Lessons for the Professional Actor

-in a very short time their often cumbersome bodies began to respond and to become transformed, thus releasing the actor’s feeling nature which been blocked by his inarticulate form
-the throwing off of physical constraints, permitting the feelings and emotions to be expressed through the actor’s instrument, his new-found flexible and responsive body

-the idea that an actor can “go beyond the playwright or the play” is the first key in understanding the Chekhov Method and how it differed from Stanislavsky
-Chekhov sought a stronger, more fantastic depth of feeling through the play of his imagination and intuition

-marrying the inner truth and emotional depth of Stanislavsky’s system with the beauty and spiritual impact of Steiner’s work became Chekhov’s obsession

-Chekhov spoke of finding the archetype, or the “correct” image of the character

-to produce a fresh form of acting that contains a piercing emotional depth and sense of truth
-the Chekhov Method deals primarily with images, especially visceral ones that short circuit most self-conscious reactions

-in order to open up “new” areas of mind, Chekhov made actor-training fun.  The internal censors that prevent many actors from attempting untried ideas and roles “not to appear stupid or ridiculous” cease to function normally when the work is framed in a non-adult, or risk-free, manner

-For Chekhov, the loss of mental energy or enthusiasm was one of the greatest obstacles to the creation of character, “the sense of aliveness on stage”
-Chekhov schooled his students in finding imaginary, external stimuli to fire their emotions

-characterization was broken down by Chekhov into precise steps: finding the characters center; imagining his body; discovering his Psychological Gesture, etc.

Why a Method is Needed?
-it is strange to realize that I have nothing more to show to the audience than myself

-my own body, my own emotions, my own voice… I have nothing except myself

-everything we need in order to develop such a technique is already there in us.  We have only to find out which sides of our own nature have to be stressed, underlined, exercised, and the whole technique will be there
-our body becomes nothing other than our psychology incorporated in our whole body – hands, fingers, eyes, etc.

-it is our dry intellect which tries to interfere with our emotions, with our body, with our art

-by intellect, we mean a cold, dry, analytical approach to things which cannot be approached this way

-the body becomes the soul and the soul the body, and the intellect is allowed to come and serve
-our voice becomes a fine instrument for expressing and conveying the most subtle psychological things

-the end will be to enrich the surrounding life by giving back all the experiences which the human being can accumulate more and more, and become so rich and full of precious ideas, emotions, and will impulses and give them back through the theatre

-consciously to absorb things and let them live in us and torture us – we have to suffer if we have anything to say, because if we are only happy, we have nothing to say

-all the points in our Method are keys which open our own nature for us

-three different regions which can be separated one from the other 1) ideas 2) feelings 3) will impulses

-I don’t mean the written play because that is only the score, only the symbol and indication of what we have to add, but is it not yet the performance. I mean the performance on the stage where everything lives, moves and exists

-the “atmosphere” of the performance is not the feelings of this or that actor, it is the feeling which belongs to the performance itself, to nobody but to the performance
-there is a little fight between your own mood and feelings and the atmosphere, and either you push it away from you, or you give in to it.  Either it is stronger that you are, or you are stronger than it is

-each performance should have an atmosphere which does not belong to anyone but belongs to the performance itself.  Each scene in the performance must have its own atmosphere

-“I AM” is not an interesting person – my personal feelings mean nothing when shown from the stage.  It has to be something bigger than “I AM.”  Atmosphere gives us the air, the space around us.  It coaxes our deeper feelings and emotions, our dreams

-first of all, we have to learn, to train ourselves as actors to discover in our everyday life the atmosphere which are around us everywhere
-you will see that there are atmospheres everywhere – strongly expressed, powerful atmospheres.  This first attempt to understand, to absorb the atmosphere will be the first step to the ability to create it on the stage

-when reading plays, we can try to find which atmospheres would be the most expressive one for this scene, for this moment, for this part of the scene
-there is nothing in the whole world without atmosphere except our dry, cold intellect which knows nothing about atmosphere and fights it

-the third way to be able to manage atmospheres is to imagine the atmosphere we want to create on the stage, to imagine it objectively as being in the actual air around us
-if we imagine that the air is filled with sorrow, then we can do anything we like in it.  We can move, we can speak, we can sit quietly, be we must try to be in harmony with this imaginary atmosphere.  This is also very easy.  It is only difficult if we try to force ourselves to feel sorrow.  This is wrong

-in our art we don’t have to have reasons

-the actor must be able to cry without any reason, simply because he is an actor

-if he has to recall the death of his father, poor old man, etc. then he is not an actor

-everything has to be at my disposal because everything is developed
-as soon as we imagine the atmosphere and imagine it in the air around us, and then move in it in harmony, then our feelings will arise, and we can act with pleasure.  The next step will be to radiate back this atmosphere.  We have to increase it, because if we get something from a certain inspiration, there is nothing for us to do but to give it back – mirror it.  Atmosphere has the ability to be increased to a very great extent if we are able to send it out

-the more we give it back, the more it will increase

-letting the audience collaborate with us and then it will be “our” performance, working together because the atmosphere is there

-if we, through our profession, are able to open the hearts of our fellow men we shall create a miracle

-awaken human beings to things which are sitting so deeply inside of them – things which we keep so closed and suppressed that we cannot understand the things which are going on around us

-the atmosphere is the means by which we can speak to the audience about things without using words to speak to, to listen to

-if the atmosphere is there, the audience will tell us so many things and we shall tell them so many things which they really need and which we really need and our time needs – only by means of atmosphere

-you will find that you are acting tonight not just as you acted yesterday – it will be different because the atmosphere is the life and the life is never the same
-everything which we can see on the stage with our eyes, everything that is audible, belongs to the realm of the will of the performance

-very often actors try by mistake to apply the objective to the realm of ideas – it cannot be applied there – it has to be applied to the realm of the will, because the objective is that which I am going to do, to act, that which I want.  We need only move inwardly to the objective, and be still outwardly, because inwardly we are always moving

-I can also move only inwardly, and that is the realm of the objective

-consciously radiate so that you feel that you are giving out everything you can to your audience.  Of course, it has to do with the will very much, but you can radiate your feelings.  It is the realm of the heart

-if we are free to move our hands and arms from our center and not from our joints and are free, then we can speak of economy of time
Questions and Answers
-this does not mean that if we submit to the atmosphere we have to feel just what the atmosphere dictates.  We have to have personal feelings which are different but still the general atmosphere is there.  However, if you reject it, it cannot force itself on you

-so there is one absolute condition – it must be true, otherwise there is no contact between the actors themselves or between this “influence” and the actors

-imagining the air filled with atmosphere is also doing – the doing must absolutely be there.  Doing is absolutely important on the stage

-the cold intellect is the kind in which we do not see anything but facts.  But if our “knowledge” is at the same time an imaginative picture, then everything is all right because all real imagination is filled with emotions and will-impulses, and the intellect is still in the position of a servant who carries a candle, and does nothing but throw light

-the actor must not be a critic.  If you use the intellect only, you are not creating
-the more we know, the more subconscious or superconscious things are coming upon us, so there is no danger.  The subconscious region opens itself

-the will is nothing other than the anticipation of what shall happen 

-I suggest that we do not try to find out the objective as the pure understanding of what we want to do, but to see the result achieved.  That is the objective for me and that is the will on stage
-if I see that I am shaking hands, then I see a picture which leads my will.  To anticipate, to foresee, that is the real objective

-I realized that I must always have a picture before me.  I would add to this not to try to find the objective before first acting freely.  First act freely, even badly, and then ask yourself, “What have I done?”  Then you can correct it.

-you should choose the most simple, the most obvious objective

-the purpose of concentration seems to be going out of oneself, but actually it is going into oneself so deeply that you will find all of your abilities trembling and willing to obey.  Concentration alone is opening the door of your own creative ability
-I am speaking against remembering things which are still too personal
-when I cry, I am, of course crying for my father, my mother, my dog, and all those things and people whom I have actually forgotten, but they are crying through me

-we are all more talented that we seem to be.  Actually, I believe that we are all geniuses, but we don’t know it, and we are afraid of it and believe that we cannot do this or that, because of inhibitions, under-developed imaginations, etc. therefore we have to use clichés

-as long as we have to speak about his method, it will seem a little difficult, because we have to do it in order to understand.  But when you come to do it, you will find it very simple.  All the points I have mentioned one by one are really brothers and sisters and are actually one thing.  There is really only one button you have to press inside, and all these brothers and sisters will become alive, but to become acquainted with them you must speak with each one individually

-without moving physically, we must move our whole being towards the object.  So by our will we must move inwardly towards the object of our concentration.   The physical body remains quiet but something moves towards this object.  When you are with the object, the physical body must remain free and relaxed
-the last step is to “take” the object and keep it – to such an extent that you will not know whether the object has you, or you have the object – you become one with it

-with our eyes we see the surface.  When we approach the object with our physical body we know it somehow vaguely, when we “take” it, we know and experience
-whether it is a box of matches or a human being, the process of concentration, of merging together without the physical body is the same

-the imagination becomes so concrete and through the power of concentration makes immediately the world of imagination so real and concrete that there is no need to remember the real “grandfather”, because the imaginary “grandfather,” which is shown for the actor as King Lear, Claudius, etc, is just as concrete

-this begins to show us how much it is all one thing – concentration makes imagination concrete, and imagination, if it is concrete, cannot be produced without concentration of this kind

-the power of such imagination is incredible.  It is stronger than a real person, because the means by which this image insists on merging with the actor is of such a nature that he cannot say “no” to it

-the means to this imagination is to develop this kind of concentration which is by going out of one’s physical body as it were, and “taking” the image, the thing, or the sound, and merging with it

-let us do it by concentrating on the object and being with it.  Then we can go on smoking and talking, and still we will have an unbroken connection with the thing

-if you have the power of concentration – which is not the object at all – it is what comes to you through the power of concentration that we are aiming at
-I would say let everything happen.  Let it be right or wrong, and don’t worry about it.  Have only one aim – to go out, to grasp, to merge and to hold

-real concentration does not occupy the brain at all, so when the head gets tired don’t go further.  The more we attempt to go out to the object, the more we will get the feeling that the head has nothing to do with it.  Real mathematicians are calculating without using their brains.  They are working different parts of their beings with different qualities

How Shall We Develop Our Emotions and Bodies

-when we know that there are two, and we know which we accept and which we deny, that is already great strength  which we can give to the creative individuality, and can weaken the “layman” in us.  As soon as we begin to develop our bodies, voices, and emotions, we begin to get our professional actor’s technique, and as soon as we have our technique, we can start the creative process
-we have to feel it and when we know that there are atmospheres always in us, surrounding us, then again the knowledge of it makes a great difference in our lives
-1. the creative individuality is high above everything, and our underdeveloped part is down here 2. Then comes the creative individuality surrounded by the atmospheres 3. Then our technique comes when we try to satisfy our necessity for atmosphere

-read the play several times and create in our minds and souls the atmosphere.  Then the next step will be given – while reading the play – which is to see, to imagine – not to understand – but to imagine the text

-to imagine all the events, characters, etc, whether they are very fine, or whether they are primitive at the very beginning, it does not matter, the only important thing is that we avoid the mistake of never imagining the play
-the third stage is to imagine the whole play – one sentence, one word, details, etc.  This kind of imagination will be prompted entirely by the atmosphere

-we have to adjust ourselves to it.  By imagining, and especially your own part in it, you have to try to develop in more and more detail everything you are going to perform.  The more details the better.  That means that you have to act in your imagination, you own part, and also act other parts as much as you need in order to clarify your own part, your own character

-every actor must be a director, at least inwardly.  He must be able to see the whole performance
-the important thing is that we have an eye which sees more than just our own part.  While imagining Romeo and Juliet and your own part, you have to more or less imagine the whole performance around you

-first, the creative individuality surrounded by the atmosphere, and then into the atmosphere you put more and more images and details

-the greatest mistake we make is that we always use our own voices for every part.  Lack of imagination, lack of interest for the character, lack of time, perhaps, but it gives one of the poorest impressions of our present theatre.  We speak “in general” and so much in the one tone that we have lost the feeling for the voice – only thoughts, business, ideas

-on the stage it is actually our duty to produce a new voice for each part

-but by imagining in detail and by hearing the voice of Juliet in our imagination, we will get the desire to imitate this fine voice which we hear in our imagination.  Then we have to appeal to our own voice to see whether we can produce it, and that is the question of technique

-then we meet this necessity to have a special technique, a special voice, special body and special composition of emotions.  Now the individual becomes more active.  The atmosphere surrounds all the images, the images are born, and the general technique becomes a special one

-inspiration comes when everything is forgotten – the method, the technique, the part, the author, the audience, everything.  Then a miracle happens.  It happens that the play, the part, begins to exist independently of ourselves  It is a moment of such greatness and strength that it cannot be mistaken for anything else
-the individuality is here and there and everything is one harmonious, well-integrated psychological and physical whole

-when you imagine the atmosphere around you, allow yourself to be open to it.  Don’t force yourself to be open – just open yourself to this heavy atmosphere.  Now try to move a little in harmony with this atmosphere.  In making these small movements, try to avoid analyzing what these movements mean.  Without any special aim except to move harmoniously with the atmosphere. Don’t allow your intellect to hold you at this moment
-whatever we are going to experience on the stage – even if it is terribly heavy and uneasy – the impression that it is terribly heavy must be given, but how it is produced must be artistically light and easy always
-if we are able to move with a feeling of ease, we are changing our psychology

-when we have no arms and hands at all, when we become accustomed to using our invisible hands and arms, then we will see that we have only to “take” our visible hand with our invisible hands, and it will lose its weight entirely.  The invisible thing is the artistic one.  That is the feeling of ease

Theory and Practice
-now say the word “Yes” so that after you have pronounced it something will go on after the word – as if you were making a gesture with your arm and hand
-get up from your chair and continue getting up even after you are already up.  This sustaining is something which the actor’s nature requires

-there cannot be a pause on stage without this sustaining.  To be able to hold the pause one has to develop this ability to go on without actually going on

-this concerns everything we do on the stage, words, emotions, movements, listening, speaking, everything on the stage can be done this way
-the process of sustaining is something which follows our action, speech, etc, but there is another process of sustaining which precedes it, and is just as important

-before I ask “What” I must already start.  Before I can speak I must start inwardly, not at once, abruptly and dryly

-every little word, or sound, or long speech and business is thus framed by something which is purely an artistic thing which is the air that gives life to everything we do on stage

-the pause cannot exist as pause – it is always the result of what has just happened, or it is the preparation for a coming event.  Then it is a pause full of theatrical sense

-the most beautiful pauses are those which are the continuation of something, then the turning point of preparation for something new, and a new action

-the feeling of ease will allow you to speak so loudly, but it will never be shouting.  Shouting on stage occurs only if you are without preparation or anticipation, and the sustaining
-we know that rhythm substitutes for power, and that repetition is actually the growing power, and herein lies the key to exercise

-it is so important to start exercising as if anew.  That is the secret.  Not to have the psychology that I am doing something which becomes somehow stale and dull for me

-we must try to get the habit of regarding each exercise as if it were a small piece of art.  For instance, lifting the arm up and down must not be done superficially.  No.  It must be done as a little tiny performance
-the exercise must be where our creative spirit is

-the best way to exercise the imagination is in three different degrees 1) Try to imagine things which we know exist, something in the room.  As to remember the object is the first step 2) The next step is to imagine things which we have never seen, but have heard about 3) The third step is to imagine things which do not exist at all, pure fantasy.  Whether it is a character which we have never seen, or a plant, or a super-human being, but something which you cannot think of because you have never seen or heard of it
-recall your state of mind when you are in a sad, heavy mood, and compare it with moments when you are gay and happy.  Pay attention to how differently you experience your own body in these two extreme moods.

-we must try to find, wherever we can, the contrasts in the part.  Contrasts in every sense

-the straight line is nothing for us – art requires curves, and spirals and such forms

-we must try to find many contrasts, many polar things which are everywhere

-for instance, you can speak the first sentence in a very quick tempo and the second sentence in a slow tempo

-you can combine these contrasts by speaking one sentence in a quick tempo and a low voice, or in a slow temp and a loud voice.  You can give one sentence a warm quality and the other a cold quality.  You can play with the two sentences just a juggler does, and actually that gives a great pleasure not only for you but for the audience

-you can do this with sentences, with scenes, with everything

-the four stages of the creative process 1) atmosphere 2) imagination 3) incorporation 4) inspiration

-everyone can shout, everyone can go on like that, but what we are trying to do is to let the individuality come out and sparkle.  It can be done only if we discard all our habits, and let our individualities respond to whatever we choose

-we change the atmosphere, not the action – the “how” will depend on different atmospheres

-rehearsals are for the aim of finding better things

-simply the process of expressing is interesting

-we move in a certain way and that awakens our emotional life

-if we have injected our being with something – objective, atmosphere, or simply gestures, it must go on and that is acting

-try to imagine this character fulfilling objectives, different objectives – purely in the imagination

-everything immediately appeals to the feelings, which shows what a childlike nature the artist has, if we appeal to it

The Creative Process:  Inspiration
-as actors, as artists, as creators, as human beings we are rich in and full of unfulfilled desires, undiscovered thoughts, un-experienced feelings, all of which are looming somewhere before us

-on the stage we can find that all the moments can be filled with the most profound, the utmost inner things which we bear in ourselves, but which we cannot experience or express during our everyday life

-if we try to look upon all the points of our method, we will see that they are the means of changing our inner life into an outer one

-all the points of the method can be understood from the point of view of transforming the outer thing into the inner life, and changing the inner life in to the outer event

-the feeling of form which I have in mind is, of course, the outer form starting with our body – we must try to meditate upon our own body as a form, to experience it as a form
-our body is a form, - a definite concrete form

-when we awaken again this feeling of our bodies as a form, it will give us a new and definite ability to manage and govern our bodies in the most expressive way, and more than that, we will be able to get inspiration from our bodies

-our bodies inspire us mostly in a wrong, narrow way because they are the expression of certain ideas we have about ourselves.  If I am fat and have a big tummy, then I express a certain idea.  Or I have a well-developed chest, which gives another psychology

-there is something which comes purely from our bodies as a form, which inspires us consciously or subconsciously 

-so this suggestion to experience the body as a form is again the way to the same point – to the creative process and the inspiration

-the arms and hands are the most expressive part of our physical being.  But we confuse two things, we confuse our heads –including all the most subtle muscles of the face – with our arms and hands and try to express things by making gestures with our faces.  That is a terrible thing

-when we learn to use our arms and hands, then our eyes will become more expressive on the stage, and that is right because our whole life will be concentrated in our eyes.  We have the right to radiate with our eyes

-in order to experience our body as a form, and that is that we have in our chests an imaginary center, then we shall find that all our movements on the stage, and in life, will become much more freer and richer and more expressive

-when I know where I am centralized as a form, then I move forward, being led by this center

-to feel oneself harmonious inwardly means that one is able to produce inharmonious things much freer and better

-feel the center in your chest, and see how the whole body will become grateful to you for harmonizing it, so that the arms and hands and legs and feet are somehow in their right place, as it were

-we must have the psychology of an ideal body, even if we do not have a physical one, then we will see how easy and pleasant it will be to imagine and perform any bodily characterization

-we must experience the movement as a form itself

-feeling of the whole, the actor must have this ability to grasp the play as a whole, and inside are the little “wholes”
-this special ability to grasp things in time and space as one whole thing is important from many points of view.  First, if this ability is developed, the actor will not be lost among the many details, but they will become organic parts of the whole

-these inner things which we cannot show but can experience, that is what the audience wants and needs

-a highly developed sensitiveness, is the thing which we are actually acting with, not only with our hands and voices, but with something more

-the audience will be spellbound if there are at least two levels – one physical and outer and this other inner thing which we have just experienced

-we are obliged to do two things on the stage, and these things include everything in the whole of acting.  One thing is, we have always to do something, whether outwardly moving and speaking, or by having an objective, which means we are inwardly moving towards our aim.  In either case, it is always a movement – either visible or invisible.  The second part of this all-inclusive thing is how we do it.  If we really try, in the initial period of our work, to grasp the part and the play from the point of view of “what” has been done, and “how” it has been done, then we have everything
-all the “how’s” imaginable can be interpreted as qualities of my doing, of my acting

-I am doing something with a certain quality

-the result will be that you will awaken the most precious thing in the actor’s profession – your feelings
-for action we must just choose what to do, or the action, and for the future feelings, we must choose how to do it, or the quality
-when you have whatever psychology you choose, and you decide to turn it into a simple physical gesture with a certain quality, then you have the basis for developing your part, and for awakening your own emotional life and will impulses.  Your creative imagination and everything will add to it until you become inspired, when everything goes, and you are simply acting
-as soon as we try to appeal to our feelings, we are out of control.  We lose our action and flounder in the mood, and begin to lie more and more.  All the points we have spoken of are only the ways to the feelings, but we never call directly on these feelings themselves
-so we have an order 1) atmosphere 2) gesture with qualities 3) characterization – and the whole composition is there in the simplest way

-clichés exist only the personal feeling life, and not in the transformed feelings where there are no clichés because there is complete freedom

-the gesture is always a continuous process.  Clichés are stiff things, while the other realm is one of endless, continuous process

-the real good actor must act fully and completely, having laughter and tears and at the same time be so objective that you can absolutely see what your sister is doing in the first row of seats.  That is real freedom on the stage

-when we are possessed by the part and almost kill our partners and breaks chairs, etc , then we are not free, and it is not art but hysterics

The Psychological Gesture
-everything can be turned into a gesture with qualities.  That seems to me the most simple way to approach the play, and the actor’s nature
-you will not find any atmosphere which cannot be turned into the actor’s language, which is gesture

-the objective can also be a gesture.  The objective is something we want to get or to accomplish, and the easiest way to experience it is by doing a gesture

-if I follow and experience when my whole body and being is as if permeated by streams which are going on in me, so that each point in my body is complete

-if we take characterization, you will see that each character – however complicated it may be – is also a gesture

-if we are producing these gestures, then we are accumulating, like a magnet, all the big and small particles which are coming to us, because we are occupied

-our consciousness is occupied in these gestures, therefore, our talent is freed to such an extent that it will not remain silent, but will speak immediately as soon as we do not sit upon it and squeeze it out

-our art is the process of synthesizing and not analyzing
-if he really uses them, he will find that the archetype leads to the gesture, and the gesture to the archetype

-everything in the method is just the avenue – the elaborated body, the concentration, everything leads to the point where the talent feels it is freed

-if you are going to act tragedy, you must be very humorous, and if you are going to act vaudeville, you must act tragically.  Inwardly you will be crying in the comedy, and laughing in the tragedy

-he knew and felt much more, and gave us a suggestion, which is always better than to show everything and try to pretend there is more

-that always makes a most fascinating impression, and keeps us spellbound

-in almost all cases the psychological gesture must not be shown outwardly, because then it has more charm, more power

-so you can even underline certain sounds which the character uses, and it can be turned into the psychological gesture

-when we are laughing, we always step one step higher than we were before, because the ability to laugh is based, in the human psychology, on a previous life and previous experience which we have overcome.  We are now higher than this previous experience

-to be able to laugh means to get a more objective point of view of oneself.  If I laugh at others, it is not very beneficial for me, but if I laugh at myself, it means I am growing.  The actor must have this ability.  The more we can look objectively upon ourselves, the more out artistic abilities are flourishing, because the thing which keeps us contracted at times is our selfishness and our concern with ourselves, then we are slaves to our own personalities

-everything on the stage must be significant.  The actor must have inside him the feeling of significance at all times

-we are always looking for the audience’s attention while on the stage, we can use significance and the audience will look at us at once

-as soon as we have developed this gesture, it becomes a certain “psychology” and that is what we want

-while speaking, produce the gesture inwardly.  They more you will do these gestures, the more you will see that they suggest a certain kind of acting.  They call up feelings, and emotions and will impulses

-take another psychological gesture and listen to what goes on in your soul.  If you let your psychology be free, many nuances will come

-although our physical body cannot go down into the earth or up to the sky, we can do so in our imaginary body

-try to produce the inner gesture continuously, and then you can play with your outer gesture as you like

-it is important to be able to change immediately from one kind of existence to another on stage, both in movements and in speech

-the actor, as an artist, must, more than anyone else, enlarge his own being by the means of his profession

-if we know how to become jealous on the stage without knowing why, then we are artists

-the atmosphere, if correctly expressed, is nothing other than expanding our own being in the space around us, so that we become bodily less significant.  With atmosphere something happens around me and in me, and my body becomes the instrument which receives suggestions from these things, and begins to obey these influences coming from the outside.  So if we experience the atmosphere properly, it enlarges our being

-the objective is my aim, my desire, it is what I want.  Imagine it fulfilled.  I am already out of my skin, as it were, out of my outer part of my being.  I am somehow flying somewhere

-radiation, which means to give out everything I have inside.  Again, my body becomes larger and more artistic

-preparation and sustaining is also something which precedes my hard bodily way, then follows it and goes on.  It is again a way to enlarge the actor’s nature

-the theatre in the future will be a purely spiritual business in which the spirit of the human being will be rediscovered by artists

-in the sense of concrete investigation of the spirit of the human being

-all these locks can be opened by our understanding of the imaginary center, if it is developed until the whole body becomes free.  This impulse from our chest will unlock all these things, and our bodies will become expressive, but if there is no source from which the streams can go through, our bad habits will eventually become so strong that we will have nothing to do but keep our hands in our pockets

-in our imagination we are somehow artistically clairvoyant, because we can see the feeling of the character we are going to perform, when we are imagining it

-let our imagination live with these longer arms and hands, we will see how the arms and hands will change of themselves, not because we force them to become longer, but they will give the impression that they are longer

-first imagine it, then let your physical body adjust itself, as it were, instantly to this imaginary body. The actor must be brave enough to say goodbye to his own stiff body, and follow the suggestions of the imaginary body.  He must enlarge his being and make his being flexible

-try to move, and you will see how the physical body will gradually want to merge with the imaginary body.  Be aware, too, of the different psychology which comes from this imagination

-enjoy the imaginary body, and everything will come of itself

-when the imaginary body lives in you strongly enough, then the physical body will obey more easily and will imitate, as it were, this imaginary body.  If you force your physical body too early, then the whole thing could go to pieces, because you might rely upon your physical body only, or repeat your old clichés

-at the present time our creative soul is absolutely the slave of the body, and we cannot fulfill what we want to do

-molding, whatever we are doing we mold the air around us with this movement

-we must remember that the freer our bodies are the stronger they are.  The will is something which does not need our muscles at all.  Actually our will is not in us but around us – it is a psychological thing.  The real will on the stage takes us from the outside.  It is quite a different quality of will – much stronger, much lighter, much more persuasive.  Light, easy bodies in which the will permeates and awakens us

-radiation means that I am giving myself whether you want to accept it or not

-the physical thing will stop, but our psychology will not stop – inwardly we must go on

-if, around your business, there is the “aura” of the imagination you have gone through, then there is the charm of the art there

-the only aim is to train our imagination so that it will become absolutely concrete

-the more you are visualizing, the more right it is, and the more you are calculating, the more incorrect it is

-we do not use our inner psychological fire.  We can choose any piece of sculpture by Michelangelo, and imagine it, and try to justify it in our imagination, and then we will realize what fire Michelangelo had

-we must at least believe that there is something going on in us continuously.  This will increase in us our activities, our self-confidence, our ingenuity, our originality and our ability and desire to grow, day after day, week after week

-we must never stop.  We are always going on, and if we know it, our inner life, and power, and beauty as artists will grow, will show itself, and we will use our means of expression better and stronger than if we are under the impression that sometimes we are active as artists, and sometimes we are not

-if we think we are expressing Bernard Shaw, for instance, we are wrong.  We are expressing ourselves on the stage.  We are always expressing ourselves

-to be free means to rely upon our ability to act constantly

-how the actor will act, that is our mystery, our talent, our individuality

-the thinking process is something which absorbs the whole human being, or it is nothing but floundering

