Chekhov
Introduction

-Stanislavsky did not trust actors or their impulses
-Chekhov believed, on the contrary, that the more the actors trusted themselves and were trusted, that the more extraordinary the work the would produce
-in a sense, Chekhov – intuitive, audacious, infinitely flexible, apparently able to transform himself into any shape he desired – was the actor the careful, cautious Stanislavsky had always dreamed of being

-Stanislavsky believed that the only acceptable truth in acting was to be found within the actor’s own experience, whereas Chekhov was profoundly convinced that the imagination was the key to all art

-for Stanislavsky, this meant that the actor had to look for “truth” in real human behavior or in the logic of human psychology

-Stanislavsky emotional recall exercises were based on the actor’s sense memory of an actual event.  Chekhov schooled his students to find fictional, external stimuli from outside their personal experiences that could fire their emotions and imaginations 
-Chekhov’s challenge to Stanislavsky prophesied a new kind of performance style that used acting as a charged or otherworldly form of human communication        

-Chekhov’s technique dealt primarily with images, especially visceral ones, that short-circuited complicated and secondary mental processes

 -the imagination, once engaged, never lost its freshness and power, but the limited pool of individual experience quickly stagnated.  The actor’s work on himself should focus on encouraging and liberating his imagination, by consciously inventing and fantasizing, rather than by dredging the subconscious.  For Chekhov, fairy tales were the ideal material for his teaching: all plays, in his view, aspired to the condition of fairy tales
-the actor’s work is to a significant extent a matter of waiting and being silent without working.  To him the all-important prerequisite was a “sense of the whole”
-he believed that a character was like a seed which contained the whole future life of the plant within it.  If you grasped one phrase, one gesture, of the character you had access to all the rest; everything would fall harmoniously into place

-the psychological gesture, the embodied essence of the character, a transforming and liberating principle of being which awakens the character into instant and complete life, and which then proliferates into a thousand details which spontaneously and harmoniously evolve

-Chekhov spoke of finding the his archetype, or “correct” image, for the character in movements and sound

-Chekhov believed that in a successful performance the actor was always watching his character, moved by him, but never violating his personal emotions.  This standing apart he said, “enabled me to approach that state whereby the artist purifies and ennobles the character he is playing, keeping him free from irrelevant aspects of his own personality

-Chekhov believed that Psychological Gesture was the key to the actor’s subconscious.  A concentrated and repeatable movement or action, the Psychological Gesture awakens the actor’s inner life, and its kinesthetic image feeds him while he acts on stage.  Every character, according to Chekhov, possesses a single P.G., which reveals his secret, innermost motivation and personality trait.  The soul of the character and the physical body of the performer meet
-the central purpose of his teaching is to encourage the actor’s respect for his or her own imagination and the freedom to create from it

-works of art in which the actor’s voices, their bodies, and their souls are the medium for the production of unforgettable, heightened creations

-great artists reveal the god in man; and every character an actor plays must be this sort of creation.  Creation is a secret, the better – the truer – the creation, the more it will resemble a great painter’s immortal work

-the possibilities are limitless, far beyond the demands of naturalism

-the theatre is a place where extraordinary things happen, where you see people behaving, not as they do on the street, but as they might do in your dreams

-the actor should transform the energy in the auditorium; he should invade the collective unconscious of the audience and bring them up short.  He should brand himself on their souls, breaking down the prison walls of logic

-it requires a certain openness to the great forces of the universe to attempt it

-the aim of this technique is to breed just such a race of actor-poets.  The beauty of his approach is that he offers a direct route to the actor’s creativity by the simplest of means
-Chekhov’s faith in the naturalness of the acting instinct, his conviction that if left untampered with, it will soar into the zones of human experience to which only the imagination has access.  Using his work won’t necessarily make you a great actor, but you will be approaching acting as an artist

-the smallest action thoroughly carried out seems to contain a kind of universal essence.  This, in little, is the mystery of acting

-the truth in naturalism, is far from the whole truth

-acting can become an art that increased your life and mind

-only a strong connection with our own highly trained imagination can help us perform truthfully

-if we have prepared so that we truly inhabit the body of our character, and have bonded with our character’s Thinking, Feeling, and Will impulses, the circumstances we Imagine will project to the audience

-many of Chekhov’s techniques once mastered, can be called upon instantly.  Anyone of them will allow you to immediately call forth truthful, full-blown emotions, despite any technical hindrances

-he maintained that reliance upon an actor’s personal life history and emotional experience is far too limiting.  Chekhov’s approach to preparation for “inspired acting” emphasizes the use of Psycho-Physical exercises which provide the actor with simple and practical means for calling up energy and emotions while joining the actor’s psychology, body, and voice with the unique character he is brining to life

-must accept that imagination, thinking, and many other unseen energies are realities.  “Try the exercises and you will see that they are not mystical.  Try them, and you will see that they are truly practical

-he urged actors to work consciously to enlarge themselves and increase their abilities by the means of their profession – even to developing a different experience of space

-never before in history, has the actor, the artist, the creator of entertainment had so much power to influence others

-“do not toil over the exercises.  Have fun with them.  Let them nourish you and you will be surprised at how easily they will work

-a concrete and tangible way to reach a mastery of the elusive thing that one calls the technique of acting

-as an actor, you the artist have to perform on the most difficult instrument to master, that is, your own self – your physical being and your emotional being

-the technique of acting can never be properly understood without practicing it

The Actors Body and Psychology

-our bodies can either be our best friends or worse enemies

-body and psych are inextricably linked

-must consider the body as an instrument for expressing creative ideas

-must strive for complete harmony between two

-the body must undergo a special kind of development

-3 requirements of the Actor’s body
-1) sensitivity of body to the psychological creative impulses
-the body of an actor must absorb psychological qualities, must be filled and permeated with them so they become a sensitive membrane, a kind of receiver and conveyor of the subtlest images, feelings, emotions, and will impulses

-real task of creative artist is to interpret life in all its facets and profoundness, to show what is behind the phenomena of life, to let spectator look beyond life’s surfaces and meanings

-for is not the artist, the actor in the truest sense, a being who is endowed with the special ability to see and experience things which are obscure to the average person?  And his not his real mission, his joyous instinct to reveal his very own impressions of things as he sees them and feels them

-cold, analytical, materialistic thinking throttles the imagination

-body can only be of value when motivated by an unceasing flow of artistic impulses

-only then can it be more flexible, expressive, and most vital of all, sensitive and responsive to the subtleties which constitute the creative artist’s inner life.  

-for the actor’s body must be molded and re-created from inside

-special psychophysical exercises must be applied

-2) richness of the psychology itself

-a sensitive body and rich, colorful psychology are mutually complementary to each other and create harmony

- must penetrate the psychology of people, characters, historical figures, make an attempt to experience what they experience, why they feel or act the way they do

-all such vicarious experiences will sink gradually into the body

-acquire the habit of suppressing all unnecessary criticism, in life and in professional work, it will hasten development considerably 

3) complete obedience of both body and psych to the actor
-only and indisputable command of his psychology will give him the necessary self-confidence, freedom, and harmony for his creative activity
-muscles must be reactivated and made resilient

-goal is to penetrate all parts of body with psych vibrations
-Four Brother: Ease, Form, Beauty, & Entirety
-in every true, great piece of art you will always find four qualities which the artist has put into his creation: the four brothers

-these four qualities must also be developed by the actor, his body and speech must be endowed with them

-his body must become a piece of art within itself, must acquire these four qualities, must experience them inwardly

1) Ease

-can be categorized as one of lightness and ease

-artist must have ability to express things in a light and easy way

-it is lightness in touch which more than anything else makes the artist

-you your self as an artist must always use lightness and ease as a means of expression

-you will never confuse the qualities of the character and those of your self as an artist if you will learn to distinguish between what you act (the theme, the character) and how you do it ( the way, the manner of acting)

-ease relaxes your body and spirit; therefore, it is much akin to humor

-the more hearty gaiety the actor brings to all his exercises the better

-the feeling of ease can achieve this light tone

-humor cannot be squeezed out of the actor’s nature any more than any other human feeling.  It must be simply welcomed when it is there and then it will be helpful 

-the feeling of ease is akin to the Flowing, Flying, and Radiating movements.  We can say it comprises all of them

2) Form
-quality of form distinguishes all great pieces of art

-to give a strong and harmonious impression, Feelings and Will impulses must be well shaped with the movable forms of our body

-form is akin to Molding movements

-to create with clear-cut forms is an ability which artists in all crafts can and perforce must develop to a high degree

-3-fold usage of form
a) head is connected with thoughts, ideas, and spiritual activity

-the head is expressive only as a whole, through different positions on the neck and shoulders

-as a round form it cannot and should not make any gesture

-forced expression on face are nothing other than illegitimate attempts to make “gestures”

-must view and prize face as “mirror” that freely radiates the actor’s affections, moods, etc

-eyes become especially expressive when actor refuses to force muscles in face, real inner beauty will shine from a free place

b) chest, arms, and hands are connected with the beating of heart and rhythmical breathing

-sphere of feelings

-hands and arms are movable forms, permeated with feelings

-as our freest organs they are predestined for creative work, and are capable of expressing the inner life of man

-rhythm which transforms and increases all the human feelings, making them into real material for art

c) Will dwells in the legs and feet

-form expresses their function, which is to move the human body through space, according to man’s ideas and feelings

-the Will, such and impressive and expressive feature of the Character is often entirely forgotten by the actor

-a good exercise is to observe the manner of walking of different people, trying to penetrate into the character of their wills

-we realize that the body can either be “wise” or “stupid” on the stage.  The actor’s meditative efforts will, in time, make his body “wiser” 
3) Beauty
-must think of it as having its good and bad sides, its right and wrong, its apposite and opposite.  For beauty, as does each positive thing, has its shadowy side

-everything has two sides, one that is right and the other, which is only a caricature of it

-true beauty has its roots inside the human being, whereas false beauty is only on the outside

-you aim must to be to acquire this sense only for your art

-even an unpleasant theme or character can be played with beauty.  The beauty with which such a theme is performed transforms the particular ugliness into its idea; behind the particular there then looms the archetype

-beauty when it becomes a primitive “showing off,” is an obvious caricature of itself, and is easily distinguished.  But we are going to speak of genuine beauty, the finest quality the artist “lends” to his creation, if he has it within himself

-we may even say that true beauty must be hidden in order that others may discover it

-the feeling of beauty, which is deeply rooted in every artistic nature, should be found from within.  It cannot be imposed from the outside because it is as individual as the artist himself

-we shall always find a strong support for true beauty by breaking through the surface of the situation or character and by digging deeper into it.  Intensive imagining is the means to this

4) Entirety
-the ability to evaluate the details within the part as a well-integrated whole will further enable you to play each of these details as little entities which blend harmoniously into the all embracing entirety

-you will intuitively stress essentials in your character and follow the main line of events, thus holding firmly the attention of the audience.  Your acting will become more powerful

-another means is to conceive your character as unchangeable in its core, in spite of all the transformations it might undergo in the play

-Radiating

-there is nothing within the sphere of psychology which cannot thus be radiated

-to radiate means to give, to send out.  Its counterpart is to receive.  True acting is a constant exchange of the two

-he can receive the presence of his partners, their actions and words, or he can receive his surroundings specifically or in general as required by the play

-in short, he receives everything that should make an impression upon him as a character according to the meaning of the moment

-receiving is more than merely a matter of looking and listening on the stage.  To actually receive means to draw toward one’s self with the utmost inner power the things, persons, or events of the situation

-you will find that your own efforts will intuitively awaken other players and inspire their collaboration

Imagination, Incorporation of Images, & Concentration
-“man feels himself younger and younger, the more he enters into the world of imagination.  He knows now that it was only the intellect which made him stiff and aged in his soul expression” – Rudolph Meyer
-“not that which inspires the creation, but that which may be: not the actual, but the possible” – Rudolph Steiner

-“I am always surrounded by images” – Max Reinhardt

-artist live with their images.  They and their images belong to each other.  Depend on each other, and yet the images have an independent existence of their own

-creative images are independent and changeable within themselves

-the creative impulses of the masters was an expansion toward the world beyond them, while ours is often a contraction within themselves
-the conviction that there is an objective world in which our images lead their independent life widens our horizon and strengthens our creative will.  Developing and assuming new conceptions concerning the creative process in his art is the way for the artist to grow and to understand his or her talent.  One of these new conceptions is the objective existence of the world of the artist’s creative images

-although images are full of emotions and desires, you must not think that they will come to you fully developed and accomplished
-to complete themselves, to reach the degree of expressiveness that would satisfy you, they will require active collaboration

-you must ask questions of these images.  Sometimes you must even give them strict orders

-changing and completing themselves under the influence of your questions and orders, they give you answers visible to your inner sight

-the truly awakened imagination is in constant fiery action

-the master collaborated with them through their fiery “gaze,” their creative, urging attention

-they saw what they wanted to see and this lay in the power of their “gaze,” but they also enjoyed the independent activity of their images, which transformed themselves under their questioning look, acquiring new qualities, desires, manifesting novel situations, symbolizing new ideas, revealing fresh rhythms.  Thus they worked consciously hand in hand with their images

-while you begin to work on a part, your collaboration with the image begins, you guide and build your character by asking it new questions, by ordering it to show you different variations of possible ways of acting to your taste (or director’s interpretation)

-the image change under your questioning gaze, transforms itself again and again until gradually (or suddenly) you feel satisfied with it.  There upon you will find your emotions aroused, and the desire to acts flares up in you

-by working this way you will be able to study and create your character more profoundly (and more quickly)

-dry reasoning kills your imagination.  The more you probe with your analytical mind the more silent your feelings become, the weaker your will, and the poorer your chances for inspiration

-there is no question that cannot be answered in this way

-the images which I see with my mind’s eyes have their own psychology

-their inner lives are open for me to behold.  All their emotions, feelings, passions, thoughts, their aims and innermost desires are revealed to me.  Through the outer manifestations of my image – that is to say, of the character I am working upon by means of my imagination – I see its inner life

-for artists with mature imaginations, images are living beings, as real to their mind’s eyes as things around us are visible to our physical eyes.  Through the appearance of these living beings, artists “see” an inner life.  They experience with them their happiness and sorrows; they laugh and cry with them and they share the fire of their feelings
-the oftener and more intently you look into your image, the sooner it awakens in you those feelings, emotions, will impulses so necessary to your performance of the character.  This “looking” and “seeing” is nothing but rehearsing by means of a well-developed and flexible imagination

-this is one of the most valuable and important functions of imagination, provided you take the pains to develop it to a high degree

-your feelings will rise within you by themselves, and with ease, as soon as you learn to “see” the psych, the inner life of your images

-the inner life of the images, and not the personal and tiny experiential resources of the actor should be elaborated on the stage and shown to the audience

-Ethel Boilear wrote “you will see images as in a vision mirrored in your imagination.  You will give them form, substance, and reality, but you will never know quite whence they come.  They are greater than yourself – and when you seem them manifest a symbol, they will have a life of their own which is not your life – a mind which is not the reflection of your own.  It is then, that you will ask yourself “What is this that I have brought into being?”  And the profounder their meaning and significance, the more you will question “
-the acceptance of this independent world of imagination, the ability to penetrate through the outer appearance of the vision into its inner, fiery life, the habit of waiting actively, until the image is right, brings the artist to the verge of discovering new and hitherto unknown things 

-the longing for knowledge makes the real artist brave.  He never adheres to the first image that appears to him, because he knows that this is not necessarily the richest and most correct.  He sacrifices one image for another, more intense and expressive, and he does this repeatedly until new and unknown visions strike him with their revealing spell

-would it not be better to say he has built his convictions upon his art.  Haven’t we noticed that the less talented the person is, the earlier he forms his “convictions” and the longer he tenaciously clings to them

-the more the artist develops his ability to imagine, the more he comes to the conclusion that there is something in this process that somehow resembles the process of logical thinking.  He sees more and more that his impulses follow with a certain inner regularity, although they remain entirely free and flexible.  They become in Goethe’s words “exact fantasy”

-the flexibility of our images is one of their most important qualities.  These images must be able to influence and lead each other to change themselves, merge with each other, to follow their own logic freely, inspiring, suggesting, and enriching us at the same time

-it must be remembered that courage is needed to discard first images and to resist being too easily satisfied.  What has already been found will never be lost, but will be transformed and purified by one’s subconscious.  Thus the standard of the actor’s imagination will grow and with it a love for completion, in which actors of our time are so to reveal to us new and unknown things

-what is your contribution to the writer’s work?  The discovery of the psychological depths of the characters given you in the play

-the true actor will not glide over the surface of the characters he plays nor impose upon them his personal and unvarying mannerisms

-using only his mannerisms, the actor becomes unimaginative, all character becomes the same to him

-to create, in the real sense, means to discover and show new things

-the deeply hidden desire of every true actor is to express himself, to assert his ego, through the medium of his parts

-the creative imagination is one of the main channel through which the artist in him freely finds the way to express his own, individual, (and therefore always unique) interpretations of the characters to be portrayed
-the actor imagines with his body.  He cannot avoid gesturing or moving without responding to his own internal images.  The more developed and stronger the image, the more it stimulates the actor to physically incorporate it with his body and voice.  On this natural ability of the actor we base our principle of incorporation

-instead of banal means, the actor should look upon the character in his imagination, seeing it moving, hearing it speaking, thus displaying its inner life before his minds eye.  He should fix his attention on one chosen feature.  He should study it attentively in his imagination and then try to incorporate only this one feature

-let us say the actor sees the character moving his hands, he studies this and then incorporates the movement as if imitating it
-after doing several times, the imaginary movement will gradually achieve a faithful expression in the movement of his hands.  He can continue doing so until his own psychological and physical makeup changes and becomes more suitable for the character

-proceeding in this manner, he will in the end embrace the whole character in a single grip.  The aim is achieved.  The careful incorporation of separate features is no longer necessary, but the actor can return to this work again later on in case he partly loses the character.  At that point such Incorporation will serve to direct him again on the right path

-there is a way to refine the well-trained imagination and deepen the means of incorporation.  It is the method of Leading Questions

-he may question his image, just as he would a friend.  He will receive an answer if his imagination is flexible and courageous.  Instead of guessing whether the character wants to cry or to hide its feelings, to move or to remain immovable, to use this or that nuance while entering a room, what tempo to use in this or that speech, and so on the actor asks his image to act before his mind’s eye, and to show him all the possible variations and nuances

-the actor chooses freely and objectively from what he has seen.  The image rehearses for him, being led by his questions 

-the finest and most subtle questions will find response in a well-developed imagination.  Thus leading his images by means of questioning, the actor will see what the director’s, the author’s, and his own desires look like

-the more experienced the actor becomes in questioning, the more subtle details will begin to sparkle in his imagination

-in most cases such Leading Questions kindle real and rich inspiration in the actor.  This means of refining his imagination, in order to incorporate the subtleties of the character, can be expressed by the actor on a chosen image

-you must possess enough will power to keep the images before your mind’s eye long enough for them to affect and awaken your own feelings

-and what is this additional will power?  It is the power of concentration

-how can the actor keep his grasp firmly on the turbulent world of fiery images?  From where shall he take the strength to fix these movable, flexible images?  The ability to concentrate his attention to the highest degree – that is his strength

-for the creative process, it is not enough to use this everyday degree of concentration.  Keep in mind that there is no limit to the extent to which this power can be developed

-the actor who can concentrate well makes a stronger impression upon the audience because all his acting becomes clearly shaped, sure, explicit.  Vagueness disappears in his behavior on the stage, and his presence on the boards grows more and more impressive

-the more we are able to sustain a strong bond of concentration with visible and invisible objects to which we direct our attention, the closer we will approach an understanding of the nature of real imagination

-the flexibility of our images is one of their most important qualities.  These images must be able to influence and lead each other to change themselves, merge with each other, to follow their own logic freely, inspiring, suggesting, and enriching us at the same time

-for in the process of incorporating strong, well elaborated images, you mold your body from within, as it were, and permeate it throughout with artistic feelings, emotions, and will impulses

-the more time and effort you spend on conscious work for developing the strength of your imagination and on the technique of incorporating your images, the sooner your imagination will serve you subconsciously, without your even noticing it at work.  Your characters will grow and develop by themselves while you are seemingly not thinking about them, or while you are dreamlessly asleep at night, or even in your dreams.  You will also notice that sparks of inspiration will strike oftener and with greater accuracy
Summary of Imagination
1) Catch the first image

2) Learn to follow its independent life

3) Collaborate with it, asking questions and giving orders

4) Penetrate the inner life of the image

5) Develop the flexibility of your imagination

6) Try to create characters entirely by yourself

7) Study the technique of incorporating Images

Atmospheres and Individual Feelings
-the idea of the play is its spirit, its atmosphere is its soul, all that is visible and audible it’s body

-to some the small space of the stage is an entire world permeated with an atmosphere so strong, so magnetic, they can barely part with it after the performance

-atmospheres are limitless and to be found everywhere

-every landscape, street house, library, cathedral, hospital, restaurant, museum, season, hour

-every phenomenon and event has its own particular atmosphere

-with use of atmospheres your feelings will be stirred and awakened

-atmosphere exerts an extremely strong influence upon your acting.  It effects your movement, speech, behavior, thoughts, and feelings

-a compelling performance arises out of a reciprocal action between actor and spectator

-the space, the air around you filled with atmospheres will always support and arouse in you new feelings and fresh creative impulses

-the atmosphere urges you to act in harmony with it

-this urge comes from the will, from the dynamic or driving power which lives within the atmosphere
-there is no atmosphere deprived of the inner dynamic, life, and will
-individual feelings of the characters exist independently of the atmospheres

-they are entirely independent of each other and can exist simultaneously even if they are in complete contrasts

-we can call atmospheres objective feelings as opposed to individual subjective feelings

-two atmospheres cannot exist simultaneously – the stronger atmosphere inevitably defeats the weaker

-the atmosphere of every piece is its heart, its feeling soul

-our feelings harmonizes our ideas and will impulses – they also modify, control, and perfect them making them human

-a tendency of destruction arises in such human beings who are deprived of or who neglect their feelings

-atmospheres are the source of ineffable moods and waves of feelings that emanate from one’s surroundings
-atmospheres are the strongest means of expression, as well as an unbreakable link between actors and audience

-the life through which we move is rich with the interplay of atmospheres

-atmospheres for artists are comparable to the different keys in music

-the actor receives necessary inspiration for his acting from the atmospheres directly

-scripts can be marked with a succession of atmospheres

-actors experience an overwhelming sense of joy that proceeds the beginning of new work

-atmospheres at the beginning of an artistic endeavor are like a seed that contains the potential of the whole mature plant

-feelings in relation to atmospheres arise organically of themselves without being forced or squeezed out of our soul

-atmospheres are coming from outside and are radiating themselves into the individual realm of feelings
-atmospheres are never static, it is a dynamic process rather than a state
-for sensitive actors, the inner dynamic is present in apparently passive atmospheres as well as the more energetic one

-images will be born out of the inner dynamic that surrounds him

-he will absorb this hidden dynamic and will transform it into events, characters, words, and movements

Summary

1) Imagine air around you filled with a certain atmosphere

2) Become aware of reaction within you

3) Move and speak in harmony with the atmosphere

4) Radiate it back into the space around you

Actions with Qualities
-individual feelings of an actor are, or at any time become very mercurial and capricious
-true artistic feelings if they refuse to appear by themselves, must be coaxed by some technical means which will make an actor the master over them

-several ways to awaken creative feelings.  A well trained imagination, living within atmospheres, and actions with qualities

-the secret lies in arousing feelings without forcing them

-lift arm.  Lower it.  You have fulfilled a simple action.  You have made a gesture

-like every action, it is completely within your will

-now make same gesture but color it with a certain quality.  Let’s say caution.  You make your gesture cautiously

-your movement made cautiously, is no longer a mere physical action; now it has acquired a certain psychological nuance

-how did this happen?  It slipped into your movement, unnoticed by us as a Quality of caution

-it is a sensation of caution which now fills and permeates your arm.  It is a psychophysical sensation

-sensation is the vessel into which your genuine artistic feelings pour easily and by themselves; it is a kind of magnet which draws to it feelings and emotions akin to whatever quality you have chosen for your movement

-you only made a movement with a certain quality, thus creating a sensation of caution through which you aroused your feelings

-it is a genuine feeling that slipped into our movement just because we did not force ourselves to feel caution

-our doing, our action, is always in our will, but not our feelings
-here lies the key, the feeling was called forth, provoked, attracted indirectly by our “business,” doing, action

-we will have at our disposal Feelings, real feelings, that will follow our movements, our actions, slipping into them easily and with sufficient strength

-therein you have the simplest technical means for kindling your feelings if they should become obstinate, capricious, and refuse to function exactly when you need them

-therefore we can say action with Qualities is the easiest way to the living Feelings.  Once we have found the way to stir our feelings without forcing them, we can be sure that they will flow of themselves more often and more often and more easily.  But this cannot happen without sufficient training

-the realm of Qualities is unlimited.  You can take almost any noun or abstract idea, any image in your mind, and turn it into a Quality for action.  Try it practically and you will see how greedily the actor’s nature turns everything into feelings if you approach the problem through the right channels

-any bodily position can be permeated with qualities exactly the same way as any movement.  All you need to do is say to yourself “I am going to stand, to sit, or to lie with this or that quality in my body,” and the reaction will come immediately calling up from within your souls a kaleidoscope of feelings

-no matter how many qualities you may select and combine, they will always merge into one sensation for you, like a dominant chord in music
-as soon as your feelings are kindled they will carry you away

Action is what, Quality is how

-since the Quality is connected with the feelings, so the action comes from the realm of the Will

-the action, the movement, the gesture – what do they express?  What do they speak about?  They tell us what one’s will is aiming at

-just like us in our everyday life, characters on stage always desire something
-the will is always directed toward a certain goal, a certain aim

-out of this stirred Will, all action, all “business,” every gesture emerges on the stage, just as in life

-the sharp, clean definite aim of the Will expresses itself, in well formed, plasticly molded Actions and Gestures

-while observing such Actions and Gesture, we can penetrate into the Will of the character and penetrate its impulses and aims

-the action (and Will) expresses “what” happens, whereas the Quality (and Feelings) show “how” it happens

-each gesture, each action, one makes springs from a certain Will impulse

-the opposite is also true:  The Gesture the actor makes can stir his Will

-the more definite the Will impulse, the more expressive the gesture

-the better the Gesture is formed, the stronger and clearer it is, the surer it will reach the Will and stir, stimulate, and arouse it

-a strong gesture of affirmation of denial, expansion or contraction, repulsion or attraction will inevitably agitate the Will, calling forth in it a corresponding desire, aim, wish.  In other words, the Will echoes the Gesture, reacts on it

-only Gestures that are properly done can arouse the Actors will

-he has to learn and practice making such Gestures in order to be able to apply them later on
Character and Characterization

-a well developed Imagination, Leading Questions, a sensitive body, and the method of incorporation bring us directly to the next point of our method: Characterization

-transformation – that is what the actor’s nature, consciously or subconsciously longs for

-when an actor relies on clichés he loses his ability to observe real life, and forgets that there are individuals around him

-again and again one meets actors who don’t really know the world

-the actor must seek refuge from his worst enemy, clichés by a constant and sharp observation of living people with their characteristic and individual manners.  He must observe greedily how a person puts his foot on the ground, what is his favorite gesture, why he uses it, how he hides his embarrassment, how he listens with interest to himself talking but is bored when listening to others speak and so forth

-but the actor must notice the other person’s characteristic features with humor and not with criticism.  He must form the habit of making such observations: then when circumstances allow he must try to imitate it, to incorporate all the characteristic features he has accumulated during his observation

-this valuable material will be stored in the actor’s subconscious and being forgotten, will appear of itself when needed, in a transformed, individualized way.  It will enrich and stir the actor’s inventiveness and surely will cure him of his clichés.  It will teach him to see things that others don’t see

-under the training of observation, the actor’s imagination will acquire more variety and his humor will also grow.  Sooner or later, the actor will come to the firm conviction that there are not parts without characterization, however slight and delicate they may be.  He will cease once and for all acting himself in his appearances on the stage.  He will be embarrassed to act himself, because he will feel as though he were naked, as though his profession were too insignificant and too easy
-it is sufficient to point out the tragic fact that the theater as such will never grow and develop if this destructive “himself” attitude, already deeply rooted, is permitted to thrive.  Every art serves the purpose of discovering and revealing new horizons of life and new facets in human beings.  An actor cannot give his audience new revelations by unvaryingly displaying only himself on the stage
-that which constitutes their differences makes them characters

-in order to grasp the initial idea about character, ask “what is the difference – however subtle or slight this difference may be – between myself and the character as it is described by the playwright”

-you will discover the main psychological characteristics or features in your character

-the more specific the role, the more it is removed from the actor’s own bodily appearance in the majority of cases

-there are limits given by the nature of the actor’s body, but there are also possibilities for the actor to change his body to a much greater extent than one might think who has not experienced it himself

-no true actor can be persuaded that his profession consists of continuously repeating himself every time he has to act a new part.  The desire and the ability to transform oneself are the very heart of the actor’s nature
-how will you approach this task?  The shortest, most artistic (and amusing) approach is to find an imaginary body for your character

-there are distinct qualities of a character that might show themselves as mere almost imperceptible indications.  And yet they are typical features of the character which should not be overlooked

-as soon as you have outlined those features and qualities of your role, try to imagine what kind of body such a person would have

-this boy is, of course, a far cry from your own, yet one must look like that and do as it does

-what mean can we suggest for truthfully changing our bodies as much as possible?  Here again, the actor has to appeal to his imagination

-let us say he has to become on the stage, taller and thinner than he is in reality

-the first step he must take is to imagine, as it were, another body for himself, create an Imaginary body that is taller and thinner than his own.  But he must imagine this Imaginary or Invisible Body, many times until he gets a clear picture of it

-the next step will be a careful process of putting the actor’s body into the imaginary body, trying to move the physical body so that it will follow the characteristic movements and shape of the Imaginary one

-if the actor lifts up his imaginary long lean arm, he also moves he real arm within it.  Exercising this way, the actor’s will find that the manner in which he moves his real arm begins to convey the impression that it is long and lean, without using any outer means, he will create the impression that he has another arm by his movement alone.  Thus the actor acquires other legs, another back, neck, and finally recreates his whole body, limb by limb

-gradually the necessity of imagining the Invisible Body will disappear.  This was only a preliminary, preparatory stage.  A new experience in his own, real body will substitute for the imaginary one.  Now he can help himself by creating the characteristic costume that will accentuate the necessary features of the character.  Even padding, if necessary, is now permissible.  The actor will no longer lie inwardly by using these externals

-you are going to imagine that in the same space you occupy, with your own, real body, there exists another body.  The imaginary body of the character, which you have just created in your mind

-you clothe yourself, as it were, with this body, you put it on like a garment

-after a while (or perhaps in a flash) you will begin to feel and think of yourself as another person.  This experience is very similar to that of a real masquerade

-this assumption of the characters imaginary physical form influences your psychology ten times more strongly than any garment

-the imaginary body stands, as it were, between your real body and your psychology, influencing both of them with equal force.  Step by step, you begin to move, speak, and feel in accord with it.  That is to say, your character now dwells within you (or if you prefer, you dwell within it)

-your whole being, psychologically and physically, will be changed.  I would not hesitate to say even possessed by the character.  When really taken on and exercised, the imaginary body stirs the actor’s will and feelings, it harmonizes them with the characteristic speech and movement, it transforms the actor into another person

-the imaginary body has the power to appeal directly to your will and feelings
-your artistic nature is bound to be carried away but it if you do not force it by “performing” your imaginary body prematurely.  Learn to rely upon it in full confidence and it will not betray you

-do not exaggerate outwardly by stressing, pushing, and overdoing those subtle inspirations which come to you from your “new body.”  And only when you begin to feel absolutely free, true, and natural in using it should you start rehearsing your character with its lines and business at home or on the stage

-in some cases you will find it sufficient to use only a part of your imaginary body.  But always see to it that your entire being has transformed itself into the character you must portray

-the effect of the imaginary body will be strengthened and acquire many unexpected nuances if you add to it the imaginary Center

-it can be elaborated on very finely with many details

-the imaginary Center gives the whole body a harmonious appearance because, being in the middle of the chest, it draws the character nearer to an ideal body

-as long as the center remains in the middle of your chest, you will feel that you are still yourself and in full command

-we shall now consider this center from the point of view of characterization

-as soon as the actor moves the Center to another place in his body, the ideal body changes and acquires a defined countenance 

-you will notice that the center is able to draw and concentrate your whole being into one spot from which your activity emanates and radiates

-but no matter where you choose to put the center, it will produce an entirely different effect as soon as you change its quality

-you must be free from any restraint in imagining the center in many and different ways, so long as the variations are compatible with the part you are playing

-for instance, the actor can put the Center in his head in which case he may feel that his mind becomes more active and begins to play a specific part in his whole inner and outer makeup.  This general application of the Center, placed in the actor’s head will undergo innumerable variations according to the type of character the actor is going to portray 

-more nuances will come if the actor will freely imagine the Center quite differently in various cases

-the Center can be placed anywhere

-all variations imaginable are possible and correct if the actor finds them in accordance with his own and his directors interpretation of the part

-Examples:

-soft, warm, not to small center in abdomen – self-satisfied, earthy, bit heavy, humorous

-tiny, hard center on tip of nose – curious, inquisitive, prying, and even meddlesome

-a small tense, hard center in head – stupid, fanatical, or narrow minded

-center in eyes – becomes sly, cunning, and perhaps hypocritical

-big, heavy, dull and sloppy center placed outside the seat of your pants – a cowardly, not too honest, droll
-few feet outside eyes or forehead – sensation of a sharp, penetrating, and sagacious mind

-warm, hot and fiery center situated within your heart – may awaken heroic, loving, and courageous feelings
-can also create movable center

-the Imaginary Body is molded in response to an actor’s Leading Questions

-innumerable possibilities will be opened if you experiment in this way, freely and playfully.  You will soon get used to the “game” and appreciate it as much for its enjoyment as for its great practical value

-the imaginary Center serves you mainly for the character as whole

-such free playing with the invisible Body and the Center, while imagining, makes it clear for the actor what the characterization can really be

-both the imaginary Body and Center whether you use them in combination or only one at a time, will help you create the character

-such an imaginary Body or Center, strongly entices the actor to perform, just as does the psychological Gesture.  The molding and driving power is within and behind the image.  As soon as the image crystallizes itself before the actor’s minds eye, the Invisible Body can be applied in all creative stages of the work that follow

-by means of our example we also wish to touch upon the necessity for the actor, while looking for the characterization to appeal first to the psychological makeup of the character.  The outer features will always follow.  The PG, the Body, the Center, are nothing other than the link between the psychology and the outer means of expression of the actor
-the proper exercising of the imaginary Body and Center will make them absolutely necessary for the actor, will give him pleasure and joy, and will become a kind of habit in the creative approach to his work.  Having arrived at this stage of development, the actor will for the first time be able to really appreciate the value of these points of technique and realize how much time and energy he will be able to save by applying them to his creative work

-characterization, which can be defined as small, peculiar feature of the character.  A characterization or peculiar feature can be anything indigenous to the character: a typical movement, a characteristic manner of speech, a recurrent habit, a certain way of holding the hands, or a singular inclination of the head, and so forth.  These small peculiarities are a kind of “finishing touches” which an artist bestows upon his creation.  The whole character seems to become more alive, more human and true, as soon as it is endowed with such a peculiar little feature

-but such a characterization should be born out of the character as a whole, derived from the important part of its psychological makeup

-sometimes the characterization alone can suddenly call forth the entire character

-besides the ability to observe becomes more accurate when you know exactly what you are looking for

-you can devise exercises for yourself by “playing” with imaginary bodies and movable, changeable centers, and inventing suitable characterizations for them.  It will help if in addition to such “playing” you try to observe and discover where and what kind of Center this or that person possesses in real life

The Higher Ego and Creative Individuality

-our artistic natures have two aspects: one that is merely sufficient for our ordinary existence and another of a higher order that marshals the creative powers in us.  By accepting the objective world of the imagination, the independent interplay of our images, and the depth of the subconscious activity in our creative lives, we open up the very limited boundaries of our “personalities.”  We confront the Higher Ego

-the Higher Ego, the artist in us that stands behind all our creative processes.  The more an artist recognizes this higher function in himself, the more he is influenced by it in his creative work
-four main ways in which our Higher Ego can influence our practical artistic work.  All widen the mental outlook of the actor, sharpens his perceptions, and makes his artistic work more significant

1) discernment of good and evil
-everything in our art is built on the dynamic of the constant conflict between good and evil

-behind clichés, body tension, etc is the fact that the actor loses the aim of the author, which is always hidden behind the fight between good and evil in whatever form it may appear

2) contemporary life

-since life is the manifestation of an enormous war between good and evil expressed in countless variations, the actor must ask himself how he can relate his art to this panorama of struggle

-let your profession become a part of the social life of your time, and the audience the transmitter of public opinion

-the modern director and actor must know the audience, its power and weakness, its leading and misleading influences

3) the objectivity of humor
-the more conscientiously we develop our Higher Ego, the more this grants us the beauty of humor.  When we can detach immediate egotistical reactions from everyday emotional events and interactions they often reveal themselves in a really humorous light.  The more our higher self is trained the more likely we are to leave personal themes behind us.  We become objective in our perceptions as the artist should.  The Higher Ego frees humor in us by freeing us from ourselves
4) Creative Individuality (C.I.)

-to create by inspiration one must become aware of one’s own individuality

-the C.I. of every artist always expresses itself in a dominant idea which, like a leitmotif, pervades as his creations

-for the actor who wishes to be an artist on the stage must with modesty as well as daring, strive for an individualistic interpretation of his roles

-the “I” we associate with our body, habits, mode of life, family, social standing, and everything else that comprises normal existence.  But in moments of inspiration the I of an artist undergoes a kind of metamorphosis

-did the everyday “I” not retreat, give place to another I, and did you not experience it as the true artist in you?

-with the appearance of this new I, you feel first of all an influx of power never experienced in your routine life.  This power permeated your whole being, radiated from you into your surroundings, filling the stage and flowing over the footlights into the audience.  It united you with the spectator and conveyed to him all your creative intentions, thoughts, images, and feelings

-considerable changes which you cannot help experiencing take place in your consciousness under the influence of this powerful other “I.”  It is a higher level I: it enriches and expands his consciousness.  You begin to distinguish three different beings as it were, within yourself.  Each has a definite character, fulfills a special task and is comparatively independent

-while incorporating your character on the stage you use your emotions, voice, and your mobile body.  These constitute the “building material” from which the higher self, the real artist in you creates a character for the stage.  The higher self simple takes possession of that building material

-as soon as this happens, you begin to feel that you are standing apart from, or rather above the material, and consequently above your everyday self.  That is because you now identify yourself with that creative, higher I which has become active

-you are now aware of both your expanded self and your usual everyday “I” existing within you simultaneously side by side.  While creating you are two selves, and you are able to distinguish clearly between the different functions they fulfill

-once the higher self has that building material well in hand, it begins to mold it from within; it moves your body, making it flexible, sensitive and receptive to all creative impulses; it speaks with your voice, stirs your imagination and increases your inner activity

-it grants you genuine feelings, makes you original and inventive, awakens and maintains your ability to improvise.  In short, it puts you in a creative state.  You begin to act under its inspiration.  Everything you do on the stage now surprises you as well as your audience; all seems entirely new and unexpected.  Your impression is that it is happening spontaneously and that you do nothing but serve as its medium of expression

-the power of inspiration is always more intense than the means of expression said Dostoyevsky.  It needs restricting 

-that is the task of your everyday consciousness.  It controls the canvas upon which the C.I. draws its designs.  It fulfills the mission of a common sense regulator for your higher self

-upon the common sense of your everyday self devolves the protection of the forms that have been found and fixed for the performance.  Thus by the cooperation of both the lower and higher consciousness, the performance is made possible

-the bearer of the third consciousness is the Character as created by your self.  Although it is an illusory being, it also nonetheless, has its own independent life and its own “I.”  Your C.I. lovingly sculptures it during the performance
-human feelings fall into two categories: those known to everyday and those known only to artists in moments of creative inspiration.  The actor must learn to recognize the important distinctions between them

-C.I. has at its disposal another kind of feelings – those completely impersonal, purified, freed from egotism and therefore aesthetic, significant and artistically true.  These your higher self grants you while inspiring your acting

-all you experience in the course of life, all you observe and think, all that makes you happy or unhappy, all your regrets or satisfactions, all you love or hate, all you long for or avoid, all your achievements and failures, all you brought with you into this life at birth – your temperament, abilities, inclinations, whether they remain unfulfilled, underdeveloped or overdeveloped – all are part of the region of your so-called subconscious depth

-therefore, being forgotten by you, or never known to you, they undergo the process of being purified of all egotism.  They become part of the material from which your individuality creates the psychology, the illusory “soul” of the character

-but who purifies and transforms these vast riches of our psychology?  The same Higher Self

-therefore it is quite evident that this individuality does not cease to exist between creative moments, though it is only when being creative that we become aware of it. 
-on the contrary, it has continuous life of its own, unknown to our everyday consciousness, it goes on evolving its own higher kind of experiences, those it lavishly offers as inspiration for our creative activity

-it is the degree of inner activity of the higher self, producing those purified feelings, that is the final determinant of quality in the creations of all artists
-no matter how profound and persuasive, these feelings are still as “unreal” as the “soul” of the character itself.  They come and go with inspiration

-real feelings exclude inspiration and vice versa

-the other attribute of creative feelings is that they are compassionate.  Your higher self endows the character with creative feelings; and because it is able at the same time to observe its creation, it has compassion for its characters and their destinies

-compassion may be called the fundamental of all good art because it alone can tell you what other beings feel and experience.  Only compassion severs the bonds of your personal limitations and gives you deep access into the inner life of the character you study

-the higher self inspires his acting and grants him genuinely creative feelings; the lower self serves as the common-sense restraining force; the illusory “soul” of the character becomes the focal point of the higher self’s creative impulses

-it is not only a creator of the character but also its spectator

-it has the ability to foretell audience reaction an instant before it takes place.  It knows what will satisfy the spectator, what will inflame him and what will leave him cold

-why is this play needed in our time? How will this mixture of people benefit from it?

-will this kind of play and this kind of performance make the spectators more sensitive and receptive to the events of our life?
-eventually the principles of this book will clarify themselves and become a well-integrated whole, wherein every step is designed to attract the actor’s individuality and draw it into his work in order to make him always an inspired artist and his profession an important instrument of human utility.  Properly understood and applied, the method becomes so much a part of the actor that, in time, he is able to make free use of it, at will, and even modify it here and there according to his own needs and desires

The Psychological Gesture
-“the soul desires to dwell with the body because without the members of the body it can neither act nor feel” 

-all languages use expressions related to physical activity and gesture to describe complicated psychological states.  These imagined movements, which have become enchanted in our speech and thought, are gestures or everyday life.  But as applied to our psychological life, we produce them in our minds instead of our bodies.  This is the only significant difference between the two kinds of gestures, since their actual nature remains the same

-we “grasp” the ideas, just as we grasp the physical object.  We “touch” upon the problem just as we “touch” unknown surface in our physical surroundings.  These spheres in which the gestures are the produced are different. But not the gestures themselves.  If the gestures were different, we would not be able to understand what it means to “touch upon a problem,” for instance
-it would be a misunderstanding to conclude that mean to imply that while we are “breaking” our connections with somebody, or are “drawing” a conclusion, we are actually producing “breaking” and “drawing” gestures in our mind as with our arms and hands 

-what we do mean is that the tendency to produce such gesture undoubtedly exists in our mind.  And this tendency is the same which stimulates us to produce physical “breaking,” “drawing,” or “grasping” gestures if such seem necessary

-each individual psych state is always a combination of thoughts (or Images), Feelings, and Will-impulses.  We say that a human being or a character in a play “thinks,” “feels,” or “wishes” something because his thoughts, Feelings, or Will-Impulses are the prevailing ones at that particular time

-but all three functions are present and active in each psych moments

-therefore, the psych state in which the actor finds his character gives him the full opportunity to see it as the Action (Gesture) with appropriate Qualities and Images

-thus, we may say that the same movement in one case is physical (Gesture) and in the other psychological (Qualities and Images)

-Let us coin the term “Psychological Gesture” (PG’s) which will mean the Gesture together with the feelings connected with it.  We shall apply this term to visible (actual) gestures as well as to invisible (potential) gestures
-in the qualities and sensations we found the key to the treasury of our feelings.  But is there such a key to our will power?  Yes and we find it in the movement (action, gesture)

-you will discover that the kind of movement you make will give your will power a certain direction or inclination; that is, it will awaken and animate in you a definite desire, want or wish

-so we may say that the strength of the movement stirs our will power in general; the kind of movement awakens in us a definite corresponding desire, and the quality of the same movement conjures up our feelings

-thus through the gesture, you penetrate and stimulate the depths of your own psychology

-PG’s aim is to influence, stir, mold, and attune your whole inner life to its artistic aims and purposes

-the author’s excitement, imagination, feelings, creative ideas, his love, laughter, and tears are hidden behind the printed words.  The actor’s task is to unseal all these treasures

-to begin with you have to make a first attempt to investigate your character, to penetrate it in order to know whom you are going to perform on stage

-you may have noticed that the more your mind “knows” about the character, the less you are able to perform it.  This is a psychological law

-of course, your mind can and will be very helpful to you in evaluating, correcting, verifying, making additions and offering suggestions, but it should not do all these before your creative intuition has asserted itself and spoken fully

-your sound intuition, your creative imagination and your artistic vision always give you at least some idea of what the character is, even upon the very first acquaintance with it.  It might be just a guess, but you can rely upon it and use it as a springboard for your first attempt to build the PG.  Ask yourself what the main desire of the character might be, and when you get an answer, even if it is only a hint, start to build your PG step by step, using at first your hand and arm only

-having once started this way, you will no longer find it difficult (in fact, it will happen by itself) to extend and adjust your particular gesture to your shoulders, your neck, the position of your head and torso, legs, and feet, until your entire body is thus occupied

-now continue developing the PG, correcting and improving it, adding to it all the qualities you find in the character, slowing leading it to the stage of perfection

-aesthetic satisfaction alone will not help the actor.  He is going to act, he is going to change, to transform his own Will, Feelings, and Imagination according to the play and to the characters in it.  To achieve this aim, he must read the play several times, using his mind’s eye more than his physical eye

-he imagines the settings, the events, the characters; he listens to the words, to the voices; he sees the feelings of the characters, and inwardly follows their desires, lives in the interplay of Atmospheres, anticipates with excitement the reaction of future audiences, desires the union with them, and so on.  The play in the script begins to be a play in the actor

-the more he becomes acquainted with the play and the character, the more strongly his actor’s intuition begins to raise its voice.  Innumerable possibilities and individual ways are opened

-with his sharp “gaze the actor picks out here and there the Gestures – “what” – and the Qualities – “how” 

-they arise before him, stirring his Will and Feelings.  Some of them appear at once with the utmost clarity and urge him to produce them immediately, while others are not so easily grasped, but loom in the distance, promising, intriguing, stimulating.  They accumulate, change, improve, influence one another.  They merge in original compositions, flowing organically from each other, from the Atmospheres, from the situations, from the style, from the peculiarities of the characters
-when the actor is well trained and experienced in the technique of visualizing and producing PG’s, it is no longer a painstaking effort for him.  He enjoys this kaleidoscopic, sparkling life of Images, Gestures, and Qualities.  He has the right to enjoy it for a while, because it feeds his subconscious creative activity, and prepares him for the next period of more detailed work

-even during this first period of joyful discovering of the PG’s, the actor will find that he has already acquired a fairly thorough knowledge about the whole play and his part

-the actor’s approach was fresh, independent, direct, free, creative, and, most important of all, an actor’s approach.  What was the PG he used for his exploratory work?  It was acting – inner participation in the life conjured behind the printed words of the author’s script.  His knowledge was not superficial.  How could it be if through the Gesture he had experienced the Will and through the Qualities he had found the Feelings that the author himself had while creating his drama?  

-he understands the plot, the content, no less than anyone else, but it is not centered in his brain only – it is spread over his whole actor’s being.  It lives in his hands, arms, torso, feet, legs, and in his voice
-he feels capable of expressing it as an actor, but not as a critic or an analytical scientist.  Through the Gesture with Qualities, he knows more true and profound things about the play and the character than the scientist ever could
-if knowledge through acting and for acting is the first achievement of the performer, then the second phase is a slow but sure process of adjustment and transformation of the inner life of the role.  Through the experience the PG offers him, the actor enjoys the organic process of gradually “becoming” a character.  From the very beginning of his study, he has been inside the character; his reward will be his own inner growth
-how much artistic satisfaction one can have by experiencing or even observing day after day how an actor transforms into a character

-Stanislavsky cherished the character, explored it deeper and deeper, refining it and his own psychology

-we are trying to find the technique for those gifted actors who want to consciously develop their talents, who want to master their abilities and not flounder aimlessly, relying upon vague inspiration

-by using the PG you prepare yourself for acting it.  By elaborating, improving, perfecting and exercising the PG you are, more and more, becoming the very character yourself at the same time.

-you Will, your Feelings, are stirred and awakened in you.  The more you progress in this work, the more the PG reveals to you the entire character in condensed form, making you the possessor and master of its unchangeable core

-to assume a PG means, then, to prepare the entire part in its essence, after which it will become an easy task to work out all the details in actual rehearsals on the stage

-the PG gives you this very spine.  It is the shortest, easiest and the most artistic way of transforming a literary creation into a theatrical piece of art

-being an essence of the whole character, the over-all PG will of its own accord influence all smaller, particular PG’s.  The more you work upon PG’s, the more you will realize how flexible they are, what unlimited possibilities they offer you in coloring them the way you like

-but the over-all PG for the character will remain with you always

-the PG is your own free creation, through which your individuality expresses itself.  It is right if it satisfies you as an artist

-there are two kinds of gestures: the natural and the usual gesture.  The other kind is the what might be called the archetypal gesture, one which serves as an original model for all possible gestures of the same kind.  The PG belongs to the second type. 
-everyday gestures are unable to stir our will because they are too limited, too weak and particularized.  They do not occupy our whole body, psychology and soul, whereas the PG, as an archetype, takes possession of them entirely (you prepared yourself for making archetypal gestures in early exercises)  when you learned to do wide, broad movements, using the maximum space around you

-the PG must be strong in order to be able to stir and increase our will power, but it should never be produced by means of unnecessary muscular tension (which weakens the movement rather than increases its power

-the real power of the gesture is more psychological than physical.  You will know that real power has actually nothing to do with overstraining one’s muscles

-the PG must always remain strong and the weakness must be regarded only as its quality

-besides, it is the actor and not the character who produces a strong PG and it is the character who produces a strong PG and it is the character, not the actor, who is lazy, tired, or weak

-further, the PG should be as simple as possible, because its task is to summarize the intricate psychology of a character in an easily surveyable form, to compress it into its essence

-a true PG will resemble the broad charcoal stroke on an artist’s canvas before he starts on the details

-the PG must also have a very clear and definite form

-much, too, depends on the tempo in which you exercise the PG once you have found it.  Everybody goes through life in different tempos.  It depends mainly on the temperament and the destiny of a person

-the general tempo in which the character lives depends largely on your interpretation of it

-the same PG made in different tempos might change all its qualities, its strength of will and its susceptibility to different coloration

-many transformations through which the characters might go in the course of the play can often be expressed by a mere change of tempo in the same PG you have found for the part

-having achieved the physical limit of the PG, when your body is unable to extend it further, you must still continue to try for a while (ten to fifteen seconds), going beyond the boundaries of your body by means of radiating its power and qualities in the direction indicated by the PG

-this radiation will greatly strengthen the true psychological power of the gesture, enabling it to produce a great influence upon your inner life

-each bodily movement or position, calling up a certain psychological state, will prompt how you are to speak your sentence, with what intensity, quality and in what tempo

-the inner tempo can be defined as a quick or slow change of thoughts, images, feelings, will impulses, etc.  The outer tempo expresses itself in quick or slow actions and speech.  Contrasting outer and inner tempos can run simultaneously on the stage

-the effect of two contrasting tempos running simultaneously on the stage unfailingly makes a strong impression on an audience

-whatever slow tempo you use on the stage, your self as an artist must always be active

-the actor can also find the Transitions between the PG’s.  With new PG’s he can fill the gaps between the chosen words and the animate parts of the text as yet untouched
-the actor must compare these transitional Gestures with each other so that they can influence one another, thus becoming harmonious in composition.  He finds all the transitions he needs in the form of PG’s, thus filling the spoken words with power, expressiveness, life, individual psychological nuances, rhythms, and so forth

-animated words have wings and surely will always reach the audience

-a peculiar ability of the actor’s nature enables him to make any transition between any chosen moments without any “logical” justification.  All actors know in themselves this amazing ability, but not all of them use and develop it sufficiently.  They have acquired a bad habit of jumping from one obvious moment in acting indicated by the author to the next without any Transition.  It seems to be “logical” to the modern actor, but he often overlooks the fact that through such “logic” his acting becomes dry and primitive

-quite the opposite happens when the actor uses his ability of making free transitions in his acting.  His very individuality becomes visible through the network of his fine Transitions.  His acting becomes rich and intriguing for the audience

-the actor reads the play subjectively.  He reads through the play and by dong so he inevitably enjoys his own reaction to the happenings of the play, his own Will, Feelings, and Images.  The play and the plot are only a pretext for him to display, to experience the richness of his own talent, his own desire to act

-the nonactor reads the lines while the actor reads between the lines, sees beyond the characters and events of the play.  These magic “beyond” and “between” places make up that kingdom in which the talented actor lives and moves freely.  From his kingdom he sees the whole play as a stimulus, as a series of signs and indications behind and beyond the words urging and guiding him in his individual acting.  He enjoys his innumerable free transitions, linking the signs together

-a sensitive actor will not be able to deny the fact that he can act without any plot, any play, any outer reason than just to act, perhaps for hours going on and on, speaking, moving, passing through an unlimited flow of feelings, being overwhelmed by sorrow, joy, sadness, or happiness; being inspired to laugh to and to cry, hoping, wishing, regretting, despising, forgiving, loving, burning, and cooling

-the actor must learn to trust his own creative subconscious, and it can be done by persistent and patient exercising of his ability to make Transitions

-the new experience should convince him that behind the spoken word is also an invisible movement.  He will feel that the word is a Gesture that has been transformed into a sound.  If it were not so, the spoken word would not have any power or any life in it.  The hidden Gesture, “slipped” into the word, is the true driving force of the spoken word, and the actor needs it above all if he does not want to resemble orators whose words, hardly, being uttered, fall down like dry, crisp leaves

-rational content or the abstract thought that stands behind the lines of our everyday speech do not allow it to 

rise to the higher degree of artistic expressiveness

-lines turn into shallow forms of sound.  Such lines quickly bore the actor and become an obstacle in his work upon the role.  The actor starts forcing his feelings, resorting to vocal clichés, inventing “intonations,” stressing single words and finally weakening his creative impulses

-one of the best means to enliven speech and to life it above the level of everyday speech is to resort to the power of our imagination.  The line that has an image behind it gains force and expressiveness and remains fresh, no matter how often you repeat it

-try to discover its main phases and the important words in the phrases, and then turn these into images.  By doing so you will enliven your speech.  Its expressiveness will gradually spread beyond the boundaries of the chosen lines, evoking more and more within you the creative joy that comes from speaking the lines of your role

-you will see how these images will fill with great expressiveness the words, phrases, and scenes

-rehearse the images you create day after day – perfect and strengthen them

-not only the words but each sound of human speech can have a driving force.  Speech Formation and Eurythmy, created by Rudolf Steiner, teach us first of all to distinguish between vowels and consonants as a means of artistic expression

-the vowels are closely connected with our feelings and are more intimate for us than the consonants.  The vowels, therefore, are naturally a more suitable means of expressing lyrical, spiritual themes and intimate experiences, whereas the consonants sound more dramatic, more heavy and earthy.  They are, as it were, imitating the outer world, whereas the vowels express primarily the human feelings.  The vowels are the music and painting of the human speech; the consonants are its plastic power

-“Speech Formation must, for the speaker, of necessity be Art reaching to the point of sound, just as music must be Art reaching to the point of tone”

-Eurythmy leads us through all the sounds of human speech, through all the combinations of sounds, teaches us to realize the mutual connection and interrelation of these sounds, shows us endless variations of each of these sounds, thus making our artistic speech into the finest possible membrane of endless subtleties and variations of our psychology

-we cannot invent new Eurythmical gestures for sounds of the human language, any more than we can invent a new “a” or new “b” or new “c” sounds.  They exist objectively.  But we can vary and color them freely according to our artistic impulses and tastes.  The variety here is as unlimited as in the PG, which we can and must invent each time anew

-there will be many benefits for the actor who has exercised his speech and animated each sound by means of Eurythmy

-first, harmony and natural beauty will permeate the speech and whole being of the actor and will lift him into the realm of art, where ugliness as a means of expression (not as a theme) ceases to exist

-second, the sound will become a fine transmitter of the actor’s creative intentions.  

-third, sensitive feelings will be awakened in the actor’s soul and will become accessible to him at his will.

-fourth, the actor will learn to use speech as a means of characterization

-through his newly developed mastery to express his speech the finest nuances of each sound of human language, he will be able to mold the manner of speech differently for each part he is going to act.  The most subtle differences in pronunciation distinguish his characters one from the other

-equally bad is the actor whose different roles on the stage always speak in the same unchangeable manner

-the actor begins to explore the play, and as he does so, he must explore himself.  All the lines, all the situations in the play are silent for the actor until he finds himself behind them, not as a reader with good artistic taste, but as an actor whose responsible task is to translate the author’s language into the actor’s.  The written word must become the spoken one

-the search for himself, to find himself, is the reason why the actor must leave the beaten track.  What does it mean for the actor to find himself?  It means one thing: to find the contact with his own Creative Individuality.  The Psychological Gesture and Eurythmy are the paths for the actor to fulfill this great task

-to acquire full use of the PG, the actor must develop greater sensitivity to the nuances of his body
-the more you become sensitive to such alterations in your Gesture, the more imperceptible changes you must make.  The position of your head and shoulders, your arms, hands, elbows, the turn of your neck and back, the position of your legs and feet, the direction of your glance, the position of your fingers, all will call up in your creative spirit corresponding Qualities and Feelings

-go on exercising this way until you feel that even the slightest idea of a possible change makes you react to it inwardly.  You will also awaken in yourself the sense of harmony between outer and inner expressiveness in your acting – the feeling of scenic truth

-having acquired this new ability, the actor can use it in his work to give a role more detail.  He will see how, by applying this simple means, he will grow deeper and deeper into the complications that lie within the part

-the weak and anemic PG cannot awaken the actor’s Will and Feelings.  Yet there is still the question of producing an exceptionally strong Gesture without unnecessary disturbing physical tension

-let us suppose we energetically extend our arms, hands, and whole body to one side.  This is our PG.  In producing it powerfully, we may feel the limitations of our physical body rather than the real strength of the Gesture.  The more we intensify the movement physically, the more strongly we experience the tension of our muscles and inevitable contraction

-our physical body has received a strong, inner impulse that threw it to one side, after which the physical movement stopped and the body became fixed.  But the inner impulse, the initial activity, should not be stopped.  It can and must go on, regardless of the body’s inability to follow.  Having physically completed the PG, we inwardly go on moving to the side

-we do not need to tense our body for this.  Quite the opposite: physical tension must be released, although not dropped entirely
-the first effort will show us that each Gesture can be continued inwardly as long as we wish.  Whether we stretch out our hand and continue the imaginary stretching out or squeeze our fist tightly, in which case the activity itself seems to be fixed, there is no difference

-the clenched fist obviously comes to a fixed state, but what prevents us from continuing the “clenching energy?”  In our imagination we are free to clench our fist for any length of time

-thus we are freed from the bonds of the physical body, and this activity is the actual strength of the PG.  This internal activity is apt to awaken the actor’s Will-impulse and the fire of his Feelings

-this accumulated power is what ought to be used on the stage, never the illusionary power of tense muscles.  Sufficient exercising will show the actor that psychological power is much greater than muscle power  
-he will also realize that it is psychological power that conveys to the audience all that he speaks, feels, does, and wishes as a character on the stage

-what about Gestures that must be soft, mild, and tender in their Qualities?  Where does their power lie?  There is no loss of power in mild Gestures.  Such a question arises from the confusion of physical with psychological power.  The inner activity in a mother’s tender love, for instance, can be as strong as, and even stronger than, any violent activity.  

-as soon as the actor becomes aware that the PG is an incessant movement and never a static position, he will realize that its activity is inclined to grow and its Qualities to become stronger and more expressive.  So we may say that the real PG goes beyond the limits of the body

-this new aspect of the PG will also give the actor new access to the elements of time and space.  He can, for instance, extend his arm before him and move it form one side to the other in actual space and time, but he can also do it by extending his imaginary arm together with the real one to the horizon and moving it there for days and even years
-the actor can create a contracting PG of “curling up” into his body and even “disappearing” in his imagination.  He can direct his Gesture down to the ground, and further down to the center of the earth.  He can send his Gesture above his head into infinite space and experience there “fantastic” Feelings if he wishes.  
-in reality it will not take him more than five to eight seconds to do it physically, but he may extend it in his imagination to many “centuries.”  All the Qualities will begin to sparkle and live in a way worthy of being radiated to the audience.  
-look at our Feelings.  All of them have a clearly expressed tendency to “break” the boundaries of actual time and space.  Joy, love, and all kinds of excitement seem to live in “larger” space and “shorter” time than, for instance, sorrow, grief, and longing, which use “less” space and “longer” time
-there is a fantastic element in our Feelings and Will-impulses; the nonactor may not need to realize it for his everyday life, but the artist, the actor, must awaken the fantastic element within himself and make use of it.  

-all movements, speech, “business” – all that the actor  is going to do on the stage when the curtain is raised – will acquire new significance, charm, power, persuasiveness, and, most of all, an ineffable aura of true and genuine art

-even the most naturalistic plays, in the most everyday business on the stage – reading a letter, drinking, eating, sitting calmly  in a chair, putting on his overcoat – the actor will become an “actor-magician” who differs from the mere “actor-photographer” or “actor-reporter” whose accurate reflection of life seems more dull than life can ever be

-“instead of trying to raise us to the imaginative level of true dramatic creation, they have brought the theatre down to our own level.  Everything that is actual must undergo a strange metamorphosis, a kind of sea-change, before it can become truth in the theatre.”  The fantastic element of the PG of the actor creates his metamorphosis
-this is not to say that all such Gestures have to be “eternal” and “infinite.”  It depends on the theme, the kind of production, the scene, etc and the taste and artistic tact of the actor himself

-here is the sphere of the actor’s intuition, where rules and regulations have no place.  The ability to work by means of fantastic PG and imaginary time and space elements is what matters.  If the actor is an artist, he will know how to use these new, creative possibilities in order to preserve the spell of art 

-“Chekhov’s characters remained complex human beings, but perhaps the kind of human beings one might see in a dream or imagine in their fantasies.  That is why in the eyes of the audience, these characters often manifested universal idea, such as life and death, love and hate, beauty and ugliness.  They had a power to resonate with such universal issues; they could also stir the most intimate, the most sacred feelings and thoughts in the audiences’ hearts and minds”

-“by introducing the actor’s body and psychology to working with abstract, inanimate objects and fantastic characters; Chekhov helps them discover certain hidden resources within themselves.  Developing such resources will not only make your acting rich, unpredictable, and inspired, it will help you lift it above an everyday, primitive, naturalistic plane.  Through working with fantastic PG’s actors will discover that they too can approach universal issues and ideas, no matter what kind of character or play they are performing: a realistic or a fantastic one”
-all that we have said up to now about the PG can be summarized in the following way; the actor, starting his work on the play, finds himself between two poles.  At one end is the written script and his role, at the other is his actual performance.  There is a huge gap between the two, which is unknown and possibly obscure to the actor
-the play remains foreign to the performer until he knows how to act the content, or rather until he has the capacity to act it.  Yet his acting cannot be stimulated until he knows or experiences the deeper level of the content of the play

-what can connect these two poles and thus fill the gap?  Only the power of the actor’s true individuality, which begins with his creative subconscious and artistic intuition; this is the only way to really explore the play, to find its deeper meaning, and to stimulate the acting, destroying all clichés

-the actor must admit that he has no free access to his own talent unless he uses a special technique for it.  The PG provides such a technique.  Let us make clear and explain it by means of a simple scheme

-the written play gives the actor the first ideas about the kind of PG’s, including their Qualities, he will need.  By producing and exercising the PG suggested by the script, the actor approaches his subconscious creative powers

-at this point, the PG’s absorb the music, rhythm, and beauty, the flame and the intensity of the thoughts and ideas of the actor’s subconscious in their purest and most crystal-clear forms.  The PG’s become rhythmical now.  They resemble melodies rather than object –or – action based acting.  Their Will-impulses, Qualities, and Atmospheres are not yet connected with any concrete objects; they are not yet factual acting

-from the time the creative powers of the actor are stirred and awakened by the work upon the PG’s, his eyes are open to the play.  He sees it more than before.  He penetrates its depths and true significance.  He begins to be moved by the content of the play and the character he is going to perform.  

-at the same time, the actor feels that he grows and ripens inwardly more and more for his future performance.  He no longer needs to refer to all sorts of clichés, but finds rather the source for his acting in his subconscious, which now begins to inspire him

-the “musical” PG transform themselves step by step into the acting, with all the words, business, objectives, score of Atmospheres, and situations given in the play and the character he is going to perform. 

-while rehearsing and, later, onstage, the actor will always feel that the PG which he discovered months earlier, stand constantly behind him, rendering to him that power and beauty, that charm and significance, that the Creative Individuality alone can give him

-the actor who is ready to accept our point of view should remember that all we have said must become a kind of sound “instinct” within him.  Knowledge alone will not help him.  He must need to go the right way, always moving by means of the PG, from the written play to the subconscious, and from there to factual acting

-to develop such a constant and natural inclination, the actor has to exercise it patiently and regularly, even over a long period
-the PG can be learned by anyone who was born with even the merest spark of talent

-each character on stage has one main desire, and one characteristic way of fulfilling this desire

-whatever variations the character may show during the play in pursuing his main desire, he nevertheless always remains the same character.  We know that the desire of the character is his Will (what), and his manner of fulfilling it is its Quality (how)

-since the PG is composed of the Will, permeated with the Qualities, it can easily embrace and express the complete psychology of the character

-through his imagination, though acting with Qualities and other means, the actor digs deeper and deeper into his character.  His final aim is to absorb the character in it entirety.  This work can be done simultaneously with the attempt, with the series of attempts, to create a PG for the character as a whole.  The actor can endeavor to find such a Gesture at any stage of his work, be it late or early.  

-the technique of applying the PG in this case is exactly the same as was described before in other cases.  What the actor needs to be able to achieve this aim is sufficient skill and experience, which can develop by exercising

-as soon as the actor begins to appreciate and then to love working with the PG, he will see that there is no longer any need for floundering and groping at random in the dark.  All stages of his work will be filled with the reasonable application of the PG

-his professional work will become sure, exact, and rapid.  Besides, he will feel from his own experience that he is now more original and individual in his work than before because the PG can only really be produced in an entirely individual way.  It can not be imitated at all, even when suggested from the outside

-an actor can try very hard to copy a PG that someone else has shown him, but he will soon be convinced that unless he fills this outside PG with his own Will and his own Qualities, the PG will mean nothing at all, even less than a cliché.  This is so because the PG is the nearest thing to the actor’s Creative Individuality

-another benefit of the PG is the positive effect it will have on the actor’s taste, which will develop and become more refined.  Deep in his talented nature the actor is irreproachable in his taste; what spoils it – even from childhood – is either vulgar, rude, and ungraceful impressions of his surroundings or, later on, a superficial, unscrupulous, negligent, and hasty way of expressing himself on the stage

-the PG in the actor’s profession is the means of receiving impressions by exploring the part, and at the same time of expressing his artistic conceptions in their first imprint.  In both cases the Individuality itself supervises these processes.  It purifies them by giving them its elegance

-the vitality and power of the actor’s expressiveness on the stage will also grow.  The PG, which possess spiritual power rather than physical strength, enables the actor to renounce all sorts of pushing, forcing, pressing, and straining in his acting

-these signs of the actor’s weakness usually lead to overacting rather than expressiveness.  Therefore, the actor must not be afraid of producing the PG as strongly as he can, knowing that this strength will later on stand behind him, making his acting expressive without exaggeration 

-the PG also makes the actor approach his work consciously.  He knows what he does and takes full account of each step he undertakes

-but the kind of consciousness we speak of hear is entirely different from what he would use to try to analyze his part in dry, intellectual way.

-the PG stands in the middle, between vague floundering and arid reasoning.  It is the product of pure, sound imagination.  For this conscious work the actor will find himself greatly rewarded by the rich inflow of inspiration from his subconscious

-thus through gesture you penetrate and stimulate the depths of your own psychology

-practical applications of the PG:

a) for the role as a whole

b) for separate moments of the role

c) for separate scenes

d) for the score of atmospheres

e) for the speech 
Chekhov (2)

Improvisation

-the highest and final aim of every true artist may be defined as the desire to express himself freely and completely

-an artist who strives to express his inner convictions does so by improvising with his own tools, his particular form of art

-his compelling desire and highest aim also can be achieved only by means of free improvisation

-every role offers an actor the opportunity to improvise, to collaborate and truly co-create with the author and director

-the given lines and the business are the firm bases upon which the actor must and can develop his improvisations.  How he speaks the lines and how he fulfills the business are the open gates to a vast field of improvisation.  The “hows” of his lines and business are the ways in which he can express himself freely

-his interpretation of the whole character down to its minutest features offers a wide range for his improvisations.  He need only begin by refusing to play just himself or resorting to worn-out clichés

-as soon as an actor develops the ability to improvise, and discovers within himself this inexhaustible well from which every improvisation is drawn, he will enjoy a sense of freedom hitherto unknown to him, and will feel himself much richer inwardly

-any and every possibility is open to you according to your mood at that particular moment, or according to the accidental things you may encounter during the improvisation.  All you have to do is listen to that “inner voice” which prompts all the changes of your psychology and all the business you resort to.  Your subconscious will suggest things which cannot be foreseen by anyone, not even by yourself, if you will but yield freely and completely to the inspiration of your own spirit
-real and true freedom in improvising must always be based upon necessity; otherwise it will soon degenerate into either arbitrariness or indecision 

-the plot, lines, tempo, the author’s and director’s suggestion, the acting of the others in the cast – all determine the necessities and the varying lengths between them to which you must accommodate yourself

-you will eventually be confirmed in the belief that dramatic art is nothing more than a constant improvisation, and that there are no moments on the stage when an actor can be deprived of his right to improvise

-an actor must develop within himself a sensitivity to the creative impulses of others

-an improvising ensemble lives in a constant process of giving and taking

-you will become more and more convinced that even while working upon an actual play, with all the director’s and author’s suggestions (necessities), you are still free to improvise creatively, and soon this conviction will become your new ability, your second nature, as it were

-rely completely on your improvising spirit.  Follow the psychological succession of inner events (feelings, emotions, wishes, and other impulses) that speak to you from the depths of your creative individuality and you will soon be convinced that this “inner voice” you possess never lies

Different Types of Performances

-each principle and every exercise in this book, if properly applied, opens one of the many “secret chambers” in our “inner castle”

-your talent grows, new abilities develop and your soul becomes richer and freer.  This is especially true is the exercises are done with joy and the principles applied with interest rather than carried out laboriously

-it is the same law of human psychology which increases our sense of beauty if ugliness is known to us or awakens our longing for goodness if we do not close our eyes to evil and shame around us

-we must suffer one to understand and enjoy the other

-newly acquired abilities in all types of performances will reveal themselves in many unforeseen ways and moments in your professional work

Tragedy

-we will stress only one feature of such a state of mind; he feels as if the average boundaries of his ego are 
Broken; he feels that psychologically as well as physically he is exposed to certain forces which are much stronger, much more powerful than he himself

-his tragic experience comes, takes possession of him and shakes his entire being.  His sensation, reduced to words, can be described as “Something powerful is now present side by side with me, and It is independent of me to the same degree that I am dependent on It.”  

-this sensation remains the same whether it is caused by an inner tragic conflict, as in the case of Hamlet’s main conflicts, or whether the blow comes from outside and is brought about by destiny, as in the instance of King Lear

-in short, a person may suffer intensely, but intensity or suffering alone is drama and not yet tragedy.  The person must also feel this powerful Presence of “Something” beside him before his sufferings can genuinely be called tragic

-all an actor has to do when preparing a tragic part is to imagine, all the time he is on stage that “Something” or “Somebody” is following him, driving his character to fulfill its tragic business and to speak its tragic lines
-the actor must imagine, or rather sense, this “Something” or “Somebody” as being much much more powerful than his character and even himself.  It should be a kind of superhuman Presence.  The actor must allow this “Doubleganger” (literally, double-walker) – this specter, wraith or apparition – to act through the character which inspires it

-everything will happen by itself.  His “Doubleganger,” being in possession of superhuman powers and feelings, will take care of all that

-what kind of superhuman Presence?  It might be a good or evil genius, vengeful and ugly or heroic and beautiful; it might be threatening, dangerous, pursuing, depressing, or comforting.  It all depends upon the play and the character

-just try making such an experiment and you will soon accustom yourself to the sensation of such a presence.  In a little while there will not even be any need to think of it

-play freely with the Presence you invent; let it follow or precede you, let it walk beside you or even fly above your head, according to the mission you want it to fulfill

Comedy

-on the other hand, sets up before the actor some definite conditions.  Here, as in drama, you are again your own self playing the character – but without one predominant psychological feature which the character requires

-it might be light-mindedness, shyness, amorousness, cowardice, an unwarranted gaiety or somberness or any other quality demanded of and by the character

-but whatever outstanding quality you choose for your comedy character, it must be performed with utmost inner truth and without event the slightest attempt to be “funny” in order to get big laughs

-humor that is true, humor of good taste, can be achieved only with complete effortlessness, by means of the greatest possible ease and strong radiations.  Ease and radiations, therefore, are two further conditions for the actor who wants to develop a special technique for performing comedy

-in order to get into the mood for comedy, it is best to try radiating in all directions, filling more and more space around you with rays of happiness and gaiety – like a child does quite naturally when expecting or experiencing some joyous event
-begin this before entering stage, otherwise might interfere with actual performance

-make your entrance with this widespread aura already bubbling all around you.  If your partners will help you by doing the same thing, the entire cast will soon find itself enveloped in a strong, sparkling comedy atmosphere which, combined with ease and a quick tempo, will rouse your genuine sense of humor as well as that of your spectators

-though a quick tempo is a necessary ingredient to comedy, it must occasionally be slowed down to break up the monotony (if only for one line or one movement

Clowning 
-a really great and talented clown also experiences a kind of “possession” by certain fantastic beings.  But of a different variety.  The humorous retinue of the clown consists of subhuman beings

-to them he gives access to his body and his psychology.  Together with his spectators he enjoys their whimsical, eccentric and odd appearances through himself.  He is their instrument for the amusement of himself and others

-there can be one or many of these pixies, gnomes, elves, brownies, trolls, nymphs or other “good folk” of that species who take possession of the clown, who make us feel that he is not quite a human being

-but all of them have to be nice, sympathetic, lovable, mischievous, funny, otherwise it may become repulsive

-they must enjoy their temporary right to use the human body for their games and tricks

-his reactions to a surrounding circumstance are completely unjustified, “unnatural” and unexpected: he might be frightened by things which do not give the slightest cause for fear; he might cry when we would expect him to laugh, or he might utterly disregard danger that perils him
-his emotional transitions do not require any psychological justifications

-the clown can not be inwardly untrue or insincere.  He has to believe in what he feels and does

-clowning can be an indispensable adjunct to the actor in perfecting all the other types of performances.  The more you practice it, the more courage you muster as an actor.  Your self-confidence will grow with it and a new, gratifying sensation will slowly emerge from within you.  Also your so-called Sense of Truth will grow immensely.  Clowning will teach you to believe in whatever you wish.  Clowning will awaken within you that eternal Child which bespeaks the trust and utter simplicity of all great artists

Composition of the Performance
-each art constantly strives to resemble music

-the same fundamentals which govern the universe and the life of earth and man, and the principles which bring harmony and rhythm to music, poetry and architecture, also comprise the Laws of Composition which, to a greater or lesser degree, can be applied to every dramatic performance

-for a good actor must acquire the director’s broad, all-embracing view of the performance as a whole if he is to compose his own part in full harmony with it

-the first law of composition might be called the law of triplicity
-in every well-written play the battle rages between the primary powers of Good and Evil, and it is this battle which constitutes the life impulse of the play, its driving force, and is basic to all plot structures.  But the battle itself inevitably falls into three sections: the plot generates, unfolds, and concludes

-the law of triplicity is connected with another law that of polarity
-in any true piece of art (in our case an inspired performance), the beginning and the end are, or should be, polar in principle.  All the main qualities of the first section should transform themselves into their opposites in the last section

-beginning and end in themselves usually embrace a series of scenes each

-the process that transforms the beginning into its polarity at the end takes place in the middle section, and it is this transformation which represents our third law of composition

-the director and actors can gain much from knowing these closely connected laws of triplicity, polarity, and transformation.  By obeying them their performances will acquire more than aesthetic beauty and harmony
-polarity alone, for instance, will save the performance from monotony and give it greater expressiveness, as contrasts always do; it will also deepen the meaning of both extremes.  In art, as in life, we begin to evaluate, to understand and experience things differently if we see them in the light of true contrasts

-the very essence of one without the other might easily escape us.  Contrasts between the beginning and end is truly the quintessential of well-composed performance

-(referring to a speeches in King Lear) the first and third speeches are in contrast to each other, as will and thought are.  Between them, as the transitional connecting link, stands the second speech born of feelings

-different psychologically will be the attitudes the actor awakens in himself for each of these speeches

-the value of things changes in the light of spiritual or in the dark of the material

-imagining it as a continuous process of transformation, you can perceive every moment of it simultaneously in the light of beginning and end.  Simply ask yourself:  To what extent and in which sense does this or that particular moment of the middle part depart form the beginning and approach the end?  In other words, in which sense has the beginning already transformed itself into the end?

-these “alreadies” and “not yets” spin living threads, weaving each and every given point of the past (beginning) into the present and simultaneously prophesying the pattern of the future (end).  Each scene and character reveals its true meaning and significance in each moment of the transformation, which takes place in the ever-present middle part

-until the very end, where the “not yets” are no more and all the “alreadies” merge into the final majestic design of the tragedy
-bearing in mind how all the scenes transform one into the other under the influence of the three laws of composition, the director and actors can easily distinguish between the important and the unimportant, between the major and the minor.  

-they will be able to follow the basic line of the play and the battle raging in it without getting lost in the details.  Seen in the light of composition, the scenes themselves will prompt the director as to how they should be staged, because their significance to the whole play is unmistakably revealed to him

-the laws of triplicity, polarity and transformation lead us to the next law of composition, which consists of finding climaxes for the three big sections or units

-each of the units had its own meaning, characteristic qualities and prevailing powers, all of which are not evenly distributed within them; they wax and wane in strength, they rise and fall like waves.  Their moments of maximum tension we shall call climaxes
-in a well-written and well-performed play there are three main climaxes, one for each unit.  They are related to each other as the three units themselves: the climax of the first unit is a kind of summary of the plot thus far; the second climax also shows in condensed form how the plot of the second or middle unit develops, and the third climax crystallizes the finale of the plot within the framework of the last unit

-therefore, all three climaxes are also regulated by the laws of triplicity, transformation and polarity as the units are.  
-the first climax may be likened to one in which a seed suddenly breaks through its cover and the growth of the plant begins

-before trying to find the climax of the second unit it is a prerequisite that we probe the climax of the third unit

-it is the fruit of the seed which grew and developed during the tragedy

-the polarity of both main climaxes is the same as the polarity of the beginning and the end of the play

-what takes place before you is the process of transformation of the past into the future.  The polarity is in the process of being shaped.  You experience the climax of the middle, transitory unit

-the three main climaxes (if they are found correctly, by artistic intuition rather than by reasoning) give you the key to the main idea and to the basic dynamic of the play.  Each climax expresses the essence of that unit which it represents

-if you try to see only these three climaxes in your imagination, you can express the content and the meaning of the whole tragedy in three words (sin, judgment, and enlightenment in Lear), the three climaxes crystallize one more facet of the main idea of the play

-it might be suggested to the director that he start his rehearsals with the three main climaxes.  It is an erroneous impression that rehearsals of a play should start with the very first scene and continue in undeviating succession; it is prompted by habit and not inspired by creative necessity.  There is no need or reason to start from the beginning if the whole play is vivid in the imagination.  It would be better to start with scenes which express the gist of the play, then proceed to scenes of secondary importance

-each of the three main units of the play can be subdivided into any number of smaller ones.  These smaller units also have their own climaxes, which we will call auxiliary climaxes to distinguish them from the main ones

-all the climaxes are correlated, complementing or contrasting each other

-the three main climaxes absorb in themselves the whole idea of the play and express it in three successive stages.  The auxiliary climaxes build transitions and connecting links between them.  They are the elaborations of the main idea

-therefore, the director might to well, having started his rehearsals with the main climaxes, to take up the auxiliary climaxes, until gradually the details group themselves around the spine

-the number of climaxes does not depend on any laws and may be freely defined in accordance with the taste and interpretation of the director and actors.  To distinguish the moments of lesser tension we will call them accents
-the next principle we shall call the law of rhythmical repetitions.  This law also manifests itself in various ways in the life of the universe, earth, and man

-first, when phenomena repeat themselves regularly in space or time, or both, and remain unchanged; second, when phenomena change with each successive repetition.  These two kinds of repetition evoke different reactions in the spectator

-in the first case the spectator gets the impression of “eternity” if the repetition takes place in time, or of “endlessness” if it occurs in space.  This kind of repetition, applied to the stage, often helps to create a certain atmosphere

-consider the rhythmical sounding of a bell, the tick tock of a clock, the sound of waves beating against the shore, recurring gusts of wind, etc; or contemplate the repetitions in a setting, such as equally distributed rows of windows, pillars, tiers, or human figures passing evenly across the stage

-the effect produced by the second type of repetition, when phenomena do change, is a different one.  It either increases or diminishes certain impressions, making them more spiritual or material; it increases or diminishes the humor or tragedy or any other facet of a situation 

-life in its manifestations does not always follow a straight line.  It undulates like waves, it breathes rhythmically.  Thus rhythmical waves assume various characters with different phenomena; they flourish and fade, appear and disappear, expand and contract, circumfuse and centralize, ad infinitum.  In application to dramatic art we can consider these waves as expressing only inner and outer action

-imagine a meaningful stage pause radiant with power. Inwardly active, creating a strong atmosphere and holding the audience in suspense.

-it is not unusual to find a pause so pregnant, for a pause is never a complete vacuum, gap or a psychologically void space.  Empty pauses do not, and should not, exist on the stage.  Every pause must have a purpose

-a real, well-prepared and perfectly executed pause (long or short) is what we might call inner action, since its significance is implied by silence.  

-its antithesis is outer action, which we can define as a moment when all visible and audible means of expression are used to the fullest extent; when speech, voices, gestures, business, and even lighting and sound effects, ascend to their climatic point.  

-between these two extremes there is a spectrum of outer action in that it increases or decreased in varying degrees

-ebb and flow of inner and outer action, these are the rhythmical waves of a performance’s composition

-the pause has an affinity to Atmosphere.  Both are inward, must strongly radiate from the performer, and are rooted in the realm of feelings

-the complete Pause, on the one hand, and the complete outer action on the other, are two poles between which the Diminuendo and the Crescendo swing.

-smaller rhythmical waves can be found within the larger.  Rhythmical waves make the performance pulsatingly beautiful and expressive; they give it life and kill its monotony 

-they would do much better to take full advantage of each and every climax, and make use of every opportunity between them; to rise to the peak of each rhythmical wave in order to invest their productions with maximal impact, relief and variety

-the inner tempo can be defined as a person’s quick or slow change and Transformation in the mind, Feelings and Will impulses.  The outer expresses itself in a person’s quick or slow outer tempo

-composition of the characters – each character in the play has its specific psychological traits.  These traits must be accepted as a foundation for the composition

-in this respect the task of the director and actors is twofold: to emphasize the differences of the characters and yet to see that they complement each other as much as possible

-the best way to fulfill this task is to conjecture as to which of the three psychological traits dominates each of the characters – will, feelings, or thoughts – and the nature of each trait

-if more than one character possesses the same trait, how do they differ in this trait

-of course, not all plays, whether old or modern, provide such a unique opportunity to apply all of the suggested principles as does King Lear.  Nevertheless, even a partial application of them will give the performance life, relief and aesthetic beauty, will deepen its content and make it more expressive and harmonious

-wherever we discover a true piece of art, we also find an “artistic frame.”  Each artistic action, however large or small, must be preceded by a preparatory activity and then followed by a sustaining moment.  This creates the frame.  Neither nature nor man is exempt from this law
-for the artist, dawn is the Preparation for a long summer day, with its constant fight between passion and laziness, and the twilight is a desired Sustaining

-the natural function of the creative human spirit is to unite and to synthesize, contrary to the intellect, which divides and analyzes.  A sense of Composition serves such unification

-when the actor truly acutely experiences all the principles of Composition we have spoken about, they transform themselves into his heart and Will

-another factor that will enable the audience to experience the Composition of the performance is provided by the laws of Composition themselves.  They extend their numerous threads from each point of the play to all the others, binding and holding them together

-the actor cannot comprehend Composition and Rhythm if they are not experienced and felt inwardly.  The internal experience is beyond any verbal, intellectual explanation

From Script to Rehearsal Hall
-Units and Objectives are perhaps Stanislavsky’s most brilliant inventions, and when properly understood and correctly used they can lead the actor immediately to the very core of the play and the part, revealing to him their construction and giving him a firm ground upon which to perform his character with confidence
-Stanislavsky said, in essence, that in order to study the structure of the play and the part it is necessary to divide them into (bits or sections).  He advised starting with big sections first, without going into their details, and to subdivide the large units into medium-size and small ones if they appear too general

-Stanislavsky further said that the Objective is what the character (not the actor) wishes, wants, desires; it is its goal aim.  The Objectives follow one another in succession (or they might overlap)

-all the character’s objectives merge into one over-all objective, forming “a logical and coherent stream.”  This main Objective is called the Superobjective of the character.  That means that all the smaller objectives, whatever their number, must serve one aim – to achieve the superobjective (the main desire) of the character
-still further, Stanislavsky said, “In a play the whole stream of individual, minor objectives (as well as the superobjectives of the character) should converge to carry out the superobjective of the entire play, which is the leitmotif of the author’s literary  production, the leading thought which inspired his work”
-“I want or I wish to do so and so…” and then follows the verb expressing the desire, the aim, the goal of the character. 
-I want to persuade, I want to get rid of, I wish to understand, I wish to dominate, and the like.  

-never use feelings and emotions while defining your objectives – such as I want to love or I wish to feel sad – because feelings or emotions cannot be done.  Either you love or feel sad, or you don’t

-the true objective is based upon your character’s will.  The feelings and emotions naturally accompany your objectives, but they themselves cannot be turned into an objective.  

-thus we have to deal with a number of smaller objectives as well as the superobjectives of each individual part on one hand, and with the superobjective of the entire play on the other

-for the process of dividing the part (as well as the entire play) into units, the principles of Composition are suggested.  Start by dividing the part or play into three big units or sections, then if necessary, make any number of subdivisions

-but always keep in mind Stanislavsky’s warning: “The larger and fewer the divisions, the less you have to deal with, the easier it is for you to handle the whole role

-Stanislavsky added that very often it is not until after several performances, when the reaction of the audience becomes apparent that the true superobjective can be realized and fixed.  From this statement by Stanislavsky we are bound to infer that the actor must frequently be content with a number of the character’s minor Objectives without knowing where they lead to

-but my personal contention is that the actor must have some general knowledge of the final goal

-in other words, the actor should be well aware of the superobjective for the entire role at the very outset.  For how else can he merge all the objectives into “a logical and coherent stream” without making any errors?

-you know that each more or less significant character wages a fight throughout the whole play, is in conflict with someone or something.  He either wins or loses his battle

-suppose we ponder the following questions: what becomes of the character, what does he do or intend to do after he has achieved his victory?  What would he do if he won his fight, what should he do?  The answer to these and similar questions (often projects beyond the play itself) can indicate more accurately what the character was fighting for throughout the whole play, or what his superobjective was
-the Superobjective will thereafter reveal to you all the smaller objectives which are subordinate to it

-you will find the Superobjective of the entire play, or at least pave the way for its discovery, if you apply the same method of asking questions.  But this time you do not address yourself to the characters.  You appeal straight to the audience

-you can imagine your audience and anticipate its future reactions

-the questions the actor and the director can ask of their imaginary spectators when looking for the play’s superobjective are numerous and varied.  Of cardinal importance is to ask them to reveal the psychological result they experience after the last curtain has fallen

-thus, with your meditative mind, you penetrate into the spectators hearts.  You examine their laughter and tears, indignation and satisfaction, their shaken or confirmed ideals – in fact, everything they take home with them after the performance. 

-these will be their answer to your question; these will tell you better than any erudite speculations why the author had written his play and what inspired his work.  In brief, what the superobjective of the entire play is

-no matter how faithfully an actor of director reads a play, it is still his own interpretation of what the author intended.  And no matter what the author intended, it is what the audience interprets from his play that is the decisive superobjective
-why?  Because the audience as a whole senses the play with its heart and not with its brain; because it cannot be lead astray by the actor’s, director’s or author’s personal points of view; because its reaction on opening night is immediate, free of any tendencies and unconditioned by outside influences; 

-because the audience does not analyze, but experiences; because it never remains indifferent to the ethical value of the play; because it never loses itself in details or evasions, but intuitively detects and savors the very marrow of the play.  All these potential audience responses will give you a more reliable guarantee that the leading thought, the author’s main idea, or what we call the superobjective of the entire play, will be found as a psychological result within the big and unprejudiced “heart” of the audience

-for, having consulted the imaginary audience’s big “heart,” the interpretation of the play by actors and directors will be better guided and more inspired by the audience’s “voice.”  The audience is an active co-creator of the performance.  It has to be consulted before it is too late, and especially when searching for the superobjective of the play
-at first the experiences of your imaginary audience will appear before your mind’s eye as a spontaneous, unclarified and general impression.  But you must draw all sharp and specific conclusions from it, formulate all the potential thoughts and define all the emotions

-having found, if only approximately, the superobjectives of the entire play and the individual characters, you might proceed to the medium-sized and smaller objective.  But never try to discern any objective with your reasoning mind.  It may leave you cold.  You may know it, but may not wish or want it

-the objective must have its roots in your whole being and not in the head alone.  Your emotions, your will and even your body must be entirely “filled” with the objective

-try to realize what actually happens in your everyday life when you get a certain desire, aim or objective that cannot be achieved immediately.  What goes on within you while you are compelled to wait until circumstances permit you to satisfy your desire or fulfill your objective?  Are you not inwardly constantly fulfilling it with your whole being?  From the very moment the objective forms itself in your soul, you are “possessed” by a certain inner activity

-if you do not feel yourself “possessed” by the objective, you can be sure that to a lesser or greater degree, it still remains within your mind and not within your whole being, that you are still thinking and not truly wishing

-the objective turned into a PG that stirs the whole being and makes it active, can help you overcome this difficulty.  Another way would be to imagine your character as being “possessed” by the objective.  Peer attentively into its inner life until it awakens a similar psychological state within yourself; or use the sensations we discussed to arouse your feelings
-the Objective is concerned with the problem of how to compose the actor’s Will-impulse on the stage in connection with the play’s content.  Everyone is always wishing something, always has a goal

-this goal directs all person’s actions, conduct, and words.  In life, many aims are woven into a complicated psychological whole, much of which dwells in the half-conscious or even subconscious regions of the person.  But for the actor on stage, conveying the Objective of the character must be a conscious effort

-knowing the Objective, the actor directs his acting so that the text and business lead to the achievement of the Objective.  Such aiming on the part of the character makes the acting sensible and gives the play a strong spine

-a conscious Objective, maintained during the period of rehearsal, gradually becomes unconscious and thus influences the actor’s conduct on the stage.  We wish to add some suggestions as to how the Objective can be used

-in trying to find the objective by means of dry, intellectual analysis, the danger lies in transmitting the Objective from the purely metal sphere to the region of the actor’s Will, where it belongs

-the Objective thus captured by the intellect cannot be of use to the actor.  All that he undertakes on the stage with such intellectually understood Objective will become artificial, thought out, poor, and surely misleading

-first, one needs the imagination in order to find the Objective.  This means that the actor sees his character acting before his minds eye and, while observing it, endeavors to guess what the Objective may be.  By watching the pictures of his imagination actively, and not by reasoning alone, the actor may expect to solve the problem of the Objective.  To see the objective before knowing its aim
-“there is an outer eye that observes, and there is an inner eye that sees” wrote Robert Edmond Jones, and it is to this inner eye that the actor appeals when searching for the Objective by means of imagining..  He may be sure that he will not fail in this search if he does not try impatiently to force the result

-the process of experiencing through the imagination cannot be violated.  It is useless and dangerous to try because the intellect is always on the lookout.  Having been found this way, the Objective comes as a pleasant revelation, urging the actor’s Will, which reasoning can never do

-the second way of finding the Objective is this: Act spontaneously several times, then ask yourself, “what have I done?  What was I aiming at?  This is to search for the Objective by appealing to one’s Will.  Here again, before knowing what the Objective is, we experience it

-while freely acting so many moments or scenes, the actor must keep a “spying eye” upon himself.  Whether the answer comes while you are acting or afterward, it will arise from the realm of your Will, avoiding the sphere of your intellectual reasoning

-you can do this easily while incorporating bits of your part, or you can start acting for the purpose of finding the Objective only.  In this case, you do not have to act fully, as you would if you were before an audience.  You will get the desired result even by merely hinting at your probable acting – by speaking and moving on the sly.  

-this can be done alone or with partners.  By taking simple and obvious Objectives, you must make sure that they do not remain only in your mental sphere, because of their obviousness

-in both of these suggested means of finding the Objective, the mission of the intellect is to understand and to fix what has already been found.  But the best way to fix, refine, and exercise the Objective is by means of the PG.  The only way for the intellect to fix the Objective is to find a verbal formulation for it: “I wish to…….

-this becomes a symbol for the Objective, but not the Objective itself, whereas the PG, as the crystallized Will, is the Objective.

-a verbal symbol cannot be exercised by the actor, but can only remind him of what has to be exercised and developed.  The PG, though, can undergo any kind of elaboration, growth, and development.  Each “I wish to…..” can be turned into a PG
-the PG occupies the whole body, the whole being of the actor, and so will the Objective when turned into such a Gesture
-if the actor’s body and whole being have not felt the experience of being tangibly filled with certain Will content, as in the case with the PG, then he can be sure that he has not yet found the real Objective – this guiding and inspiring impulse within him

-if a mother desires to hold her child to her bosom, in her vision she is already doing so.  If a weary person wishes to get up from the armchair, in his imagination he is getting up.  

-Leo Tolstoy said that if someone is haunted by the desire for revenge, he is stimulated by pictures of punishment.  They increase and strengthen his Objective.  But he need only replace such pictures with others and his Objectives will change

-if he tries to see the other person completely defeated, severely punished, and crushed, his Objective will give place to another, perhaps a desired to forgive, to help, to reconcile.  The actor can use such pictures for his Objectives, choosing them freely in accordance with his part and the situations in the play

-the picture becomes an urging, inspiring power in the actor’s will

-when exercising and using the Objective in rehearsal, we must, having fulfilled it, drop it completely without retaining any indefinite impulse and vague reminders of it.  Otherwise, the actor’s performance will take on flattened, linear shape

-the clearer the initial and final stages of the utilization of the Objective, however, the more strongly the actor will be able to experience it and then drop it

-through strong concentration and a vivid imagination, together with the use of the PG behind the acting, Steiner’s Eurhythmy and Speech Formation, the Objective and the Atmosphere, the actor will experience something resembling a process of awakening
-his inner Activity will increase and will seek an outlet.  A constant impulse for creative work will be present in him.  He will feel that everything he does no the stage is accomplished easily and readily and teaches his audience.

-how often the actor on stage pushes out his words, feelings, and movements, without having any real impulse for it, hoping that the impulse will come mechanically.  This is the wrong kind of Activity.  He pushes instead of letting the words, feelings, and movements flow on the natural, intrinsic wave of Activity
-what is the difference between theses two kinds of activity?  The incorrect one is nearly always restricted to a certain part of our being, whether it is the speech apparatus or the limbs that we move.  

-the correct Activity is not located anywhere.  This Activity permeates the whole being, psychologically as well as physically.  If incorrect Activity seeks to form habits that becomes theatrical clichés, correct Activity seeks always for new and fresh means of expression and cannot allow clichés, which automatically manacle it

-incorrect Activity exhausts quickly, while correct Activity fills us with new life and a new desire to create.  Whereas incorrect Activity causes contraction in our body and soul, correct Activity frees us and leads us to expansion.  The actor must distinguish between the two kinds of Activity in himself, and must try always to keep the right one.  The hampering powers in us always diminish and dampen proper Activity, but having once found it, the actor must endeavor to maintain it
-it is important to understand that there are three degrees of Activity in our consciousness – dreaming, waking, and creating.  The last is, of course, the highest and the strongest.  The creative state should be activated in the actor even during rehearsals.  

-the actor should not believe that he may appear on the stage with the same degree of Activity as he possesses in his private life.  This wrong belief prevents him from realizing that on the stage the level of his private life appears lower than it appears in his everyday existence

-with a desire to look natural, he gives the impression of a lifeless puppet.  He lacks the increased degree of Activity, which alone can enable the actor to look “as in life” from the audience

-“you as an actor are in the theatre and not on the street or at home.  If you put on the stage the action of the street or the home, these will resemble very much what would happen if you were to put a life-sized statue on top of a column:  It would no longer seem life-sized” – Constant Coquelin

-the large characters of classics must become human and not dead, empty figures.  Then they will appear simple on the stage.  But the actor can only find this simplicity behind their great words and deeds if he will sacrifice his personal “simplicity.”  The simplicity of the character is the result of increased activity and may involve very complicated preliminary work for the actor. The character must be always present on the stage. This is an axiom

-as a result of keeping to the right kind of Activity, the actor will find that he has acquired the ability to Radiate out of himself emotions, Feelings, Will-impulses, and Images while on the stage
-he will appreciate this ability as one of the strongest means of expression, and as soon as he becomes aware of it, he can support and increase it by means of his conscious effort.  His habit of concentration will also strengthen his ability

-on the stage the actor will feel himself as a kind of center that continuously, expands in any and all directions he chooses.  More than this, the actor will be able, through the power of Radiation, to convey to the audience the finest and most subtle nuances of his acting, and the deepest meaning of the text and situations.  In other words, the audience will receive the contents of the scenic moment together with the actor’s most intimate and individual interpretation of it

-if the atmosphere bears the content in general, then Radiation bears it in detail

-those indescribable, unspeakable things that the actor has accumulated in his soul while working creatively on his part will be conveyed only through Radiation.  So an intangible means of expression may become the most tangible part of the performance, revealing the play, the part, and the actor’s individual face behind them

-although we have said that Activity and with it Radiation will come of themselves, it is possible through exercises to quicken the process of an actor’s development and to strengthen his abilities

-as the natural result of Activity and Radiation, the actor’s work will become significant in all his moments on the stage.  This fact is even more important for the success of the performance as a whole than for the actor 

-therefore, me may say that a certain degree of Significance must always be present, its intensity regulated by the good taste of the actor and the director.  There is no place on the stage for events that are entirely insignificant
-the more significant the impression of the piece of art, the more harmonious will be the poise and the greater the satisfaction the onlooker will receive from it.  Also the actor who can be significant will naturally use extreme economy in his means of expression

-he will no longer need to employ the vague, feeble clichés with which he so often tries to cover psychological gaps or fill the time when he has no lines.  He will always be significant without distracting, eschewing incessant, insignificant “acting” that detracts from more significant characters and scenes

-a love for the essentials of acting will soon develop in the actor, and through this, the performance will acquire a higher standard, which will guide the audience’s attention along the main lines of the plot

-as a rule the actor is one of a group of people – an ensemble – the members of which must find the right connection with each other in order to establish a constant harmony among themselves.  The more sensitive they become, through correct training, the more they depend upon each other for mutual support and inspiration 

-a group of actors that desires to develop in the direction described above will in time acquire the happy ability of improvising every moment while acting on the stage.  They will improvise freely, so that each hint given by one member while acting will be taken up by another, used, developed, and returned
-ensemble acting, if rightly understood, is the opposite of what we have called acting with clichés, in which everything is outwardly fixed and inwardly deadened

-the strongest, all-dominating “how” in art, we might even say the supreme “how” – although the most illusive – is Style

-this sense rises from the most profound depths of the human consciousness, whether in an individual or in an epoch, and cannot be imitated outwardly in stage sets and theatrical costumes

-the actor’s nature undoubtedly longs for a sense of Style, as does every artistic nature.  But in our time it cannot be so easily achieved without a stimulus.  The modern actor should use certain exercises in his first steps toward a sense of style

-the sense of Style, when obtained from the actor’s dreams, will penetrate slowly and deeply into his nature

-Steiner wrote “The better the actor has trained himself, to live with his dreams, remembering their images, putting them before his mind’s eye again and again, the better posture he will have on the stage.  He will acquire for himself not outer posture alone, but artistic posture, full of style”
-further, he says, that the actor on the stage will use his body not with skill only, but with artistic flexibility.  Such flexibility can be achieved only from within, while skill can be acquired largely by means of physical training alone

How to Approach the Part

-“after all our studies we acquire only that which we put into practice” – Goethe

-as soon as you get your part, start reading the play several times until you are quite familiar with it as a whole

-then concentrate on your character alone, imagining it at first in scene after scene.  Then dwell on the moments (situations, business, lines) which attract your attention most

-continue to do this until you “see” the inner life of the character as well as its outer appearance.  Wait until it awakens your own feelings

-try to “hear” the character speak.  Either you might see your character as described by the author or you might also see yourself playing the character in make-up and costume.  Both ways are correct

-begin to co-operate with your character, asking questions and getting its “visible” answers.  Ask your questions about any moment you choose, regardless of the continuity of scenes given in the play, thus improving something of your acting here and perfecting something there as you skim over the whole area of the character

-start incorporating it bit by bit, with business and lines

-continue this work during rehearsal, incorporate all that happens there and include this in your imagination and go over your own acting, ask the question “how can I improve this or that moment?  Answer it by improving it first in your imagination and then by actually trying it out (still working at home between rehearsals)

-using your imagination this way, you will find that it facilitates your work.  You will also notice that many inhibitions which hampered your work until now will disappear

-our images are free from any inhibitions because they are the direct and spontaneous products of our creative individuality.  All that hampers an actor’s work comes either from an undeveloped body or from personal 

psychological peculiarities such as self-consciousness, lack of confidence and fear of making a wrong impression.  None of these disturbing elements is known to our creative individuality; it is free from personal psychological limitations as our images are free from material bodies

-you can also start your work on basis of atmosphere

-imagine your character fulfilling business and speaking the lines within the different atmospheres given or indicated by the play.  Then create one of these atmospheres around you and begin to act under its influence.  See that all your movements, the timbre of your voice and the lines you speak are in full harmony with the atmosphere you have chosen; repeat this for the other atmospheres at well

-it often happens that composers, poets, writers and painters begin to enjoy the atmosphere of their future creations long before they start actual work upon them

-therefore, your approach to the part through atmosphere will give you a great chance to discover in the character many interesting and important features and fine nuances which otherwise might easily escape your attention

-you will also make a good beginning by applying what we called the sensation of feelings.  Try to define the general or most characteristic quality or qualities for the part you are going to work upon

-each character has its penetrable and definable qualities

-having found the general quality for the entire character, and having experienced it as a sensation of desirable feeling, try to act your part under its influence.  Do it in your imagination first, if you wish, and afterward start rehearsing it in actuality

-by doing so you might find that the sensations you use to awaken your genuine feelings are not quite correct.  If so, do not hesitate to alter them again and again until you are entirely satisfied

-having chosen certain general sensations for your character, make notes on the margin of the script.  As the result of this procedure you will have a number of sections or bits into which your entire part will be divided.  Do not make too many sections; else they may become rather confusing.  The fewer the number of bits and sections, the more helpful will they be for your practical work upon the part

-about ten of such sections for a medium-size stage role or movie part will suffice.  Rehearse your character again, following faithfully the notes you made

-you will remember that the qualities and sensations are nothing but means of awakening your artistic feelings.  Therefore, as soon as such feelings are aroused within you, give yourself up to them entirely.  They will lead you to the fulfillment of your part.  The notes you make while trying to find the right sensations will serve you as a means of refreshing your feelings should they, for some reason, become torpid or even disappear entirely

-another approach to the part is by means of the PG

-try to find the correct PG for the whole character.  Start acting, fulfilling business and speaking lines on the basis of the PG you have worked out

-the strength, type, quality, and tempo of the PG must be handled freely and deftly, and altered as many times as you deem necessary.  So keep it flexible until you are completely satisfied with it

-use the PG throughout the whole period of the role, whether rehearsing or acting it.  Exercise it before each stage entrance  

-define the general tempo in which your character lives, as well as the particular tempos of different scenes and moments, and practice your PG anew, according to these different tempos

-also explore your part with a view to the interplay of inner and outer tempos.  Use every opportunity to combine the two contrasting tempos

-while using the PG as a means of approaching your part, apply it also to ascertain the different attitudes your character has toward others.  Thinking that a character always remains the same while meeting other characters in the play is a crucial mistake that even great and experienced actors often make

-as you may have observed, only very stiff, inflexible or extremely conceited characters always remain “themselves” while meeting others
-observe yourself and you will see how differently you instinctively begin to speak, move, think, and feel while meeting various people, even if the change others produce in you is only small or barely noticeable.  It is always you plus somebody else
-go over your whole part and try to define what general feelings (or sensation of feelings) the other characters awaken in yours.  Do they make it feel warm, indifferent, cold, suspicious, trusting, enthusiastic, contentious, timid, cowardly, restrained – what?
-or what desires they engender within your character.  Do they give in the urge to overpower, submit, revenge, attract, seduce, make friends, offend, please, frighten, caress, protest – which?

-and don’t overlook instances in the course of the play when your character also changes its attitude toward the same person

-you will often find that the main PG which expresses your character as a whole will need only a slight alteration to incorporate its general attitude toward the other characters.  The application of the PG affords the unique opportunity of painting your part in various colors, thus making your performance rich in tone and fascinating to watch
-should you wish to start your work by building the character and characterization for it begin your “game” with the imaginary body and the center looking for characteristic features suitable for the role.  At first you might use the imaginary body and center separately, and later on combine them

-in order to adopt and acquire easy mastery over them, it is suggested that you take your script and write out all your character’s business, including entrances, exits, and every movement no matter how insignificantly they might seem to you.  Then one by one, start carrying out all these happenings, big and small, trying to comply with whatever inspirations your imaginary body or center, or both, happen to give you.  Do not exaggerate, do not stress their influence, else your movements will become artificial 
-the center and the imaginary body are in themselves powerful enough to change your psychology and your way of acting without being “helped” by pushing or forcing of any kind.  If a fine and delicate expression of your characterization is what you earnestly want, let your good taste and feeling of truth be your guides in this pleasant “game” with the imaginary body and center

-after a while add to the business some lines connected with it; only a few at first, then more and more until the entire text of your part is rehearsed this way.  You will soon learn what kind of speech your character is inclined to adopt, slow, quick, quiet, impulsive, thoughtful, light, heavy, dry, warm, cold, passionate, sarcastic, condescending, friendly, loud, low, aggressive or mild, to name only a few
-all such nuances of speech will reveal themselves to you through the same means of the imaginary body and center if you faithfully follow their suggestions without hurrying the result.  Enjoy your “game” rather than toil at it impatiently

-not only will your acting and speech become more and more characteristic, but even your make-up will be clearly visualized for you by this simple approach to the part.  The whole width and breadth of the character will unveil before you as a panorama in the shortest time.  But do not drop your “game” until the character has been so absorbed by you that you no longer need to think of your imaginary body

-from the very beginning of your work upon the character you might also utilize some of the Laws of Composition

-you can choose those which appeal to you most, or those which give you the best and quickest results.  You will soon notice that some are more suitable for one part and some for another.  Make your choice freely

-in time you will be able to try out all of them and perhaps use them with equal facility and success; but do not overload yourself with more than is necessary for the optimum performance on your part

-the method must, above all, help you and make your work pleasant, and if properly uses will not under any circumstances make it hard and depressing.  For acting should ever be a joyous art and never enforced labor

Four Stages of the Creative Process

-let us regard the whole creative process in theatre as consisting of four successive stages.  Knowledge of these will give the actor assurance in his work and will free him from the slavery of accidents, personal moods, disappointments, and nervous impatience.  These are the enemies of the actor who is unaware of the sound way of creating a part

First Stage

-the first stage is the most intimate and subtle, in which the conception of the whole future performance and all the characters take place.  All is anticipation, expectation, and hopeful guessing.  The actors have received their parts.  Whether the parts are new or well known to them does not in the least affect that typical joy that arises in their hearts, signifying that the work has begun

-the Higher Ego experiences the flutterings of “first love.”  Eagerness to meet the future audience; confidence in it and in oneself; the hope of being able to express dear, intimate things in one’s own way, individually and freely – all this is the actor’s experience at this moment

-deep in the hidden regions of his soul, where the Creative Individuality is always active, the preparatory work goes on and must not be disturbed too early by conscious interference.  The general, all-embracing Atmosphere is, for the actor, a first sign of the work that his subconscious mind is now performing on the whole play

-first, the actors must be fed the idea, the general Atmosphere, the style, the dynamic of good and evil, and the social significance of the play.  
-at this period of the work, the characters become an organic part of the whole, and so they remain during all the following stages, if their hidden development has not been disturbed in the beginning.  At a later time, the actor accumulates the potential ability to express the entire play, at each moment and in every detail

-this initial work springs from the ever active and artistically wise Higher Ego.  The more conscientious the work of the actors in assuming the suggested method has been, the more successful will be the subconscious process.  This early stage, if rightly understood and carried out, is a guarantee against over or under-emphasis of a single character.  Conversely, prematurely isolating a character from the whole composition of the play at this time may cause many difficulties for the actor later on and may even turn newly born characters into artistic perversions

-living in the general Atmosphere of the play, the actor should read the whole play for themselves again and again, observing the images arising out of the Atmosphere.  The images of this period are usually ephemeral and transitory, but they all reveal to the actors new, exciting, and promising ideas.  Here the actor can really learn what it is to be able to wait actively

-as they enjoy the interplay of images, the actors may feel gradually attracted to some more than to others; they should try not to interfere with the subtle process of inner formation and choice.  Their concern is still the same – to see the images as clearly as possible in spite of their mobility and great independence

-actors will find both exciting and useful to start at this stage a kind of “diary,” in which they make notes of their visions in a few sketchy words, simple drawings, and even in a few free lines, using perhaps colored pencils.  Such a “diary” will remind the actors of their first fluctuating and ephemeral images, which without such a “diary” could easily be forgotten and therefore lost for the future work.

-going over these notes in later stages of work, actors will also find that images, ideas, and creative impulses have developed of themselves, and from the pages of their “diaries” actors will get new, exciting inspirations.  Impressions of certain dreams recorded in the diary can often be useful as well
-after a time the actors will be urged to concentrate more and more on their own characters, which at moments will demand certain intervention on the part of the actor.  This does not mean that the image wants to give up its independence.  On the contrary, it will increase its own activity, having been stimulated by the actor’s conscious interference.  At this point, Leading Questions are the right technical means to be used

-the Higher Ego sends out more and more images, which are the messengers of its marvelous activity.  They descend into the realm of the conscious life of the actor, and this is a sign that the second stage must begin, in which the actor the actors start to work methodically on their images

-the first stage resembles listening to a distant musical melody with its rhythms, interwoven themes, and audible images, and does not need to be stopped abruptly when the second stage begins.  The two can continue simultaneously for a long time

Second Stage

-conscious elaboration of the images, the questioning “creative gaze,” and an active search for better and more expressive images characterize the second stage.  
-the main part of the work still lies in the sphere of the imagination.  Even rehearsals with partners and director’s constitute “imagining” the play, the situations and the characters, under the guidance of the director.  

-he puts Leading Questions before the actors, combining them so that they make his idea, his interpretation of the play, the style, and the nature of the future performance clearer and clearer to the actors

-the director will do well to give his first Leading Questions a broad and general character.  Of course, the director must.  Of course, the director must have formed the main conception of the performance before he calls the cast together for the first rehearsal
-he may ask the actors to see the main situations of the play one after another in their imagination, he may lead the actors through the score of Atmospheres, ask questions about the social meaning of theatre, give hints and indications for characterizations, and stir the actors’ imaginations by picturesque descriptions, by sketches of costumes and sets
-the actors fulfill the director’s suggestions, and the imaginary performance grows.  The director’s Leading Questions have laid the foundation for the united work of all the participants.  The director makes notes of his questions and of how far he has led his actors, which gives him a clear picture of the state of the yet invisible performance

-he carefully prepares his questioning for each rehearsal.  Without discussions, theorizing, or killing analysis, the work goes on quickly, and the understanding between the director and the actors becomes stronger

-at the second stage the director also uses the principle of the PG.  He shows them to the actors, applying them to larger or smaller sections of the text, to climatic moments, and to probable characterizations.  He also asks the actors to show him their PG’s, and takes them under consideration as signs of what the actors’ individual interpretations might be

-although the principle of Incorporation belongs to the next stag, the actors may, while using the PG, now try to move and speak on the basis of it

-the director should also as much as possible describe to his cast his vision of the future performance in the form of word pictures.  The actor must listen to such descriptions, imagining all that they hear

-each actor must memorize the text as soon as possible so that the work later on will not be disturbed by efforts to remember the lines.  If, during memorization, some visions of the future performance come to the actor he should enjoy them and appreciate their value on his work

-the cast begins reading the play.  Each member reads his part aloud, imaging simultaneously his probable acting and that of the others.  The director may ask his actors when imagining during the rehearsals and at home to do so in different ways.  
-for instance, they may take the same scene first from the point of view of Ease, then Form, then Beauty, then Atmosphere, the Style, and then Characterization.  Such reading will naturally take more time than under ordinary circumstance when only the words are pronounced.  Readings may be repeated many times

Third Stage

-soon such material an activity will be accumulated in the actor’s imagination, and the next step will become a pleasant necessity.  Now the real work of incorporation begins.  This will be the third and longest stage

-the first stage, the “musical” one, has transformed itself into the second, the “imaginary period.”  The third stage is that of giving real visible and audible existences to the images.  The Incorporation of characters and moments from the play is now the main occupation of all the participants

-the third stage does not start suddenly, nor does the second stage stop at once.  The four stages overlap and by no means have to be understood or used in a precise, pedantic way.  The rehearsals can at any time take any course that may be required to further the work.  All that is required is a general adherence to the succession of the four stages
-the best way to proceed with the work in the third stage is to create a series of Incorporations of the characters with short moments from the play.  The director may ask his actors such questions as the following.  What do the arms, the hands, the shoulders, the feet of your character look like at such and such moments?  How does the character walk, sit, or run in other moments?  How does it enter, exit, listen, look?  How does it react to different impressions received from other characters?  How does it behave when enveloped in a certain Atmosphere?

-in answer to the director’s questions, the actors incorporate their visions before him.  For his part, the director also incorporates his visions before his actors, making his corrections and suggestions in this way.  The performers, having received the director’s advice, incorporate their visions again and again before him, improving them with each new demonstration.  So begins the “conversation” between the director and the cast concerning the characters and the play
-soon such visible and audible moments accumulate in great numbers.  Of course, the actors can use the text while incorporating, even before they have begun their concentrated work on it.

-the director will make the whole work more sensible if, before the rehearsals begin, he prepares a list of things he wants his actors to incorporate.  He should have in mind that the order and he nature of his questions must help the cast to embrace the play in its entirety as well as assist the individual performer to encompass his own part as a whole, long before he is able to act it uninterruptedly from beginning to end
-during this work, the actor can create images for certain words in the text that he considers important.  The actor must develop and elaborate these images so strongly that when he pronounces the words from the stage, the strength of the images behind them and all the Feelings and Will-impulses aroused by them will be “heard” in and through these words.

-while perfecting such images, the actor must try to create them so that they will express more the character’s state of mind than his own.

-try for instance, to follow all the instances when King Lear pronounces the words, “daughter,” “daughters,” “children,” “Regan,” “Goneril,” and “Cordelia,” and you will see what different images arise in his mind each time
-the actor must develop and cherish these images of Lear’s mind; then they will merge of themselves with the actor’s words, making them alive, strong, and meaningful and expressive when he pronounces them

-the actor may accompany their words with movement if they wish.  Here, too, the director must conduct the actor’s individual work so that it will become a harmonious part in the growth of the performance.  It would be wrong to concentrate to early on one scene only, leaving the rest of the play untouched for a long period of time.  –the performance will ripen more organically if the cast is given the opportunity to fly over the whole play at each stage of the work and even, if possible, during rehearsals.  Later on, when detailed and careful work on certain scenes is needed, it will not be so easy to do this

-such separate but leading and significant moments will serve the actors as “signposts” indicating their general approach to the play.  The surer the cast is in these selected moments of both acting, through Incorporation and the PG, and speech, the easier will be the approach to the rest of the play.

-the performers and the director must find a series of PG’s, that will fill the gaps between selected moments in a short, concise form.  The gaps will become smaller, and soon the director will find his actors ready and prepared enough to rehearse series of scenes, entire acts, and even the whole play without interpretation

-what are the benefits of such an approach?  First, it does not require the actor to act or speak more than he is able at the moment.  He is free from the burden of having to act at any cost, hiding his lack of preparation behind a variety of clichés.  Second, the short, easily comprehensible versions helps the actors to continuously experience the whole play and the performance and not be distracted or fragmented by many details

-further on, the rehearsals take a different course.  The director chooses certain “grounds” for rehearsing, as, for instance, the Atmosphere of a scene or act.  The cast, while rehearsing in this way, pays attention only to the Atmosphere.  The actors try to maintain the Atmosphere with all that they do or speak on the stage.  They must rely upon it and must try to be fully influenced and inspired by it
-now the director changes the rehearsal work on the Atmosphere to exercises related to the Feeling of Ease, Form, Style, Activity, PG, Ensemble, Significance, or Radiation.  

-the director may keep the same “ground” for several rehearsals if he finds that it has not yet been mastered, or he may return to the previous “grounds”

-later, two, three, and even more “grounds” can be combined

-qualities represent a very useful technical means of rehearsing.  They can be used with the PG or without it.  Qualities can be applied directly to the acting, and they will call up the feelings of the actor just as they do in connection with the PG.  When rehearsing with certain “grounds” all the text and full acting can be used

-from time to time the actors should have a partial or complete run-through, acting absolutely freely, without any “grounds” or other conditions.  The director makes his notes, and then rehearses with the actors those moments and places he wishes to improve.  It is always better to rehearse all the corrections immediately so that the actors will not forget or misunderstand them.  

-special attention must be paid to the work on Characterizations in which the Imaginary Body and the Imaginary Center are used.  As soon as the actors have assumed their characterizations to a certain degree, this can also be taken as a “ground” for rehearsing

-the work naturally moves from general conceptions to more detailed ones.  At this stage the director interferes more often with details of acting for is cast.  The best way for the director to do this is to show his actors what he wants them to do by acting before them all.  The actors, if they are trained according to the suggested method, will easily understand what the director shows them, and will grasp its essence.  They will not need to copy their director outwardly, as might be the case with purely external actors
-as soon as the director starts rehearsals of bits and scenes, he also begins to establish the mise-en-scene. 

-here his concern must be that each movement, change of place, and position of the actor on the stage will be an artistic necessity and will serve the expressiveness of the moment or the character.  The actor should not be satisfied by a simply “natural” mise-en-scene without special meaning and significance

-during the period in which the makeup, costumes, sets, and lighting are added to the production, the actors very often lose some of their previous achievements.

-two things can help to diminish possible harmony at this point.  First, one or two rehearsals should be set aside especially fro adjusting the actors to the costume, makeup, and sets without too much concern being given to the standard of acting

-second, after these difficulties are more or less removed, a few rehearsals (with makeup and costumes) must be allowed for the actors to regain all lost qualities, details, and nuances of acting.  Only then should so-called dress rehearsals be started

Fourth Stage

-the fourth stage of the creative process comes naturally as a result of the three previous ones.  Using our method, the actor puts aside physical and psychological obstacles in his nature, thus freeing his creative powers.  
-the actor should never worry about his talent, but rather about his lack of technique, his lack of training, and his lack of understanding of the creative process.  The talent will flourish immediately of itself as soon as the actor chisels away all the extraneous matter that hides his abilities – even from himself
-the fourth stage involves the actor’s inspiration.  Everything changes for him at this happy moment.  As the creator of his character, he becomes inwardly free of his own creation and becomes the observer of his own work. 

-the actor acquires a Divided Consciousness.  He has given to his image his flesh and blood, his ability to move and speak, to feel, to wish, and now the image disappears from his mind’s eye and exists within him and acts upon his means of expression from inside him

-this is the aim of the whole creative process, the true desire of the Higher Ego of the actor.  The consciousness now stands divided
-“the actor must be possessed by the role” wrote Steiner.  “He must stand facing it so that his part becomes objective.  He experiences his own creation.  With his ego he stands beside his creation and is still able to enjoy its extreme joys and sorrows, as if he were facing the outer world”
-of course, there are numerous individual ways of experiencing this state of Inspiration.  Steiner quoted a famous Austrian performer as stating “I would certainly not be able to do any acting at all if I relied, on the stage, upon myself as I am – a little hunchback with a scraping voice and hideous face.  As this person I couldn’t do anything, of course.  But here I have helped myself.”  And he goes on to describe his Divided Consciousness, in which his “real, ideal and entirely spiritual being” acts upon the scraping voiced hunchback

-understanding how the impulse of Creative Individuality streams through each of the four stages enables the actor to manage this process of dividing himself from his character
-although the inspiration, and with it the Divided Consciousness, come of themselves, the actor must, nevertheless, develop the habit of seeing himself objectively as an outsider.  
-he can peck at himself in his private life, observing how he walks, how he speaks, what gestures he makes, which characteristic physical features he uses in his everyday life, and so on.  He must also listen objectively to his voice.  

-patient and quiet exercise will lead the actor to experience one part of his being – his body and voice – as an instrument belonging to himself.  He will gradually experience the other part of his being as an artistic ego, as his Creative Individuality, as the possessor of the instrument

-the actor with a Divided Consciousness will be far from those who say, “all is forgotten around me when I act,” or “the audience does not exist for me,” or “on the stage I have the same real feelings as in life.”
-this attitude numbs the actor’s consciousness, I know that many individuals have adopted this point of view for their work on the stage, yet I believe this can only be the sign of limited talent and also may lead to hysterics in the actor’s private life

-the Higher Ego – the real artist in us – does not take part in this kind of acting!  This second type of actor frequently asks, “how can I die with Juliet if I have never died before?”  He does not know that if he created from his Higher Ego, he would never need to repeat his personal life experience on the stage.  He would never try to be on the stage “as he is in life,” because this would seem tasteless to him

-such a performer does not know that he has to invent, to create anew in his imagination actions like death, murder and love.  If he knew this, he would be able to appreciate the older Goethe’s remarks on what he had written as a young man of twenty-two.
-Goethe was astonished by the truthfulness of his earlier writing, and said, “I had not, of course, experienced and seen such things, but I undoubtedly had the knowledge of many varied human states through the ability of anticipation.”  Goethe had a similar opinion of Byron and wrote that for Byron the whole world was transparent, and his creativity was possible through anticipation.  But such anticipation or creating anew is possible for the actor only if he has found the way to free his Higher Ego and to experience the Divided Consciousness

-the first sparks of inspiration may come at any moment in any stage of the work.  If they come they must be welcomed and no conscious application of the method should interfere with such moments

-First Stage – anticipation, general Atmosphere, musical perception of the whole, first flashes of Images.  Many solitary readings of the play

-Second Stage – conscious elaboration of Images, Ensemble reading of the play, Director’s Leading Questions

-Third Stage – Incorporation

-Fourth Stage – Inspiration.  Divided Consciousness

Concluding Notes
-every art, even the actor’s must have in its principles and aspirations, and its professional techniques

-“but I have my own technique.”  The statement would be more correct if rephrased to mean: “I have my own interpretation, my own application of the general technique

-no craftsman can have their own techniques alone without first studying the basic laws of their respective arts.  Inescapable are the rules upon which they ultimately must build those “own” techniques that are to make them individual if not outstanding in their professions

-the art of acting can grow and develop only if it is based upon an objective method with fundamental principles

-the ideal method of any art must be a well-integrated whole, complete in itself; and, above all, it must be objective

-because talent, the so-called “inspiration,” is the most capricious of our endowments

-the method, when sufficiently exercised and properly assimilated, becomes the talented actor’s “second nature” and as such gives him full control over his own creative abilities, come what may.  The technique is his infallible means of calling forth his talent and making it work any time he wishes to invoke it; it is the “Open Sesame1” to real inspiration regardless of physical or psychological barriers

-at different time inspiration, shows different degrees of power.  It may be present but weak and ineffective

-the technique can strengthen the actor’s will power awaken his emotions and stir his imagination to such an extent that the barely smoldering spark of inspiration will suddenly flare up and burn brightly for as long as the actor desires

-for he will always have at his command a kind of “blueprint” of his role and so will not flounder helplessly or be compelled to resort to clichés and bad theatrical habits.  He will be able at any moment to survey the whole part and each of its details as though with a bird’s-eye view, and with inner calm and assurance proceed from one section to the other and from one objective to the other.  It was Stanislavsky who remarked that a part correctly played has the best chance of luring an elusive inspiration
-creative or positive powers in an artist’s nature must always combat and thwart those negative influences which, though obscure and sometimes entirely unknown to him, constantly hamper his best efforts

-by using the objective method and technique the actor will amass himself a great number of sound and liberating  qualities which are certain to displace all destructive influences that lurk obscurely in the dark recesses of his subconscious.  What we usually call “developing one’s talent” is often nothing more than freeing it from the influences that hamper, occlude, and frequently destroy it entirely

-the method when understood and applied, will inculcate in the actor a most gratifying habit of professional thinking, whether he is evaluating the creative work of his colleagues or his own

-criticism will then become truly objective and constructive

-the actor, especially the talented one, also must not overlook the fact that the suggested professional technique will every instance facilitate and hasten his good work

-time spent in acquiring it is certain to be turned into a most lucrative investment by the final result
-a simple way to woo the reluctant or impatient urge within you might be to create a vision based on the method, a vision of yourself as already having acquired all the techniques, as already in possession of all the new abilities promised by the exercises

-such a vision will set to work within you, of its own accord; it will beckon to you and lure on and on and on, provided you don’t tire or discourage the vision by projecting it too far into the future.  If properly exercised and invoked this way, the method will imbue you with the feeling that you have known it all along and practiced it always, but perhaps were not as aware of it as you are now

-you reason for thinking that the goal is so remote and difficult to attain, if think it you do, is then bound to vanish.  The suggested vision will facilitate and speed the absorption of the technique, which in turn will facilitate and speed your professional work
-in the process of grasping all its principles through practice, you will soon discover that they are designed to make your creative intuition work more and more freely and create an ever widening scope for its activities.  For that is precisely how the method cam into existence

-as an organized and systematized “catalogue” of physical an psychological conditions required by the creative intuition itself.  The chief aim of my explorations was to find those conditions which could best and invariably call forth the elusive will-o-the wisp known as inspiration
-in such a materialistic age, humanity is inclined to forget that to progress culturally, life, and especially the arts, must be permeated with all kinds of intangible powers and qualities; that that which is tangible, visible, audible is but a small part of our optimum existence and has little claim upon posterity
-afraid to adventure and soar artistically, we sink deeper and faster into the ground we hold to

-nobody can truly be “practical” merely be clinging to the ground and refusing to be strengthened and uplifted by the seemingly “impractical” intangibles which are basic to the creative spirit, which are kind of psychological “inhaling”

-a few systematically arranged ideas and experiences for bringing some order and inspiration to our work

-Stanislavsky said “organize and write down your thoughts concerning the technique of acting, it is your duty and the duty of everyone who love the theater and looks devotedly into its future”

-so be courageous, formulate and organize your thoughts while trying to find objective principles and laws for furthering our professional technique

For the Motion Picture and Television Actor
-with this technique a person can become a totally expressive, instantly responsive actor
-an artist’s creative imagination immediately goes into high gear when he or she describes the play and the character before having a chance to “think” about it, before forming intellectual preconceptions

-is this a predominantly ‘thinking’ character, a ‘feeling’ character, or a ‘will’ character

-then what kind of ‘thinking character?’  Can be cold and hard, like a little rubber ball, or quick and brilliant, traveling in flashes.  It can be fuzzy, light, slow and ponderous, sharp, jagged, penetrating – the types and qualities of Thinking are almost unlimited

-then what kind of ‘feeling’ does your character possess?  It can be intense and passionate, lukewarm and lugubrious, or basically bitter like a lemon.  Can have heavy feelings that drag it down, or light sun-filled feelings that easily radiate.  The variety is endless

-there are all kinds of ‘will’ as well – despotic, cold and steely, fiery, sporadic, and so on.

-Chekhov taught us to get in touch with “Will” by have us Will something to happen or by asking us to project or radiate Will

-“art is not like life.  Art cannot be like life, because in life most people do not know what they want.  But he actor must always know what the character wants.  The character must always have clear-cut Objectives

-you must visual the Objective as constantly being fulfilled.  It is the vision of the Objective being fulfilled that creates the impulse for a strong desire.  This is what will bring your role to life”

-Chekhov consistently encouraged me to discover the differences between the character’s personality and my own.  “It is the differences which the actor must portray, that is what makes the performance artistic and interesting.  The similarities will be there by themselves”

-Chekhov believed that there is no sense in being an actor is one cannot transform oneself.  “Even if you think the character is exactly like you, at least give him a crooked little finger

-exercising with “impossible suggestions” sooner or later you will discover that everything is psychologically justifiable.  Even if at first a director’s suggestion seems like insanity, your own creative, inner unconscious, without any help or interference from your intellect, has the power instantly to justify the action and make it possible for you to perform it truthfully

-enjoying your own flexibility gives you a marvelous tool for working in motion pictures and television

-you were always free to dare with Chekhov, for he both taught and lived his conviction that criticism is poison, and that it is even more of a poison for the one who criticizes than for the persons who are criticized.  He taught that perceiving what is wrong in any situation should only be a first step in discovering a means for correcting the problem

-we were taught to rehearse or exercise only one aspect or technique at a time.  We might work only on Atmospheres or only on the use of an Imaginary Body or only on using Objectives.  We might rehearse this one aspect many times, until it was really a solid and reliable part of our performance.  Chekhov taught us never to allow our actor’s critical judgment, “our inner policeman,” as he called it, to be at work while performing
-we were to ask ourselves, “to what degree did I achieve what I set out to do?  How strongly did I create an Atmosphere?  Did I truly experience this Imaginary Body?  Did the Objective I chose really impel me to action?

-Chekhov suggested “veiling” for the camera

-Chekhov believed in exploring the full scope, depth, and power of emotions, and in Radiating energy with the utmost strength.  He encouraged us to let our emotions pour out fully, even explosively, in rehearsals (especially while preparing a part at home or in class).  The camera, however, magnifies a hundred fold each facial expression and each flicker of an eye.  In front of a camera the actor must be extremely economical in the use of gesture and facial expression
-actors often hear the admonition “Do less.”  Chekhov would have said “Do more, but veil it.”  In other words increase the strength of your Radiation, call up the emotions that you want until you are filled to the brim, and then imagine that a soft gossamer “veil” descends upon you, “veiling” your expression
-if you try to ‘do less’ you may kill the emotion.  The image of the ‘veil,’ however, when invoked many times, in many different highly emotional moments, leads to great power.  It results in both an economy of expression and real “presence” which the audience experiences

-you may picture the ‘veil’ as enveloping you totally or it may only be in front of your face.  The veil can descend upon you from above or come from below.  You can also endow the “veil’ with color, a pale pink or a blue transparent ‘veil’ according to your psychological need and the particular scene you are playing

-Chekhov taught a related technique that is especially helpful for reaction close-ups.  Allow the emotion to build up within and “simmer,” then simply listen to other characters and “think” an unbroken line of the character’s thoughts while allowing the facial muscles to be as relaxed as possible

-Chekhov’s thoughts on discontinuity of action in film: “each small section has a beginning, a middle, and an end and should be thought of as a little piece of art”

-Chekhov adapted to film by taking this attitude toward “small sections”

-he himself envisioned a theatre that, among many other things, does not confuse “naturalism” with “realism” and the can entertain the public with diverse theatrical styles.  Chekhov’s vision of a future theatre also called for a sense of moral responsibility on the part of producers, directors, and writers, as well as actors

-he said they must be willing to ask, “what effect will our production have upon the audience?  What will be stirred up within the spectators?  Will what we are presenting have any positive value for them as human beings?

-Chekhov wanted those who develop productions to ask themselves if members of their own audience will be strengthened in some way by what they have seen – or will they actually become weaker through their encounter with the play or screenplay

-those who have worked seriously with Chekhov’s Technique know that each aspect, when exercised sufficiently, becomes a gift to the actor, not only as an artist but also as a human being – a gift that can become nourishment for the human spirit, given through the actor to the world

Chekhov’s Chart for Inspired Acting
-when inspiration “strikes,” all the light bulbs are instantly turned on illuminated

-inspiration cannot be commanded, it is capricious.  That is why an actor must have a strong technique to fall back on

-each one of the “light bulbs” is a point in the method

-when we exercise one point of the technique, we can become so skillful in calling up that one bulb “lights” up.  We learn to turn it on at will

-as we learn to master the various techniques, we soon find that we have only to illuminate two three light bulbs before a chain reaction occurs and several more light up without ever having to give them special attention

-when a sufficient amount of light bulbs are shining brightly, we find that inspiration strikes with much more frequency than before

Characterization:

-to create characters with physical features different from his own, the actor must first visualize an Imaginary Body.  This Imaginary Body belongs to his character, but the actor can learn to inhabit it.  Through constant 

Practice, the performer can appear to change the length and shape of his body and physically transform himself into the character.  Equally, every character has a Center.  This is an imaginary area inside or outside the body where the character’s impulses for all movement originate.  The impulse from this Center initiates all gestures and leads the body forward or backward, and to sit, walk, and stand

-the center may be any shape or size, color, or consistency.  A single character may even have more than one Center.  Finding a character’s Center can lead to understanding his or her entire personality and physical makeup
Composition:

-in nature and art, there are mathematical laws and principles that structure and balance form.  This feeling for Composition creates contours and prevents the expression of ideas, dialogues, movements, colors, shapes, and sounds from being nothing more than a flattened-out accumulation of impressions and events.  The sense of Composition guides the artist and the spectator into the sphere of creativity and understanding

Psychological Gesture:

-this is a movement that embodies the psychology and Objective of a character.  Using the actor’s entire body, and executed with the utmost intensity, it gives the actor the basic structure of the character and at the same time can put the actor into the various moods required by the script

Feeling of Style:

-an actor working with a Feeling of Style attempts to capture the special nature of a play, a screenplay or scene, rather than strive for a superficial sense of “reality.”  Tragedy, drama, melodrama, farce, comedy, and clowning are stylistic categories or modes that required separate and precise experiences
Feeling for Truth:

-this is a question of “opening” yourself – developing your sensitivity to truthful behavior while acting.  There are several facets of truth. (1) Individual or psychological truth:  “My movements and my speech are true to myself and to my psychology.” (2) Being true to the given circumstances of the script.  (3) Historical truth:  When playing period plays, do not overlook the sense of style of the age.  Also, penetrate the nation where the action takes place. (4) Stylistic truth: Experience the style of the play. (5) Being true to the character.  This will differ with every role.  The character dictates it, and you must become more and more receptive to what the character is showing about itself. (6) The truth of relationship: The often subtle differences and attitude of one character to each of the other characters around him
Feeling of Ease:

-as a directive, it produces immediate sensations and visceral imagery in the actor and avoids the intellectual, conscious process of interpreting a command.  For instance, the actor can be asked “to sit with a Feeling of Ease,” rather than “to relax”

Feeling of Form:

-the actor must be sensitive to the form of his or her own body as well as to his own movement through space

-like a choreographer or sculptor, the actor molds bodily forms.  When the actor awakens this feeling for his body’s form and sculptural movement, it enhances his ability to influence his body in the most expressive ways

Feeling of Beauty:

-within each artist, often deeply hidden, is a well spring of living beauty and harmony of creation.  Becoming aware of this inner beauty of being is a first step for the actor who can then allow this beauty to permeate all his or her expressions, movements, and characterizations – even the “ugly” ones.  Beauty is one of the outstanding qualities that distinguishes all great works of art

The Feeling of Entirety (Or the Whole):

-an artistic creation must have a finished form: a beginning, middle, and an end.  Equally, everything on the stage or screen should convey this sense of aesthetic wholeness.  This feeling of the Whole is strongly felt by an audience and must become second nature to the performer.  It can apply to an entire production, a scene, or a single monologue

Qualities (Sensations and Feelings):
-feelings cannot be commanded, they can only be coaxed.  The means for coaxing up Feelings are Qualities and Sensations.  Qualities are immediately accessible to you – especially to your movements.  You can immediately move your arms and hands with the Quality of tenderness, joy, anger, suspicion, sadness, impatience, etc, even though you do not experience the Feeling directly.  After moving with one of these qualities, sooner or later you will observe that you are experiencing the Sensation of tenderness, and very soon this Sensation will call up a true emotion or Feeling of tenderness within
Body (Psycho-Physical Exercises):

-the human body and mind are inseparable.  No work of the actor is completely psychological nor exclusively physical.  The physical body of the actor (and character) must always be allowed to influence the psychology and vice versa.  For this reason, all of the actor’s exercises must be psycho-physical and not executed in a mechanical fashion

Imagination:

-nearly all acting is the result of the performer’s ability to Imagine and reproduce the reality of the play’s fiction on stage or screen.  The more an actor can stimulate and train his Imagination and fantasy life, the greater will be his or her power to communicate depth and meaning of the character

Radiating/Receiving:
-Radiating is the ability to send out the invisible essence of whatever quality, emotion, or thought you wish.  It should be sent with great strength.  Radiating is an activity of your “Will.”  You may even consciously “radiate” your characters presence onto the stage or set before you make an entrance.  The “charisma” of an actor or actress on stage or screen corresponds to the degree of purely invisible radiation he is able to achieve.  Some people have this ability naturally, others need to spend a good deal of time “Radiating” in order to develop it
-Receiving has just a strong an effect as Radiating, but instead of “sending out” Qualities, Thoughts, and Feelings, the character “pulse them in” from other characters, from Atmospheres, from the audience, from everywhere.  The actor must develop the ability to do this with great strength, just as with Radiating.  It is valuable for you to ask of each character you are playing, “Are you principally a “Radiating character” or a “Receiving character.”?  Though characters will switch back and forth

Improvisation and “Jewelry”:

-after your scaffolding is built – your characterization established, your lines, sequences of business, and emotional sections firmly memorized – improvise once more.  Paraphrase the lines or ignore them altogether, perhaps allowing your character to speak the “subtext” (what he or she is really thinking).  Use modified business or entirely different business and pay special attention to “how” your character is fulfilling the business.  Notice all the things your character is aware of, what he sees or hears or pays momentary attention to while the scene is progressing.  Rehearsing invented activities will make it much easier to develop the “Jewelry” in your performances – nuances and little shinning moments of uniqueness that are memorable and that delight both you and the audience

Ensemble:
-theatre is a collective art.  The way one develops a performance in rehearsal is almost manifested in production.  When actors are artistically open and tuned in to each other, the total theatrical experience for artist and audience is heightened.  Atmospheres become more powerful, the relationship between characters is stronger and more clearly defined, even the actor’s “timing” and the rhythm of scenes becomes more fluid and alive.  A sense of Ensemble also allows the actors to radiate a feeling of artistic control and to convey the power of the human spirit
Focal Point:

-not everything going on within a scene is of equal importance.  Focal point is what the director wants the audience to focus on at any given time.  The actor should become aware of the most important moments in a script.  The actor must know which moments are more important for his own character.  How the actor focuses the attention of the audience on those moments is a truly creative task.  Perhaps, subtly stressing (or radiating) a gesture, of the lift of an eyebrow, a pause or a tiny unexpected jerk of the shoulders may create the Focal Point and garner the audiences attention for the desired communication
Objective:

-this is the purpose or goal toward which you character is striving.  Each character has both an Objective and a Super-Objective.  Ideally, all Objectives should begin with “I want to…..” followed by an “actable” verb

Atmosphere:

-Atmospheres are sensory mediums, like fog, water, darkness, or confusion, that penetrate environments and Radiate from people.  On stage, the heightened mood of Atmosphere fills the theatre; both performer and spectator are unconsciously affected by an atmosphere’s unseen waves are absorbed by the actor and Radiated out to the audience.  Although they cannot be seen, Atmospheres can be felt strongly and are a primary means of theatrical communication.  They become enveloped in the Atmosphere.  People also give off personal Atmospheres of tension, hate, fear, foolishness, and so forth.  The play or the director suggest Atmospheres of a scene and the performers work together to create and maintain it; they are in turn influenced by it
