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CHAPTER TWO
When Acting Is an Art

I

TODAY we were called together tO

He said: understand
of our Performwlkmf e i
«Above all loo for what 1.1 5ndiscu581ﬂg the constructive ele-

it. Therefore, we shall begin B s worth noting;

’ re only two m ; ;
ments of the test. Thcrcr:w herszﬁ down the staircase with the

t, when Maria th : ond, more exten "
the firs £ ‘Oh, help me! aniigh? lei)c()d, e blood? In

despairing cty ©

in xt)imc when Kostya NazvanoV P2~ 1 0o who were watch-
ot i 1 who were playing, nriening e
both instances, ¥ o what was happ
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the stage. Such successful momer;tsl,. ks e
i belonging to the art of It

A ¢ 1 asked.
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“%2\1 expcricnced it yourself. Suppose

” % 7
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Edt“l neither know nor remember, 3
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rtsov’s praise. .
% “What?. You do not remembet your

hat your hands,
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WHEN ACTING IS AN ART 13

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

“Perhaps. I do not know. But is that good or bad ?”

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

“Is that really true?” I asked.

“Yes, because the very best that can happen is to have the
awnlctcly carried away by the play. Then regardl
his own will he lives the part, not noticing Aow he feels, not
thinking about what he does, and it all moves of its own accord,
subconsciously and intuitively. Salvini said: “The great actor
should be full of feeling, and especially he should feel the thing
he is portraying. He must feel an emotion not only once or twice
while he is studying his part, but to a greater or lesser degree
every time he plays it, no matter whether it is the first or the
thousandth time.” Unfortunately this is not within our control.

AL

enter into that realm. If for any reason we do penetrate into it,//
then the subconscious becomes conscious and dies. o4

“The result is a predicament; we are supposed to create under {

Our subconscious is inaccessible to_our consciousness.-We cannot )

/

inspiration; only our subconscious gives us inspiration; yet we
apparently can use this subconscious only through our con- |
sciousness, which kills it. f

__“Fortunately there is a way out. We find the solution in an

@@ instead of a direct approach. In the soul of a human

being there are certain elements which are subject to conscious-

ness and will, These accessible parts are capable in turn of acting

on ‘?sychic processes that are involuntary.
To be sure, this calls for extremely complicated creative

,x;lork, It is carried on in part under the control of our conscious- |
i "gﬁ’ but a much more significant proportion is subconscious

40d involuntary,
- 10 rouse your subconscious to creative work there is a
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14 AN A T . the fullest sense subconscic?us power cannot f.unction without its own engineer—
3 special technique. We mus(; cgdress s ) what is w1t.hm our conscious tec!mlquc. It is only wher.m an actor feels that his
AN subconscious to Nature and add S oohen intuition, enters into mncr'and outer life on the stage is flowing naturally and norm-
our reach. When the subconsciod t, o s - ally, in the circumstances that surround him, that the deeper

By CO} our work we must know how s?lgconsciousw -nd with inspira- - sources of his subconscious gently open, and from them come

g “One cannot alvx.rays cr‘eatt:.n ety Therefore our art fecl{ngs we cannot alway_s analyse. For a shorter or longer space
“ tion. No such genius €Xists 1 g d rjgl_l,tly,,_bccausc of time they .takc possession of us whenever some inner instinct
| reaches us first of all to »923&9”%{9";“{1”{6"t)lag'gaﬁ\/ing of the sub- bids them. Since we do not undcrs.tand this governing power,
] that will best prepare tbc way T;,IC more you have of conscious and“ cannot study it, we actors call it simply nature.

Cenerally% conscious, which is mspxranolil.thc © e ehanés you will have of | fBut .lf you lbrleak the last of normal organic life, ar}d cease
Mg iy - reative moments in your 10 to function rightly, thc.n this highly sensitive subconscious be-
kil - fow of inspiration. G il badly; the jmportant | comes alarmed, and w1thdravys. To avoid this, .plan our role
,omp%sers, g « Yoy may play well or {0 g wrote Shchepkin to his cgn’sggqgly_at_ﬁrs_g“tll-gljglay it truthfully. At this point realism
:lal\lr:ki?;s:? ! thing is that .YQ‘E_A?,,}A‘PP},(LEAL’/’ : | a‘nd even natl-Jrahsm in the inner-preparation of a part is essen-
ﬁit_ions, har:r]x! pupil Shulmskl- oy to e right, Jogical, coherent, @ think, | :)lzh):rii:ujf ilrtls;frist(i:csmy’?ur subconscious to work and induces
eir own co o ay truly . i *
fistance i \ | striv’fofé)cl Z\nd act in unison with YOUI'C:’::' and adapt them to “From what you have said I gather that to study our art
lStsoru;e})yf one : “1’f you take all th.csei {%tczrflat\h?;’;son ,you are representing, we must as.simi.latc a psychological t.eclmique qf livi'ng a part,
{ctor Prepares,| the spiritual ax}d. physical lite s is of supreme significance in :.md that this wxll. help us to accomp}1§h”our main object, \_vhlch
“Asntafxfstlo;v irig : we call that living the part.h < faut that it opens up avenues for is to create the life of a human spirit,” Paul Shustov said.

% il

“That is correct but not complete,” said Tortsov. “Our aim is

not only to create the life of a human spirit, but also to ‘express
it in a beautiful, artistic form.” An actor is under the obligation

5 3 t
el subtle difert) creative work. Aside from helps the artist to carry out one of

eyed performa . e i e part
Wik ieds cd inspiration, living thHif job is not to present merely the external

bd his audience \ his main Ob]CCtIVCS- fit his own human quahtles to the

| . s T s im———— : 5 5
“(I\jy lgothergn life of his character. He rnuS:1 e ifito 1 all of his own soul. to live his part inwardly, and then to give to his experience an
: n t . . . . 3
lost helpful boo life of this other person, and PO, the creation of this inner external embodiment. I ask you to note especially that the de-
t is a strangely 1l aim of our art 18

pendence of the body on the soul is particularly important in
our school of art. In order to express a most delicate and largely™
subconscious life it is necessary to have control of an unusually
responsive, excellently prepared vocal and physical apparatus.

and its expression in an artistic form. ¥
beoin by thinking about the mn;.r }icl
rbeatc its spiritual life through the bp
part. You must live 1t by

I the sold, the The fundamenta’ &%
[riters may learn life of a human spll'lt,
“That iS Why we

d how to ¢
of a rolc, a0 ess of living the

“It is indeed a

“It is not possi

2 ot possil %% the internal proc ; logsid o 1 each an This apparatus must be ready instantly and exactly to reproduce
hole simple and +encing feclings that are an i most delicate and all but intangible feelings with iti

| actually experiencing B o of creating it k. < intangible feclings with great sensitive-
b, o every time you repeat the proc B Sependent oo e onscious? ess and directness. That is why an actor of our type is obliged to

E’s books is “t] | «{hy is the subconscious s
eatre. It was i) || d 1 y eply.
hccess of Chekh) sald“lé sccms entirely normal o me,” was the repy

: | . involuntary
bf)ratlon betwee‘u} ‘ of steam, electricity, wind, Wat;r and Othc:;fu;n engineer.
THEAT] in nature is dependent on e

3 Waverly Placel|||

Work so much more than others, both on his inner equipment,
- \f{hlch creates the life of the part, and also on his outer physical |
é’?:atus, ‘which .should. reproduce the results of the creative |
Ik of his emotions with precision.

«The use
forces




Generally
An Actor ]%
persons WOI‘\

comPOSers, s
to understan
islavski’s sim
nat.i ons, havl
their own cof
produce it, |
“Slll' |

ist ely one of

“Asflt ACtOr Pl'
E anislavskj’,

e;efi"b”e diﬁe;:n\
hich Performance
1:;1 his audience_”_;
My brother_,-n_la‘i
st ;: Actor Pre

5 elpfu] book o

1S a strangely ahg|||

the sold
ters may leaes
—A

{
It is i
‘ in
deed g grea

L g
he insignia that
5 books is “the o

atre. It was in:
.‘ S lnlt‘ \
@ess of Chekhovl;asl \

?‘ation between C

avel‘ly Pla()e

breeds COmﬁ‘ I

) |

ory of the ‘
ctor Prepares ali{ i

e

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

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

«Moreover, and this is of primary importance the organic
bases of the laws of nature on which our art is founded will
protect you in the future from going down the wrong path.
Who knows under what directors, Of in what theatres, you will
work? Not everywhere, not with everyone, will you find crea-
tive work based on nature. In the vast majority of theatres the
actors and producers are constantly violating nature in the most

shameless manner. But if you are sut€ of the limits of true art,

and of the organic laws of nature, you will not go astray, you

will be able to understand your mistakes and correct them. That ’

is why a study of the foundations of our art is the beginning of

the work of every student actor’
“Yes, yes, 1 exclaimed, “1 am $O happy that I was able to

take a step, if only a small one, in that direction.”

“Not so fast,” said Tortsov, “otherwise you will suffer the ‘
bitterest disillusion. Do not mix up living your part with what

you showed us on the stage.”
“{hy, what did 1 show?”
«] have told you that in all that big scene from Othello there

were only a few minutes in which you succeeded in living the-
part. T used them to illustrate to you, and to the other students)

the foundations of our type of art. However, if we speak of the
whole scene between Othello and lago, W€ certainly cannot ¢4

it our type of art.”
«{What is it, then?”

_ ey Loiasin \ o i (Y 5
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at is what we call £ :

“p call forced acting,” defi .

: Wrildc what, really, is that?” said I, glizzled e

N onec a t19 0

Al meeliths i’tvsl as you did,” he explained, “there are indi

great artistic heigh L §Udd€nly and unexpectedly ri w

b eights and thrill your audience. In such By
atl - . : m

L b vilogu 1adccordngg to your inspiration, improvis(i)lrln Cn;s

seiduigh aptieall you C€.1 yourself capable enough, or stg’ .

y or physically, to play the five gr::at trongf

acts o

Othello with the same lift wi
t : ”
stk cEthationeahort scie ne\;ﬁth which you accidentally played

[43
u% i?m?)gt lII‘SOW,”_I said, conscientiously.
b o beyonii thél:;itrllonﬁbl}’, that such an undertaking would
irj: tunperisites bg: not only of a genius with an extraordi
i our’ m‘—l even of a very Hercules,” answcrcci
W, of natire,a VE')ellpsj;ikigluo li?u;:yh;lvle, in ;\ddition to the
enormous A chological techni
R ot aliatlﬁrclst; :}?i great physical and nervous rcsc?‘;g:e’Yglr;
who do not admit tcc%sr’lizrg; I?é:yth:sn do tgffdpersonality actors
5 oilans o : x 9 ou 1 ’
;r;?lf;;o?};e;f 1:2:,36 mspllrl:%tion qoes no}; turrll ’ul;ht’ht:rlltn::ilfn
.. You have lo nimyt ing with which to fill in the blanclz
B oo, compl g S.trfftcbcs of nervous let-down in playi
) plete artistic impotence, and a naive amgieauyrlirslﬁ

sort of acting. At such ti

. ch times r
Conseque i your playing is life ;
quently high moments alternate with over-acltCiixs,g ,s,tﬂth'

2

Today w

e
When h}; ca:icigd tsl?mel more from Tortsov about our actin
i e classroom he turned to Paul and saig(i

({3
You too
gave us some i )
rather tvp; interesting momen

“Notgvp lc.al of the ‘art of representation.’ ts, but they were

sin .
ce you successfully demonstrated this other wa
y

of actin

g Paul, why not re

% call f

1ago?” suggested the Director(.-Jr U gou cieatel el




o ———

O I

to
¢

fa

ud

ot
ct
iful
rar
1d,
lay

ndg¢

not
lcto
mpll

insi
yok
LIt

of
ion||

TH

fveryji i

19 AN ACTOR PREPARES

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

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

“Yet his objective is different. He lives his part as a prepara-
tion for perfecting an external form. Once that is determined
to his satisfaction he reproduces that form through the aid of

mechanically trained muscles. Therefore, in this other school,
living your role is not the chief moment of creation as it is
with us, but one of the preparatory stages for further artistic

work.”
“But Paul did use his own feelings at the exhibition per-

formance!” I maintained.

Someone else agreed with me, and insisted that in Paul’s
acting, just as in mine, there had been a few scattered moments
of truly living the part, mixed with a lot of incorrect acting.

“No,” insisted Tortsov, “in our art you must live the pars

very moment that you are playing it, and every time. Each time
it is recreated it must be lived afresh and incarnated afresh.
This describes the few successful moments in Kostya’s acting.
But I did not notice freshness in improvisation, or in feeling
his part, in Paul’s playing. On the contrary, I was astonished
in a number of places by the accuracy and artistic finish of a
form and method of acting which is permanently fixed, and

which is produced with a certain inner coldness. However, I

did feel in those moments that the original, of which this was
only the artificial copy, 4ad been good and true. This echo of
a former process of living the part made his acting, in certain

moments, a true example of the art of representation.”

“How could I have got hold of the art of mere reproduc:

tion?” Paul could not understand.

S oot I o
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“Let us find out by your el
ing us
P rcg,ife% your Iago,” suggested the l(’;)irccltlc::rc Pty b v
0 D¢ sur : i
0 B¢ sure that my feelings were externally ref]
a mirror, y reflected I used
“'1"11 .
at 1s dangeroys,”
: remarked Tortsoy, «
careful in e Sov. “You muss
out:z( 1o th‘ ”2‘ of a mirror. It teaches an gesor t0 waf:/zwgy
outst 7 than the inside of his soul, b h in h; s
in his part.” » both in himself and
“Nevertheless, it d;
, it did hclp me to
. se .
my sensations,” Paul insisted, ¢ how my exterior reflected

“Your own sensat;
nsations, or the i
| par‘t‘P” ) sensations prepared for your
«g};;quz’ blllt appllliclzable to Tago,” explained Pay]
ently, while you w . iy
what interested you was ng’t s0 mir:h working with the mirror,
appearance, your gestures, byt princi ;’ﬁmr ICXtcnor,. your general
externalized your jnner irisailin P rth (lic Way in which yoy
“Exactly]” Cxclaim ed Paul s probe TOI'tSOV.
[ ° H "
“;r };::nls aliso t]ilplcal’” remarked the Director
¢mber how pleased I ;
: was
reﬂ‘c‘;flon of what I felt,” Pay] COﬂtinu:dv};znreI saw the correct
s minisce,
. _mean that you fixed these methods of T,
c‘,‘%rls 10 a permanent form ?” Tortsoy asked s il
ey became fixed b :
tition.” Y themsclves through frequent repe-
“Then in th ‘
¢ end you ;
for the interpretation o)f, ccr::?r:iiicomf I; e e form
esstul parts in your ro]
e, and

you were able to achj i
; reve their external i
” nal ex
BiqUe?” asked Tortsoy e pression through tech.

::Evidently yes,” admitted Payl,

And yoy
made use of this fo i
. rm e
tbe«r OIC. P examined the Director ach time that you repeated
“vadently I did.” ;
ow tell | e o . :
cach i, throll?chthls.'dld this established form come to ou
. 8% an inner process, or after it was once bZrn
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careers. They take advantage of the ignorance of the public, 1ts
perverted taste, favouritism, intrigues, false success, and many
other means which have 70 relation to creative art. These cx-
ploiters are the deadliest enemies of art. We have to 4s¢ the
sternest measures with them, and if they cannot be reformed

they must be removed from the boards. Therefore,” here he
p your mind, once and

turned to Sonya again, “you must make u
for all, did you come here to serve art, and 10 make sacrifices
for its sake, or 20 exploit your own personal ends?
“Lowever,” Tortsov continued, turning to the rest of us, “it
is only in theory that we can divide art into categories. Prac-
tically, all schools of acting are mixed together. It is unfortu-
nately true that we frequently see great artists, because of human
weakness, lowering themselves to mechanical acting, and me-
chanical actors rising for moments to heights of true art.
«Side by side we see moments of living a part, representing
the part, mechanical acting, and exploitation. That is why it is
so necessary for actors to recognize the boundaries of art.”

It was quite clear to m¢, after listening to Tortsov’s explana-

tion, that the exhibition performance had done us more harm

than good.
d, when I told him my opinion. “The

“No,” he proteste
performance showed you what you must never do on the stage.”

At the end of the discussion the Director announced that
tomorrow, in addition to our work with him, we are t0 begin

regular activities that have the purpose of developing our voices
dancing, and fenc-

and bodies,—lessons in singing, gymnastics,

ing. These classes W
of the muscles of the human body requires systema

ough exercise, and a long time.

New York 10014

ill be held daily, because the development
tic 'and thor-

CHAPTER THREE

Action

I

WI%&‘ZT chli:y 'dIt was our first lesson with the Director.
D ch red in the school, a small but perfectly equipped
“Maria. ; came in, looked us all over carefully, and said:
o » please go up onto the stage.” , ‘
A e t;;lo:r girl was terrified. She reminded me of a frightened
gcfzi:i o zay she ran 'off to hide herself. At last we caught
P ;:lr tofthe Director, who was laughing like a ch?ld
ol : er face ‘w1th her hands, and repeated all | :
a o.url,Ec exclamations: “Oh dear, I cannot do it! -
o o it! Oh dear, I am
“andCfclznu syc:iursclfl,. said he, loQking her straight in the eye
bt to :;l ittle play. This is the plot.” He was paying,
- o the young woman’s agitation, “The curtain goes
sit’and zl tu are sittmﬁs(t)nt l:.hc stage. You are alone. You sit and
. T st the curtain comes down agai
is tl;& awrigocllc?dplay. Nothing simpler could be imagine:il,g scl)rlllld];??’t’
i lcdlh not answer, so he took her by the arm and witho‘ut
o Direcctr onto the stage, yvhile all the rest of us laughed
in a schoolroox(x)lr. Xlgrcllcg/[:ﬁ;l ;saldo'quiit}iy: e e are.
moment in her artistic life. Trygténlgearnn:}vlﬁgnatcr)n gtiglllfl pa(;rctiagz
9

? What.”

He to i
B foc;ktilcr out to the r_mddle of the stage. We sat silent and
e curtain to rise. It went up slowly. She sat in the

mid
- middle, near the front, her hands still covering her face. The

solemn atm
osphere and the | i
I8 el e long silence made
Bitealized that something must be done themselves felt.
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First she removed one hand from her face, then the other, at
the same time dropping her head so low that we could see
nothing but the nape of her neck. Another pause. It was painful,
but the Director waited in determined silence. Aware of the
increasing tension, Maria looked out into the audience, but
turned away instantly. Not knowing where to look, or what to
do, she began to change, to sit first one way and then another,
to take awkward positions, throw herself back and then
straighten up, to bend over, pull hard at her very short skirt,
look fixedly at something on the floor.

For a long time the Director was relentless, but at last he
gave the sign for the curtain. I rushed up to him, because I
wanted him to try me on the same exercise.

I was put in the middle of the stage. This was not a real
performance; nevertheless T was full of selt-contradictory im-
pulses. Being on the stage, I was on exhibition, and yet an inner
feeling demanded solitude. Part of me sought to entertain the
onlookers, so that they would not become bored; another part
told me to pay no attention to them. My legs, arms, head, and
torso, although they did what 1 directed, added something
superfluous of their own. You move your arm of leg quite
simply, and suddenly you are all twisted, and look as though

you were posing for a picture.
Strange! 1 had been on the stage onl
finitely easier for me to sit on the stage affectedly than simply.

I could not think what I ought to do. Afterward the others
told me I looked in turn stupid, funny, embarrassed, guilty,
apologetic. The Director merely waited. Then he tried the same

exercise on the others.
“Now,” said he,

these exercises, and learn how to sit on the stage.”
«Ien’t that what we have been doing?” we asked.
“Oh, no,” he replied. “You were not simply sitting.”

«{What ought we to have done?”
Instead of giving his answer in words he rose quicklys

walked up to the stage in a

32

y once, yet it was in-

business-like way, and

wvowrOrK IOV 14

“let us go further. Later we shall return to

sat down

ACTION

g;:;v:llzrntlr ar(li arm-chair to rest, as if he were at home. He neither
S s v;’cc v:ztd}? ;r;ly.thmg,dyet his simple sitting posture was
king. ched him, and wanted to know wh i
on inside of him. He smiled. So di ooked thonertur
. . So did we, He looked th
and we were eager to know 5 i
what was passing through his mi
He looked at somethi it
ing, and we felt we must i
that had attracted his attention. il
marI}x;;r(c)lfn;:;{);nhfc one would not be specially interested in his
g a seat, or remaining in it. But £
when he is on the stage il i nedhiin,
, one watches him closely, and
. . e
has ’12‘11111‘ act}Jal pleasure in seeing him merely sit : e
= is did not happen when the others sat on the stage. We
{1c1'dcr Ivlvantcd to look at them nor to know what was going on
ig,ils e thtcn;.hTheu helplc§sness and desire to please were ridicu-
* although the Director paid not the slightest attention
to us, we were strongly drawn to him.
What is the secret? He told us himself
f Whatever happens on the stage must be for a purpose. Even
Irfgf::lngtzour seat must be for a purpose, a specific purpose, not
b y the general’ purpose of being in sight of the audience
ne IiInustlearn one’s right to be sitting there. And it is not easy.
. staow ‘?It/f us repeat the experiment,” he said, without leaving.
stage. aria, come up here to me. I am going to i
b g to act with
13 » g >
AY01.1l }incd Maria, and she ran up onto the stage
stagcgzllrllds ¢ was ;l)llacgd in the arm-chair, in the middle of the
: again she began to wait nerv
. ousl
sc1o’}1‘ﬂy, to pull her skirts. i et
e Director stood near he
: r, and seemed to be looki
somlcithmg. very carefully in his notebook. o
E. ::r:ltune, gradually, Maria became more quiet, more con:
N Scl:l c, and ffnal(liy Lvas motionless, with her eyes fixed on
. was afraid she might disturb hi
i im, and she mere
d for further orders. Her pose was life-like, natural Sl:z

) al .
most seemed to be beautiful. The stage brought out her good
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features. Some time passed in just that way. Then the curtain

fell.
“How do you fecl?” the Director asked, as they returned to

their places in the auditorium.

«[? Why? Did we act?”

“Of course.”

«Oh! But I thought. . . . I was just sitting and waiting
until you found your place in the book, and would tell me

what to do. Why, I didn’t act anything.”
“That was the best part of it,” said he. “You sat and waited,

and did not act anything.”

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

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

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

I interrupted boldly: “I do not know whether it was action
or inaction, but all of us are agreed that his so-called lack of
action was of far more interest than your action.”

“You see,” the Director said calmly, addressing Grisha, “the
external immobility of a person sitting on the stage does not
imply passiveness. You may sit without a motion and at the
same time be in full action. Nor is that all. Frequently physical
immobility is the direct result of inner intensity, and it is these
inner activities that are far more important artistically. The
essence of art is not in its external forms but in its spiritual

ACTION 35

content. So I will change the fo
: rmula I gave you a moment
ago, and put it like this: ot -
«
On the stage it is ne. 2
: cessary to act, either
o y A outwardly or

2

“Let us give a new play,” sai i i
Sl n}: tg,d ay'iud the Director to Maria, as he

“Hcre is the gist of it: your mother has lost her job and
her income; she has nothing to sell to pay for your tuition in
dramatic school. In consequence you will be obliged to leave
tomorrow. But a friend has come to your rescue. She has no cash
to lend you, so she has brought you a brooch set in valuable
stones. Her generous act has moved and excited you. Can you
accept such a sacrifice? You cannot make up your mind. You tr
to refuse. Your friend sticks the pin into a curtain and V\;alks outy
You fol.low her into the corridor, where there is a long scene of.
persuasion, refusal, tears, gratitude. In the end you accept, your
friend leaves, and you come back into the room to g::t the
prooch. But—where is it? Can anyone have entered and taken
it? In a rooming house that would be altogether possible. A
carcf(t;l, nerve-racking search ensues. :

“Go up on the stage. I shall sti in i i
curtain and you are ti;) find it.’l’ W o i

In a moment he announced that he was ready.

Maria dashed onto the stage as if she had been chased. She
ran to the edge of the footlights and then back again hoidin
her head with both hands, and writhing with terror. ',I‘hen sh%.
came fforw.ard :jlgain, and then again went away, this time in the
<f>pl[‘>ios1te d1rcct1on.. Rushing out toward the front she seized the
hi sh of (;h.c curtain anq chook them desperately, finally burying
fo: thiabrt)n ﬂlelrg. This act :she intended to represent looking
b stag:caitc ot ﬁlndling it, she turned quickly and dashed
. , alternately holding her head or beating her breast,

ntly to represent the general tragedy of the situation.
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Those of us who were sitting in the orchestra could scarcely
om laughing. :
keci)t fvrvas not %onggbcforc Maria came running down to us in a
most triumphant manner. Her eyes sl.lonc, her cheeks flamed.

“How do you feel?” asked the Director. ’

“Oh, just wonderful! I can’t tell you how won:ierful. .Im 50
happy,” she cried, hopping around on her seat. I feel ]us,f as
:f T had made my début . . . really at home on the stage.

“That's fine,” said he encouragingly, “but where is the
brooch? Give it to me.”

“Qh, yes,” said she, “I forgot that.” . .

“That is rather strange. You were looking hard for it, and

rgot it!”
youvaoe lcf:ould scarcely look around before she was up on the
stage again, and was going through the folds. of the curtain,

“Do not forget this one thing,” said the Director warningly,
«f the brooch is found you are saved. You may continue to come
to these classes. But if the pin is not found you will have to leave
the school.”

Immediately her face became intense. She glucd'hcr eyes on
the curtain, and went over every fold of thc.ma.tcnal from top
to bottom, painstakingly, systematically. This time her search
was at a much slower pace, but we were all sure t.hat she was not
wasting a second of her time and that she was sincerely excited,
although she made no effort to seem so.

“QOh, where is it? Oh, I've lost it.” ‘

This time the words were muttered in a low voice. .

«¢ isn’t there,” she cried, with despair and consternation,
when she had gone through every fold. .

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

We watched, and held our breath.

Finally the Director spoke.

“Howydo you feel novs, after your second search?” he asked:
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“How do I feel? I don’t know.” Her whole manner was
languid, she shrugged her shoulders as she tried for some
answer, and unconsciously her eyes were still on the floor of the
stage. “I looked hard,” she went on, after a moment.

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

“Oh, the first time I was excited, I suffered.”

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

“Why, of course, the first time, when I was looking for the

pin.

“No, do not try to make us believe that the first time you
were looking for the pin,” said he. “You did not even think of it.
You merely sought to suffer, for the sake of suffering.

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

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

This verdict stunned her. “Oh,” she said, “I nearly killed
myself that first time.”

“That doesn’t count,” said he. “It only interfered with a real
search. On the stage do not run for the sake of running, or
suffer for the sake of suffering. Don’t act ‘in general,’ for the
sake of action; always act with a purpose.”

“And truthfully,” said I.

“Yes,” he agreed; “and now, get up on the stage and do it.”

We went, but for a long time we did not know what to do.
We felt we must make an impression, but I couldn’t think of
anything worth the attention of an audience. I started to be
Othello, but soon stopped. Leo tried in turn an aristocrat, a
general, and a peasant. Maria ran around holding her head and
h'er heart to represent tragedy. Paul sat on a chair in a Hamlet-
like pose and seemed to be representing either sorrow or dis-

llusion. Sonya flirted around, and by her side Grisha declared

his love in the most worn traditions of the stage. When I hap
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pened to look at Nicholas Umnovykh and Dasha Dymkoy,
who had as usual hidden themselves in a corner, I almOSE
groaned to see their fixed stares and wooden attitudes, as they
did a scene from Ibsen’s Brand.

“Let’s sum up what you have done,” said the Directoy, “
shall begin with you,” he said, indicating me. “And at the same

time with you and you,” he went on, pointing to Maria and Paul,
“Sit right here, on these chairs, where I can see you better, g

begin; you are to be jealous, you to suffer, you to grieve, just
producing those moods for their own sakes.”

We sat down, and immediately we felt the absurdity of our

situation. As long as I was walking about, writhing like a savage
it was possible to imagine that there was some sense in Whaé
I was doing, but when I was put on a chair, with no exterp
movements, the absurdity of my performance was clear,

“Well, what do you think?” asked the Director. “Can of

sit on a chair, and for no reason at all be jealous? Or all stirr,
up? Or sad? Of course it is impossible. Fix this for all time
our memories: On the stage there cannot be, under any cip.
cumstances, action which is directed immediately at the arousi
of a feeling for its own sake. To ignore this rule results only in
the most disgusting artificiality. When you are choosing som
[of action leave fecling and spiritual content alone. Never
7 to be jealous, or to make love, or to suffer, for its own s
All such feclings are the result of something that has
before. Of the thing that goes before you should think as
as you can. As for the result, it will produce itself. The .
ting of passions, or of types, or the mere use of conven
gestures,—these are all frequent faults in our profession. But you
must keep away from these unrealities. You must not copy
passions or copy types. You must live in the passions anfl i
types. Your acting of them must grow out of your li
them.”
Vanya then suggested that we could act better if th
was not so bare; if there were more properties about, fu _,
fireplace, ash trays. F

R
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“VCI'Y WC“,” aorccd th .
! S ¢ Director, an Facht
b point. » and ended the lesson at
3
Our work for today was agaj
gain scheduled for th :
1 ! e Sch 5
,,Stagcs bxllt “:jhelr-ll we arrived we found the entrance to the au?i(l?l ,ls::cr;t
orium closed. Flowever, another door Was open that led direct] Cgt me
onto t}.lc stage. .};‘&s we entered we were astonished to find oury |
elves .n;l a vestibule. Next to that was a cosy little living-room ' he is
wth. were twl? l()ioors, one opening into 3 dining-room and’ &y
'cnc'z mtfo ahs.n;la edroom, the other into a2 long corridor on
side of which was a ballroom, brilliantly 1jof, d. This wh hard
tment was partitioned ) Bt This swhole e
: P ned off by scenery taken from productions SHINPS
in the repertory. The main curtain was down and barricad nse.
with furniture. arricaded r-blade
s . & 4
Not fecling that we ‘were on the boards we behaved as if we |
vere datdhome.. We began by examining the rooms, and the we R
own in groups and began to chat, It d front of
et the | t did not occur to
at the lesson had already begun. At last the Direct pathedd
i nded us that we had come together for work & such as
whhat shall we do?” someone asked, med the
l} ¢ same t'hmg as yesterday,” was the reply. A
Ut we continued to stand around, rd.” But
at 1s the matter ?” he asked. lren. and
as Pa
: casonUI,,, twl};) answered, ,"‘I don’t know, really, Suddenly  sand, t
it is unconjf’ :ob?Ct - e stopped, as if at loss. v:ﬁil énc(;
ason,” saidofI'::) te . iICt for. 10 season at all, why then ut if you
) ttsov. "1 am not puttin icti
Only do not OBt et a1 I; 8 any restrictions r nervous
stand there like sticks of tks of his
somebod his body.
8 Y ventured, “wouldn’t that be acting for the ~and at all:
etorted ¢ it surface,
or som}:cpt?rlrcaor From now on there s to be muscular
pose. Now you have the surroundings ok Lty

or
yesterday ; can’t yo
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went on pretending to light my fire. To lengthen the action
Jrran ed that the make-believe matches should go out a num-
of times, although I tried hard to protect them with my
. Also I tried to see the fire, to feel the heat, but failed,
o 5000 began to be bored, so that I was compelled to think
vf something else to do. I began to move the furniture, then. to
- nt the objects in the room, .but having no purpose behind
hese acts they were all me:c!lam.cal. : .
~ «There is nothing surprising in that,” explained the Director,
qf an action has no inner foundation, it cannot hold your atten.
~ion, It takes no time to push a.few ch.::lirs about, but if you were
compelled to arrange some cha{rs of different sorts for a particu-
ar purpose, as for guests at a dinner who must be seated accord-
o rank, age, and personal harmony, you could spend a long
time over them.”
" But my imagination had run dry.
As soon as he saw that the others had also run down, he
ered us together in the living-room. “Aren’t you ashamed of
selves? If I brought a dozen children in here and told them
s their new home, you would see their imagination sparkle;
heir games would be real games. Can’t you be like them ?”
‘It is easy to say that,” Paul complained. “But we aren’t
children. They naturally desire to play, and with us it must
be forced.”
“Of course,” the Director answered, “if you either will not or
ot light a spark within yourselves, I have no more to say.
y person who is really an artist desires to create inside of
mself another, deeper, more interesting life than the one that
actually surrounds him.”
Grisha broke in: “If the curtain were up, and the audience
he desire would come.”
" replied the Director with decision. “If you are really
you will feel the desire without those accessories. Now be
,Actually what was it that prevented your acting any-

that will result in simple physical acts? For instance, i I
you, Vanya, to go and close that door, would you not i Bk

“Close the door ? Of course.” And Vanya went over, slam i
it and returned before we had a chance to look at hiy, ¢

“That is not what is meant by closing a door,” said i
Director. “By the word ‘close’ I imply a wish that the dog, st
be shut, so that it will stay shut, to stop the draught, oy 0
persons in the next room shall not hear what we are o
You merely banged the door, with no reason in your mind, 4
in a way that might well make it swing open again, ;s""‘
fact it has done.”

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

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

This time Vanya shut the door properly.

“Tell me something to do,” I begged.

“Is it impossible for you to think of anything? There
fireplace and some wood. Go build a fire.” ]

I did as I was told, laid the wood in the fireplace, but fo
no matches, either in my pocket or vn the ‘mantelpiece, §
came back and told Tortsov of my difficulty.

“What in the world do you want matches for?” asked h

“To light the fire.”

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

“I was just going to pretend,” I explained.

He held out an empty hand. :

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

“When you reach the point of playing Hamlet, thread
way through his intricate psychology to the moment wh
kills the King, will it be important to you to have a lif
sword in your hand? If yeu lack one, will you be unab
finish the performance? You can kill the King without a s
and you can light the fire without a match. What needs to

. o . " Iai 1 7 1
is your imagination.” plained that I could light a fire, move furniture, open and
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shut doors, but these acts are not extended enough to helq ked. There was no key. Therefore the safest thing we could

attention. I light the fire, or close the door, and that is g, Cnc)i , ‘:) was to barricade it with sofas, tables, and chairs, then call up
of it. If one act led to another, and gave rise to a third, Natuyy) i hospital and arrange to have them take the necessary steps

momentum and tension would be created.  £¢gain the custody _of .the ma.dm.an. L3 i
“In short,” he summed up, “what you think you need j e The success of t}_us improvisation put me in high spirits.
short, external, semi-mechanical acts, but some that have gent Over to .thc Director and begged him to give me another
broader perspective, are deeper, and more complicated ?” pance at lighting the firc. § oo : .
“No,” 1 answered, “but give us something that, alth ough sl ~ yithout a moment’s hesitation he told.mc Maria had just
ple, is interesting.” i . herited a fortune! That she has taken this apartment, and is

“Do you mean to say,” said he, perplexed, “that all thyy ; lcbrating her good luck by a housewarming, to whif:h she
pends on me? Surely the explanation must be sought i e has invited all her fellow-students. One of them, who is well

inner motives, in the circumstances amid which, and for gy, yequainted with Kachalov, Moskvin, and Leonidov, has prom-
sake of which, you are doing the act. Take that opening or g} - to bring the.m to the party. But the apartment is very ch_xlly,
ting of a door. Nothing can be simpler, you might say, of less ig;‘f central hc?tmg has not yet been turned on, although it 1;
interest, or more mechanical. ver cold qutmdc.' Can some wood for an open fire bc'found.
“But suppose that in this apartment of Maria’s, there ygeq Some sticks might be borrowed from a neighbor. A little fire
to live a man who became violently insane. They took him ays; arted, but it smokes badly, gnd must be put out. Me_anwh;lc
to a psychopathic ward. If he escaped from there, and we as grown late. Another fire is started, but the w.ood is green,
behind that door, what would you do?” . and will not burn.. In anc‘)‘thcr minute the guests will be h;rc.
Once the question was put in that form our whole inn ‘fg‘ ow,” he contmucd,” let me see what you would do if my
aim, as the Director described it, was altered. WF no lo supposed fa;\cts were true. . i
thought about how to extend our activity, or worried abou When it was all over, the Director said: Today I can say
external form. Our minds were centred on estimating the value
or purpose of this or that act in view of the problem presented.
Our eyes began to measure the distance to the door, and. to
for safe approaches to it. They examined the surroundings
directions of escape, in case the madman should break thro | 1
the door. Our instinct of self-preservation sensed danger, ai _;f- !

suggested ways of dealing with it. L . :
£8 4 Today the Director proceeded to enumerate the various

9

Either accidentally or on purpose, Vanya, who hafl functions of #f. : . : :
pressing against the door after it was shut, suddenly jum 4015 word has a peculiar quality, a kind of power which
away, and we all rushed after him, the girls screamin sensed, and which produced in you an instantaneous, inner

b

4 1 If vi 1 EeliA
ff into another room. In the end I found myselt ul nuly .
running ofl into . Ote too how easily and simply it came, That door, which

a table, with a heavy bronze ash-receiver in my hand. B ! asily :
The ]Ob was not ended. The door was now ClOSCd, b : ..e Startmg point in our exercise, became a means of de-

ent, and real. Second: 7f acts as a lever to lift us out of the
tld-of-actuality into the realm of imagination.”

ou acted with a motive. You have learned that @l action
theatre must have an inner justification, be logical, co-

9
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«This important characteristic of if brings it close to one
the fundamentals of our school of acting—activity in creative-

d art.” . 30
- 5 PG [

g '~ «gome of you are eager to put what I have been telling you
I o immediate practice,” said the Director today. “That is quite
1%. and I am glad to fall in with your wishes. Let us apply the
| f 4f to a role.

contrary, by using the word if I frankly recognized the r Suppose you wcf:rc to pla)}r1 a dramatizegion of lelfkhovj; tals
i ly a supposition. All I . hout an innocent farmer who unscrewed a nut off a railroa
g R Aol Mg to use as a sinker for his fishing line. For this he was tried

accomplish was to make you say what you would haye done ¢ : “his fish ; e was tr
the sugposition about the madman were a real fact, leaving '-'1{/1 : scvchIY punished. This l:magmary happcmlng. w111. sink into
to feel what anybody in the given circumstances must fee], You e consciousncss ?f son‘{clei ut for most 1peop e 1; will rczlmau;
in turn did not force yourselves, or make yourselves accept ¢ nny story. T ey will never even g impse the tragedy o
iti i iti egal and social conditions hidden behind the laughter. But

supposition as reality, but only as a supposition. _ gal and so e Sy

“What would have happened if, instead of this frank tist who is t‘;l,a‘]’: ‘t’;:e o ht f Pa;'lt.s mlft 15 cslccne cannot
fession, I had sworn to you that there was, really and try ) He must thin fough for himself and, most im-

d : behind the door ?” _ t, he must live through whatc;r(;:r it was tl;at caugcd Tt‘ﬁc
madman _ : ; : usey

“I should not have believed such an obvious deception,” “ "fo:op::,gzs the story. How would you go about it e
By fepdion, : . £ explained the Dirilg The students were silent and thoughtful for a time,

“With this special quality of Zf,” explained the Directo B s of doubt, when e e

body obliges you to believe or not believe anything. Ev?.ry' B - cilco, remember ¢ The satbor ol dese
is clear, honest, and above-board. You are given a questio o

you are expected to answer it sincerely and deﬁnitc?ly.
“Consequently, the secret of the effect of 7f lies first
in the fact that it does not use fear or force, or make th

fence, and your basic aim, the object of your concentrateq atteq
tion, was desire for self-preservation. %

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

“Take into consideration also that this inner stimylyg Wil
brought about without force, and withoqt deception. I dig ol
tell you that there was a madman behind the door, O b

r_hat would happen if a simple farmer, off on a fishing
ition, were to take a nut from a rail? Now give yourselves
¢ problem and add: ‘What would I do if the case came

honieaty, afid encourages him to-have confida0Ce uE. ould convict the criminal,” I answered, without hesi-

situation. That is why, in your exercise, the stimulus -

duced so naturally. . i
“This brings me to another quality. Iz arouses an it

real activity, and does this by natural means. Bccaus«;,i .

actors you did not give a simple answer to the question.

felt you must answer the challenge to action.

¥hat of? On account of the sinker for his fishing line?”
the theft of a nut.”

urse, one shouldn’t steal,” agreed Tortsov. “But can
;’man severely for a crime of which he is entirely

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

“You told me to look at a rug, and I could not decide g
once, so I lost some time—" e

«Be shorter, and stick to the point. :

“The rug is Persian. The general background is reddish

brown. A big border frames the edges—" I went on describing

it until the Assistant Director called out “Lights.”
. A )
«“You remembered it all wrong. You didn’t carry the im.

ression. You scattered it. Leol” o
« could not make out the subject of the painting, because

it is so far away, ,
tone on a red background.

]

“Lights. There is neither red nor yellow in the painting,

Grisha.”

«The chandelier is gilt. A cheap product. With glass pe .

9 i
dan‘E;:ights on. The chandelier is a muscum piece, a real pie
of Empire. You were aslecp at the switch. .

“Lights out. Kostya, describe your rug again.” :
“Pm sorry, 1 didn’t know that I would be required to dq
2. 9
aga‘l‘rll\.levcr sit there for one instant doing nothing. I' warn y
all now that I shall examine you twice, or more times, U

. . ”» 3
I get an exact idea of your impressions. Leo! . g
He made a startled exclamation and said:

ticing.” : |
In the end we were forced to study our objects down to.
In my case, I was called o

last detail, and to describe them. .

times before 1 succeeded. This work at high pressure :::;;
an hour. Our eyes were tired and our attention swi v
would have beea impossible to continue any longet

“] wasn't :
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intensity. So the lesson was divided into two parts, of a half
pour each. After the first part we took a lesson in dancing.
Then we went back and did exactly what we did before, except
that the time of observation was cut down from thirty seconds
1o twenty. The Assistant Director remarked that the allowance

and I am short-sighted. All I saw was a yellow

~ for observation would eventually be reduced to two seconds.

1 5

~ The Director continued his demonstration with electric lights
~ today- '
~ “Up to now,” he said, “we have been dealing with objects
in the form of points of light. Now I am going to show you a
ircle of attention. It will consist of a whole section, large or
“«mall in dimension, and will include a series of independent
ints of objects. The eye may pass from one to another of these
ints, but it must not go beyond the indicated limit of the
circle of attention.”

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

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

- The effect on me wes like magic. All the little knick-knacks
0n the table drew my attention without any forcing or any
istruction on my part. In a circle of light, in the midst of
'.kness, you have the sensation of being entirely alone. I felt
V€N more at home in this circle of light than in my own room.
In such a small space as in this circle you can use your con-
Hlitrated attention to examine various objects in their most in-
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tricate details, and also to carry on more complicated activitieg
such as defining shades of feeling and thought. Evidently thc’
Director realized my state of mind, for he came right wp to
the edge of the stage and said: “Make a note immediatcly of
your mood; it is what we call Solitude in Public. You are i
public because we are all here. It is solitude because yoy are
divided from us by the small circle of attention. During 5 per.
formance, before an audience of thousands, you can always
enclose yourself in this circle like a snail in its shell.”

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

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

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

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

We all sat down on the stage, around the large table, with the

large lamp. I was just where I had been a few moments before,

and felt for the first time the sensation of being alone in P“bﬁ“‘j

g o
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. Now we were supposed to renew this feeling in full light with
' only a mental outline to make the circle of attention,
- When we were unsuccessful in our attempts the Director ex-
lained to us why.
“When you have a spot of light surrounded by darkness,”
e said, “all the objects inside of it draw your attention because
everything outside of it being invisible, there is no attraction
there. The outlines of such a circle are so sharp and the en-
circling shadow so solid that you have no desire to go beyond its
limits.
“When the lights are on you have an entirely different prob-
' lem. As there is no obvious outline to your circle you are obliged
: to construct one mentally and not allow yourself to look be-
 yond it. Your attention must now replace the light, holding you
- within certain limits, and this in spite of the drawing power
of all sorts of objects now visible outside of it. Therefore since
' the conditions, with and without the spotlight, are opposite, the
" method of maintaining the circle must change.”
- He then outlined the given area by a series of objects in
- the room.
~ For instance, the round table outlined one circle, the smallest;
in another part of the stage a rug, somewhat larger than the
| table on it, made a Medium Circle; and the largest rug in the
l room defined a Large Circle.
.~ “Now let us take the whole apartment, the Largest Circle,”
' said the Director.
~ Here everything that had helped me up to now to concen-
| trate, failed, and—I felt powerless.
To encourage us he said:
“Time and practice will teach you how to use the method
L [ just suggested to you. Don’t forget it and meantime I will
show you another technical device which will help to direct
Your attention. As the circle grows larger the area of your at-
;ention must stretch., This area, however, can continue to grow
only up to the point where you can still hold it all within the
Amits of your attention, inside an imaginary line. As soon as
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your border begins to waver, you must withdraw quickly 1, ,
smaller circle which can be contained by your visual attentiop,
“At this point you will often get into trouble. Your attentio
will slip and become dissipated in space. You must collecs ;3
again and redirect it as soon as possible to one. single point o
object, such as, for instance, that lamp. It will not seem ag
bright as it did when there was darkness all around it, never.
theless it will still have the power to hold your attention,

“When you have established that point, surround it with
small circle with the lamp at its centre. Then enlarge it to 5
medium circle which will include several smaller ones. These
will not be reinforced each by a central point. If you must have
such a point, choose a new object and surround it with another
small circle. Apply the same method to a medium circle.”

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

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

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

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

“Now you are beyond the limits of the small circle of your
attention. Your role is a passive one; one of observation. As
the circle of light is extended, and the illuminated area in the
dining-room grows, your circle also becomes larger and Iarg::r,
and the area of your observation increases in the: same ratio.
Also you can use the same method of choosing points of atten-
tion in these circles that lie beyond you.”

6

When I exclaimed today that I wished I n.ccd never be sepa:
rated from the small circle. the Director replied:

CONCENTRATION OF ATTENTION 81

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

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

- 5 small circle. I paced up and down the room, the spotlight

.~ following me. I walked to the window and it came also. I sat
~ down at the piano, still with the light. That convinced me that

the small circle of attention that moves about with you is the

~ most essential and practical thing I have yet learned.

To illustrate its use the Director told us a Hindu tale, about
" 5 Maharajah who, about to choose a minister, announced that
" he would take only the man who could walk around on top
. of the city walls, holding a dish full to the brim with milk,
- without spilling a drop. A number of candidates, yelled at,
' frightened, or in other ways distracted, spilled the milk. “Those,”

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

. “Fire!” said the commander of the troops.
. They fired, but with no result. }
"~ “There is a real Minister,” said the Maharajah.
. “Didn’t you hear the cries?” he was asked.

“No.”

“Didn’t you see the attempts to frighten you?”

‘(No-’,

“Did you hear the shots?”

“No. I was watching the milk.”

- As another illustration of the moving circle, this time in con-
crete form, we were each handed a wooden hoop. Some of these
00ps were larger, some smaller, according to the size of the
ticcle to be created. As you walk about with your hoop, you
et the picture of the moving centre of attention which you have
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channel and keep him in the right creative line. If you had to
stage your departure from the Shustovs’ you would have to say
to yourself: first of all, what am I doing? Your answer—going
home—gives you the key to your main objective.

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

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

“We have cut your total of units from over two hundred
down to four. These mark your channel.

“Together they create one large objective—going home.

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

“If these finer divisions are still too monotonous you Will
have to break them up still further until your walk down the
street reflects the details typical of such an act: meeting friends,
a greeting, observation of what is going on around you, jostling
passers-by and so on.”

The Director then discussed the things Paul’s uncle had
talked about. We exchanged knowing smiles as we remembered
the turkey.

“The largest pieces you reduce to medium size, then to small,

and then to fine, only to reverse the process eventually and re-

assemble the whole.

“Always remember,” he warned, “that the division is tem-
porary. The part and the play must not remain in fragments. A
broken statue, or a slashed canvas, is not a work of art, no matter

. tions, the pair of gossips,

‘ﬁ
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only in the preparation of a
g 1its actual creation they fuse
wer the divisions, the less you

for you to handle the whole

how beautiful its parts may be, It is
role that we use small units. Durin
into large units. The larger and fe

have to deal with, the easier it is
role.

“Actors conquer these larger divisions casily if they are thor-
oughly filled out. Strung along through a play, they take the
place of buoys to mark the channel. This channel points the true
course of creativeness and makes it possible to avoid the shallows
and reefs,

43 .
Unfortunately many actors dispense with this channel.

They are incapable of dissecting a pla .oy
y and analysing it, There-
fore they find themselves force e ey

. ' d to handle a multitude of super-
ficial, unrelated details, so many that they become confused and
lose all sense of the larger whole.

“Do not take such actors for your model. Do oz break up a
play more than is necessary, do not use det,

. ails to guide you.
Create a channel ouslined by large divisions, which have byeen

thoroughly worked out and filled down to the Iast detail.

“The Eechniq}le of division is comparatively simple. You ask
Yourself g Wb.tzt 15 the core of the play—ihe thing without which
tycannot exist?” Then you go over »

1ot [ the main points without
entering into detail. Let us say that we are studying Gogol’s

Inspector General. What is essential to it”

:The Inspector General,” said Vanya,

“Or rather t.he episode with Khlestakov,” corrected Paul,

Agreed,” said the Director, “but that is not sufficient. There
must bc. an appropriate background for this tragi-comical occur-
rence pictured by Gogol. This is furnished by scoundrels of the
type of the Mayor, the superintendents of various public institu-
etc. Therefore we are obliged to con-

clude'that the play could not exist without both Khlestakov 24

the naive inhabitants of the town.

({3

What else i ;

g i 7 :fn 1s l}e.ccssary to the pl.ay:pa, h? e i |
anticism and the provincial flirts, like the Mayor’s
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wife who precipitated the engagement of her daughter and
upsct the whole town,” suggested someone. ~

“The postmaster’s curiosity and Ossip’s sanity,” other students
threw in. “The bribery, the letter, the arrival of the real In-
spector.”

“You have divided the play into its main organic episodes—
its largest units, Now draw from each of these units its essential
content and you will have the inner outline of the whole play.
Each large unit is in turn divided into the medium and small
parts which, together, compose it. In shaping these divisions
it is often necessary to combine several small units.

“You now have a general notion of how to divide a play ’

into its component units, and how to mark out a channel to
guide you through it,” said Tortsov in conclusion.

3

“The division of a play into units, to study its structure,
has one purpose,” explained the Director today. “There is an-
other, far more important, inner reason. At the heart of every
unit lies a creative objective.

“Each objective is an organic part of the unit or, conversely,
it creates the unit which surrounds it. ’

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

“Does that mean,” I asked, “that they are also divided up into
major and minor steps?”

“Yes, indeed,” said he.

“What about the channel ?” I asked.

“The objective will be the light that shows the right way,”
explained the Director.

“The mistake most actors make is that they think about the
result instead of about the action that must prepare it. By avoid-

UNITS AND OBJECTIVES IIX

ing action and aiming straight at the result you get a forced prod-
uct which can lead to nothing but ham acting.

“Try to avoid straining after the result. Act with truth, full:
ness and integrity of purpose. You can develop this type of
action by choosing lively objectives. Set yourself some such prob-
lem now and execute it,” he suggested.

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

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

First we laid out a general scheme and then divided it into
various units and objectives, each of which, in turn, gave rise
to action. When our activity died down, we threw in fresh sup-
positions, and had new problems to solve. Under the influence of
this constant pressure we were so wrapped up in what we were
doing that we did not notice when the curtain was raised and
the bare stage appeared.

The Director suggested that we continue our work out there,
which we did, and when we had finished he said:

“Do you recall one of our first lessons when I asked you to
go out onto the bare stage and act? You did not know what
to do but floundered around helplessly with external forms and
passions? But today, in spite of the bare stage, you felt quite
free and moved around easily. What helped you do this?”

“Inner, active objectives,” both Paul and I said.

“Yes,” he agreed, “because they direct an actor along the
right path and restrain him from false acting. It is the objective
that gives him faith in his right to come onto the stage and
stay there.

“Unfortunately, today’s experiment was not altogether con-
vincing. The objectives some of you set were chosen for their
own sakes and not because of their inner spring of action. That
rcs.ults in tricks and showing off. Others took purely external
objectives related to exhibitionism. As for Grisha, his purpose
Wwas, as usual, to let his technique shine. That is just being spec-
tacular, it cannot result in any real stimulus to action. Leo’s
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objective was good enough but was too exclusively intellectual
and literary.

“We find innumerable objectives on the stage and not all of
them are either necessary or good; in fact, many are harmful.
An actor must learn to recognize quality, to avoid the useless,
and to choose essentially right objectives.”

“How can we know them?” I asked.

“I should define right objectives as follows,” said he:

“r) They must be on our side of the footlights. They must
be directed toward the other actors, and not toward the spec-
tators.

“2) They should be personal yet analogous to those of the
character you are portraying.

“3) They must be creative and artistic because their func-
tion should be to fulfill the main purpose of our art: to create
the life of a human soul and render it in artistic form.

“4) They should be real, live, and human, not dead, con-
ventional, or theatrical.

“s) They should be truthful so that you yourself, the actors
playing with you, and your audience can believe in them.

“6) They should have the quality of attracting and moving
you.

“7) They must be clear cut and typical of the role you are
playing. They must tolerate no vagueness. They must be dis-
tinctly woven into the fabric of your part.

“8) They should have value and content, to correspond to

the inner body of your part. They must not be shallow, or skim

along the surface. : .
“g) They should be active, to push your role ahead and
not let it stagnate.
“Let me warn you against a dangerous form of objective,

purely motor, which is prevalent in the theatre and leads tc

mechanical performance.
“We admit three types of objectives; the external or physical,
the inner or psychological, and the rudimentary psychological

rléce' i
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Vanya expressed dismay at these big words and the Director
explained his meaning by an example.

“Suppose you come into the room,” he began, “and greet
me, nod your head, shake my hand. That is an ordinary me-
chanical objective. It has nothing to do with psychology.”

“Is that wrong?” broke in Vanya.

The Director hastened to disabuse him.

“Of course you may say how do you do, but you may not
love, suffer, hate or carry out any living, human objective in a
purely mechanical way, without experiencing any feeling.

“A different case,” he continued, “is holding out your hand
and trying to express sentiments of love, respect, gratitude
through your grasp and the look in your eye. That is how we
execute an ordinary objective and yet there is a psychological
element in it, so we, in our jargon, define it as a rudimentary
type.

“Now here is a third way. Yesterday you and I had a quarrel.
I insulted you publicly. Today, when we meet, I want to go
up to you and offer my hand, indicating by this gesture that
I wish to apologize, admit that I was wrong and beg you to
forget the incident. To stretch out my hand to my enemy of
yesterday is not a simple problem. I will have to think it over
carefully, go through and overcome many emotions before I
can do it. That is what we call a psychological objective.

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

“Objectives which contain these necessary qualities we call
creative. It is difficult to cull them out. Rehearsals are taken up,
in the main, with the task of finding the right objectives, getting
control of them and living with them.”

The Director turned to Nicholas. “What is your objective in
that favourite scene of yours from Brand?” he asked.

“To save humanity,” Nicholas replied.






