to my
mood and | went right on.

'Oh, | see/ said heto theothers. Thisisabigwave/ Nor was
| satidfied. | wanted to complicate my Situation further and en-
hance my emotions. So | added a new circumstance: a sub-
gantid defdcation in my accounts. In admitting that possibility
| said to mysdf: What would | do? At the very thought my
heart wasin my mouth.

‘Thewater isup to hiswaist now/ commented Tortsov.

'What can | do? | cried excitedly, ‘| must get back to the
dfficd* | rushed towardsthe vestibule. Then | remembered that
the office was closed, so | came back and paced up and down
trying to gather my thoughts. | finally sat downin adark corner
of theroom to think thingsout.

| could see, in my mind's eye, Some severe persons going over
the books and counting the funds. They questioned me but |
did not know how to answer. An obstinate kind of despar kept
mefrom making aclean breast.

Then diey wrote out aresolution, fatal to my career. They
stood around in groups, whispering. | stood to one side, an out-
cast. Then an examination, trial, dismissd, confiscation of pro-
perty, lossof home.

'He is out in the ocean of die subconscious now/ sad die
Director. Then he leaned over the footlights and said sofdy to
me: 'Don't hurry, go through to the very end.’

He turned to the other students again and pointed out that
athough | was motionless, you could fed the storm of emotions
ingde of me*

| heard all theseremarks but they did not interferewith my
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life on die stage, or draw me away from it. At this point my
head was swimming with excitement because my part and my
own lifewer esointermingled that they seemed tomerge. | had
no idea wher e one began or the other left off. My hand ceased
wrappingthesring around my fingersand | becameinert.

'That isthevery depth of the ocean/ explained Tortsov.

| do not know what happened from then on. | know only
that | found it easy and pleasant to executeall sortsof variations.
| decided once more that | must go to the office, then to my
attorney; or I made up my mind | must find certain papersto
clear my name, and | hunted through all sortsof drawers.

When | finished playing, theDirector said tome, 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 experimentsby using any oneof the" dements
of thecreativemood" asa garting point, imagination and sup-
positions, desresand objectives (if they arewell defined), emo-
tions (if naturally aroused). You can begin with various pro-
positions and conceptions. If you sensethetruth in a play sub-
conscioudly, your faith in it will naturally follow, and the Sate
of "l am". Theimportant thing to remember in all these com-
binationsisthat whatever element you chooseto dart with you
must carry to the limit of its possbilities. You already know
that in taking up any one of theselinksin the creative chain you
pull them all along/

| wasin agateof ecstasy, not becausethe Director had praised
me but because | had again fet creative inspiration. When |
confessed thisto Tortsov he explained: 'Y ou are not drawing
theright conclusion from today'slesson. Something much more
important took place than you think. The coming of inspira-
tion wasonly an accident. Y ou cannot count on it. But you can
rely on what actually did occur. Thepoint is, inspiration did no"
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cometo you of itsown accord. Y ou called for it, by preparing
theway for it. Thisresult isof far greater importance.

The satidying concluson that we can draw from today's
lesson isthat you now havethe power to createfavourablecon-
ditionsfor thebirth of inspiration. Thereforeput your thought
on what arousesyour inner motivefor ces, what makesfor 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 conscioudy controlled and that
will lead you to die subconscious. That isthe best possblepre-
paration for inspiration. But never try for a direct approach to
ingpiration for itsown sake. It will result in physical contortion
and theoppositeof everythingyou desire/

Unfortunately die Director had to postpone further discus-
sion of thesubject until the next lesson.

3

Today Tortsov continued to sum up die results of our last
lesson. Hebegan:

'Kostya gave you a practical demongration 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, asit should be, with
the freeing of muscles. Kogstya's attention was concentrated on
hisbody. But hetranderred it skilfully to the supposed circum-
gances of die exercise. Fresh inner complicationsjustified his
gtting there, motionless, on die stage. In him, that bassfor his
immobility completely freed his muscles. Then he created all
sorts of new conditions for his make-believe life. They en-
hanced dieatmaospher e of thewholeexer ciseand sharpened die
gtuation with possible tragic implications- Thiswas a sour ce of
real emotion.

"Now you ask: What isnew in all this? The "difference’ is
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infinitesmal, and liesin my having obliged him to carry out each
creativeact toitsfullestlimit. That'sall.’

"How can that beall? Vanyablurted.

'Very amply. Carry all of the dements of theinner creative
gate, your inner motiveforces, and your through line of action
to the limit of human (not theatrical) activity, and you will
inevitably fed thereality of your inner life. Moreover you will
not beabletoresg believinginit.

‘Haveyou noticed that each timethisttuth and your belief in
it is born, involuntarily, the subconscious geps in and nature
begins to function? So when your conscious psycho-technique
iscarried toitsfullest extent theground isprepared for nature's
subconscious process.

'If you only knew how important thisnew additionis!

‘Itisall very pleasant tothink that every bit of crcativencssis
full of importance, exaltation, and complexities. Asa matter of
actual fact wefind that even thesmallest action or sensation, the
dightest technical means, can acquire a degp significanceon die
gageonly if it ispushed toitslimit of possibility, to the boun-
dary of human truth, faith and the sense of " I am" . When this
point is reached, your whole spiritual and physical make-up
will function normally, just asit doesin real life and without
regard to the special condition of your having to do your crea-
tivework in public.

'In bringing beginnerslike you to the " threshold of the sub-
conscious' | take a diametrically opposte view from many
teachers | believe that you should have this experience and use
it when you areworking on your inner " elements’ and " inner
creativedate’, in all your drillsand exercises.

'I want you to fed right from the dart, if only for short
periods, that blissful sensation which actors have when thar
creative faculties are functioning truly, and subconscioudy.
M oreover, thisis something you must learn through your own
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emotionsand not in any theoretical way. You will learntolove
thissateand congantly sriveto achieveit.’

*| can readily seetheimportance of what you have just told
us/ | said. 'But you have not gone far enough. Please give us
now the technical means by which we can push any one ele-
ment toitsvery limit.*

'Gladly. On the one hand you must first discover what the
obsacles are, and learn to deal with them. On the other hand,
you must search out whatever will facilitate the process. | shall
discussthedifficultiesfird.

'The most important one, asyou know, isthe abnormal cir-
cumgtance of an actor'screativewor k—it must bedonein pub-
he. The methods of wrestling with this problem are familiar to
you. You must achieve a proper " creative sate' . Do that first
of all and when you fed that your inner facultiesareready, give
your inner nature the dight stimulus it needs to begin func-
tioning/

'That isjust what | don't undersand. How do you do it?'
Vanyaexclaimed.

'By introducing some unexpected, spontaneous incident, a
touch of reality. It makesno differencewhether it isphyscal or
gpiritual in origin. Theonecondition isthat it must be germane
to the super-objective and the through line of action. The un-
expectedness of theincident will exciteyou and your naturewill
rush forward.*

'‘But where do | find that dight touch of truth? inssted
Vanya.

‘Everywhere: in what you dream, or think, or suppose or
fed,'in your emotions, your desres, your littleactions, internal
or external, in your mood, the intonations of your voice, in
some imper ceptible 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 thesudden and
completefusion of your lifewidi your part. 1t may not las long
but while it does lagt you will be incapable of diginguishing
between your self and the per son you are portraying/

'And then?'

'Then, as | have already told you, truth and faith will lead
you into theregion of the subconscious and hand you over to
thepower of nature/

After ashort pausedieDirector continued:

'Thereareother obstacdlesin your way. Oneof them isvague-
ness. Thecreativethemeof the play may hevague, or the plan of the
production may not he clear-cut. Apart may heworked out wrong, or
itsobjectivesmay beindefinite. Theactor may beuncertain about the
meansof expression hehaschaosen. I f you only knew how doubt
and indecision can weigh you down! The only way of dealing
with that Stuation is by cdearing up all that islackingin pre-
cison.

'‘Hereisanother menace: some actorsdo not fully realizethe
limitations placed on them by nature. They undertake pro-
blems beyond their powers to solve. The comedian wants to
play tragedy, theold man to be zZeune premier, thesmpletype
longs for heroic parts and the soubrette for the dramatic. This
can only reault in forcing, impotence, stereotyped, mechanical
action. These are also shackles and your only means of getting
out of them isto study your art and your self inrelation toit.

'‘Anocther frequent difficulty arises from too conscientious
work, too great an effort. The actor puffs, he forces himsdlf to
give an external expresson to something he does not actually
fed. All onecan dohereistoadvisetheactor not totry sohard.

'All theseare obstaclesthat you must learntorecognize. The
congtructive Sde, the discusson of what helpsyou to reach the
"threshold of the subconscious', is a complicated question for
which wehavenot sufficent timetoday.’
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4

"Now we come to the postive side/ said the Director at the
beginning of our lesson today. " To the conditions and means *
which help an actor in his creative work and lead him to the
promised land of the subconscious. It isdifficult to gpeak of this
realm. It isnot always subject to reasoning. What can we do?
We can change to a discusson of the super-objective and
dirough lineof action.’

'Why to them? Why do you choose these two? What isthe
connection?* camefrom various per plexed sudents.

'Principally because they are predominantly conscious in
their make-up and subject to reason. Other grounds for this
choicewill appear in our lesson today/

He called on Paul and me to play die opening lines of the
first scenebetween lago and Othello.

We prepared oursaves and played it with concentration and
right inner fedings.

"What areyou intent on just now?" Tortsov asked.

"My firstobjectisto attract K ostya'sattention/ answered Paull.

'| was concentrated on under sanding what Paul was saying,
and tryingtovisualize hisremarksinwar dly/1 explained

'‘Consequently, one of you was drawing the attention of the
other in order to attract hisnotice, and the other wastrying to
penetrate and visualizetheremarksbeing madeto himin order
to penetrateand visualizethoseremarks/

"No, indeed V weprotested vigor oudly.

'But that isall that could happen in die absence of a super-
objective and the through line of action for the whole play.
There can benothing but individual, unreated actions, under -
taken each for hisown sake.

"Now repeat what you havejust doneand add the next scene
inwhich Othellojokeswith lago/
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When we had finished Tortsov again asked uswhat our ob-
jectivehad been.

'Dolcefar niente? wasmy answer.

"What had become of your previous objective, of under-
sanding your colleague? *

"It wasabsor bed in the next and mor eimportant step/

"Now repeat everything up tothispoint and add still another
bit, thefir st intimationsof jeal ousy/

We did as directed and awkwardly defined our objective as
"‘poking fun at the absurdity of lago'svow/

'And now where are your former objectives? probed the
Director.

| was going to say that they too had been swallowed up in a
succeeding and moreimportant aim, but | thought better of my
answer and remained Slent.

'What'sthe matter? What istroubling you?'

'The fact that at this point in the play the theme of
happiness is broken off and die new theme of jealousy
begins/

"It does not break off/ corrected Tortsov. 'It changes with
the changing crcumdances of the play. Firg the line passes
through a short period of blissfor the newly married Othello,
he jokeswith lago, then come amazement, dismay, doubt. He
repelsthe onrushing tragedy, calms hisjealousy, and returnsto
hishappy sate.

"We are familiar with such changes of moodsin reality. Life
runsalong smoothly, then suddenly doubt, disilluson, grief are
injected and ill later they blow over and everything is bright
oncemore.

"You have nothing to fear from such changes, on the con-
trary, learn to makethe most of them, to intengfy them. In the
present ingtance that is easy to do. Y ou have only to recall the
early gages of Othello's romance with Dcsdemona, the recent
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blissful pagt, and then contrag all thiswith the horror and tor -
turelagoispreparingfor theM oor/

'l don't see. What should we recall out of their past? asked
Vanya.

'Think of those wonderful first meetings in the house of
JBrabantio, the tales of Othello, the secret meetings, the abduc-
tion of the bride and the marriage, the sparation on the wed-
ding night, the meeting again in Cyprus under the southern
sun, the unfor gettable honeymoon, and then, in thefuture—all
thereault of lago'shdlish intrigue, thefifth act.

‘Now go on—-V

Wewent through the whole scene up to lago's famousvow,
by the sky and by the gars to consecrate his mind, will and
fedlings, hisall, tothe service of theabused Othello.

'If you work your way through thewhole play in thisway,
your familiar objectiveswill naturally be absorbed in larger and
fewer aims, which will sand likeguide postsalong thethrough
line of action This larger objective gathers up all the smaller
ones subconscioudy and eventually forms the through line of
action for diewholetragedy/

The discusson turned next on the right name for the first
lar ge objective. No one, not even the Director himsdf, could
decide die question. That was, of course, not surprisng, as a
xeal, live, engaging objective cannot be found immediately and
by a purdy intdlectual process. However, for lack of a better
one, we did decide on an awkward name for it—'l wish to
idealize Desdemona, to giveup my wholelifeto her service*

As | reflected about this larger objective, | found that it
lielped meto intensfy thewhole scene aswell asother parts of
my role. | felt thiswhenever | began to shapeany action toward
theultimate goal—theidealization of Desdemona. All theother
inner objectives lost their dgnificance. For example, take the
first one: to try to undersand what lago issaying. What was
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the point of that? No one knows. Why try when it is perfectly
clear that Othelloisin love, isthinking of no one but her, and
will speak of no one ese. Therefore, all enquiries and thoughts
of her arenecessary and pleasngto him.

Then take our second objective—dolcefar niente. That is no
longer necessary or right. In talking about her the M oor isen-
gaged in something important and vital to him, and again for
diereason that hewishestoidealizeher.

After lago'sfirst vow | imaginethat Othello laughed. It was
pleasant for him to think that no sain could touch his crystal-
puredivinity. Thisconviction put him into goyful state of mind
and intengfied hiswor ship for her. Why? For die same reason
asbefore. | understood better than ever how gradually jealousy
took hold of him, how imper ceptibly hisfaith in hisideal weak-
ened and therealization grew and strengthened that wicked-
ness, depravity, snake-like cunning, could be contained in such
an angdicform.

"Now wher ear eyour former objectives? queried the Director.

'They have all been swallowed up in our concern over alost
ideal/

"What concluson can you draw from thiswork today? he
asked, and then hewent on to answer hisown question.

'I made die actors playing that scene between Othello and
lago fed for themsdves, in actual practice, dieprocessby which
thelarger objectives absorb the smaller ones. Now Kostya and
Paul also know that the more digant goal draws you away
from thenearer one. Left tothemselves, these amaller objectives
naturally pass under the guidance of nature and the subcon-
scious.

'Such a processis easy to undersand. When an actor gives
himsdlf up to the pursuit of alarger objective, he doesit com-
pletely. At such times nature isfreeto function in accordance
with her own needs and desres. In other words Kostya and
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Paul now know through their own experience that an actor's
creativework, whileon thestage, isreally, either inwholeor in
part, an expression of hiscreative subconscious/

TheDirector reflected for awhileand then added:

*You will see these larger objectives undergo a transforma-
tion, amilar to that of the smaller ones, when the super-objec-
tiveupersadesthem all. They fall into placeassepsleadingtoa
final, all-embracing goal—sepsthat will, to a large extent, be
taken subconscioudly.

"The through line of action is made up, as you know, of a
seriesof largeobjectives. If you realizehow many, many smaller
obj ectives, trangormed into subconsciousactions, they contain,
then consder the extent of the subconscious activitiesthat flow
into thethrough line of action asit goes acrassthewhole play,
giving it a stimulating power to influence our subconsciousin-
directly/

5

"Thecreativeforceof thethrough lineof action isin 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 usto devote particular atten-
tiontoitsquality.

'There are many " experienced directors’ who can define a
super-objective offhand, because they "know die game" and
are" old hands' at it. But they areof nousetous.

There arc other directors and playwrights who dig out a
purely intellectual main theme. 1t will be intelligent and right
but it will lack charm for the actor. It can serve as a guide but
not asa creativeforce.

'In order to determine the kind of simulating super-objec-
tivewe do need to arouse our inner natures, | shall put anum-
ber of questionsand answer them.
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'Can we use a super-objective that is not right from the
author'spoint of view, and yet isfastinating to usacton-'

"No. Itisnot only usdessbut dangerous. It can only draw the
actorsaway from their partsand theplay,

'‘Can weuseamain themewhich ismerey intellectual? No,
not a dry product of pure reason. And yet a conscious super -
objective, that derives from interesting, creative thinking, is
esential.

'What about an emotional objective? It isabsolutely necessary
tous, necessary asair and sunlight.

‘And an objective based on will that involves our whole
physical and spiritual being? It isnecessary.

'What can be said of a super-objective that appeals to your
creativeimagination, which absorbsyour wholeattention, satis-
fiesyour sense of truth, and faith, and all the dements of your
inner mood? Any such themethat putsyour inner motiveforces
towork isfood and drink for you asan artig.

'‘Consequently, what weneed isa super-objectivewhichisin
harmony with theintentionsof the playwright and at the sametime
arousesaresponsein thesoul of theactors. That meansthat we must
search for it not onlyin theplay but in the actorsthemsel ves.

'Moreover, the same theme, in the same part, set for all the
acton who play it, will bring a different expresson from each
of them. Take some perfectly smple, realigtic objective, such
as | wish togrow rich! Think of thevariety of subtle motives,
methods and conceptions you can put into the idea of wealth
and its attainment. Thereis so much, too, that isindividual in
such a problem and cannot be subject to conscious analyss.
Then take a more complicated super-objective, such aslies at
theroot of a symboalic play by Ibsen or an impressonigtic play
by Maeterlinck, and you will find that the subconscious ele-
ment in it is incomparably more profound, complex and in-
dividual.
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'"All theseindividual reactionsare of great sgnificance. They
givelifeand colour to a play. Without them the main theme
would bedry and inanimate. What givesthat intangiblecharm
toathemesothat it infectsall theactor splaying oneand thesame
part? Largdy it is something we cannot dissect, risng from die
subconscious with which it must bein close association/

Vanyawas again digressad and asked, " Then how do we get
atit?

'In diesameway you deal with thevarious" dements’. You
push it totheextremelimit of truthfulnessand sncerebélief iniit,
tothepoint wher ethe subconsciouscomesin of itsown accor d.

"Hereagain you must makethat small but extraordinarily im-
portant little" addition”, just asyou did when we discussed the
extreme development of the functions of the " dements’, and
again when we had up diequestion of diethrough lineof action.’

"It can't be very easy to find such an irresstible super-objec-
tivel someone said.

'Itisimpossibletodoit without inner preparation. Theusual
practice, however, is quite different. The director gtsin his
study and goesover aplay. At aimogt thefirst rehearsal he an-
nounces the main theme to die acton. They try to follow his
direction. Some, by accident, may get hold of theinner essence
of die play. Otherswill approach it in an external, formal way.
They may use his theme at first, to give dieright direction to
their work but later they ignore it. They ether follow die
pattern of die production, the "busnesst, or they go after the
plot and a mechanical rendering of theaction and dielines.

"'Naturally, a super-objectivethat leadsto such resultshaslost
all itssgnificance. An actor must find the main themefor him-
«f. If, for any reason, oneisgiven to him by someone ese, he
must filter it through hisown being until hisown emotionsare
affected by it.

'Tofind die main theme, isit sufficient to employ our usual
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methods of psycho-techniquefor bringing about a proper inner
creative sate, and then add the extra touch which leads to the
region of the subconscious?

'In spite of the great valuel lay on that preparatory work, |
must confessthat | do not think even dieinner dateit createsis
capable of undertaking the search for the super-objective. You
cannot fed around for it outsdeof theplay itsdf. Soyou mug,
even in some small degree, fed the atmosphere of your make-
believe exigence in the play and then pour these fedingsinto
your already prepared inner sate. Just asyeast breedsfermenta-
tion, thissense of lifein aplay will bring your creative faculties
tobailingpoint.’

"How do we introduce yeast into our creative date?* said I,
puzzled. "How can we make ourselves fed the life of the play
beforewehaveeven sudied it?>*

Grisha confirmed me. He said, ' Of course, you must study
theplay and itsmain themefirst/

'Without any preparation, hfioidV die Director brokein. 'l
have already explained to you what that resultsin, and | have
protested againg that type of approach toaplay or apart.

‘My main objection, however, is to putting an actor in an
impossble position. He must not be forcibly fed on other
peopl€ sideas, conceptions, emotion memoriesor fedings. Each
person hasto live through hisown experiences. It isimportant
that they be individual to him and analogous to those of the
person heistoportray. An actor cannot befattened likea capon.
His own appetite must be tempted. When that is aroused he
will demand die material he needs for smple actions, he will
then absorb what isgiven him and makeit hisown. Thedirec-
tor'sjob isto get the actor to ak and look for the details that
will put lifeinto his part. He will not need these details for an
intellectual analyssof hispart. Hewill want them for thecarry-
ing out of actual objectives.
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'Bedgdes, any information and material which he does not
need immediately to pursue hisaims only dutters up his mind
and interfereswith hiswor k. He should becareful toavoid this,
especially duringtheearly period of creativeness!

'Then what can we do?*

'Yes* Grisha said, echoing Vanya. 'You tel us we may not
sudy theplay and yet we must know it!"

'Again | must remind you that thework we are discussing is
based on the creation of lines formed from small, accessble,
physical objectives, small truths, belief in them, which aretaken
from theplay itself and which givetoit aliving atmosphere.

'‘Before you have made a detailed study of the play or your
part, execute some one small action (I donot carehow dight it
is), which you dowith sincerity and truthfulness.

'Let us say that one of the persons in the play has to come
intoaroom. Can you walk intoaroom?' asked Tortsov.

"'| can/ answered Vanya promptly.

'All right then, walk in. But let measaure you that you can-
not do it until you know whoyou are, whereyou came from,
what room you areentering, wholivesin thehouse, and amass
of other given drcumstances that mug influence your action.
Tofill al that in so that you can enter ther oom asyou should,
will obligeyou tolearn something about thelife of theplay.

'Moreover, the actor has to work out these suppostions for
himsdlf and give diem his own interpretation. If the director
triesto force them on him theresult isviolence. In my way of
doing, thiscannot happen becausetheactor aksthedirector for
what heneedsasheneedsit. Thisisan important condition for
free, individual creativeness.

'An artig mugt have full use of his own spiritual, human
material becausethat istheonly stuff from which he can fashion
aliving soul for hispart. Even if his contribution isdight, it is
thebetter becauseit ishisown.
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'Suppose, astheplot unfolds, when you comeintothat room
you meet a creditor and that you arefar behind on the payment
of your debt to him. What would you do?

'l don't know/ exclaimed Vanya.

" You havetoknow, otherwiseyou cannot play thepart. Y ou
will just say your lines mechanically and act with pretencein-
gead of truth. Y ou must put your self into some position analo-
gous to that of your character. If necessary, you will add new
suppostions. Try toremember when you your self wereever in
agmilar position and what you did. If you never werein one,
create a Stuation in your imagination. Sometimesyou can live
more intensely, more keenly, in your imagination than in redl
life. If you make all your preparations for your work in a
human, real way, not mechanically; if you are logical and co-
herent in your purposesand actions, and if you consder all the

| attending conditions of the life of your part, | do not doubt for
amoment that you will know just how to act. Compar e what
) you have decided on with the plot of the play and you will fed
acertain kinship with it, to a great or small degree. Y ou will
come to fed that, given the circumgances, the opinions, the
social position of the character you are playing, you would be
| bound to act as hedid

'That closenessto your part we call perception of yourself in
thepart and of thepartinyou.

'Suppose you go through the whole play, all of its scenes,

J bits, objectives, and that you find theright actionsand accustom
your saf to executing them from gart to finish. You will then
have established an external form of action which we call the

| "physcal life of a part". To whom do these actions belong, to
you or tothe part?

I To me, of course/ said Vanya.

Thephyscal agpect isyoursand dieactionstoo. But theob-

jectives, ther inner foundation and sequence, all the given cir-



306 AN ACTOR PREPARES

cumgancesaremutual. Wher edo you leave off and wher edoes
your part begin?*

"That'simpossibleto say/ answered Vanya, per plexed.

'All you must remember isthat theactionsyou havewor ked
out are not smply external They are based on inner feelings;
they arereinforced by your bdief inthem. Ingdeof you, paral-
lel totheline of physical actions, you have an unbroken line of
emotions verging on die subconscious. Y ou cannot follow the
line of external action sincerdy and direcdy and not have die
corresponding emotions

Vanya madea gestureof despair.

'l seeyour head is swimming already. That is a good sign,
becauseit showsthat so much of your role hasalready become
mixed intoyour own self that you cannot possibly tell whereto
draw thelinebetween you and your part. Because of that Sate
you will fed your self closer than ever toyour part.

*1f you gothrough awholeplay that way you will havearesal
conception of itsinner life. Even when that lifeisstill in theem-
bryonic stage, it is vital. Moreover, you can seak for your
character in your own person. Thisisof utmaost importance as
you develop your wor k sysematically and in detail Everything
that you add from an inner source will find itsrightful place.
Therefore, you should bring yourself to the point of taking
hold of anew roleconcretely, asif it wereyour own life. When
you sensethat real kinship toyour part, you will beableto pour
feelings into your inner creative sate, which borders on the
subconscious, and boldly begin the study of the play and its
main theme.

"You will now realizewhat along, arduoustask it istofind a
broad, deep, sirring super-obj ectiveand through lineof action
that will be capable of leading you to the threshold of die sub-
consciousand carrying you off intoitsdepths. Alsoyou seenow
how important it is, during your search, to sense what the
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author of the play had in his mind and to find in yourself a
responsivechord.

"How many themes must be cut back so that others will
grow! How many times must we aim and shoot before we hit
thebull'seye!

'Every redl artig should makeit hisobject, whileheison the
stage, to centre his entire creative concentration on just the
super -obj ectiveand through lineof action, in their broadest and
degpest meaning. If they areright all the rest will be brought
about subconscioudy, miraculoudy, by nature. Thiswill hap-
pen on condition that theactor recreateshiswork, each timehe
repeatshispart, with sincerity, truth and directness. Itisonly on
that condition that hewill beabletofreehisart from mechani-
cal and stereotyped acting, from " tricks' and all formsof artifi-
ciality. If heaccomplishesthishewill havereal peopleand real
lifeall around him on the stage, and living art which has been
purified from all debasng elements/

6

'‘Let us go ill farther!" exclaimed the Director as he began
the lesson. 'Imagine some IDEAL ARTIST who has decided to
devote himself to asingle, large purposein life: to elevate and
entertain the public by a high form of art; to expound the hid-
den, spiritual beautiesin thewritingsof poetic geniuses. Hewill
givenew renderingsof already famousplaysand parts, in ways
calculated to bring out their mor e essential qualities. Hiswhole
lifewill beconsecrated tothishigh cultural misson.

'Another typeof artis may use hispersonal successto convey
hisown ideasand fedlingsto the masses* Great people may have
avariety of high purposes.

'Intheir casesthe super-objective of any oneproduction will
be merdy 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-
premethrough lineof action.

"Toillugratewhat | mean | shall tell you of an incident from
my own life.

'A long time ago, when our company was on tour in St.
Petersburg, |1 was kept late in the theatre by an unsuccessful,
badly prepared rehearsal | was upset by the attitude of some of
my colleagues. | wastired and angry as| left. Suddenly | found
myself in a mass of people in the square before the theatre.
Bonfires were blazing, people were stting on campstools, on
the snow half adeep, somewere huddled in akind of tent that
protected them from die cold and wind. The extraordinary
number of people—ther ewer ethousands of them—werewait-
ingfor morningand the box officeto open.

'| was deeply stirred. To appreciate what these people were
doing | had to ak mysdf: "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-
gred ticket, but only a coupon entitling me to ¢and in lineon
the chance of obtaining a seat in thetheatre?’

1 could not answer the question because | could not find any
happening that could persuade me to risk my health, perhaps
even my life, for itssake. Think what thetheatre meant tothose
people! Weshould bedeeply consciousof that. Whatanhonour
for usthat wecan bring such ahigh order of happinesstothou-
sands of people. | was ingantly seized with the desreto st a
supremegoal for mysdf, thecarrying out of which would con-
gitutea supremethrough lineof action and in which all minor
obj ectiveswould be absorbed.

"The danger would lie in letting on€'s attention centre for
toolong on somesmall, personal problem.®

" Then what would happen?
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'Thesamethingthat happensto a child when hetiesaweight
on the end of a string and windsit up on a gick. The more it
winds the shorter the string becomes and the amaller thecircle
it describes. Finally it Srikesthe stick. But suppose ancther child
pusheshisgtick intotheorbit of theweight. Itsmomentum will
causeit towind itsstring on the second gick and thefirg child's
gameisruined.

'We acton have a tendency to become sdetracked in the
sameway, and to put our energy into problemsasde from our
main purpose. That, of course, is dangerous and has a deterio-
rating influenceon our work.?

7

All during theserecent lessons | had been rather dismayed at
hearing so much reasoning about the subconscious. The sub-
conscious is ingpiration. How can you reason about it? | was
even mor e shocked by being obliged to piece the subconscious
together out of small bitsand crumbs. So | went totheDirector
and spokemy mind.

"What makesyou think’, said he, "tha the subconscious be-
longs altogether to ingpiration? Without stopping to think,
ingtantly, givemethe name of somenoun !*

Hereheturned abruptly to Vanya, who said, ' A shaft/

"Why a shaft, why not a table, which is ¢anding in front of
you, or achanddier, hanging overhead?

'l don't know/ answered Vanya.

'‘Neither do 1/ said Tortsov. 'Moreover, | know that no one
knows. Only your subconscious can tell why that particular
object cameintotheforeground of your mind/

Here he put ancther quedtion to Vanya: '‘What are you
thinking about, and what do you feel ?°

'P' Vanyahesitated, then heran hisfinger sthrough hishair,
«tood up abruptly and then sat down, rubbed hiswrists on his
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knees, picked up a scrap of paper from the floor and folded it
up, all thisin preparation of hisreply.

Tortsov laughed heartily.

'Let meseeyou repeat consciously every litde movement you
just made beforeyou wer eready to answer my question. Only
your subconscious could solve the puzzle of why you went
through all thosemotions/

Thereupon he turned back to me and said, 'Did you notice
how everything Vanya did was lacking in ingpiration yet con-
tained a great deal of subconsciousness? So, too, you will find
it to some degreein the smplest act, desire, problem, fedling,
thought, communication or adjusment. We livevery close to
it ordinarily. Wefind it in every step we take. Unfortunately
we cannot adapt all of these moments of subconsciousness to
our uses, and also therearefewer of them wherewe need them
most, when we are on the stage. Just try to find any in awell-
polished, ingrained, hackneyed production. There will beno-
thing in it but hard and fagt, etablished habits, conscious and
mechanical/

'But mechanical habits are partly subconscious' inssted
Grisha

"Yes, but not thekind of subconsciousnesswe are discussing,®
replied Tortsov. 'Weneed a creative, human, subconscious and
theplacetolook for it aboveall isin agirring objectiveand its
through line of action. Ther consciousness and subconscious-
ness are subtly and marveloudy blended. When an actor is
completely absorbed by some profoundly moving objective, so
that he throws hiswhole being passionatdy into its execution,
hereachesa datethat wecall inspiration. Init almost everything
he does is subconscious and he has no conscious realization of
how heaccomplisheshispurpose.

'Soyou see, these periods of subconsciousnessare scattered all
through our lives. Our problem isto remove whatever inter-
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feres with them and to srengthen any dements that facilitate
ther functioning/

Our lesson was short today asthe Director was appearingin
aperformancein theevening.

8

"Now let us have a check up,* proposed the Director as he
cameintodasstoday, for our last lesson.

'After nearly a year'swork, each of you must haveformed a
definite conception of the dramatic, creative process. Let ustry
to compare that conception with the one you had when you
camehere.

'Maria, do you remember searching for a brooch in thefolds
of thecurtain herebecause 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?*

Mariathought for amoment and then an amused smilebroke
over her face. Finally she shook her head, evidently entertained
by thememory of her former naiveways.

"You seg, you laugh. And why? Becauseyou used toplay " in
generaT, trying to reach your goal by a direct ondaught. It is
not surprigngthat all you accomplished wasto givean 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 your sdlf 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
cour sef



312 AN ACTOR PREPARES

Maria was thoughtful. Her expresson was first serious and
then sombre; there was a look of terror in her eyes for an
ingtant, then shenodded her head affirmatively.

"Now you are no longer laughing/ said Tortsov. 'Indeed,
thevery memory of that scenehasalmost brought you totears
Why? Because in creating that scene you followed an entirey
different path. You did not make a direct assault on the fedings
of your spectators. Y ou planted the seedsand let them cometo
fruition. Y ou followed thelawsof creative nature.

'But you have to know how to induce that dramatic Sate.
Techniquealonecannot create an imagethat you can believein
and to which both you and your spectaton can give your selves
up completely. So now you realize that creativeness is not a
technical trick. It is not an external portrayal of images and
passonsasyou used tothink.

'Our typeof creativenessisthe conception and birth of anewbeing
—theperson inthepart. Itisanatural act similar tothebirth of a
human being.

'If you follow each thing that happensin an actor's soul dur-
ingtheperiod in which heisHvinginto hispart, you will admit
that my comparison isright. Each dramatic and artigtic image,
created on thestage, isuniqueand cannot berepeated, just asin
natuie.

'As with human beings, there is an analogous, embryonic
sage.

'In the creative process there is the father, the author of the
play; the mother, the actor pregnant with the part; and the
child, theroletobeborn.

'Thereisthe early period when the actor first getsto know
hispart. Then they become moreintimate, quarrd, arerecon-
ciled, marry and conceive.

‘In all this the director helps the process along as a sort of
matchmaker.
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* Acton, in thisperiod, areinfluenced by their parts which
affect their daily lives. Incidentally the period of gestation for a
part isat least aslong asthat of a human being, and often con-
dderably longer. If you analyse this process you will be con-
vinced that lawsregulate or ganic nature, whether sheiscreating
anew phenomenon biologically or imaginatively.

"You can go adray only if you do not understand that truth;
if you do not have confidencein nature; if you try to think out
"new principles’, "new bases', "new art". Nature's laws are
binding on all, without exception, and woeto thosewho break
them/






