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Stanislavski’s accumulative practice in Artists and Admirers rehearsals (1932-33)

Stefan Aquilina

Introduction: the Artists and Admirers rehearsals within Stanislavski’s last years
of work

The actor’s work on “objectives” recurs throughout different phases of Stanislavski’s
career.” The term is readily associated with his name and heritage. Bella Merlin notes
how traces of working with objectives could already be discerned from Stanislavski’s
mise-en-scéne for the 1898 production of The Seagull." Their identification was also
a major feature within round-the-table analysis, and even the last years of work
showed Stanislavski pursuing with marked interest the application of objectives in the
creation of psychophysical sequences.” This is not to say that the work on objectives
did not see any alteration throughout these forty years or so of theatre exploration. In
fact, whereas the interest in objectives remained constant, Stanislavski can be seen
changing the way through which objectives are accessed, for example from a
director-centred practice, to discussion, and finally to active improvisation. However,
the recurrence of a consideration like objectives points towards a practice that in this
article will be referred to as “accumulative”. Here I will discuss Stanislavski’s
accumulative practice as it emerges from the rehearsal notes to a 1933 production of
Alexander Ostrovski’s Artists and Admirers. It points out that rather than negating
practices that he would have once held high in esteem — a view emerging from certain
quarters — Stanislavski rather sought to bring forward his past practice, that is,
accumulate it, to then change it and infuse it as needed to the work at hand. The
article also evaluates Stanislavski’s last years of work, predominantly defined as the
years when he worked most markedly with physical action, in order to explore
alternative approaches and techniques used.

Stanislavski could be very critical of his own practice. For example, he opened the
notes to The Government Inspector in An Actor’s Work on a Role with a criticism of
inspirational work, the approach to the role from the outside, and round-the-table
analysis, approaches that he had experimented with at different stages in his career.”
Vasily Toporkov’s account of Stanislavski’s work offers further evidence of this
critical stance. One of the most popular sources that tackles Stanislavski’s last years
of work, Toporkov’s account is framed around the rehearsals of three productions —

The Embezzlers (1928), Dead Souls (1932), and Tartuffe (presented posthumously in
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1939) — to address Stanislavski’s work on physical action. Such criticism to
approaches that were once well regarded appears a number of times in Toporkov’s
account, of which the following is a clear example. In this particular case, Stanislavski
was not only critical of his past practice but actually seemed to be negating it
completely:
At that time he considered the foundation of his system to be the work
on physical actions, and he brushed away all that might distract the
actors from its significance. When we reminded him of his much
earlier methods, he naively pretended that he didn’t understand what
we were talking about. Once someone asked:
“What is the nature of the ‘emotional states’ of the actors in this
scene?”
Konstantin Sergeyevich looked surprised and said: “

‘Emotional states’ What is that? I never heard of it.”"

Stanislavski’s focus on physical action during these last ten years or so, is therefore
clear." This focus is present in the two approaches that characterize these years,
namely “the Method of Physical Action” and “Active Analysis”. My article does not
go into possible differences between the two, but acknowledges Stanislavski’s
prominence on action that traverses the two approaches, as Merlin says: “[i]n both
cases, the actor was drawn towards physical actions and away from worrying about
emotion in performance, so that the process actually freed up the actor’s
subconscious.”™"  While consenting to Stanislavski’s focus on action, my reading of
Toporkov’s account and, consequently, of these last years of work, will argue for the
presence of a broader range of rehearsal practices. Whereas alternative practices do
make a timid appearance in Toporkov’s account, I will argue for a more marked
presence of these alternatives sitting alongside the work on physical action.™ In other
words, my question is whether Toporkov and modern scholarship on Stanislavski tend

to over-emphasize his albeit clear inclination on physical action.

The Artists and Admirers rehearsals (1932-33) will serve as a case-study aimed at
illustrating my discussion on the diversity of Stanislavski’s rehearsal practises and
techniques. Written by Alexander Ostrovski in 1881, the play revolves around

Aleksandra Negina, a young provincial actress, and her various admirers. The play
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reaches its climax when Negina renounces her love for Pyotr (Petya) Meluzov, a
young and idealistic university graduate, in order to live with lvan Velikatov, a
landowner whose wealth could buy her success in the theatre. Rehearsals for the
Moscow Art Theatre production of this play were located right in the middle of the
trajectory that Toporkov developed. In fact, this production opened on 14™. June
1933, when Dead Souls had been in the repertoire for six months or s0.*' The picture
that emerges from the Artists and Admirers rehearsals sees Stanislavski calling upon a
variety of practices accumulated over the years and which he then incorporated into
the rehearsal situations at hand, in the process altering these same practices to respond
to the particular rehearsal problems encountered. The rehearsal notes for this
production are worth expounding upon for two reasons. Firstly, reference to this
production is practically non-existent in English scholarship on Stanislavski as the
transcripts still lack a published translation." Consequently, this article also serves to
introduce this unfamiliar chapter in Stanislavski’s career, which explains my
relatively extensive quotation from the rehearsal notes.
Secondly, the rehearsals of Artists and Admirers stand at an interesting juncture in
Stanislavski’s career, when the last vestiges of his previous methods, notably, as I will
discuss, round-the-table practice, were meeting Stanislavski’s emphasis on action. I
contend that Stanislavski’s last phase of work came out of a collision between round-
the-table analysis and physical action. The rehearsal notes corroborate the emphasis
on physical action, as Stanislavski himself elucidated a number of times:

You have to search for action in both the bits of the whole play and in yours.
[...]

Always, forever, start from yourself, in all the characters you

are performing. It is me, acting in those given circumstances that the

author gives. If 1 was Negina, how would | act in this or that

circumstance? |[...]

Do not ever speak and think about feelings and moods. Search

for actions. (214; emphasis in original)

You have to know the logic of physical actions and how to perform
them correctly, according to organic nature. Previously | thought that,
during the moment of creativity, an actor needs this, and that, and a

third thing. In fact, tens of various elements. Now I can confirm [that



the actor only needs] one internally justified physical action. This
physical action might be the biggest conquest of the “system”. (243,;
emphasis in original)

Consequently, he suggested the actor playing Martyn Narokov should convey his
admiration for Negina “through the way you will tie the ribbon on her present, the
way you will open the book she is reading, the way you will sit on the chair on which
she recently sat” (229). Similarly, Negina’s lack of attention on the Duke is achieved
because of the distraction caused “by the bags that she brought with her. She is
rustling with them. She is completely occupied by her job. [...] She listens to him but
continues dawdling with her bags under the table” (217).
This emphasis on physical action is diluted in Artists and Admirers sessions through
the presence of rehearsal practices that stress rationality, emotive work, physical
characterisation, and even demonstration. The accumulation theory that I will develop
substantiates this. [ use “accumulation” in a way that recalls Hegel’s dialectical
approach:

In a wide sense, Hegel’s dialectic involves three steps: (1) One or more

concepts or categories are taken as fixed, sharply defined and distinct

from each other. This is the stage of understanding. (2) When we

reflect on such categories, one or more contradictions emerge in them.

This is the stage of dialectic proper, or of dialectical or negative reason.

(3) The result of this dialectic is a new, higher category, which

embraces the earlier categories and resolves the contradiction involved

in them. This is the stage of speculation or positive reason. Hegel

suggests that this new category is a “unity of opposites” [which] [...]

change into each other when they are intensified.™

Certain techniques that Stanislavski experimented with during different phases of his
career might be seen, on a superficial level, as being in contradiction of each other.
They emerge as distinct and opposite phenomena ill-suited for reconciliation. In the
lineage emerging within Stanislavski acting tradition, this distinction was particularly
evident in the tension between emotive memory and physical action, a tension that led
to the Lee Strasberg and Stella Adler 1934 dispute.” Such an evaluation that stresses

contradiction and negation aligns itself to the first and second steps of Hegel’s



dialectics, from which the German philosopher sought to move through the
application of the third step. However, whereas Hegel opted for rational reflection as
a way out of such dualism, Stanislavski suggested a contention with these techniques
that was firmly rooted in practical work. The third step of Hegel’s dialectics, “which
embraces the earlier categories and resolves the contradiction involved in them”,
chimes with Stanislavski’s accumulative practice. It brings together the various work
techniques and approaches developed throughout the years not to negate one another
but to actually support a common ground, that is, the work of the actor upon a role. It

is in this way that “accumulation” will be treated in this article.
Accumulating features from round-the-table analysis.

I will give some examples of when Stanislavski’s accumulative practice was at its
clearest. For instance, a number of Artists and Admirers rehearsals recall the round-
the-table analysis that Stanislavski had experimented with from 1906 right up to the
1920s. Instead of working alone on the creation of a mise-en-scéne, the round-the-
table approach saw Stanislavski gathering the actors together to examine the play-text.
Through a probing methodology that relied heavily on collaborative discussion,
participants thus studied details like a play’s structure and its inherent actions and
objectives, possible relationships between characters, emotional states, and socio-
political contexts. The character biographies were given attention to, as was the
author’s language. It was, in actual fact, an analytic contention with a play’s text and
subtext, one which helped participants to ponder the finer details of a play but also
tended, if left unchecked, to overwhelm them with a massive amount of material.
Stanislavski’s intent with this work was to also counter the accusations of “director-
dictator” for which he was known during the first years of the Moscow Art Theatre.™!
In fact, Merlin argued that round-the-table analysis gave creative possibilities to the
actors by making them contributors to the work on a production.™"

The following are some instances when a number of the above round-the-table
features — namely, the studies of the author’s language, aesthetic plane, and socio-
political context — also make an appearance in the Artists and Admirers rehearsals.
The author’s language was given attention to when Stanislavski contrasted Ostrovksi
to Chekhov to point out the former’s writing style and dramaturgical technique:

“[Contrary to Chekhov’s,] Ostrovski’s heroines never succumb to the pressure of life.
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They still try to reach their goal, and try to do so by all means” (225).*"" The
“exploration of the aesthetic plane”, a further aspect of round-the-table analysis
identified by Leach, was also evident when Stanislavski discussed the grotesque.*™
According to Stanislavski, there are depths and complexities in the grotesque that go
beyond the exaggerated outer dimension to which this aesthetic was often treated:
“Show instead the inner world [of the character] [...]. The grotesque does not mean
the overdoing of things. [...] [It] offers an unlimited depth of characteristics, but we

do not understand it yet. Nowadays, the grotesque is only leading to static images”

(227).

The analysis of the play’s socio-political context reinforces the presence in the Artists
and Admirers rehearsals of certain features that were at one time explored in round-
the-table. This analysis was treated differently during two separate rehearsals, on the
16" and 23" January 1933. The Duke’s unsuccessful marriage proposal to Negina
was rehearsed on the 16™. The problem encountered in this rehearsal was that Alla
Tarasova, the actress playing Negina, was rushing in answering the Duke, thus
spoiling the dramatic development of the scene. Stanislavski suggested the following
to slow down Tarasova’s rebuff. He contrasted the nineteenth-century woman, of
whom Negina was a representative, with its modern counterpart. The latter was during
those first decades of Soviet rule “learning how to manage her life and to behave on
the same level as a man” (218), but such equality of thought was not possible for
Negina. Consequently, an understanding of the nineteenth century woman was
necessary for Tarasova to justify her prolonged reaction to what the Duke was asking,
and it was from this point of view that Stanislavski first asked Tarasova to play the
role. Such historical truth was not called for in the rehearsal of 23" January, where a
scene between Negina and Petya was rehearsed. While discussing the role of Negina
as it had been played by Mariia Ermolova, a celebrated actress of the Russian Silver
Age, Stanislavski noted how the latter had played the role by accentuating features
that were important to her contemporary social context and audiences. However, “we
have to come to Ostrovski according to today’s trends, and not like it was [played]
before” (225), that is, through the socio-political characteristics evident in the early
1930s when the play was being rehearsed. This change in tack was necessary to
answer a new problem that Tarasova was having in her work on the role, that of over

relying her interpretation of Negina on Ermolova’s. The latter had interpreted the role
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as one who rejected personal happiness. On his part, Stanislavski suggested a more
modern point of view, emphasizing women’s right to further their own careers. He
also did this to detach Tarasova from Ermolova’s interpretation and better steer her

towards developing her individual talent, which he held in very high esteem (230).

It is because Stanislavski’s practice lent space to accumulation that these two
contrasting pieces of advice could be expressed within such a short time frame. Rather
than dogmatising the previous practice (the study of the socio-political context in
round-the-table) Stanislavski accumulated it as an important part of his rehearsal
baggage. Two different developments were given to it, from which the actor and
director could then choose in response to particular rehearsal situations. One can be
critical of Stanislavski here, in that he can be seen as giving conflicting and
consequently confusing examinations of the role and the play. However, the closeness
of these two rehearsals shows how easy it was for Stanislavski to navigate seamlessly

throughout his accumulated experience.

What emerges from the anecdotes above is a displacement of certain features from
their original source at a time when that source had been almost completely
abandoned. These rehearsal features are still rationally processed in a way akin to
round-the-table analysis. Though also addressing the actor’s emotive and imaginative
faculties, round-the-table analysis primarily spoke to the actor’s rationality. For
example, Merlin described this analysis as “cerebral” in nature.* Such round-the-
table rationality permeates the Artists and Admirers rehearsals to fit alongside the
more practical and immediate modes characteristic of the work on physical action.
The rational mode was present during rehearsals aimed at generating a character’s

biography, as in the following case:

Petya is used to talk to professors, but he feels uncomfortable next to
business people. He talks to them with a tone he uses to state a
problem. He is naive, a bright and childish soul, but in company he is a
freak. He is irregular in his gait (he likes to walk on the squares of the

parquet), shortsighted and with an absent eloquence. (221)

Relationships between characters were analysed in a similar manner:



Negina moves between three enchanted circles: Petya, Velikatov, and
the theatre. It is the theatre that wins. Petya leads a modest family life,
in a bourgeois surrounding. With Velikatov it would be a sinful
relationship that would make her seem well-off. Even so, Velikatov is
her way to the theatre, since he is an admirer of her talent. She is ready
to give everything to someone who revives her belief in herself as an
actress. Therefore, she doesn’t leave with him to become a bourgeois

but to renounce herself in the name of art. (225)

The shifts from one dramatic moment to the next lent themselves particularly well to

this rational and analytic mode:

The whole transition from one condition to another can be based on
[the following]. They [Negina and her mother] thought at first that
they had become rich. Then, little by little, things become sorted out
and they find out that it is not really so. Negina’s words “It will be
harder without the salary” cannot be laden with dramatic colors. It is
enough to remove the cheerful. If the thermometer was showing 18
degrees and you will suddenly take it outside on the frost, it will still
decline from 18 to 17, from 17 to 16, etc. [...] Further on we reach the
word “beggary”. It is slightly lower than 0 there, but as it usually
happens in life, wave away what is unpleasant. (220)*"

Treating Stanislavski’s practice as accumulative also elevates in importance his early
techniques and approaches. Round-the-table does not become a temporal bracket in
Stanislavski’s career, one that was done with when alternative approaches were
explored. The accumulative practice treats round-the-table as an important
progression in the line that led to his last years of work, especially through its accent
on rationality which was subsequently infused with the improvisation explored in
Active Analysis. " The analytic part of working on a role in round-the-table
invariably took several months. It was also detached from the practical work on the
stage, as actors only moved to actual rehearsal when they felt that the work at the
table had been exhausted. Such detachment was not evident during the Artists and
Admirers rehearsals, as the rehearsal of the 23" January shows. Following a

particularly long explanatory intervention from Stanislavski, where Ostrovski’s use of
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pauses was discussed, an invitation was offered to the actors to try out everything that
was “said in practice” (226). Round-the-table analysis was originally detached from
active rehearsal on the stage, but the accumulation of some of its features allowed

XXiV

Stanislavski to easily move between different renearsal modes.

The presence of emotive work and demonstrations
Treating Stanislavski’s practice as accumulative also calls for a re-evaluation of his
last years of activity, during which he might not have been as single minded on
physical action as a chronicler like Toporkov made him out to be. This emerges from
a rehearsal of the last scene in Artists and Admirers, when many of the characters are
together on the stage to wish Negina and Velikatov farewell. Following Negina’s
departure from the train station, Petya starts reflecting on the state that he has found
himself in (his loved one has left him to pursue a career in theatre). Rather than
consoling him, all the other characters start making fun of his philosophical rhetoric.
The actors were having problems with this, as they could not delineate interesting
enough stage images. Their behaviours were too similar to one another. Stanislavski’s
solution to this particular problem was directed not through physical action but
through an emotive angle. He asked the actors to mock Petya in different ways, but
instead of suggesting different rhythms or actions, he gave emotive and psychological
states for the actors to work with: “Different methods have to be used in mocking
Petya. For example: 1) very cheerfully; 2) ironically, while hiding the laughter; 3)
with ironical admiration; 4) with enthusiasm; 5) with shock, close to immobility”
(223). The importance given to emotive work appears again from a very peculiar
exercise which Stanislavski used in another session. The exercise ran as follows:

In order to keep things fresh and to find the truth of the piece, write

down a list of a scene’s different feelings, like hatred, gentleness, love,

wit, etc. Choose one with your eyes closed, and see how things would

be if you were directed by this or that particular feeling. (238)

At roughly the same time, Stanislavski would encourage actors to freshen the work on
a particular role by continually fragmenting their physical actions.”’ However, in this
particular case he proposed the emotionality inherent in this exercise as a means to

revitalize the actor’s work. Such fluidity in his rehearsal practices is testament that his

work on physical action did not preclude from a conscious application of more
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emotive approaches when it was these that provided more immediate solutions to
problems encountered. The following is another emotive consideration present in the
rehearsals. Note how in this case emotive states were also processed rationally in a
manner that again recalls the round-the-table approach, accentuating the presence of
this rehearsal mode during Stanislavski’s last years of work:
[Tarasova] So, after all she [Negina] does love [Petya] strongly?
[Stanislavski] Of course she loves him, but how? Quality is everything.
Don’t look at human emotions superficially. That’s a big sin for actors.
Every passion, like love, jealousy, and so on, has an infinite number of
different shades. There’s love for a friend, for your mother, for your
brother, for your husband, for your lover, there’s sinful love, platonic
love, gentle love, light and dark love. Each one of them can be a strong
love, but they are all different. (241)

Therefore, Stanislavski’s practice during these last years of work did not necessarily
negate more emotive approaches. It is the order of importance that has changed.
Instead of treating emotions as the primary generator of performance material, they
are processed analytically after “the sequence of actions” (238) is created. Such
change of order is characteristic of accumulative practice.™" It recurs in
Stanislavski’s discussion, during Artists and Admirers rehearsals, of such approaches
as physical characterisation and the observation of life. These practices had once held
important positions in Stanislavski’s vision, which he sometimes used from which to
initiate the work on a role.*""" In these final years of work, their presence remained
but such initiatory position was handed over to physical action. For example: “Check
your line in the play [...], and in this way you will approach what is typical of the
role’s inner life. After this take ten wigs, ten beards, ten moustaches and glue them on
in various combinations. You have to find the look that will best reflect the internal
nature” (235; emphasis in original). A similar example appears when Anastasia
Zueva, the actress playing Domna Pantelevna, remarked how she approached a role
through the observation of life. Stanislavski was, in principle, not averse to this
approach, but he also cautioned the actress not to rely solely on it (229).
Stanislavski’s accumulative approach did not negate previous practices but rather

changed the position and order of importance they hold in the actor’s work on a role.
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Some practice in Artists and Admirers clearly contrasts with a number of rehearsal
instances made evident in Toporkov’s account, a further proof that Stanislavski’s
practice was one that accumulated rather than negated previous approaches. One such
case concerns the demonstration of form, which is lacking from Toporkov’s account
but present in the Artists and Admirers rehearsals. During rehearsals for Dead Souls,
Toporkov was finding it difficult to create a bow characteristic of Chichikov, the part
he was playing. A short cut in solving this problem might have seen Stanislavski
simply showing the bow for Toporkov to imitate. However, instead of demonstrating
the bow, Stanislavski suggested the following exercise: “mentally place a drop of
mercury on the top of your head and then let it roll slowly down your spine to your
heel so that it doesn’t fall to the floor. Practise this exercise several times a day.”""
One Artists and Admirers rehearsal shows a different tack. The context is similar to
the example of the bow, as an actor was again finding it difficult to accomplish a
specific physical task, this time a particular hug referred to as the “bear squeeze”
(223). Instead of pushing the actor to a possible path (an exercise) through which he
could find his own solution to the problem, Stanislavski in the case of the Artist and
Admirers rehearsal simply stood up and demonstrated the hug himself in a manner

XXiX

adopted during his first years of activity.

The use of demonstration is therefore one accumulated practice that appears in
different rehearsal situations and across different phases of work. The passage of time
necessarily affected some change on these techniques, unknowingly perhaps as
Stanislavski’s knowledge of acting increased, or knowingly even to respond to what
he was working on. This change is evident in the juxtaposition between the
demonstration of form evident in the bear squeeze anecdote and the demonstration of
quality which Stanislavski presented in another Artists and Admirers rehearsal.
Stanislavski wanted to imprint on his actors that physical actions go beyond the
everyday dimension of, for example, entering a room, because they can embody “the
life of the human spirit in a role.” He started performing a simple everyday action —
writing down something on a piece of paper. However, the actors noticed that
Stanislavski’s focus on this seemingly trivial action was elevating his presence to the
extent that “[e]veryone felt very happy at this because we [the actors] were taking part
in real creativity” (215). Stanislavski’s writing had nothing to do with what was being

rehearsed at that moment. In other words, the demonstration was not lifted from the
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play but rather served to show the actors the quality that was being asked of them. It is
in this way that the demonstration given was a demonstration of quality rather than of
form, and proof of the transformative processing that he could give to his own

rehearsal methods and accumulated practices.
Implications and conclusion

The accumulation of past rehearsal approaches gives rise to a “baggage of
techniques”. This baggage is different to a “bag of tricks”, what Stanislavski refers to
as “a ragbag of all kinds of technical tricks.” Stanislavski takes this latter term to
refer to, amongst others, the amassing of a role’s physical features and a director’s
hokum. " These are the production aspects that are most likely to make a strong but
fleeting impression on the audience. Acting clichés are a further example of these
tricks, as described by Stanislavski in his 1921 essay “On Various Trends in
Theatrical Art”: “[ Actors-craftsmen] have definite techniques for reading all the roles,
ready-made clichés for illustrating all human emotions, and established patterns for
aping all human characters.” " On the other hand, I use the term “baggage of
techniques” in relation to the accumulation, developed over a prolonged period of
time and possibly across different work contexts, of a set of acting techniques that
have been carefully articulated, researched, and systemized, or, in other words,
processed in practice. This sense of processing is captured in John Schranz’s
description of “luggage”, a term synonymous with “baggage” used to describe the
actor’s work:

Luggage is for travellers. Travellers in space, in time. Travellers who

choose their most vital needs and carry them with them as precious

extensions of themselves, as testimonials of themselves and what they

are. Testimonials to their identity, to their past, to their aspirations —

testimonials to be produced to others [...].

Travellers who pick up objects all along their long road, objects

to remember by, objects to testify in future to their “having been

there”, their “having done that”. Objects to be used in the future in

places and times where and when none like them would perhaps be

XXXIV

available again.
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Failure to contend with such a distinction between a bag of tricks and a baggage of
techniques leads to the accumulation of successful, but deadened, rehearsal or
performance moments. This is a danger that Stanislavski veered close to in his
portrayal of Dr. Stockman, in An Enemy of The People.”" The success that he had
experienced in early performances made him complacent towards the role. Instead of
deepening his understanding of the role he, unknowingly perhaps, accumulated a
series of “technical gymnastics” like facial expressions, screwed up eyes, and the two
fingers held together. These features served as a series or bag of tricks that he
reproduced mechanically from performance to performance. "' In the Artists and
Admirers rehearsals, Stanislavski was at pains to impress on the actors that successful
moments must not be treated with any kind of reverence. They are not one’s treasure
chests: “do not dig up your treasure chests in which you store inspired moments from
previous rehearsals [or performances]” (231). Such successful moments must be
continually challenged and interrogated to deepen one’s grasp on a role, perhaps
through the application of an alternative approach accumulated in one’s baggage.
While techniques to work on the role were indeed accumulative, this practice did not
extend in Stanislavski’s vision to performance moments, the accumulation of which

he consistently negated.

Similarly, Stanislavski’s accumulative practice did not extend to the nomenclatures
used to delineate different phases in the development of the system. The round-the-
table nomenclature was dropped in the 1930s, but its features remained, to be applied
within a different work context. Even the term “physical action” itself, or “The
Method of Physical Action”, was seen with suspicion by Stanislavski, preoccupied as
he was with the danger of limiting the actor’s work to a purely physical

XXXVii

dimension. In fact, Carnicke says that Stanislavski used the term “Method of
Physical Action” only “provisionally.” " Such suspicion is testament to
Stanislavski’s concern with the binding quality of terminology that could hinder the
actor’s work rather than facilitate it.*** Consequently, the 1930s still found
Stanislavski referring to his practice with the more encompassing term of “system”.
By then the system had become the accumulated work of a lifetime, a diverse set of
techniques and practices searched during different points in time but now brought
together not to refute each other but to operate in harmony. Instead of the primary

position assigned to physical action by Toporkov, this harmony within Stanislavski’s
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accumulative baggage might actually be the main affirmation of these last years of

work.

Finally, it is clear that Stanislavski’s accumulative practice was in direct contrast with
the more negating attitude manifested by a number of his students or collaborators,
who often latched onto a particular phase of Stanislavski’s work, propagating this one
version of his teaching to the exclusion of other approaches. As Grotowski says,
“[Stanislavski’s] method evolved, but his disciples did not. Stanislavski had disciples
for each of his periods, and each discipline stuck to his particular period.”xI Such
negating attitude is particularly clear in the tug-of-war between Mikhail Kedrov and
Maria Knebel, which saw the former firing the latter from the Moscow Art Theatre in
1949 to eliminate her alternative approach to Stanislavski’s last teachings.X" As
Solovyova writes, Kedrov “was a disciple of the so-called “method of physical
action”, the only approach he acknowledged.”"" The Adler-Strasberg conflict referred
to above was a similar case in point." Whilst Kedrov’s name will always be
synonymous with the Method of Physical Action, Strasberg’s with Emotion Memory,
and Knebel’s with Active Analysis, Stanislavski’s practice evidenced a more opening

and revolving dimension rooted in an accumulative practice developed over decades

of work.
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system: pathways for the actor,” in Alison Hodge (ed.), Actor Training (Oxon:
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Haxkomiennast NMpaKTHKa CTaHuCJIaBCKOr0 Ha peneTuInAX
«TananToB n nokJoHHNKOBY» (1932-33)

Credan AkBWINHA

Berynienne: penerunun «TajqaHTOB M MOKJIOHHMKOB» B KOHTEKCTE MOCIETHUX
Jer aesaTeabHocTH CTAaHHCIABCKOI0

Tema akTepcKkuX «3aa4y» BOZHHUKAET HA Pa3HbIX dTalax TBOPUYECTBA
Cranucnasckoro™™, TepMun «3anayay NpUBBIYHO ACCOLIMUPYETCS C UMEHEM U
HacjeaueM pexuccepa u negarora. bemia Mepiua oTMeuaeT, 4To MpU3HaKK padOThI
HaJ 33/1a4aMi MOXHO 0OHapyXuTh B pexuccype CtanucinaBckoro eme B 1898 r., B
MpoIIecCce MOCTaHOBKH «Haitkay ™ OmnpeneneHue 3a1a4 ObIIO TAKKE BAXKHBIM
aCIEKTOM 3aCTOJILHOTO MEPHo/ia PabOThI HaJl CIIEKTAKJIEM, U Ta)Ke Ha IpUMepe
MOCIEAHUX JIeT AesTenbHOCcTH CTaHHUCIaBCKOTO BUAHO, C KAKUM HHTEPECOM OH
MPUMEHST METO/T 33/1a4 B CO3/IAHUU TICUXO0(PU3HUIECKOM nocnenoBarensHocTE . 10
HE 3HAYUT, YTO METOJ 3a7a4 HE MIPETEepIIesl HUKaAaKUX U3MEHEHHUI B TEUCHHE COPOKa
JIET TeaTpalibHBIX MOUCKOB. B cymuocTi, CTaHuCIaBCKUI HE TepsT MHTEpeca K
3a/1auaM, ¥ MOKHO TIPOCIIEANTh, KaK MEHSUJICS CIOc00 paboThl HAJl HUMU: HaIlpUMeED,
OT METOJIa, B IIEHTPE KOTOPOTO CTOSIT PEeKUCCEpP, K 001IeH TUCKYCCHUU U, HAKOHEII, K
nMrpoBu3anuu. Tem He MeHee, (DaKT TTOCTOSIHHOTO MPUCYTCTBUS 3a/1a4d B paboTe
CTaHHCIIaBCKOTO TTO3BOJISIET TOBOPUTH O MPAKTHUKE, KOTOPasi B JAHHOM CTaThe Ha3BaHa
«HAKOTUICHHOWY. [IpenMeToM MOMX pacCyKJIeHUI cTajla HAaKOTIJIEHHAs TTPaKTHUKa
CTaHHCIIaBCKOTO, TIOITBEPKACHHAS 3aMMUCSIMHU PETIETUIINHN MTOCTaHOBKH «TajgaHTOB U
nokJIOHHUKOB» Anekcanpa Octposckoro (1933). IlocTossHHO BO3HMKAIOIIAs TeMa
3a/1a4 TO3BOJISIET C/AENIATh BHIBOJ] O TOM, YTO — BMECTO TOTO, YTOOBI OTPHUIIATh

METOJHKHU, HEKOT'Ja ObIBIIME B OOJIBIIIOM ITOYETE y CTaHnuCIaBCKOTO (a HUMCHHO Takasd

TOYKA 3PEHUS MEPUOINYECKU 3BYUHT), — PEXKHCCEP, HAIPOTUB, CTAPAJICS ONEPETHCS
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Ha CBOM OBLJION OIBIT, T.€., HAKAIIUBATH €T0, a I0TOM, KOE-YTO B HEM U3MEHUB,
MCIOJIB30BAJ €ro B paboTe, KOTOpast Belach B TOT MOMEHT. B ctaThe Takxke
OCBELLEHBI [TOCIEAHUE I'0JIbl 1eATENbHOCTH CTaHUCIABCKOI O, IPEUMYILIECTBEHHO
orpeJiesIieMble KaKk epro/l, KOT/1a OH TJIaBHBIM 00pa3oM padoTai ¢ METO10M
¢bu3nvecKkoro neicTBUsA, 9TOOBI OKA3aTh JPYrue METOIbI U PHUEMBI,
WCII0JIb30BABIINECS UM B TO BPEMSI.
CraHucnaBckuil MOT BeCbMa KPUTUYECKU OTHOCUTBCS K COOCTBEHHOM MPAKTUKE.
Hanpuwmep, 3anmcu B «PaboTe aktepa Ha/x posibioy, MOCBsIIEeHHBIE «PeBu3opy»,
HAYMHAIOTCS ¢ KPUTUKU YMO3PUTEILHOTO MOIX0/1a K POJIU, TPUOIIKEHHS K Hel
W3BHE U 3aCTOJILHOTO pa300pa — METO/10B, ONPOOOBAaHHBIX UM Ha Pa3HBIX 3Tanax
nesrenbHocTH . B noBecToBanmy Bacuims TonopkoBa o0 TBOpUYECTBE
CraHuCIaBCKOro MOKHO TaKe HaATH JJoKa3aTeslbCcTBA ATOM KpUTHKU. OIMH U3
HauboJsee BOCTpeOOBaHHBIX UCTOYHHUKOB, TIOCBSIILIEHHBIX TIO3/HEMY NTEPHOTY
nesitenbHOCTH CTaHHUCIaBCKOTO, paccka3 TomopkoBa CTPOUTCS BOKPYT pereTUINi
Tpex cnekrakieil — «PactpaTunku» (1928), «MeptBbie nymm» (1932) u «Taptiod»
(moxazanHbIf yxke nocie cmeptu CtanucinaBckoro B 1939 1.) — u cimyxut
CBUJIETEITHCTBOM PabOTHI MITPa C METOJIOM (HU3UYECKUX JAecTBUi. Takoit
KPUTHYECKHI EPECMOTP METOAUK, HEKOT/1a BHICOKO [IEHUBIINXCS, HEPEIKO
BcTpeuaeTcs B kHure Tonopkosa. [IpuBeaem npumep — B JTaHHOM KOHKPETHOM
ciydae CTaHUCITIAaBCKUM HE TIPOCTO KPUTHUIECKHU TIEpecMaTpUBaI ObUION OTBIT, HO H,
M0-BUJINMOMY, TIOJTHOCTBIO €TI0 OPOBEPTal:

«B T0 Bpems oH [CtranucnaBckuil — 4. [1]. | cuutan oCHOBOM CBOE

CHCTEMBI MeTO/ (PU3NYECKHUX JACHCTBHI U OTMaXUBAJICS OT BCETO, YTO

MOTJIO OTBJICYL aKTCPOB OT 3HAYCHUA 3TOIO MCTO/1A. Kor Jda MbI

22



HAIlOMUHAJIIM eMy O ero 0osiee paHHUX METOAAX, OH HAUBHO JeJall BUJI,
YTO BOBCE HE NIOHUMAET, O YeM UJET peub. OHaX (bl KTO-TO CIIPOCHUII:
— KakoBa npupoza ‘3MOIMOHATBHBIX COCTOSHUI aKTEpOB B 3TOM
creHe?
Koncrantun CepreeBud CripoCHil ¢ yAUBJICHHBIM BUIOM:
— ‘OMonmoHanbHbIe cocTostHUS ? UTo 3T0? Hukoraa o Takom
He capimamy™
CraHoBHTCH SICHO, YTO B nocieanee necaruierue CTaHUCIIaBCKUNA OTAaBall
npeanouTeHue Gu3nIecKum neitctBusM™. D10 0COBEHHO OUEBUIHO, CCIIH B3IJISIHYTh
HAa JIBa METO/1a, XapaKTEePHU3YIOIIUX 3TU TObI, 8 UMEHHO — «METOJ1 (PU3NUECKHUX
JEHCTBHI» U «METOJI ICHCTBEHHOTO aHalu3a». B naHHOM cTaThe s He yriyOIsifoch B
pazIuuus MEXIy IBYMSI METOJAaMH, HO OTMEYAI0 Ty BaXKHOCTh, KOTOPYIO
CranucnaBckuil npujaBa JeHCTBUIO, UTO U OTPAXKEHO B 000MX MeTojax. MepiuH
rOBOpUT 00 3TOM Tak: «B 00oux ciydasx aktep OblI gosreyern B (pu3nveckue
NeicTBUs, YTOOBI Omeéneubcsi OT MbICTEH 00 SMOIUSAX, U 3TOT MPOLIECC TO3BOJISI
BBICBOOO/IUTH MO/ICO3HAHUE aKTepa»X"“. XoTs s cornaceH ¢ TeM (akToM, YTO B TOT
nepuoj; CTaHUCIaBCKUM COCpeAOTOUMIICS Ha JeHCTBIH, MHE XOTEJIOCH ObI — Ha
OCHOBE KHUTH TomopkoBa 1, COOTBETCTBEHHO, CBUETENHCTB O MOCIEAHUX Tofax
TBOpuecTBa CTaHUCIIABCKOTO — MPOIEMOHCTPUPOBATH HAIMYKUE B €ro padbote Oosee
IIUPOKOTO CTIEKTPa PETMETUIIMOHHBIX METOIUK. HecMoTpst Ha TO, UTO B KHHUTE
TomopkoBa anpTepHATUBHBIE METOIMKH MPEICTABIICHBI BEChMa CKPOMHO, sl TOTOB
YTBEPKaTh, YTO OHU SBHO MPUCYTCTBOBAIN B MPaKTUKEe CTAaHUCIABCKOIO HApSLY C

o o Xliii o
MeTo0M (usndeckux aeiicTuii . HBIMH CJI0BaMH, MO BOIPOC 3aK/II0YaeTCs B

TOM, HE CJIMIIKOM JIU CUJIbHO aKUEHTUPYIOT TOMOPKOB U COBpEMEHHBIE
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MCCIIeIOBATENN 3HAYCHHE METOo/1a (PU3HUSCKUX IEHCTBUMN, XOTS, KOHEYHO XK€, ITOT

MeTOJI chirpai B pabore CTaHUCIABCKOTO BaKHYIO POJIb.

Ha npumepe penetunuii «TananToB 1 NOKIOHHUKOBY (1932-33 1T.) MBI paccMOTpUM
pa3sHooOpa3ue perneTUIIMOHHBIX METOANK U TpueMoB CTaHUCIIaBCKOTO M Iaaas
TepOMHS 3TOM MbeChl, co3aanHoN Anekcanapom OctpoBckum B 1881 ., —
Aunekcannipa Hernna, MoJiofas mpoBHHIMAIbHAS aKTPUCA, OKPYKEHHAs
nokjaoHHUKaMu. [1peca nocturaer KyapMuHanuu, koraa Hernna otkasbiBaeTcst oT
mo0BH K [letpy (Ilere) Meny3oBy, MOJI010MY, HACATUCTUYECKH HACTPOCHHOMY
BBIIIYCKHUKY YHUBEpCUTETA, IIpeanours eMy MBana Benukarosa, 3emiieBnazensla,
4ybe 0OTraTCTBO MOMOKET €11 TOOUTHCS YCIIEXOB Ha Te€aTpaibHOM MONPUIIIE.
Peneruiuu 31oi nbecbl B MOCKOBCKOM Xy105KECTBEHHOM T€AaTpPE B TOUHOCTH
COBIIAJIM C LIEHTPOM TPAEKTOPHUH, BEICTpanBaeMoil Tonopkoseim. I1o cytu nena,
npembepa cocrosiack 14 urons 1933 r., korga «MepTBbIe AYIIN» YKE OKOJIO

nosyroga Gutn B pernepryape X

. Ha matepuane penerunuii «TanaHToB u
MOKJIOHHUKOBY CTAaHOBHUTCS SICHO, uTO CTaHUCIABCKUI oOpaIiaics K MHUPOKOMY
Auana3ony METOAWK, HAKOIIJICHHBIX B TCUCHUEC JOJITHUX JIET, X IO MEPEC
HGO6XOHI/IMOCTI/I BHEAPAT UX B peHeTI/IHHOHHBIfl mpomnecc, 4TOOBI PEIIUTh TC UIIN
MHBIE TPOOJIEMbI, BOSHHUKAIOIINE BO BpeMsl paOboThl. PerneTuiinoHHble 3aicH K 3Toi
IMOCTAHOBKE HYXXJAIOTCA B MMOSACHCHUAX 110 IBYM IIPpHYHHAaM. BO-HepBBIX, CIICKTAaKIJIb
IMPAKTUYCCKU HE YIIOMHUHACTCA B AHTIINHCKUX HCCIICOJOBAHUAX TBOPUCCTBA
CraHuCIaBCKOTO, MOCKOIBKY OMyOIUKOBAaHHOTO MEPEBO/Ia 3aMUCel 10 CHX TOp HET
Xl CrnegoBarenbHO, LENbIO JAHHOM CTATHH TAKKE ABILCTCS pacckazath 00 TOM

MaJ03HAKOMOM TiaBe TBopuecTBa CTaHUCIABCKOTO, B CBSI3U C 4eM s Oyay 4acTo

LUATAPOBATH 3aIMCHU PEIIETULIHMN.
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Bo-BTophIx, penetuiiun «TanaHTOB ¥ MOKIIOHHUKOBY MPEACTABISIOT OO0
UHTEPECHYIO BEXY B AeATeabHOCTH CTaHUCIABCKOT0, KOTIa OCTATOUYHbIE SIBJIEHUSI €I0
OBLITBIX METO/IOB (B 0COOCHHOCTH, 3aCTOJILHOTO TIEPUOJIa, KaK OyIeT
IIPOJEMOHCTPUPOBAHO B JAIILHENIIIEM) IIEPECEKIINCH C HOBBIM MHTEPECOM pEXKUCCEPA
K JIEUCTBUIO. S TOTOB yTBEPKaTh, YTO MO3IHUN [IEPUOJ TBOPYECTBA
CTaHHCIaBCKOTO MOPOXK/IEH CTOJIKHOBEHHEM METOI0B 3aCTOJIBHOTO pa3doopa u
(bu3nuecKrx NeHCTBUH. PenieTHIIMOHHBIC 3aITUCH TIOATBEPKIAIOT, YTO YIIOP ObLI
caenal Ha pusnueckue neicTBusi, 1 CTaHUCIABCKUN HEOJHOKPATHO MPOSICHSIT 3TOT
BOIIPOC:
«BbI JOMKHBI HCKATh Oeticmaue 1 B KycKaxX BCel IbeChl EIUKOM, U B BaIlIMX
COOCTBCHHBIX. |[...]
Bcezoa, 6cecoa uoume om cebs1, Bo Bcex MepcoHaXkax, KOTOPBIX
BBl  Wrpaere. JOmo s, JEUCTBYIOIIUA B  TpEIIaraeMbIX
00CTOSITENLCTBAX, 3a/laHHBIX aBTOpoM. Ecau Obl 51 Obu1 Herunoii, kak
OBl 51 IEHCTBOBAJ B 3TOM WJIM B Ipyrom ciy4dae? |...]
Huxkozoa ne cosopume u ne oymatime o uyscmeax u

Hacmpoenusx. Muume deticmeus. (214; KypcuB opUruHania)

BbI 10/OKHBI 3HATH JIOTUKY (PU3MUYECKUX ASUCTBUH U TO, KaK
UCIIOJIHATD UX IIPABWIIBHO, B COOTBETCTBUU C OPraHUYECKUMU
3aKOHAaMHU IpHUpobl. PaHble s monara, 4To B MOMEHT TBOPUYECTBA
aKTepy HY>KHO U TO, U Ipyroe, U TpeThe. B cymuocTH, necatku
Pa3HbIX AIEMEHTOB. Tenepb 1 MOT'y C YBEPEHHOCTBIO CKa3aTh, [UTO

aKTepy HY>KHO TOJIBKO] JIUIIb BHYTPEHHE OINPaBIaHHOE (PU3UIECKOE
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JeficTBHE. Omo qbu3uuecx0€ 06126’”16”6, B03MOIHCHO, U ecnib camoe

anasnoe 3asoesanue “‘cucmemvt”’.» (243; KypCcUB OpUTHHAIIA)

CrnenoBarenbHo, CTaHUCIABCKUH Mpeiarai akTepy, UCTIONHBIIEMY poJib MapThiHa
HapoxoBa, BeIpakaTh cBO€ BocXHIleHHe HernHo# «IocpeIcTBOM TOT0, KaK BbI
3aBSI3bIBACTE JICHTOUKY Ha €€ MoJIapKe, Kak Bbl OTKPhIBACTE KHUTY, KOTOPYIO OHA
YHUTAET, KaK BBl CAJMTECh HA CTYIL, TJIc OHA cujena HenaBHo» (229). [1o ananoruu ¢
3THM, HeBHUMaHHe HernHo K KHS310 OOBSCHSCTCS TEM, YTO OHA OTBIICKJIACh «HA
CBEPTKH, KoTopble npuHecna. OHa Bo3utcsa ¢ HUMHU. OHa MOTHOCTHIO MOTPYy>KEHa B
3TO 3aHsTHE. [...] OHa cilylIaeT ero, HO MPOJAOJIKAET PHITHCS B CBEPTKAX O]
crosom» (217).

AKIIEHT Ha (PU3NYECKOM JCHCTBUH HE TaK YK CHIICH B peneTulusax «TalanToB u
MTOKJIOHHHUKOBY» B CBSI3U C MCIIOJIH30BAaHUEM PETICTHIIHOHHBIX METOINK, OCHOBAaHHBIX
Ha palMoOHAILHOCTH, Pab0Te HAJ SMOIUSIMU, PU3NICCKIX XapAKTCPUCTHKAX U JaKe
JIeMOHCTpanuu. Teopust HAKOIIJICHHS, 0 KOTOPOU s OyIy TOBOPUTH TOJIPOOHO, TAKXKE
MOATBEPIKIACT 3TO. S HCIONB3yI0 TEPMUH «HAKOTUICHHUE» B KOHTEKCTE,

HaITOMHHAKIIEM O JUAJICKTHYCCKOM METOAC I'erens:

«B mupokoM cMmbIcie nuanekTuka ['erens npenamnonaraet TpU CTYIIEHU:
(1) HeckonpKO KOHIICTIIIMIA MW KaTETOPHI PAaCCMaTPUBAIOTCS KaK
HEW3MEHHBIE, YETKO OMPEIEIICHHBIC U OTIIMYHBIE IPYT OT JIpyra. ITO
cTyneHs noanManus (tesuc). (2) Korma Mbr pa3mbiimisieM 00 3Tux
KaTeropusix, B HUX HAYMHAIOT MPOSIBISITbCS IPOTUBOPEUHS. ITO
CTYIEHb AUAIEKTUYECKON JTIOTUKU WJIH JIOTUKU OTPULIAHUS

(aaTHTe3nc). (3) B pesynbrare 3TOM IHANEKTHKH 00pa3yeTcss HOBasl,
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0oJiee BBICOKAst KATEropus, 00bEIUHSIIONIAS TPEAbIIYIINE U
paszpelaroinas NpoOTUBOPEUHs, IPUCYTCTBYIOLIUE B HUX. DTO CTYIIEHb
paccyKICHUN WK TIO3UTUBHOM Jioruku (cuHTe3). ['erens mosnaraer,
YTO 3TA HOBAs KaTEropusi — “‘€AMHCTBO IPOTHUBOIOJIOKHOCTEN,
[koTOpBI€] [...] mpeBpamatoTcs Apyr B Apyra B pe3yJabTare ux

xliii
YCUIICHU.

Hekoropeie MeTo1b1, ¢ KOTOpBIMA CTaHUCIABCKUN SKCIIEPUMEHTUPOBAJI HA Pa3HBIX
JTanax JesTeIbHOCTH, MOI'YT C HOBEPXHOCTHOM TOUYKHM 3pPEHUS MOKA3aThCs
IIPOTUBOPEYAILUMH APYT ApYyry. OHHU OTUETIIMBO IIPEICTAIOT KaK SBJICHUS,
JMaMeTpaibHO MPOTUBOIOJIOKHBIE, COEIMHEHHE KOTOPBIX HE MPEJICTABIACTCS
BO3MOXXHBIM. ECIIM B3IAHYTh Ha TPaJULIUIO aKTEPCKOTO MacTEpPCTBA, ONUPAIOILYIOCS
Ha TBopyecTBO CTaHUCIIaBCKOT0, OI00HBIE PACX0XKICHHUSI OCOOEHHO OUEBUIHBI B
cllyyae ¢ SMOLMOHAIBHOM MaMAThIO U (PU3NYECKUM JEHCTBHEM — IPOTUBOPEYUNS
MEXy ABYMS 3TUMH MOHATHSIMHU IpuBenu K cropy Jlu CtpacOepra u Cremnnsl Aanep
B 1934 1. Takum o0pa3om, repBas U BTOpas CTYNEHH JUaleKTHUKH [ erens
COJIep>KaJIi MPOTUBOPEUNS M OTPULIAHHUS, U IIPEOI0JIETh UX HEMELKUH puimocod
paccunTbIBan Omaronaps Tperbeit crynenu. U ecnu I'erens otnaBan npeamnodreHue
palOHaIbHBIM PA3MBILUIEHUSAM Ul pa3pelieHus 3TON IBONCTBEHHOCTH, TO
CraHucnaBCcKuil peiarai MoJIeMUKy MEX1y METOJIaMH, TITyOOKO YKOPEHEHHYIO B
IpakTU4YecKkoit padbote. TpeThst cTyneHb TuanekTuku 1 eress, «oobeanHsomas
IIPEIBIAYIINE U pa3peliaroiias IPOTUBOPEUNs, IPUCYTCTBYIOLINE B HUX»,
MIEPEKIIMKAETCS ¢ HAKOIUIEHHOM npakTukoi Ctanuciaasckoro. OHa 1MO3BOJISET
O00BEIUHHUTD PA3TUYHBIE METO/IBI U IPUEMBI, CO3JJTaHHbBIC B TEUEHUE JOJTUX JIET TaK,

9YTOOBI OHHM HE OIIPOBEPraliu APYT JAPYyra, a CIYKWIH 00IIeMy Jeny, T.€., paboTe

27



AKTCpa Hall POJIbIO. MeHHO B 3TOM KOHTEKCTE paccMaTpruBaACTCA «HAKOIIJICHHUEC» B

3TOU CTaTheE.

HakonieHHble METOAMKH 32CTOJBLHOTO pa3doopa

[TpuBeny HeCKOIBKO HaUbOOIIEE SIPKUX MPUMEPOB HAKOTIICHHOM MPaKTHKH
CranucnaBckoro. CkaxeM, HEKOTOpbIE peneTHnH «TaJaHnToB 1 MOKIOHHUKOB)
HaIlOMMHAIOT O 3aCTOJILHOM pa3dope, KoTopblii CTaHucIaBCKU pakTukoBai ¢ 1906
r. mo 1920 r. Bmecrto TOro, 4T00BI OJIHOMY padOTaTh HaJ CO3IAHHMEM MH3aHCIICHBI,
CraHuCIaBCKU MTPeInoYnTan coOMpaTh akTEPOB BMECTE, YTOOBI pa3dupaTh TEKCT
nbeckl. C MOMOIIBI0 METOI0JIOTUH, OCHOBAaHHOW Ha MP0o0ax U COBMECTHOU
JTUCKYCCHUHU, YYACTHUKHU U3y4Yalld TaKMe OCOOEHHOCTH MbEChI, KaK CTPYKTYpa,
JEWCTBUS ¥ 3a]1a41, BO3MOYKHBIE OTHOILICHHS MEXKIy MTEPCOHAXKAMH, IMOIOHAIEHBIC
COCTOSIHHS M COLIMAJIbHO-TIOIMTUYECKU KOHTEKCT. Kpome Toro, yaensioch
BHHUMaHUe 6uorpadusM nepcoHaxei, a TaKkxke A3bIKy aBTopa i 1o CyTH Jiena, 3TO
OBLT IOJIEMUYECKHI aHAJIN3 TEKCTA U TIOATEKCTA ITbEChl, TOMOTABIINN YYaCTHUKAM
CHEKTaKJIs 00AyMBIBaTh TOHKOCTH ITPOU3BEACHHUS; OJTHAKO, €CIIU ATOT MpoIiece
BBIXOMII U3-TI0J1 KOHTPOJIS, aKTepbl OYKBAJIbHO TOHYJIM B MaTepHale.
CraHucnaBcKui Tak)Ke XOTel OPOBEPTHYTh OOBUHEHHS B TOM, UTO OH «peKHccep-
TMKTATOP», BBIIBUTABIINECS IPOTHB HETO B IIEPBBIE TO/IBI CYIIECTBOBAHUS

liii

MockoBckoro XyaoxKecTBEeHHOro TeaTpa . B uactHocTH, MepiuH yTBep:KIaeT, yTo

3aCTOJIbHBIN pa300p OTKpbIBAI IS aKTEPOB TBOPUECKHE BOZMOKHOCTH, MIOCKOJIbKY

i
¥YIX BKJIaJl B paOOTy HaJ CHEKTaKJIEM CTAHOBHIICS 00JIe BECOMBIM. ™

28



PaccMoTpuM HECKOJIBKO IPUMEPOB TOT'0, KaK M10100HBIE METOAUKY 3aCTOIBHOTO
pa3bopa — a IMEHHO, U3yYEHHE aBTOPCKOTO S3bIKa, ICTETUYECKasl INIOCKOCTh
COLIMAJIbHO-TIOJINTUYECKUI KOHTEKCT — MPOSIBIISIFOTCS] U BO BPEMsI pENETULINM
«TananToB U MOKJIOHHUKOBY. CTaHUCIIABCKU C 0COOBIM BHUMAaHUEM OTHECCS K
S3BIKY aBTOpA, KOT1a MpOoTUBONOCTaBHI OCcTpOBCKOro YexoBy, YTOOBI MOAYEPKHYTh
ctiiib OCTPOBCKOTO M €T0 ApaMaTypruuecKyro TeXHUKY: «[B otimnune ot Yexona]
reporHu OCTPOBCKOTO HUKOTIa HE CTUOAr0TCs o] OpeMeHeM xu3Hu. OHU Beerna
MBITAIOTCS JOCTHYb CBOCH LIE/IH M JOGUBAIOTCS 9TOTO JM0GBIMU criocoGammy (225).
«M3ydenue 3CTeTUIeCKO TIIOCKOCTHY, €I OJTHOTO aCTeKTa 3aCTOIBHOTO pazbopa,
omnpezaeneHHoro Jinuem, cTano o4eBUAHBIM TOr1a, Korjaa CTaHUCIIaBCKU 3aroBOpuUII
0 IpOTECKE X TTo MueHMIO pexuccepa, B rpoTECKE CYIIECTBYIOT ITyOUHBI U
CII0KHOCTH, HaXOJIIHECs 3a MpeesiaMi TOr0 IPEYBEIMUEHHOTO BHEILIHETO
M3MEpEeHus, C KOTOPBIM 3Ta 3CTeTUKa 00bIYHO acconuupyercs: «Bmecro atoro
MOKaXXUTE BHYTPEHHUHN MUp [niepcoHaxa] [...]. 'poTeck He 03Ha4aeT, 4TO HYKHO
yTpUpoBarth. [...] [OH] npeanaract 66CKOHEUHYIO TIIYOMHY XapaKTEPUCTHK, HO MBI

9TOro €me HE IIOHUMAacM. B mamm JHU T'POTCCK MMPUBOJUT TOJIBKO K CTATUYHBIM

obpazam» (227).

AHanu3 counanbHO-MOJUTHYECKOT0 KOHTEKCTA MbEChI MO3BOJISET OOHAPYKUTH B
peneTUIIMOHHOM Mpouecce «TalaHTOB M MOKJIOHHUKOBY YePThl, TAKXKE
MIPUCYTCTBOBABILIKE BO BPEMs 3aCTOJILHOTO Neproaa. OTHOILIEHUE K 3TOMY aHAINU3y
OTIINYAJIOCH BO BpeMs ABYX penernnuid: 16 u 23 suBaps 1933 r. Heynasmyrocs
MOTIBITKY KHS3 JOOUThCS pacnonoxenus: Herunoit peneruposanu 16-ro. [Ipobnema,
BO3HHUKILIAs HA 3TOM peNeTHIIMU, 3aKirodaiach B ToM, uTo Asuia TapacoBa, urpasiuas

HeFI/IHy, TOPOIUJIACH OTBETHUTDH KHA3I0 U TCM CaAMbIM CBOJIUJIA HA HCT APaMaTHUYCCKOC
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pasButue crieHbl. CTaHUCIIABCKUH MPETIOKUI CIEAYIONUH CII0c00, TTO3BOJISIOIIUN
3aMeTHTh OypHYIO peaknuto TapacoBoii. Pexxuccep mporuBonoctaBui sxeHIuH XX
BEKa, MPe/ICTaBUTEIbHHUIICH KOTOPBIX Obl1a Hernua, CBOMM COBpeMEHHHIIAM.
JKeHIMHA IEpBBIX NECATUIICTUN COBETCKOM BIIACTHU «Y4YWJIACHh YIIPABIATH
COOCTBEHHO KHU3HBIO U BECTH ce0s1 Ha PaBHBIX ¢ MyXunHOW» (218), HO 11t Herunoi
TaKO€ PaBEHCTBO MbIIUIEHUS ObIJI0O HEBO3MOXKHBIM. ClleJ0BaTEIbHO, TIOHUMAHNE
xeHHbel XX Beka 06110 HE00Xx01MMOo TapacoBoi, 4TOOBI OHA MOTJIa ONPaBIATh
3aMeJUIEHHYIO (C COBPEMEHHOM TOUYKHU 3PEHMSI) PEaKLUIO Ha NPEUI0KEHUE KH3S, U
HMMEHHO ¢ 3THX no3uiuii CTaHucIaBCKU BliepBble oNnpocuil TapacoBy ChIrpath
poib. Takoil HCTOPUYECKOH MpaBabl HE TPEOOBAIOCH HA peNeTHLINH 23 sHBaps, KOTaa
npoxoawiu cueny mexay Herunoit u [lereit. 'oBopst o Tom, kak posib Hernnoit
urpaina Mapust EpmosnoBa, 3HaMeHuTas akTprica BTopoit mosoBuHbI XIX Beka it
CranucnaBckuii ormMedan, uto EpmosoBa urpana aTy posib, HOJ4epKUBasi Te
0COOEHHOCTH, YTO OBLJIM Ba’KHBI JIJIsl COBPEMEHHOIO €l COLMaIbHOIO0 KOHTEKCTa U
nyO0auKy ee BpeMeHu. TeM He MeHee, «Mbl JOJKHBI TOAXOAUTh K OCTPOBCKOMY B
COOTBETCTBHUH C TEHACHIIUSIMH COBPEMEHHOCTH, a HE TaK, KaK €ro [Mrpajiu]| paHblle»
(225), TO ecTh, HY)KHO B3IJISIHYTh Ha JpaMaTypra uepe3 Mpu3My COIuaibHO-
MOJINTUYECKUX XapaKTePUCTUK, CBOMCTBEHHBIX Havany 1930 rr., korja nuia pabora
HaJ Mbecoil. DTO U3MEHEHUE TAKTUKU ObUIO HEOOXO0AMMO, UTOOBI pa300paThCs C
HOBOU TIpo0IeMoii, BCTaBIel nmepes TapacoBoit Bo Bpemst pabOThI Hall pOJIBbIO: B
TPaKTOBKE 3TON POJIM OHA CIUIIKOM Mosaranack Ha EpmonoBy. [locnennsis
TpakToBasia 00pa3 HernHoi kak »eHIUHbI, OTKa3aBIIEHCs OT JTU4HOro cyacths. Co
cBoelt ctopoHbl CTaHUCIIAaBCKUN Tpeyiarai 0ojiee COBPEMEHHBIH B3TJIs1 Ha 3Ty POJIb,

MOTYEPKUBAs MPABO KEHIIUH JenaTh Kapsepy. OH Takxke xoren, 4ToObl TapacoBa
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nepecraia 3aBUCETh OT TPAKTOBKM EpMOII0BOI, U cTapascsi HalpaBUTh CUJIbI aKTPUCHI

Ha pa3BUTHE €€ COOCTBEHHOTO TAJaHTa, BEICOKO UM IIeHUMOTO (230).

HmenHo 110 TOM npuumnHe, 4To NpakThka CTaHUCIABCKOTO Ipeaoarana
BO3MOKHOCTb HaKOILJIEHUS, PEKUCCEP MOT BBICKA3aTh JIBE TAKMX Pa3HbBIX
PEKOMEHIallMU 32 CTOJIb KOPOTKUH nepuo. BMecTo Toro, yToObl peBpalaTh yxe
CYLIECTBYIOIYIO IPAKTUKY B JOTMY (MMEETCs B BUAY U3yUEHUE COLIUATIBHO-
IICUXO0JIOTUYECKOr0 KOHTEKCTa BO BPEMsI 3aCTOJIBHOIO nepuoaa), CTaHuCIaBCKHUM
proOINall ee K CBOEMY PENEeTHIIMOHHOMY apceHany. TakuM oOpa3omM, y Hee ObUIO 1Ba
Pa3HBIX ITyTH Pa3BHUTHUS, U3 KOTOPBIX aKTEP U PEKHUCCEP MOTIIN BBIOMPATH B
3aBHCUMOCTH OT TOT0, KaKOBBI ObUTH TPEOOBAaHUS TOM MM WHOW PENETHIIMOHHOM
cutyauuu. Komy-to nokaxercs, uro CTaHUCIABCKH 3aCiy’KUBAaET KPUTHKH,
MIOCKOJIBKY OH IpeAJIaraeT poTUBOpEUAIlne APYT IpYTy, a 3HAUUT, COMBAOIUE C
TOJIKY TPAKTOBKH POJIM U Mbechl. TeM He MeHee, 6JIN30CTh IO BPEMEHH JIBYX 3THX
peneTuLni MOKa3bIBAET, C KAKOM JIETKOCTBIO, KaK IIJIABHO IIPOJBUTAJICS

CraHuCIaBCKHUH 10 IMyTU CBOCTO HAKOIIJICHHOI'O OIIbITA.

Brieatnenue, ckiaznpiBaroeecs y Hac 0iaaroaapst S1u30/1aM, U3JI0KEHHbBIM BBIIIE,
OOBSCHSIETCS TEM, UTO HEKOTOPBIE JIeTaIH ObLIN OTAENIEHBI OT CBOEr0 UCTOYHHUKA B TO
BpeMsi, KOTJJa caM UCTOYHUK ObLJI MMOYTH MOJHOCTHIO 3a0bIT. DTH peNeTULINOHHbIE
JeTaIy MOJIBEPraroTCs PalliOHAIBHOMY OCMBICIEHHIO CLIOCOOOM, HATIOMUHAOLINM O
MPAKTHUKE 3aCTOJIBHOIO Meproaa. XoTs paboTa 3a CTOJIOM MpU3BaHa pa30yauTh
SMOLIMHU U BOOOpAKEHHUE aKTepa, IPexk/ie BCEro oHa oOpalieHa K pasyMmy akrepa.
Hanpuwmep, MepnuH Ha3bpIBasia 3TOT crioco0 pazdopa «pariioHAIBHBIMY 110 IPUPOJIE

i
X Takas panMoHaTbHOCTH, NPUCYIIAs 3aCTOILHOMY MEPUOY, IPOHU3BIBAET
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penetuin «TananToB U MOKJIIOHHUKOBY, COCEJICTBYS ¢ 00Jiee MPaKTHYHBIMU H
CIIOHTaHHBIMU (hopMaMu PabOThI, XapaKTEPHBIMU JUIS MTporiecca GU3NIECKUX
JNeNcTBUN. PaniMOHaNbHBIN METOI IPUCYTCTBOBAII BO BpEMs PENIETULINN,
HaIpaBJICHHBIX HA CO3/laHue Onorpaduu nepcoHaxa, Kak, Halpumep, B TAKOM

cilIy4dac:

«Ilers mpuBbIK OecenoBath ¢ Mpodeccopamu, HO UyBCTBYET ceOs
HEYIOTHO PSIIOM C JIEIOBBIMU JIt0IbMUA. OH TOBOPUT C HUMHU TaKUM
TOHOM, CJIOBHO 0003HauaeT npobiaemMy. Y Hero HauBHas, CBETJIas U
JeTcKas yla, HO B OOIIECTBE OH ypoJI. Y HEro HelmpaBWIbHAS
Moxo/ika (OH JIFOOUT MEePENPHIrUBaTh C OJJHOM MapKETHUHBI HA IPYTYIO),

OH OJIM30pPYK U KOCHOs3bIYEeHY. (221)

OtHommeHus nepCOHan(eﬁ AHAJIU3UPOBATIUCH CXOKHUM 06pa30M:

«Heruna okazayach MeXJ1y TpeX 3aK0JIJOBaHHBIX KpyroB: Ilers,
BenukatoB u tearp. [lobexnaet Teatp. [lets Bener ckpoMHYIO
CEMENHYIO KU3Hb, B MEIIaHCKOM o0cTtaHoBKe. C BennkaroBbim ee
[Heruny] >xneT rpexoBHast CBS3b, KOTOpast MpUHECET el (PUHAHCOBOE
6naromnoinyuue. U1 Bce e BennkaToB — ee myTh B T€aTp, MOCKOJIbKY OH
MOKJIOHHUK ee TajaHTa. OHa Bce TOTOBA OT/IaTh TOMY, KTO BO3POJUT €€
BEPY B €€ TAIAHT. 3HAYUT, YXOJ1 C BeaukaToBBIM 3TO HE

oOMeIaHuBaHue, a, HA0OOPOT, OTPEIICHHUE OT CeOsI pa UCKYCCTBaY.

(225)

DTOT palMOHANbHBIN, aHATUTUYECKUNA TI0JIX0/1 0COOEHHO XOPOIIO MTPOBEPSETCS Ha

Mepexo/iax OT OJHOTO IPAMAaTUYECKOTr0 MOMEHTA K IPYyroMYy:
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«Bech mepexo 0T OJJHOTO COCTOSHUS K JPYTOMY MOXKET OBITh
ocHOBaH Ha [cneayromiem]. Ouu [Heruna u ee maTh| cnepsa
oyMalid, 9to pazoorarenu. [loTom mocTeneHHo cUTyarus
MPOSICHUIIACh, U OHU TOHSUIH, YTO 3TO He Tak. Cinoa Herunoii: “/la,
Tenepb TpyAHee OyeT, 0e3 KaIOBaHbs-TO” HENb3s OTATOMIATH
JpaMaTU4ecKUMH ToHaMH. [loctaTouHo npocTo yopaTh 601pOCTb.
Ecnu rpanycHuk mokassiBaeT 18 rpaaycoB U BB BHE3AITHO BHIHOCHTE
€ro Ha MOpO3, TEMIIepaTypa Bce paBHO OyjeT omyckaThes ¢ 18 mo 17, ¢
17 no 16 m 1.1. [...] [To3gHEE MBI JOXOIUM JI0 CJIOBA ““HUIIEHCTBO .
D710 yke HeMHOro Hike (), HO, KaKk OOBIYHO CIIy4aeTCs B KU3HH,

-
FOHMTE OT cebs MbICIIH 0 HerpusaTHoM». (220)"

Bocnpusarue npaktukyn CTaHUCIIaBCKOTO KaK HAKOIIEHHOW TaKKe YCHUIIMBACT
BaXXHOCTb €ro 0oJiee paHHUX METOJIMK U MIPHUEMOB. 3aCTOJIbHBINA pa30op — yxke He
BPEMEHHOE SIBJIEHUE, B KOTOPOM OOJIbIIIE HE HY)KIAIOTCS, KOTJa SKCIIEPUMEHTHI €
aJIbTEPHATUBHBIMU METOJAaMH 3aKOHYEHBI. C MO3ULINN HAKOTUIEHHOW TPaKTUKU
3aCTOJILHBIN NMEPHOJ — BaXKHBIH IIar B TOM HalpaBlIEHUH, B KOTOPOM IIu1a paboTa
CraHHCIaBCKOTO B MOCJIEHHUE TO/bI, B 0OCOOEHHOCTH, €CIIM BCIOMHUTb, YTO YIOP OBLI
ClIeJIaH Ha PallMOHAJILHOCTH (A K Hel BIOCIEACTBUM ObLIa J0OaBIeHa HMIIPOBU3ALINS,
paccMaTprBaeMasi B METOJIC JISHCTBEHHOTO aHanmm3a) X", AHAINTHYECKHI aCIIeKT
paloThI HaJ| POJIBIO B 3aCTOJILHOM pa300pe HEU3MEHHO TPeOOBaJl HECKOIbKUX
MecsieB. Kpome Toro, oH ObUT OT/IENIEH OT MPAaKTHUECKOW paboThl Ha CLIEHE,
IIOCKOJIBKY aKTEphl HAUMHAIM PENETUPOBATh TOJIBKO TOT1A, KOTJa YyBCTBOBAJIH, UTO
UcYepIaIr BO3MOKHOCTH paboThl 3a crosioM. Kak mokassiBaeT penetunys 23 ssHBaps,

TaKoe pas/ielieHne He ObUTO OYEBUAHBIM BO BpeMs paboTsl Haa «TamanTamu u
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noxJIoHHUKaMm». [locie ocobenHo nonrux paspacHeHuid CTaHHCIaBCKOTO,
paccyxaaBiuero o naysax y OCTpoBCKOro, akTepaM ObLIO CAEIaHO MPEII0KEHNE
mompoOOBaTh BCE, UTO «TOBOPUIIOCH HA MpakTHKey (226). MI3HA4YaIbHO 3aCTONBHBIN
pa3bop ObLT OT/IETICH OT AKTUBHBIX PEMETHUIINI HA CIICHE, HO HAKOIIJICHHE HEKOTOPBIX
ero ocooenHoctei mo3Boyniao CTaHUCIABCKOMY JIETKO MEPEXOUTH OT OJHOTO

i
PENeTHIMOHHOTO METO/A K IPYToMy <.

IIpucyrcrBue padoThl ¢ SMOLUAMH U AEMOHCTPAIIUN

Ecau mb1 paccmaTpuBaeM npakTuky CTaHUCIABCKOTO KaK HAKOIUICHHYIO,
HE00XO0IMMO IMO-HOBOMY B3TJISTHYTh W Ha IMOCJICTHUE TO/BI €T0 IEeATEIbHOCTH, KOTaa
OH, BO3MOKHO, HE OBLJT HACTOJBKO COCPEIOTOUEH Ha (PU3UIECKOM JCHCTBUH, KaK 3TO
CTapaJiiCh MOKa3aTh JETOMUCIIBI Bpoie TomopkoBa. ITO CTAaHOBUTCS SICHO U3
peneTUIny MOCeIHEN ClieHbl «TaJaHTOB U MOKJIOHHUKOBY, TJI€ MHOTHE TIEPCOHAXKHU
OKa3bIBAIOTCS HA CIIEHE BMeCTe, YTOORI morpomarbest ¢ Hernnoit u BenukatoBbiM.
[Tocne orpeszna Hernnoii ¢ xxene3HoqopoxkHON craHumy [leTst HaunHaeT paccyxaaTh
0 TOM COCTOSIHHH, B KOTOPOM OH OKa3aJicsi (BO3JIFOOJICHHAsI OCTaBHJIA €r0 paau
Kapbephl B TeaTpe). BMecTo TOT0, 4TOOBI €ro yTemarh, OCTATbHBIC TEPCOHAKH
HA4YMHAIOT MOTEIAaThCs Hall ero GuiocoPpcKoil puTopuKkoil. ¥ akTepoB ¢ ITUM
BO3HUKJIM TIPOOJIEMBI — UM HE YJaBaJIOCh CO3/1aTh MO-HACTOSIIIEMY HHTEPECHBIE
criennyeckne oopassl. [loBeneHne pa3HbIX repoeB MOaydaaoch CIUITKOM
01H000pa3HbIM. CTaHUCIIABCKUN PENIII ATy MpobdieMy He uepes pusnueckoe
JIEWCTBUE, @ YePe3 SIMOLIMOHAIbHBIN aclieKT. OH MONMPOCHII aKTEPOB HACMEXATHCS HaJl
[lereit mo-pa3HOMY, HO BMECTO TOTO, YTOOBI MIPEIOKUTH aKTEPaM pPa3HbIe PUTMbI

nim HeﬁCTBHﬂ, OH ITOoACKa3aJl UM SMOIMOHAJIBHBIC U IICUXOJIOTHYCCKHUE COCTOSAHUSA .
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«Hy»HO0 1Ccnosib30BaTh pa3Hble METO/IbI, KOT/Ia BbI HACMeXaeTech Hajl [lerei.
Hamnpuwmep: 1) ouens 601p0o; 2) UPOHUYHO, IPU 3TOM CKPBIBasi CMeEX; 3) C UPOHUYHBIM
BOCXUIIIEHUEM; 4) C HHTY3UA3MOM,;

5) NOTpPSICEHHO, MOYTH Tepss ap peun» (223). BaxxHocTs, npuiaBaemast
SMOIMOHAIBHOHN paboTe, CHOBA MIPOSBISETCS B 0COOOM YIIPaKHEHUH,
MCI0IK30BaHHOM CTaHHCIIABCKUM Ha JAPYTOi peneTUuiiud. Y TpakKHEHHUE MPOXO U0

TakuM 00pazoM:

«YTOOBI COXPaHATH CBEKECTh OIIYIICHUI U HAUTH MPABILY STOTO
3IM30/1a, COCTABbTE CIIMCOK PA3HBIX YYBCTB B ATOM CILIEHE, HAIIPUMED,
HEHABHCTh, HEXHOCTB, JTIFO00BB, OCTPOyMHUE | T.J1. BeiOepute oany u3
3TUX SMOLMHN C 3aKPBITHIMU IJ1a3aMHU U IOCMOTPUTE, KAKUMHU
npeAcTain Obl BEIIH, €CIU Obl BAMU PYKOBOIMIIO TO UITH APYToe

qyBCTBOY. (238)

[IpumepHo B TO k€ Bpemsi CTaHUCIIaBCKUI TPU3bIBAJI aKTEPOB OCBEXKUTH pabOTy Hal
KOHKPETHOU POJIbI0, IOCTOSIHHO /1po0s (pu3nuecKue AeHCTBUS il Tem He MeHee, B
JTAHHOM KOHKPETHOM CJIy4ae OH FTOBOPHII 00 SMOLIMOHAIBHOCTH, CBOMCTBEHHON
ATOMY YIPaKHEHHIO, KaK O CIToco0e 0KMBUTH PabOTy akTepa. Takoe miaBHOE
nepeTeKaHue OJHOM PEeNeTUIIMOHHON NMPAaKTUKU B APYTYIO CBUAETEILCTBYET O TOM,
yT0 padota CTaHUCITABCKOTO HAJ (U3HUYECKUM JCHCTBUEM HE MPEMNSTCTBOBAIA
CO3HATEJIILHOMY NPUMEHEHUI0 00Jiee SMOIIMOHATIBHBIX IPHEMOB, €CJIM OHU MOTJIH
o0ecreynTh CIIOHTaHHbIe peleHus mpoodiaem. Hike npuBeaeM ene oauH nmpuMep

OMOIHUOHAJIIBHOTO MOoAXO0Aa, MPUMCHABIICTOCS HA pCCTUIHAX. 38.M€TI/IM, YTO B 3TOM

CJIydac SMOIMOHAJIBHBIC COCTOSAHUSA PACCMATPUBAIMCH U C TIOMOIIBIO pallMOHAIIBHOT'O
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METO/1a, YTO, OTATh-TaKH, HATOMHHAET TEXHUKY 3aCTOJIHLHOTO pazdopa u

MOATBCPIKAACT €€ NPUCYTCTBHUEC HA PCIICTUIIHAX CTaHHCIaBCKOIO B IIOCJICAHUE TOABI.

«[Tapacosa] Tak uto xe, oHa [Heruna] Bce-Taku CHIIBHO JIFOOUT
[TIeTr0]?

[CranuncnaBckuii| Koneuno, oHa ero go0uT, HO Kak? KadecTBo — 310
raBHoe. He cMoTpuTe Ha yenoBeYecKrue SMOIMU TOBEPXHOCTHO. ITO
JU1g akTepoB Ooubioi rpex. Kaxxaas crpacts — 11000Bb, PEBHOCTD U
Tak Janee — 00sagaeT OECKOHEUYHBIM YUCIIOM Pa3HBIX OTTCHKOB.
CymecTtByeT 11000Bb K APYTY, K MaTepu, K Opary, K Myxy, K
BO3JIO0JICHHOMY, €CTh I'PEXOBHAs JIFOOOBB, INTATOHUYECKAS JIFOOOBb,
HeXHas JII000Bb, TI000BL cBeTIas U TeMHast. Kaxkaast U3 HuX MOXKeET

OBITH CHIIbHOI TI000BBIO, HO BCE OHU pa3HbIey. (241)

Taxum o6pazom, mpakTrka CTaHUCIABCKOTO B MOCIEAHHIE TOJIBI €T0 ASSITebHOCTH
JaleKko He Bcerja oTTopraia 6osee sMolMOHaANbHEIN moaxoa. [Ipocto uepapxus
M3MeHHUIIach. BMecTo Toro, 4ToObl OTHOCUTHCS K SMOIMSIM KaK K OCHOBHOMY
HMCTOYHHUKY MaTepuasa CIEeKTaKIsA, akTepbl aHATUTUYECKU pacCMaTpUBAIOT SMOLUU
nocie TOTo, Kak co3faHa «1emnoyka aeicteuii» (238). Takas mepemeHa mMecT
cllaraeMbIX XapakTepHa ISl HAKOTUICHHOW MPaKTUKHU X 3ra Tema Bo3HHKaeT B
pedyax CTaHUCIABCKOIO, TPOU3HECEHHBIX Ha peneTulusax «TagaHToB 1
MTOKJIOHHUKOBY, TJI€ OH TOBOPUT O TAKUX METOJIMKAX Kak (pu3ndeckue
XapaKTePUCTHUKU ¥ KU3HEHHbIC HaOMroieH . JlaHHbIe METOIUKN HEKOT/1a UTPATU

BaXXHYIO poJib B BUIeHUN CTaHUCIIAaBCKOTO, U TIOPOIl OH MCIIOIB30BaJl X, YTOOBI

MHUIEAPOBATE PaGoTy Haj poiIbio *'. B OCIEIHHE TOIBI OHH BCE CIIe
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IIPUCYTCTBOBAJIU B €TI0 apceHalle, HO TENeEph PoJib KaTanu3aTopa Oblia nepegaHa
¢duznueckomy aericteuro. Hanpumep: «B3rinsHuTe HA Ballly pEIUIMKY B TIbece [...] U
TOT/1a BBl CMOXETE IPUOJIMZUTHCS K TOMY, YTO SBJISIETCS XapaKTEPHBIM IS
BHYTpPEHHEH >kU3HU poiiu. [IoToM BO3bMUTE JECITH MAPUKOB, 1ECATH OOPOJ, IECATh
nap yCcoB M IPUMEPSITE UX B Pa3HBIX KOMOMHALUAX. Bbl 00101cHbl HAtimU mom 0opas,
KOMOP®bLIL JIyuue 6ce2o 0mpasum eHymperHioo npupooy» (235; KypcuB OpuUTrHHaIIa).
[Toxoxuii mpumep: AHactacus 3yeBa, UCIIOTHUTENIbHULIA PO JIOMHBI
[TanTeneeBHbI, coobmIana, YTo MCcKajia CBOi 00pa3 MOCPEICTBOM KU3HEHHBIX
Habmonennii. CTaHUCIIAaBCKUI B IPUHIIMIIE HE BO3PaXKajl MPOTUB TAKOTO TOX0/1a, HO
MpeIynpexaail akTprcy, YTOOBl OHA HE ONUPAIaCh UCKIIFOYUTENBHO Ha HETo (229).
Takum oOpa3om, HakoTUIeHHAs TpakTHKa CTaHUCIABCKOTO HE OTBEprajia
MpEeNbIAYIINX METOJHK, a CKOpee MEHsJIa 3aHUMaeMO€e UMU MECTO B HepapXuu

CPEACTB, HCIIOJIb3YEMBIX aKTEPOM B paboTe Hall POJIBIO.

HexoTopsie U3 peneTUIIMOHHBIX METOIUK B «TamaHTax v MOKIOHHUKAX) SIBHO
KOHTPACTUPYIOT C TPUEMAMH, OCBEIICHHBIMH B JIETONMUCH TOMOPKOBA, YTO SIBJIAETCS
ellle OJIHUM J0Ka3aTelIbCTBOM CleAYIolero: npaktuka CTaHHCIaBCKOTO
HakaruMBaya ObUTbIE METOJIBI, @ He oTpuIraia ux. OQuH U3 TaKUX CIIy4aeB KacaeTcst
JEMOHCTpAIMH (OPMBI — ATO OTCYTCTBYET B OT4YeTe TOMOPKOBA, 3aTO €CTh B 3aMMHUCSIX
penerunuii «TanaHToB U MOKJIOHHUKOBY. Bo Bpems penetunuii « MepTBBIX Oy Y
TomopkoBa He MOTyJaIoch CO3/1aTh AyTry XapakTtepa YnuukoBa (3Ty poJib OH
ucnomnHs). Ha mepBblit B3I, mpoiie mpocToro 0b110 06, eciii 061 CTaHUCITABCKUI
MIPOCTO MPOJIEMOHCTPUPOBAT TOMOPKOBY AYyTY, a TOT ObI ee moBTOpHI. Ho BMecTo
TOT0, YTOOBI IEMOHCTPHUPOBaTh, CTAHUCIABCKUN TIPEIOKIIT TAKOE YIPAKHEHUE!

«Boo0Opa3ure, 4TO Ha roJIOBE y Bac Karuis pTYyTH, U BB IOJKHBI CIENIaTh TAK, YTOOBI
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OHA MEJJIEHHO KaTWJIach Y Bac 10 I03BOHOYHUKY, HO IIPU 3TOM HE yraja Ha I0J.
[ToBTOpSAITE 3TO YIIPAXKHEHUE HECKOJIBKO Pa3 B ICHb» Xl B onmoit u3 peneTuuun
«TananToB U MOKJIOHHUKOBY MPOSABUIIACH Apyras TakTuka. CuTyanus noxo0OHa Toii,
4TO ObLIA B IPUBEACHHOM BBILIE IIPUMEPE C AYroif; Ha cell pa3, y akTepa BO3HUKIU
TPYAHOCTH C BBIIIOJIHEHUEM KOHKPETHOTO (PU3MYECKOT0 3aAaHus — OOBSATHIA,
0003HaYCHHBIX KaK ‘“MenBexbn” (223). Ho B 3TOM citydae, BMECTO TOTO, YTOOBI
MIO/ITAJIKUBATh aKTEPA K BO3MOXXHOMY MYTH (YIPa)KHEHHUIO), IOCPEICTBOM KOTOPOIO
OH OBbI HAUTH COOCTBEHHOE pelieHue MpoosieMbl, CTaHUCIABCKHUIA HA PETICTUIIUN
MPOCTO BCTAJ U MIOKa3all 00BATHE caM, TPUMEHUB, TAKUM 00pa3oM, METO/I,
WCII0JIb30BABILIUICS UM B IIEPBbIE I'0JIbI 1€ATEIBHOCTH il

Taxum 00pa3oM, UCIIOJIB30BaHUE IEMOHCTPALIUU — 3TO IPUMEP HAKOIJIEHHOM
MIPaKTUKHU, TPOSBIISIONIEHCS B pa3HBIX PENETULMOHHBIX CUTYalUAX U Ha Pa3IMUHbIX
sTanax padotsl. C TeUEHHEM BPEMEHHU 3TU METOJIMKH HEITPEMEHHO MEHSUINCH;
BO3MO>KHO, 3TO IPOUCXOINUIIO caMo I0 cele, o Mepe yriayOneHus 3HaHUM
CraHucnaBckoro 06 akTepCKOM MacTepCTBE, @ BO3MOXKHO, COBEPIIATIOCH BIIOJIHE
OCO3HAaHHO — B 3aBUCHMOCTH OT MaTepHasia, HaJl KOTOPBIM OH padoTan. Jtu
M3MEHEHHUS 3aMETHBI, €CJIM MPOTUBONIOCTABUTH AEMOHCTPALIMIO (POPMBI B CUTYAI[UH C
MEABEXKbUMH OOBATUAMHU U IEMOHCTPALIMIO COIEP KaHUS, TPOBEICHHYIO
CraHKCIIaBCKUM BO BpeMs IPYroil perneTniny «TanaHTOB ¥ MOKJIOHHUKOBY.
Pexuccep xoren, 4ToObI aKTEPHI 3aMIOMHUIIN Clieytolee: Gu3nieckrue AecTBUS
BBIXOZAT 3a NPEAEIBI TOBCEAHEBHOIO U3MEPEHUS (HAIIpUMED, B CUTyalluH, KOTAa
YeJI0OBEK IIPOCTO BXOAUT B KOMHATY), IOTOMY UYTO MOT'YT BOIUIOTUTD «/CU3HD

xliii o
HenoeevecKkozo 0yxa poau» . CranuciaBcKyi Hayaj BBIIIOIHATE MpoCTOC

MOBCETHEBHOE JICHCTBHE: YTO-TO 3aMMCHIBATh HA JIUCTKE Oymaru. OHAaKO aKTephl
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3aMETHJIN, YTO COCPEIOTOUYECHHOCTh MacTepa Ha 3TOM Bpoie Obl OaHAILHOM JICHCTBUN
HACTOJIbKO YCUJIMBAJIA OIYIIEHUE €r0 MPUCYTCTBHUS, UTO «[B]c€ MOUYBCTBOBAJIA OT
3TOT0 OTPOMHYIO PaJIOCTh, IOCKOJBKY MBI [aKTEPhl| IPUHUMAIH YYacTHE B
HacrosieM TBopuectBe» (215). To, yto CTaHUCHaBCKUI 3aMUCHIBA, HE UMEJIO HU
MaJIeHIIero OTHOLIEHHUS K TeMe perneTuiind. UHbIMU clioBaMH, IEMOHCTpaIus He
ObLTa HAMIPSIMYIO CBSI3aHa C MBbECOM, a CKOpee CIIYKHJIA JIJIsl TOTO, YTOOBI TOKa3aTh
aKTepaM, Kakoro coJiep>kaHusi OT HUX JOOUBAIMCh. B 3TOM cityyae nemMoHcTpanus
SIBJIICTCSL CKOpPEEe JICMOHCTpPAIMEH CONIePIKaHus, HEXEIH (POPMBI, M IIPUMEPOM TOTO,
kak CTaHUCIIABCKHI MPEoOpakal CBOM PEIETUIIMOHHBIE METOBl 1 HAKOIUICHHYIO

IIPAaKTHUKY.

BrpIBOABI U 3aKJII0YEHHE

HaKOHJ'IeHI/Ie pCHCTI/IHI/IOHHBIX TeXHOJ'IOFI/II\/'I, HCIIOJIB30BAHHBIX B HpOHIJ'IOM,
CTaHOBUTCSA «Oara)xoM METOJOBY». DTOT Oara) OTJIMYaeTcs OT TOro, YTO
xliii

CraHMCIaBCKUI Ha3bIBACT «MEIIKOM BCIKUX pueMoB» . PG)KI/ICCCP HCIIOJIB3YCT

3TOT TEPMHUH, TOBOPS, TOMUMO BCETO MPOYETro, O COBOKYIMHOCTH (PU3NUECKUX CBOICTB
POJIM U O PEKUCCEPCKON XUTPOCTH Xl PIHbIe MOCTaHOBOYHBIE aCIICKTHI, 0€e3yCI0BHO,
MPOM3BEAYT Ha MyOJINKY CUIIbHOE, XOTh 1 MUMOJIETHOE BIeUaTIeHue. AKTEpCKUe
KJIMIIIE — ellle OJJUH MPUMEpP TaKOTro poja MPUEMOB, YTO OBLIO OMHUCAHO
CranucnaBckuM B ero cratbe 1921 r. «O pa3nuyHbIX HAIPABJICHUAX B TEATPATBHOM
UCKYCCTBE»: «[ AKTepaM-peMecIeHHUKaM | HYKHbI OTpe/ieSIeHHbIE TPUEMbI UTEHUS
BCEX POJIEH, UM HY>KHBI TOTOBBIE IITAMIIBI JJI1 HIUTOCTPALUU BCEX YEIIOBEUECKUX

YYBCTB, UM HYXKHbBI YCTAaHOBJICHHBIE TpadapeTsl AJs MepeIpasHUBaHUs BCEX

i y
yesioBeueckux oopazos» . C Ipyroii CTOPOHBI, 1 HCIIOJIB3YIO TEPMHH «0arask
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METOJIOB» B OTHOIICHHH MPOIIECCa, MPOTEKABIIETO B TCUCHHUE JUTUTEILHOTO MEPHOIa
BPEMEHH U, BO3MOKHO, B Pa3HBIX PA00UMX KOHTEKCTAX: peyb HJIET O HAKOTUICHU!
AKTEPCKUX METOJIMK, KOTOPBIC OBLIN TIIATEIIEHO CPOPMYTUPOBAHBI, U3YICHBI U
CUCTEMAaTHU3UPOBAHBI, UHBIMH CIIOBaMHU, OTIPOOOBAHBI HA TIPAKTHKE. 3HAYEHUE ITOTO
MOHSATHS XOpoIo nepeaano B onucanuu Hxonom Illpaniem «baraxa» (“luggage”),
CHHOHMMa CJIoBa «Oarax» (“baggage”), ucronbp3yemMoro st Onucanus paboThI

aKTepa:

«barax (“luggage”) cymecTByer Ui MyTEHICCTBCHHUKOB.
[lyTemecTBEeHHUKOB B IPOCTPAHCTBE, BO BPEMEHH.
[TyTemiecTBEHHUKOB, BHIOMPAIOIIUX BCE CAMOE HEOOXOJMMOE U
BE3YIINX 3TO B KAYECTBE JIParolieHHOT0 MPOJIOJKEHHS cCaMUX ce0s, B
KauecTBE CBU/IETEILCTBA TOI0, KTO OHU U YTO COOOM MpeaCcTaBIsIOT.
CBuIETENbCTB UX MOIMHHOCTH, UX MPOLUIOTO, UX YCTPEMIICHUHN —
CBUJETEILCTB, IPEAHA3HAUYEHHBIX JJI MPEIbABICHUS IPYTUM |[...].
[lyremecTBeHHUKH, COOMparOIUe MPEAMETHI Ha MPOTIKEHUN
BCET'0 CBOETO JIOJITOTO MYTH, MPEAMETHI, KOTOpbIe OHU Oy1yT IOMHUTH,
MIpeIMEThI, KOTOPBIE B OYIyILIEM CTAHYT CBUAETEISIMH TOTO, UTO UX
x03s1eBa “ObutH 37ech”’, “nenanu 310", Te mpeameTsl, uTo OyayT
HCIIOJIb30BaHbI B TEX MECTaxX U B TO BpeMs, T'JIe ¥ KOTJa OHH,
BO3MOYKHO, OKQ)KYTCSl YHUKAJIbHBIMI il
Heymenue cipaBisiTbes ¢ TAKMM Pa3InYMEM MEKIY MELIKOM MTPUEMOB U Oaraxom

MCTOAOB NPUBOAUT K HAKOIIJICHHUIO YCIICIIHBIX, HO 0e3KU3HEHHBIX MOMEHTOB

pENeTUINi WIK CIeKTaKIsA. DTO OmacHas 4epra, K KOTOPO MpUOIHN3HIICS
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CranucnaBckuii B cBoeM u3o0pakeHnu qokropa llltokmana B meece «Bpar Hapoma»
X Yemex, npuuremmii ¢ pAHHAME CIISKTAKIISIMH, JaJl MY OLLYILICHHE
CaMOYCIIOKOEHHUS 110 OTHOIICHHUIO K posid. BMecTo Toro, 4ro0b! yriryoasTh cBOe
noHuManue ponu, CTaHUCIaBCKUH, BO3MOXKHO, CaM TOT'0 HE CO3HaBas, 3amaccs
apCeHaIOM «T€XHUYECKON I'MMHACTUKW» (MUMHUKA, IPUILYPEHHBIE IJ1a3a, Ba Nalbla,
COEIMHEHHbIE BMECTE). ITO U OBbLI MEIIOK IPUEMOB, MEXaHUYECKU
BOCIIPOM3BOAMMBIif CTAHMCIABCKUM U3 CIEKTAK/IS B CIIGKTAKIb . Penernpyst
«TanaHTbl ¥ MOKJIOHHUKWY, PEXKHUCCEP N30 BCEX CHJI CTAPAJICS BHYLIUTH aKTEPAM, YTO
yCIICUIHbIE MOMEHTHI HY’KHO BOCIIPHHUMATH 0€3 TeHU OJ1aroroBeHus. JTo He CyHYKH
¢ cokpoBuiamu: «He komaiiTech B CBOUX CyHAYKaX ¢ COKPOBHUIIIAMH, TJI€ Bbl XpAHUTE
MOMEHTHI BJOXHOBEHHUS, IEPEKUTHIE BO BPEMS APYTUX PENETULH [ MK
cnekrakiei]» (231). Takue MrHOBEHHU S HY’KHO MOCTOSIHHO TIOJIBEPTraTh COMHEHHUIO U
W3Y4YE€HUIO, YTOOBI YIIIyOJIsSITh U PacIIUpPSITh MOHUMAHUE POJIH, BOZMOXKHO, IIyTEM
MIPUMEHEHHUS aJIbTEPHATUBHOIO METO/1a, HaxoAs1erocs B 6araxe. M XoTs MeToauku
paloThI HaJ| POJIBIO U B CAMOM JIeJI€ HaKaIUIMBAINCh, 3Ta IPAKTHKA HE

pacnpocTpaHsiiach Ha oTHoIIeHHe CTaHUCIaBCKOrO K MOMEHTaM CIIEKTaKIIs,

HAKOINNICHHUE KOTOPBEIX OH HCU3MCHHO OTBEpPraJl.

[TogoOHbBIM ke 00pa3oM HakoIIeHHas TpaKkTHka CTaHUCIaBCKOTO HE
pacnpocTpaHsiach Ha TEPMUHOJIOTHIO, UCIIOJIb3YEMYIO JIJIsl 0003HAUEHUS PA3IMYHBIX
OTallOB B Pa3BUTHU CUCTEMBI. TepMI/IHOJ'IOl"I/ISI, CBsA3aHHasA C 3aCTOJIBHBIM IICPUOJ0OM,
noxyuyuia orctaBky B 1930 rT., HO €e YepThl COXPaHSIUCh U UCIIOJI30BAIMCH B MTHOM
pabodem koHTeKcTe. J{axe caM TepMHUH «(PU3UUECKOE NEHCTBUEY WUIIH «METO]]
¢busnueckux nerucTBuit» paccMmarpuBayics CTaHUCIABCKUM C HEIOBEPHEM, TOCKOJIBKY

pexkuccep OblT KpaliHE 00ECIIOKOEH YIpO30i TOTO, YTO TBOPUECTBO aKTepa MOXKET
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BBITh CBELCHO K YHCTO (hU3HuecKoMy m3Mepernto *. [lo cytu gena, KapHuke

yTBepkaaeT, uTo CTaHUCIABCKUI HCIIOIB30BaNl TEPMHUH «METO] (PU3UIECKUX
liii

JIEWCTBUI TOJIBKO «BPEMEHHO» . Takoe HeloBEpHE SBIIAETCS CBUIETEIHLCTBOM

00€CIIOKOCHHOCTH peXKHccepa TeM, YTO TEPMHUHOJIOTHS 00J1a1aeT CKOBBIBAIOIIIM
CBOIICTBOM M MOJKET IOMEIIATh, a HE IOMOYb aKTEpy B €ro TBOpUecTBe .
Bcenenctsue storo B 1930 rr. CranucinaBckuil ynoTpeoJisij 10 OTHOIIEHHUIO K CBOEH
IIPaKTUKE BCEOXBATHBIM TEpMHH «cucTeMa». K ToMy BpeMeHu cucrema craa
pe3yabTaTOM TPYZA BCEH €ro »KU3HU, Pa3HOOOPA3HBIM apCeHAIOM METOAMK U
IIPUEMOB, OCBOEHHBIX B pa3HbIE MIEPUO/IbI BPEMEHH, HO TeNepb 00bEAMHEHHBIX HE JIJIS
TOT0, YTOOBI OIIPOBEPraTh APYT APYTa, a JUIsl TOT0, YTOObI COCYILIECTBOBATD
rapMoHu4HO. [ToaTOMY BIIOJIHE BO3MOKHO, YTO HE PUMAT METo1a (PU3HUECKUX
NeCTBHI, Ha KOTOPOM HacTauBall TOMOPKOB, a UMEHHO 3Ta rapMOHUS B Oaraxe

HakoIIeHHBIX CTaHHUCIaBCKUM METOOOB U ABJIACTCA OCHOBHBIM UTOI'OM ITIOCJIICIHHUX

JICT €ro TBOpPYECTBA.

HaKOHGH, OYCBHUAHO, YTO HAKOIIJICHHAA ITPAaKTUKa CTaHHCIaBCKOTO OTKPBITO
MIPOTHBOPEYHIIA MO3UITUSIM HEKOTOPBIX €r0 CTY/ICHTOB MM COPATHUKOB, OoJiee
CKJIOHHBIX K OTPHIAaHWIO U HCPEAKO MPEANTOYNTABIINX IPOIIaraHInpoBaTh KaKOU-TO
OJIMH JTall TBOPYECTBA MAacTepa, TP 3TOM OTBEpras Apyrue ero Metosl. [1o cioBam
I'poroBckoro, «Metoa [CTaHuCIaBCKOTO] pa3BUBAJICA, a €0 YUYCHUKH HET. Y
CTaHHCIIaBCKOTO OBIITN YUYEHUKH B KaXKIBIM U3 TIEPUOJIOB €T0 ACATEIHHOCTH, U
KaXXJIbIil YYEHUK TBEPJIO CTOST HA MO3ULIUSIX ITOTO KOHKPETHOTO EPHOIa» it
Takasi CKIOHHOCTH K OTPUIIAaHWIO OCOOCHHO OYEBHIHA HA MIPUMEPE TePETATHBAHUS

KaHaTa Mexx1y Muxamnom Kenposeim u Mapueii Knebenb, koraa nepBblit 1axe

YBOJIMJI BTOPYIO 13 MockoBckoro XyaokecTBeHHOro Tearpa B 1949 r., 4roobl
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UCKOPEHUTD €€ AJIbTePHATUBHBIN MOX0/ K yueHHssM CTaHUCIIABCKOTO MOCIIEIHUX JICT
X To muennio ConoBbeBoii, Keipo «GbLI [OCIEI0BATENIEM TAK HA3BIBACMOTO
“merona PU3NIeCcKuX NEHUCTBUI, eOuHcmeeHHo20 TIOIX0a, KOTOPBIM OH IMPU3HABAID)

X Y nomunaBumiics Beie KoHIUKT MexLy Amiep u CTpacGeproM — SBICHHE

TOr'O K€ MOpsiIKa X ecomm ums KenpoBa Bcerna OyaeT CHHOHUMOM METO]1a
¢busnueckux nercTeui, umsa Ctpacdbepra — CHHOHUMOM SMOIMOHATBHON TaMSTH, a
umst Kuebenb OyeT acconmupoBaThCs € ACMCTBEHHBIM aHAIM30M, TO JACSTEIHHOCTD
CTaHHCIaBCKOTO CIY’KUT JIOKA3aTeIILCTBOM CYIIECTBOBAaHUS O0Jiee OOIIMPHOTO U

IMOABCPKCHHOTI'O OOHOBJICHUIO HU3MCPCHU, YXOAJAICTO KOPHAMHU B HAKOIIJICHHYTO

IIPaKTHUKY, CO3/1aBABIIYIOCS B TCUCHHUE JIECATUIICTUH.

[TPUMEYAHU A
it Pycckoe Ha3BaHue TepMuHa — “3aaaua’’. Ha aHrIMiicKuii OH MHOT/a IePEeBOAUTCS
kak “task”. Cm.: Bella Merlin, Konstantin Stanislavsky (London: Routledge, 2003),
160.

Xt Cu., B wacTrocTH: Bella Merlin, Konstantin Stanislavski (Oxon: Routledge, 2003),
97-98.

B 510if cTaThe GyLyT rIABHEIM 0GPa3OM OCBEIICHBI ACTIEKTHI 3aCTOIBHOTO

nepuoaa v NOoCICAHUE roJbl ACATCIIBHOCTU CTaHuCcIaBCcKoro.

Xlill i onstantin Stanislavski, 4n Actor’s Work on a Role, trans. by Jean Benedetti
(Oxon: Routledge, 2010), 46.

Xliit \/asily Toporkov, Stanislavski in Rehearsal, trans. by Christine Edwards (New
York: Theatre Arts Books, 1979), 157.

DTOT NpUMeEp MOJKPEIJIEH CIEAYIONIENH NCTOPUEN B JieTONMMCH TONMOpKOBa, rae

CraHucnaBcKuil MPOCUT aKTPUCY CKEUb PETIETULIMOHHBIE 3aITUCH, OCTABILIHECS OT
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JpYyroii MOCTaHOBKH, BMECTO TOTO, YTOOBI XPAHUTh UX KaK HEKoe cokpoBuie. Cm.
taxxe: 90 and Konstantin Stanislavski, My Life in Art, trans. by Jean Benedetti
(Oxon: Routledge, 2008), 253.

o) MPaKTHKe, KOTopas Obuia B X0y y CTaHUCIIABCKOTO B MOCIIEIHUE TOJIBI — C
OTJCJILHBIM YIIOMUHAHHEM (U3HYecKoro aeicTBus, — cM. Sharon Marie Carnicke,
“Stanislavsky’s system: pathways for the actor,” in Alison Hodge (ed.), Actor
Training (Oxon: Routledge, 2010), 5-23 u Stanislavski in focus (Oxon: Routledge,
2009), 185-206; Merlin, Konstantin Stanislavsky, 27-37; Jean Benedetti, Stanislavski
and the Actor (London: Methuen, 1998), 103-30; and Stanislavski, An Actor’s Work
on a Role, 3-90.

X Merlin, Konstantin Stanislavsky, 16.

Ecnu benenertu u Pobept JInu ckiioHHBI 00BEAUHATH METOJT GUBNYECKUX TEHCTBUN
U JENCTBEHHBIN aHanu3, MepauH u KapHuke TIIATENbHO ONPEAEIIAIOT pa3Inuns
MeXIy AByMs 3TuMu moaxoaamu. Cu.: Benedetti, Stanislavski and the Actor, Xiv;
Robert Leach, Stanislavsky and Meyerhold (Bern: Peter Lang, 2003), 180; Merlin,
Konstantin Stanislavski, 33; and Carnicke, Stanislavski in focus, 192.

i Orepukn y TornopkoBa K aJlbTepHaTUBHBIM (PU3NYECKOMY JEUCTBUIO METOAUKAM
MOXHO HalTH Ha cTp. 42-43 (3acToNBHBIN pa30op), 88-89 (ucnonb3oBanue
akieHToB), 90-91 (BuyTpeHHue o0pasbl), u 102 (MMIpoBU3ays B MOBCETHEBHOM
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Stanislavsky and Michael Chekhov*****
Liisa Byckling

"One of the most remarkable actors of our time, Michael Chekhov, is ardently and
passionately seeking new means of theatrical expression”, Pavel Markov, the
distinguished Moscow critic, wrote in 1928 in an article devoted to the anniversary of
the Second Moscow Art Theatre. (Chekhov 1, 1986: 429)

The concept of Chekhov’s method was based on the acting style of the Moscow Art
Theatre, especially the First Studio founded upon Stanislavsky’s and Evgeny
Vakhtangov's productions. At the same time Chekhov expressed the spirit of the turn
of century Russian culture, symbolist poetry and non-naturalistic theatre. His
favourite writer was Dostoyevsky, one of his spiritual fathers was the symbolist writer

Andrei Bely, his sources of inspiration came from philosophy, legends and fairytales.

Michael (Mikhail) Alexandrovich Chekhov (St. Petersburg 1891 - Los Angeles 1955)
was the nephew of Anton Chekhov and the most brilliant student of Konstantin
Stanislavsky. He acted in the First Studio of the Moscow Art Theatre from 1912
onwards, was its director from 1922 and was the director of the Second Moscow Art
Theatre (1924 - 1928). In Russia Chekhov is called the most genial Russian actor of
the last century. Chekhov, the actor, embodied the complete synthesis of inner feeling
and outer form, which the American director Robert Lewis called "total acting”. The
Czech writer Karel Capek described Chekhov as "the secret of a remarkable artistic
achievement". "Chekhov demonstrates that the body (simply and enigmatically) is the
soul itself. A despairing, perfervid, timorous, trembling soul.” (1922) (Chekhov 1,
1986: 452)

After leaving Russia in 1928 Chekhov developed his projects with great vigour both
in European and American theatres and acting studios. (Byckling 2000) He underwent
three separate developments: the period of directing, acting and teaching in Berlin,
Paris, Riga and Kaunas (1928-34); the period of the Anglo-American Theatre Studio
(England, 1936-38, United States, 1939-42); and, finally, the Hollywood career,

working in cinema and teaching film actors in Los Angeles (1943-55). He tried to
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realize the theatre of the future in the West; in practice it was the idea of the studio as

a laboratory, theatre as a community and a home.

At the time of his death in 1955 Chekhov's name in Soviet Russia was wiped out from
the history of Russian theatre. In the 1980s, with "glasnost™ and the return of the
émigré legacy to Russia Chekhov was rehabilitated, his books have been republished

in Russia and he has become a legendary figure in his native country once again.

Chekhov’s book To the Actor: On the Technique of Acting was published in Russian
in 1946 and in English in New York in 1953. It has been republished and is widely
used in Western theatre schools. Other books, compiled from Chekhov's lectures,
have been published in the last 30 years and have been translated into many European
languages and into Japanese. Chekhov created and taught an acting system which has
become increasingly influential in the West. Eugenio Barba, one of the leading
contemporary theorists of theatre, writes about Chekhov's book that it is "one of the
best practical manuals for the training of the 'realistic’ actor." (Barba 1995: 70) As a
theoretician and actor Chekhov did not accept the dualism of Western thinking. He
wrote: "the actor, who must consider his body as an instrument expressing creative
ideas on the stage, must strive for the attainment of complete harmony between the
two, body and psychology."(Chekhov 1953: 5)

When we try to understand Chekhov’s relations with Stanislavsky, the time sequence
should be taken into account: firstly, the relationship of the old master and his young
apprentice (the first period in the 1910s); secondly, Chekhov’s independent directorial
and pedagogic work (1919-1928); and, finally the period of Chekhov’s emigration (from
1928, Stanislavsky’s death in 1938), the years when they were separated by political
barriers but still living in the same realm of developing methods of acting and the theatre

as art form.

Stanislavsky and the young Chekhov.
Chekhov’s period of apprenticeship (1912-1919)
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Chekhov’s individuality and, more widely, an actor’s art is dependent on the social
situation and aesthetic values which are defined by the "historical climate”. Chekhov
belonged to the generation of the 1910s, his formative years coincided with the period
of swift social change, and the revolutions of 1905 and 1917. It was a period of
symbolism in art and modernism in literature. In the theatre there was a generation of
“post-Stanislavskyans”, the second generation of the MAT artists and directors,

followers and opponents of Stanislavsky.

When we turn to the period of the 1910s when Chekhov entered MAT we encounter
Stanislavsky in the process of merging realism and symbolism on the stage. A student
of the Studio, Chekhov participated in a mass scene in Hamlet, the last in the series of
symbolic performances at MAT. Hamlet was directed by Stanislavsky in cooperation
with Gordon Craig and in the abstracts sets designed by him. Boldness of form
stunned audiences and made a deep influence on young directors. It is remarkable
that Chekhov became acquainted with Stanislavsky not only as the creator, together
with Vladimir Nemirovich-Danchenko, of the Chekhovian "theatre of moods", but

also as the director of symbolist drama.

In these years Stanislavsky longed for a more subtle way of presenting spiritual
reality. He produced symbolist drama and carried out experiments which took him far
away from his initial scenic realism. After 1906 Stanislavsky had begun
experimenting with techniques for a new system of actors training, the "system". In
his book of memoirs My Life in Art (1924) Stanislavsky links the system to the active
power of fantasy. He wrote: "Imagined truth exerts greater influence over the actor
than does ’genuine truth’, and only under its spell can the actor begin to create.”
Because symbolism explores the realm of "imaginary truth”. Stanislavsky had begun
testing his acting theories on Symbolist drama, e.g. Knut Hamsun’s The Drama of
Life. Stanislavsky turned his attention to inner processes in the actor and directed lvan
Turgenev's A Month in the Country in 1909. (See Carnicke 1998; Worrall 1996) One
his most celebrated and long-life productions was Maurice Maeterlinck's The Blue

Bird (1908), an allegory and a fairy tale. Together with Russian audience Chekhov
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was under the spell of this production which he called one of the most memorable in
MAT. (Chekhov 1, 1986: 184)

The Studio — a school and a theatre

The Studio of the Moscow Art Theatre laid the foundation for Chekhov's future
explorations. In his opinion, it was "the theatre-and-school which has made such a
lasting impression on the world and has yet to be rivaled". Stanislavsky founded the
Studio of the Moscow Art Theatre, a kind of laboratory for theatrical experimentation.
Later it was referred to as the First Studio. There he forged his system by which he
sought the means to control the actor's moment of inspiration. The so-called
Stanislavsky system for the actor balances theory and practice. It is at once an
aesthetic model and a set of teachable techniques. The aim was to mobilize the
potential of the actor's creative nature to guarantee him truth of feeling and
authenticity of the stage experience. (Carnicke 1998) In 1911 the system was declared
the official working method of MAT.

In the Studio the young Chekhov not only laid the foundation of his future method but
he also accepted Stanislavsky's religious devotion to acting and commitment to art.
Chekhov captured Stanislavsky’s teaching very quickly, and already in 1913
Stanislavsky wrote in his Notebook about the 22-year old actor as a very promising
young talent. In 1915, having become a passionate adept of Stanislavsky's system,
Chekhov said in an interview: "We are a group of believers in Stanislavsky's faith..
[but] we are not fanatics. Our faith is based on cooperation and mutual understan-
ding." Chekhov started teaching early in the Studio. Like his teacher, Chekhov was
interested in the deepest questions of his profession. He was one of the first to publish
Stanislavsky’s teaching methods in two articles in the journal Gorn (The Forge) in
1919, much to the discontent of his teacher. At this point Chekhov was still a faithful
adept of Stanislavsky’s studio teaching. (Chekhov’s articles of 1919 in Russian:
Chekhov 2, 1986; in English: Drama Review 1983) Stanislavsky said to the English
director Gordon Craig in Moscow: "If you want to see my System working at its best

go to see Michael Chekhov tonight.He is playing some one-act plays by his uncle.”
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The Anton Chekhov sketches were at the core of his nephew’s repertoire for thirty

years.

Scarce attention has been paid to the way Chekhov applied Stanislavsky's system of
actor's training which was practiced in the First Studio. However, on closer study it
becomes evident that Chekhov borrowed important aspects of his work from
Stanislavsky that are only incompletely expressed in his books, or, even if they are
clearly expressed, have been neglected by modern readers and practitioners. The
recently published biographical and autobiographical records in Russia throw new
light on Stanislavsky’s early teachings. The research on Stanislavsky’s influence
should be based on the published notebooks by Stanislavsky, the new editions of his
collected works, and Chekhov’s reminiscences of his studio work and later
developments of his method. Stanislavsky's notebooks are an invaluable source of his
original ideas of actor's training. The notebooks (Zapisnye knizhki) have been
published in Russian, first in excerpts in 1986, and completely in the edition of
Stanislavsky’s Collected Works in 1993. (The Russian edition notebooks: K. S.
Stanislavsky, 1z zapisnyh knizhek. I1. 1912 - 1938. 1986.) Excerpts from them were
translated and published by Jean Benedetti in: Stanislavski: An Introduction. London:
Methuen 1989.

The account of these notes reflect the proto-Stanislavskyan ideas and means of
rehearsal. According to Benedetti, the notebooks for 1908 contain a series of entries,
grouped under specific headings - muscular relaxation, circle of attention, belief,
dramatic inventiveness, feelings. A document from 1909 indicates the stage his ideas
had reached. The manuscript of 1909 contains, in essence, the concepts which were to
be worked out during the rest of his career. These materials deserve further study. In
this article I attempt to give a general overview of the Stanislavsky — Michael
Chekhov —relationship in Moscow, with references to Chekhov’s later studio work

and books.

The First Studio. Roles
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Konstantin Rudnutsky writes about the Studio and “’the energy of the defence of
compassion and goodness that activated the small theatre's activities”. ”’In the five
productions of the "poor" chamber theatre, truth of feeling took on a confessional
aspect and a direct interaction with the public was created.” The programme of the
Studio was pacifist, permeated by Tolstoyan ideas which during the First World War
years raised its voice against violence, in defence of humanity. (Rudnitsky 1988)
Chekhov‘s major roles in the Moscow Art Theatre and its Studio include: Caleb in
Dickens' Cricket on the Hearth, Malvolio in Twelfth Night by Shakespeare, the title
role in Erik X1V by Strindberg (directed by Evgeny Vakhtangov), and, later in the
Second Art Theatre, Hamlet (1924) and Senator Ableukhov in Bely’s Peterburg.

Stanislavsky and Chekhov cooperated closely not only in the Studio, but on the
Moscow Art stage. The director and actor inspired each other immensely when
Chekhov acted Khlestakov in The Government Inspector by Gogol under
Stanislavsky’s direction in 1921. His performance stunned with its unbelievable
improvised ease and unrestrained imagination. In an earlier production in the Studio
Stanislavsky had helped Shushkevich on the production of Shakespeare’s Twelfth
Night in 1917. The emphasis was on a more overt, external theatricality, there was “a
cult of action” in Stanislavsky’s definition. When the studio productions were
transferred to the main stage, Chekhov was cast as Malvolio in Twelfth Night in 1920.
How Chekhov used the directorial ideas of Stanislavsky in the Shakespeare comedy,
was evident in his successful production of Twelfth Night in the Habima Theatre, after

his emigration, in Berlin in 1931. (See my article: Assaph, 24, 2011)

Evgeny Vakhtangov: imaginative realism

In the Studio, named the First, after Stanislavsky had opened the Second and the
Third Studios. Chekhov's work in the productions of the brilliant director Evgeny
Vakhtangov shaped the actor's concept of the theatre. Evgeny Vakhtangov (1883-
1922), one of Stanislavsky's most talented students, traversed a directing career that
began at the First Studio with an exaggerated demand for realistic illusion and
culminated with the theatricalistic gem, his production of Carlo Gozzi's Princess

Turandot. Vakhtangov was an excellent teacher and completely devoted to his art.
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Chekhov wrote about his older friend as an expert on the system of Stanislavsky. In
Vakhtangov's work the system came to life, and "we began to understand its driving
force", Chekhov wrote in The Path of the Actor (Put aktyora, 1928). (Chekhov 1, 1986:
114)

As a director, Vakhtangov crossbred Stanislavsky's psychological realism with
Meyerhold's theatricalism. Vakhtangov represents an important point of intersection
between the two artistic extremes, realism and theatricality. He believed that the
theatre must create forms from its imagination; he called it imaginative realism.
Chekhov, as he himself stated, "inclined to the direction of Vakhtangov", i.e. he made
the transition from naturalism to stylization and then became infected by theatricality.
(See also: Chekhov’s lecture on Russian directors in Los Angeles. Chekhov 1984)
From Vakhtangov derives Chekhov's interest in the grotesque, the comic and the
tragic. Their principles contradicted an art which aspired to create the illusion of real

life on the stage, a truthful copy of reality.

The First Studio was resolutely following its own line of development. The turning point
of the First Studio was Erik XIV by August Strindberg, 1921, with Chekhov in the
leading role as the tortured monarch. There was a perfect cooperation of the director,
Vakhtangov, and the actor. They concentrated on the psychological drama: it became a
monodrama with stylistic elements of expressionism. Conflicts between Stanislavsky,
on one hand, and Vakhtangov and Chekhov, on the other, came to full light after the
revolution and finally led to a dramatic split between MAT and the First Studio.
Stanislavsky regarded Vakhtangov's experiments with hostility and did not appreciate
his innovations. In Stanislavsky’s opinion the First Studio had broken every basic
principle the original Art Theatre had ever stood for. (Rudnitsky 1988: 21) Chekhov also
recounts the conflicts of Vakhtangov and himself with Stanislavsky. (Chekhov 1, 1986:
183).

In his American lecture “Russian theatre directors” Chekhov spoke about the generally
accepted position of Vakhtangov, how he crossbred Stanislavsky's psychological realism
with Meyerhold's theatricalism. In Chekhov’s opinion, Vakhtangov reminded the

spectator: "look, it is the theatre”. “It is not Stanislavsky's reality or Meyerhold's
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otherworld images. It is just juicy theatre. (--) With Vakhtangov, you remained in your
theatre seat; nothing was too naturalistic or too illusional; everything was theatrical. And
he developed this theatricality to such a degree that you began to love the theatre in a
new way - the theatre as such. There were always the elements of amusement or
imagination in everything he did, but at the same time, his theatricality managed to
include the powerful feelings of truth as Stanislavsky and Meyerhold used and justified
them." (Chekhov 1984: 44)

Independent experiments: the Chekhov Studio (1918-1921)

Chekhov's original artistic personality sought its own answers to the questions that
were perpetually arising out of his practical experience as an actor. At the end of
1910s Chekhov started seeking something different in his own “laboratory” and
immersed himself in the complexity of the creative process of the actor. Among the
many sources there were strong Eastern impulses in the First Studio led by
Stanislavsky and Leopold Sulerzhitsky. When Stanislavsky sought means to control
an actor's moment of inspiration he became interested in Yoga. He and Sulerzhitsky
used exercises based on Yoga and spiritual disciplines in Eastern religions of
Hinduism and Buddhism. These exercises were directed toward higher consciousness
("superconscious™). (See: Yoga and the System, in: Carnicke 1998: 138-145.
Tcherkassky: “Stanislavsky and Yoga”. Stanislavsky Studies, vol 1/no.1)

Chekhov later found similar ideas in Steiner's teaching and incorporated his concept
of the "Higher Self" into his acting method. At the centre of Chekhov's method was an
emphasis on the creative imagination. At the end of the 1910s, the writings of Rudolf
Steiner exerted a powerful influence upon Chekhov. Rudolf Steiner (1861-1925), the
Austrian philosopher and occultist, was the founder of the Anthroposophical Society.
Anthrosophy represented a modern gnosis; it sought to achieve clairvoyance through
the use of intellect and reason, to overcome materialism and return the spiritual
dimension to human life, and to heal the rift between religion and science. The
Russian Anthroposophical Society was founded in 1913. Many famous Russians were
interested in Anthroposophy, for example, the writer Andrei Bely and the artist Vasily

Kandinsky. Chekhov came to Steiner during a period of nervous illness, professional
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and personal crisis. He became a member of the Russian Anthroposophical Society in
1919. Anthroposophy became his private religion, which he considered a modern
form of Christianity. For Chekhov Anthroposophy was "a new movement the
tendency of which is directed towards the unification of science, art and spiritual
knowledge". Steiner’s eurythmy, visible speech”, gave new impulses on how to

refine non-verbal acting and develop the harmony of the actor's body.

Recovering from a psychic illness and during his absence from the theatre in 1918,
Chekhov opened acting classes in his private studio. Chekhov stated when describing
his approach: "I will never permit myself to say that | taught Stanislavsky's system.
That would be too bold an assertion. | taught what | had experienced myself from my
contact with Stanislavsky and what Sulerzhitsky [co-director of the Studio] and
Vakhtangov had imparted to me. Much of what Stanislavsky gave us was assimilated
by me on a permanent basis and formed the foundation for my subsequent, to a certain
extent independent, experiments in the art of theatre.” (Chekhov 1, 1986: 99) "It was
precisely during that period that the ideas about art, which played a decisive role in
Chekhov's move away from Stanislavsky, took shape in his mind", Maria Knebel, a
student of the Chekhov studio and later an eminent director and teacher, observed.
(Chapter “The Chekhov studio” in: Knebel 1967)

"The feeling of whole united us into a friendly community", Chekhov wrote about his
home studio for actors. "l cannot forget the feeling of happiness which | experienced
at such times. | am tortured by a theatre in which so many people fulfill so many
different functions with indifferent, dull faces... The theatre is only possuble as an
organism which is united and alive in all its parts. Such a theatre, in time, can and
must arise. It will be created by people who will understand that it is possible to
create always and everywhere, and that a live, creative organism cannot be chained
inside dead forms of reasoned technique. It will be created by people who will be able
to serve and not just do a job, who will work and not just earn, who will love the live

organism of the theatre and not dead organism within the theatre."

Chekhov found ways to induce a mood that allows for creative work using various

techniques. He aimed at creating feeling of truth and arousing an actor's fantasy by
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means of improvisation and atmosphere. Chekhov used exercises based on Yoga:
techniques of observation, concentration and communication. Chekhov applied ways
of arousing the "life energy" of the actor. He also used also exercises of communicati-
on, in which actors send and receive energy rays, not words. He adapted meditation
techniques such as visualization, meaning that the actor creates a "filmstrip" of mental
images from the character's life. Chekhov warns that all devices must be imbued with

inner content and meaning; they should not become mere technical exercises.

At the Chekhov studio there was intensive work on the fairytales: "l am convinced
that the fairy tale, as a form of artistic work, contains deep and powerful possibilities
for the development of the gifts of young actors beginning their careers. It stimulates
creative imagination, it raises the consciousness of the artist above naturalism, it
miraculously interweaves tragedy and humour, it develops a sense of artistic style, it
demands clear and exact form and does not admit of internal artistic falsehood which
so easily penetrates on to the stage.” (Chekhov 1, 1986: 105) Chekhov warns that all
devices must be imbued with inner content and meaning; they should not become

mere technical exercises.

As in the First Studio, Chekhov's teaching was based on etudes. "Etudes™
(Stanislavsky's term) refers to a non-scripted scene performed by actors (in American
usage it is called improvisation). "Often a studio etude would grow into a complicated
and long stage performance. We would play it for several days on end, and for that
purpose would use the whole of the flat in which I lived, and often even went into the
yard and the street. We loved space and did not restrict ourselves in it." (Chekhov 1,
1986: 103)

Director of the Second Moscow Art Theatre

After the death of VVakhtangov in 1922, Chekhov became director of the First Studio
of the Moscow Art Theatre, which was renamed the Second Moscow Art Theatre in
1924. Here Chekhov implemented his new system of aesthetic thought and new
principles of acting. The theoretical differences between Stanislavsky and Chekhov
came into the open after Chekhov started developing his own method in the beginning
of the 1920s.
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The few productions staged in MAT-2 under Chekhov's direct management, in
cooperation with assistant directors, the most important of them Hamlet and
Petersburg, based on Andrey Bely’s novel, were meant to be definite landmarks in
the mastering of new methods of acting. Chekhov, himself an outstanding actor,
shaped the attitude to the world and the interpretation of the life of the holistic
organism of the theatre, above all, through its actors. Like his master, Stanislavsky,
Chekhov studied art and gained his knowledge of it from the standpoint of the actor
and not that of the director, as Meyerhold did.

After the October revolution Chekhov sought to withstand the threat of the ideological
tendencies that led away from the ideals of spiritual values that had been established
by the very founders of the Studio, Konstantin Stanislavsky and Leopold
Sulerzhitsky. Chekhov was to write twenty years later in Life and Encounters, "The
quality of acting started to deteriorate, and the elements of creative imagination,
theatrical invention and originality were relegated a secondary role. The external
influence was strong.” Chekhov, director of the theatre, wanted to preserve its artistic
life. "First and foremost | prohibited anti-religious tendencies and the theatre of the
streets and decided to stage Hamlet as a counterbalance”. (Chekhov 1, 1986: 202)
Shakespeare's tragedy in Chekhov's version had both experimental and spiritual
objectives. In terms of principles, the artistic differences between the Second MAT
and the Art Theatre finally took shape in the Hamlet production. Chekhov's new
method of rehearsing was developed during the work on the tragedy, which lasted for
one and a half years. Chekhov succeeded in fulfilling some of his dreams for the

theatre.

After becoming the director of the Second MAT, Chekhov resumed classes in the
theatre. ""To start with, our rehearsals were more of the nature of experiments than
professional work in the usual sense of the word. Each new production gave us the
opportunity of researching and developing new methods of acting and directing",
Chekhov wrote in Life and Encounters.

Chekhov's new studio came about during the work on Hamlet and its participants

were drawn primarily from the young actors of various theatres. A circle of young
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enthusiasts formed around Chekhov and the famous Symbolist writer Andrey Bely
(the future directors, Yury Zavadsky and Maria Knebel, among them). Interesting
people came to the classes at the studio; Bely's involvement also attracted poets to the
studio.

Spiritual Hamlet and a new technique of acting

Chekhov regarded Hamlet as a type of spiritual theatre, the meaning of which is
expressed outside of the words. Motifs inherent in Russian symbolism and German
anthroposophy became interwoven in the course of the rehearsals. (See: Byckling
2006) Using the new methods (Steiner was not named), Chekhov announced the
beginning of the search which "led further away from Stanislavsky". "For the time
being | can only say that if Stanislavsky's system is a grammar school, these exercises
are a university in terms of their importance". Here the idea was formulated as "a path
of initiation". "We approach the play as if it was hieroglyphs, signs and through them
we ourselves must make the breakthrough upwards, into eternity... [...] A new
technique of acting has to be found. As actors, we have been trained through emotions
in the animal sphere. Now what we need to achieve is not to act ourselves, but to let
the forces that are on a higher level than we are act through us; we in turn must offer
ourselves in sacrifice to those forces.” (Minutes of rehearsals 1975: 170-171. See also:

MKHAT Vtoroy, 2010)

Chekhov decided to introduce the experience gained through the rhythm exercises
into the rehearsal process: "During our work on Hamlet, we endeavoured to
experience the gestures of words in the way they sounded and to this end we selected
the corresponding movements to fit the words and phrases. We imbued them with the
force we required, added the particular emotional colouring and executed them until
our inner feeling began to respond to them fully.” (Chekhov 1986: 206) The results of
the experiments in the studio left their mark on the production: in some scenes the
pedagogical objectives of the development of the actors' movements and musicality
came to the foreground. A trend of the times, mistrust of the word, was manifest in
Chekhov's exercises. The Russian philosopher Sergey Averintsev formulated it thus:

"at the beginning of the century there was a diminishing of trust in the content of
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culture that is directly "articulated’, in verbal formulations and consequently, literature

with an ideological content.” (Averintsev 1981: 80)

During rehearsals there was talk of music in the play: "Hamlet is a myth in motion, a
particular philosophy. That is why we talk about the musical element and music,
because music more powerfully than anything else leads us into the sphere of the
Spirit." Referring to the example of poetry, Chekhov spoke of the primacy of melody
before the coming about of the word: "melody must resound through us". The source
of these arguments is clearly the language of the symbolists, as conveyed by Bely.
Yury Lotman has written about the secondary significance of language for the
symbolists and about their attention to the hidden depths of meaning: "Hence their
desire to turn the word into a symbol. However, since every symbol is an inadequate
expression of its content and merely an allusion to it, the desire arises to replace
language with something higher, with music: 'Music expresses the symbol in an ideal
form. The symbol is therefore always musical’ (Andrey Bely, "Symbolism as an
Understanding of the World")... [...] For him, the word ceases to be the sole bearer of
linguistic meaning (for the symbolist, everything that is higher than the word is higher
than language. Beyond the word lies music)."

(Lotman 1988: 439)

Let us examine those ideas of Chekhov's for the theatre and how they found their
reflection in the methods employed during rehearsals for Hamlet, certain aspects of
which were set out by Chekhov in his autobiographical memoirs. Chekhov had
experienced a feeling of dissatisfaction with the customary methods of working with
the word and gesture. In this Chekhov adopted Rudolf Steiner's method in his
approach to speech and movement, the so-called eurythmy. This new art of movement
envisages that every sound has an inherent gesture, which may be reproduced in
movements of the human body. In speech eurythmy (*visible speech™), speech is
interpreted not as a means of communication, but as sound and rhythm that can be
expressed using the language of the body. Thanks to eurythmy and speech formation,
Chekhov found an approach to the word and the expressiveness of movement which
corresponded to his own way of acting and the principles of Vakhtangov's

theatricality, based on rhythmic movement.
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Chekhov described how eurythmy exercises were practiced in the Second MAT: "For
instance, we approached the script in a new way: through movement. (I do not mean
the meaning or the content of the script but the way the words are pronounced on
stage). We studied the sound aspect of the word, as movement transformed into
sound.” Knebel described the classes and how Chekhov tried out eurythmy, as well as
all the new exercises, on himself. "Chekhov was naturally more advanced than all the
rest and he had mastered the eurythmic language of the letters to perfection.
Sometimes he would suggest that someone slowly read some text that he was
unfamiliar with, and he would move in time to it and show the letters of the words in
gestures. He was not only textually exact in these movements; he was also able to
convey the general character and atmosphere of the work, as well as its psychological
nuances. It was very beautiful and expressive." (Knebel “s Foreword in: Chekhov 2,
1986: 21)

As the Russian Anthroposophic Society had been closed in 1923 and all connections
with anthroposophy were potentially dangerous, Chekhov was initially unwilling to
reveal the source of his exercises to the actors of the theatre and his students, and it
was only later that Knebel realized that the movements had been borrowed from the
teachings of Steiner.

Opinions about the production of Hamlet were sharply divided. Favoured by the
Ministry of Culture as a distinguished actor, Chekhov was conferred the honorary title
of People’s Artist. However, Chekhov’s Hamlet annoyed Stanislavsky because of
what appeared to be an excess of artificiality and the grotesque. Stanislavsky did not
accept the interpretation of Hamlet by his brilliant pupil, whom he considered a
tragicomic, but not a tragic actor. *****In the theatre, a group of actors who were in
opposition to Chekhov, condemned the fact that the role smacked of his enthusiasm
for anthroposophy. But audiences and critics were deeply moved by the production.
There were ardent admirers of Chekhov, both workers and intellectuals. Maria
Knebel, who worked in the theatre for fifty years, admitted that the only time she

experienced catharsis in the theatre was at the moment of Hamlet's death.
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The contact between Stanislavsky and Chekhov was renewed later, as we will see in
the following discussion of their last meeting in Berlin in 1928. “It is a pity we cannot

work together”, Chekhov remarked.

Reasons for Chekhov's emigration after five years at the Second Art Theatre were
both political and personal. His ideas were not compatible with Communist ideology
and after a conflict with a group of leftist actors and press campaign against him
Chekhov left Soviet Russia with his wife Xenia in 1928. Both Stanislavsky and
Meyerhold tried to convince him to return to Russia. Officially he never destroyed his

contacts with Soviet Russia, and only in 1946 he became an American citizen.

Stanislavsky and Chekhov: some divergences and similarities

In the 1950s in America Chekhov acknowledged his indebtedness to Stanislavsky's
pioneering achievements. "Others are said to have surpassed and even bypassed him,
but he, together with Nemirovich-Danchenko, was the first to break the land that
opened up the new fields which all of us later tilled in our own distinctive ways."
(Chekhov 1963: 39)

Much has been said about the differences between Stanislavsky and Chekhov, often in
a simplified manner. Not only the opposition Stanislavsky — Chekhov demand closer
analysis, but also much more attention should be paid to "the new fields" opened by
the founders of MAT and the ways the younger generation "tilled" this virgin soil.
The dissimilarities between Stanislavsky and Chekhov have been stressed more than
the essential similarities and common ground. This is especially striking when we
look at Chekhov in America and his confrontation with the American Method acting

which distorted some basic ideas of Stanislavsky. (Carnicke 1998)

"Experiencing"

Principal differences of opinion between Stanislavsky and Chekhov arose on the basis
of the concept of "experiencing” and "living in it". Polemics with Stanislavsky

centered on the concept of "experiencing” (perezhivanie) the role. The intractable
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difficulty in the Stanislavsky- Chekhov polemics was "experiencing". The historical
debate on acting that Stanislavsky and Chekhov joined concerns the school of acting
advocated by the French actor Coquelin the Elder. Stanislavsky employs the word
"representation” to indicate Coquelin’s conviction. Another point of polemics:
Chekhov preferred alternating the consciousness of actor and character to a "fusion”
of actor with character. Chekhov advocated the idea of dual consciousness of the actor
when he becomes the observer of his own work. He made a distinction between our

higher, creative ego and the everyday ego that is concentrated only on self.

In the Second Moscow Art Theatre, Chekhov propounded an understanding of the
acting role that differed from Stanislavsky's teaching in many respects. One of the
most important tenets of Chekhov's new method of rehearsing was the "theory of
imitation". It consisted of the actor initially building his character in his imagination
and then endeavoring to imitate its inner and outer qualities. Chekhov expressed his
views clearly and in full in a letter to the actor V. Podgorny, in which he described his
conversation with Stanislavsky in Berlin (lasting eight hours in a café in 1928).
Chekhov had recently left his theatre and the Soviet Russia for one year's leave in

Germany. As it turned out, he was not to return to Soviet Russia.

| only quote excerpts from Chekhov's detailed exposition of his discussion with
Stanislavsky: "We compared our systems, found much common ground, but also many
divergences. (--) In my method, for instance, from the beginning to the end of his work,
the actor is completely objective with regard to the character he is creating. With K. S.
[Stanislavsky], it seems to me, there are many situations in which the actor is forced to
resort to personal, vain attempts, to squeezing personal emotions out of himself — that is
difficult, agonizing, ugly and shallow. (--) This approach alters the whole psychology of
the actor and, it seems to me, forces him against his will to rummage within his own
unendowed little soul. All our souls are unendowed and little in comparison with the
images that the world of the imagination sometimes sends us.” (Chekhov to V. A.
Podgorny, not later than 19 September 1928, Berlin. Chekhov 1, 1986; 323 - 325)

Later, in his American lectures, Chekhov quoted the following from his discussion with

Stanislavsky: "My technique then, as now, was to imagine the character as being outside
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of me and to ask myself what | would do, and how, if | were in his circumstances. Then |
could stand off and watch myself, not here anymore as M C the actor but there as the
character - actually seeing the character in the process of acting out all the things the
playwright had prescribed him. With this more objective means of inquiry, it is like
asking the character himself to show you how to do it."

Chekhov continues: "Another and perhaps deeper reason for my disagreement was
that, if the character is seated within me, according to Stanislavsky's notion, | can
never separate myself from him nor he from me; the character will have no free will,
life and personality of his own and have the liberty to exercise them, and by so doing,

demonstrate to the actor what to simulate and how." (Chekhov 1963: 47-49.)

As Pavel Markov wrote in his review of Chekhov’s book The Path of the Actor, the
author attempts to solve the basic problem of the actor, that of the personality and the
artist. The actor is meant to be the creator of a certain ideal and liberated life.
Chekhov's aim was to acquire the joy of a creativity that has been stripped of personal

imperfection.

"The problem of inner transformation was intensely discussed during Stanislavsky's
lifetime", the Moscow scholar Anatoly Smelyansky writes, while summing up the
discussion about the system of ideas, the essence of which is contained in the
proposition to the actor "to take himself as the starting point”. The actor cannot
become Hamlet or Othello, but he can imagine himself in their situations.
"Stanislavsky proposed that the actor should ‘take himself as the starting point', i.e.
take from his own life mental and psychological experience and emotional memory
comparable with the experience of the soul and life of the other personage that the
artist is called upon to embody. It was just this demand of the system that was
criticized by many and that, perhaps, found its sharpest and most comprehensive critic
in Michael Chekhov. He considered that the proposition 'to take oneself as the
starting point' could lead potentially to the mediocrity of the character, naturalism and
obliviousness of the greatest foundation for inspiration, the actor's imagination”.
Chekhov's objections have been vindicated by modern Russian theatre experts.
(Smelyansky 1989: 17 -18)
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In the West it has been hard to avoid simplifications such as in Bella Merlin’s
“Afterword” (Michael Chekhov, The Path of The Actor, 2006). Merlin concludes:
"Clearly Chekhov rejected Stanislavsky’s early emphasis on “emotion memory’, which
Chekhov saw as turning all the actor’s energy inwards into his or her private life, rather
than transforming into the character and thereby discarding personal habits and clichés."

(Chekhov 2006: 201) On a closer analysis the relationship is more complicated.

In Stanislavsky’s opinion, the point of departure for actor’s work was the feeling of
truth. In more philosophical terms, the generation of Chekhov had a more relative notion
of "truth", conditioned by Russian writers like Dostoevsky, and Anton Chekhov’s
“polyphonic” plays. Influential factors in redefining the notion of “truth” were the
development of science and the painful experiences of the First World War and the
Russian revolution. Chekhov may have detected Stanislavsky’s adherence to "truth” as a

notion of the 19th century art and literature which had to be questioned.

If we return to methods of acting we may want to look at Chekhov’s writing more
closely and forgo the assumption that the main difference between Stanislavsky’s and
Chekhov’s methods are the use of imagination and personal feelings. In his memoirs of
Stanislavsky, Chekhov defined the paradox which was caused by the union of truth and
imagination in the older man’s creative work: "But in Stanislavsky's burning,
undeviating imagination, everyone and everything was capable of imparting this feeling
of truth." (Chekhov 1963: 49)

Imagination as Chekhov's **credo™

Chekhov takes the activating of the imagination as his starting point in his book To
the Actor. We remember how, in the early draft of his system, Stanislavsky stressed
that in the third process, “experience’, the actor creates invisibly, for himself. In his
dreams he creates the inner and outer image of the character he is to portray, and he

must adapt himself to this alien life and feel it as though it was his own.

For Stanislavsky, training the actor's imagination is of the utmost importance. In his

book An Actor Prepares he writes (in Chapter 4. "Imagination™): "The aim of the actor
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should be to use his technique to turn the play into a theatrical reality. In this process
imagination plays by far the greatest part. (Stanislavski (1936) 1996: 54) Stanislavsky
called the imagination the foundation of art. He lets his mouthpiece, the Director
conclude the chapter of "Imagination™: “Therefore: Every movement you make on the
stage, every word you speak, is the result of the right life of your imagination.”™ In
Stanislavsky’s opinion without imagination an actor will become "a wound-up machine,
an automaton". He exhorted the actors to train themselves so that they will find their
imagination "developing and growing in power". (ibid. 71)

Stanislavsky suggested making out of supposed circumstances a "solid line of inner
visions", of which will be formed an "unbroken series of images, something like a
moving picture”. He writes: "As long as we are acting creatively, this film will unroll
and be thrown on the screen of our inner vision, making vivid the circumstances among
which we are moving." He adds that "those inner images create a corresponding mood,
and arouse emotions, while holding us within the limits of the play". As compared to
feelings, "images are much more easily and firmly fixed in our visual memories, and can
be recalled at will." And further, the Director advised: "Let us make an imaginary

moving picture, said.” (ibid. 64-65)

These exercises remind us of Chekhov's capacity to treat fictional circumstances as if
they were real, to visualize the character's life, to fantasize about the events of the play.
Stanislavsky suggests that the actor develops a "filmstrip™ (kinolenta) to accompany the
performance of every role. He trains "inner vision" through exercises of imagination and
meditation. "Visualizations are images in the mind's eye that energize the actor's
imagination”, Chekhov writes. He reminded actors that they must start from these

mental images.

Concentration

Exercises in concentration and communication (communion) were developed by
Stanislavsky in the First Studio. Among the many sources and inspirations there were

strong Eastern impulses. All of them contributed to Stanislavsky’s aim to meld the
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elements of acting into a complete psychophysical technique.

As stated above, when Stanislavsky sought means to control an actor's moment of
inspiration he became interested in Yoga, and the spiritual disciplines in Eastern
religions of Hinduism and Buddhism. Stanislavsky’s library contained several books on
Hatha Yoga. Vera Soloviova, one of Stanislavsky’s students in the Studio, later an
émigré in the US, spoke about the exercises on concentration, getting into the circle, the
ways of communication, how actors send and receive energy rays not words. In 1911 he
and Sulerzhitsky started using exercises based on Yoga. These exercises are directed
toward higher consciousness (“superconscious™). The two disciplines that most
influenced Stanislavsky are Hatha Yoga and Raja Yoga. The first calms and relaxes the
body by means of physical work on postures and balance (asana) and control of the
breath (pranayama). Raja (royal) Yoga works on mental control through concentration,

visualization, observation, and meditation. (Carnicke 1998: 141.)

Prana, a Sanskrit word from Yoga describes the energy that gives life to the body, "life
energy". Stanislavsky uses the Sanskriti word frequently in his writings, and relates it to
rays of energy that facilitate communication. In a successful performance rays of prana
pass between actors and their audiences, thus prana becomes the vehicle for infecting the
spectator with artist’s emotion. . Stanislavsky got interested in the Indian writer and
Nobel-prize winner Rabindrath Tagore, and his mystical play was rehearsed in MAT.
Stanislavsky’s almost religious devotion to acting can be detected in his belief that
theatre should be revered like a temple. It is based on the Russian tradition of arts and
Spiritualism, inherent in Russian culture. (Carnicke 1998: 140-141)

According to Benedetti, Stanislavsky used notions drawn from Yoga already shortly
before the opening of the Studio, at the rehearsals of Turgenev’s play, where exterior
action, movement, gesture, were reduced to almost nothing. The actors were required to
“radiate” their feelings, to do everything through their eyes, by tiny changes of tone and
inflection, to “"commune” with each other. The text was rarely spoken out loud. It was
whispered, held back. Cuts were made in the longer speeches and the omitted sections
were used as sub sub-text. (Benedetti 1989: 41)
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The notion of "superconscious” Stanislavsky found in Yoga, Carnicke comments.
However, this notion is inherent also in Russian Orthodoxy and indeed in all religions.
As we know, Chekhov later found similar ideas in Steiner's teaching and incorporated

his concept of the "Higher Self" into his acting method.

Improvisation or the method of etudes

In the First Studio Stanislavsky applied improvised text and situations, so called "etudes"
(etiudny metod) which formed the basis of his teaching in this period. Stanislavsky's
term refers to a non-scripted scene performed by actors (in American usage it is called

improvisation).

In regard to this method it is interesting to know about Stanislavsky’s interest in
improvisation as practiced by commedia dell"arte, and Meyerhold’s experiments based
on the same Italian commedia. These new ideas can be detected from Stanislavsky’s
notes in 1913. (See Russian ed. of Notebooks: K. S. Stanislavsky, 1z zapisnyh knizhek. I1.
1912 - 1938, 71.) In the First Studio improvisation became an essential feature of its
training. In 1911 Stanislavsky explored with Maxim Gorky the idea of a writer working
with a company and creating a play out of improvisation. Nothing came out of it but
ultimately their joint experience bore fruit in the work of the First Studio as a "new status
for the text" (Benedetti’s words). (Benedetti 1989: 44 - 45.) Chekhov had also worked
with Vakhtangov on the commedia dell arte, and later, in his Anglo-American studio, he

returned to the theme with a resident playwright.

As noted above, in the Chekhov Studio, teaching was based on etudes. How thoroughly
Chekhov integrated this method is evident in his studio where improvisation was one of
the main methods of training. In his book Chekhov stressed the significance of
improvisation. "... the highest and final aim of every true artist ... may be defined as the
desire to express himself freely and completely”, it “can be achieved only by means of
free improvisation”. (Chekhov 1953: 35) The method of etudes is inherent to Russian

theatre schools, practised until the present day.
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Atmosphere as a many-faceted method and philosophy of theatre

The atmosphere as a rehearsal method is probably Chekhov’s most original contribution
to the Russian actors” training. Chekhov demonstrates a creative way of developing the
special quality of MAT’s productions of Anton Chekhov’s plays, "the theatre of mood".
In his Hollywood lectures, when comparing the two founders and leaders of MAT,
Chekhov said about the productions of Vladimir Nemirovitch-Danchenko and
Stanislavsky: "From the brilliant mathematician came the skeleton of the play, from the
great humanist [Stanislavsky] came the real-life moods and atmospheres to flesh it out.”
(Chekhov 1963)

However, atmosphere for Chekhov has many additional meanings: it is a natural
phenomenon, but also in a wider artistic meaning it is a way of creating the performance
as a complete whole with its "soul" (feelings), and a rehearsal method. When
Stanislavsky considered the atmosphere to be transferred from real life to the stage as the
result of the imaginative work of the writer, actor, director, set designer and electrician,
Chekhov gave the concept a more practical and also a wider application developing it
from the element of real life into a method of rehearsal and producing the play. (See:
Chekhov, To the Actor. Chapter "The atmosphere™.) Maria Knebel writes in her book
Vsya zhizn (The Whole Life) about the exercises of atmosphere in the Chekhov studio in

Moscow in the early twenties.

In connection with the “atmosphere” Chekhov adapted MAT's production principles to
actors” training. Chekhov wrote in To the Actor in Chapter 10 (How to Approach the
Part) how Stanislavsky used to say it is a good thing if an actor "falls in love™ with his
character before starting actual work upon it. "To my understanding in many cases he
meant falling in love rather with the atmosphere which envelope the character. Many
productions in the Moscow Art Theatre were conceived and interpreted through
atmospheres, by means of which the directors and actors "fell in love" with individual
characters as well as the entire play. (Plays by Chekhov, Ibsen, Gorky and Maeterlinck,
pregnant with atmospheres, always provided the members of the Moscow Art Theatre
with such opportunities to lavish their affections).” (Chekhov 1953: 148)

69



On the process of creating a character Chekhov advised: “You can also start your work
on the basis of atmospheres. Imagine your character fulfilling business and speaking the
lines within the different atmospheres around you (as in Exercise 14) and begin to act
under its influence. See that all your movements, the timbre of your voice and the lines
you speak are in full harmony with the atmosphere you have chosen; repeat this for the
other atmospheres as well.” (Chekhov 1953: 148)

Chekhov develops the notion of atmosphere to conceive the play and the character in an
imaginative way: “It often happens that composers, poets, writers and painters begin to
enjoy the atmosphere of their future creations long before they start actual work upon
them. Stanislavsky was convinced that if the director or actor for some reason did not
through a period of such infatuation, he might encounter many difficulties later on in his
work with a play or a part. Undoubtedly this devotion, this love, could be called "sixth
sense™ which enables one to see and feel things that remain obscure to others. (Lovers
always see more of each other’s admirable points than others do.) Therefore, your
approach to the part through atmospheres will give you a great chance to discover in the
character many interesting and important features and fine nuances which otherwise

might easily escape your attention. (ibid. 148.)

A Russian Chekhov scholar Igor Sukhih maintains that Michael Chekhov transformed
the principles of Anton Chekhov’s drama into the art of acting: "For Michael Chekhov
the atmosphere is a bridge from life to art and vice versa. The main function of the
atmosphere is its capability to transform the external plot into a subtext.” (Sukhih 1998)
Atmosphere is Chekhov’s most original and varied development of the basic quality of

MAT’s productions.

Textual analysis: ‘“units and objectives”

The clearest example of locating Chekhov’s method in Stanislavsky’s studio classes is
referring to the analysis of the written text in the early period of Stanislavsky’s system,
("units and objectives™). In the rehearsals of Turgenev’s play (1909) the procedures

which Stanislavsky employed in a systematic manner for the first time later became
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known as units and objectives, sub-text, the through-line of action and the
superobjective. (Benedetti 1989: 41)

For Chekhov this method of analysing the text was the one which he applied later with
success. In my book about Chekhov’s work in the West (2000) I have written how he
used this method of textual analysis at the Dartington studio. In his book (1953)
Chekhov strongly recommended the principles of Stanislavsky’s suggestions for
approaching the part. "Stanislavsky called them Units and Objectives, and you will find
full descriptions of them in his book, An Actor Prepares. Units and objectives are
perhaps his most brilliant inventions, and when properly understood and correctly used
they can lead the actor immediately to the very core of the play and the part, revealing to
him the construction and giving him a firm ground upon which to perform his character
with confidence.” (Chekhov 1953: 154)

According to Benedetti, in Stanislavsky’s system, first the play was broken down, as
usual, into segments. Each segment was then described in terms of the characters
psychology and the particular state they were in at a given moment. In each segment
therefore the actor had a specific psychological goal to attain. For every action that was
planned there was an inner justification, springing from the total life of the character.
(Benedetti 1989: 40) The actor must supplement the script with his own imagination:

create the moments between the scenes, the flow and continuity of the character’s life.

Gesture and character

As noted above, Chekhov revealed clearly his emphasis on the harmony of the actor's
body and psychology. In the studio exercises the words of the text were “imbued [--]
with the force we required, added the particular emotional colouring and executed
them until our inner feeling began to respond to them fully.” Later, Chekhov set out
his method of acting in his American book To the Actor (1953). Chekhov writes about
another rehearsal method, the working gesture or psychological gesture (PG): "we
cannot directly command our feelings, but we can provoke them by certain indirect
means." "The key to our will power will be found in the movement (action, gesture).

[...] The strength of the movement stirs our will power in general; the kind of
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movement awakens in us a definite corresponding desire, and the quality of the same
movement conjures up our feelings.” (Chekhov 1953: 63, 65). PG is used for creating

the character: it gives a condensed version of the character.

The principles of Chekhov's rehearsal work had something in common with the
experiment of Meyerhold in a number of details (e.g. in the way that the actors went
from movement to feeling), and in some respects they anticipated Stanislavsky's
"method of physical actions™ in the 1930s. It was Chekhov's aim that the actors should
acquire a grasp in the practical sense of the profound connection that movement has to
words on the one hand, and to the emotions on the other. This exercise served as an
expression of Stanislavsky's demand: not to utter the author's words until the inner

stimulus to do so arises.

One of the main professional requirements set by Chekhov is complete obedience of
both body and psychology to the actor. In the first nine exercises (To the Actor,
Chapter One) Chekhov laid the foundation for the attainment of the four requirements
which are basic to the acting technique. "By means of the suggested psychophysical
exercises the actor can increase his inner strength, develop his abilities to radiate and
receive, acquire a fine sense of form, enhance his feelings of freedom, ease, calm and
beauty, experience the significance of his inner being, and learn to see things and
processes in their entirety.” (Chekhov 1953: 20)

Other Chekhov exercises consisted of concentrating on inner objects, seeing the role
as an image, activating imagination with questions. Chekhov found ways to induce a
mood that allows for creative work using various techniques, anything that triggers
the actor's imagination or entices the subconscious out of hiding. Chekhov believed
that the actor should develop not only physically, but spiritually as well, acquiring an
inner life, rich with images from which he would be able to draw when creating a
character. He developed a method which he hoped would bring out the latent powers
of his students. Chekhov borrowed important aspects of his work from the early
Stanislavsky and developed them further. They were imagination, improvisation,
communication, textual analysis (structure of the play), and the atmosphere as a

rehearsal method.
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Chekhov in the West

The first-hand knowledge, acquired from "the horse’s mouth” in the First Studio,
Chekhov would impart to his American students, thus filling in important gaps in the
knowledge of the Russian theatre school in the United States. We may ask why didn’t
the other young actors of the Studio - Boleslavsky and Ouspenskaya - transmit
Stanislavsky’s original ideas to the American actors in this way, opening up the wider
understanding of the first phase of the system? Why did they stick to the "emotion
memory" and "bits and tasks" in an orthodox and in some cases misleading way? The
answer lies in Chekhov's creative way of developing the Studio’s classes. Exactly
because he was Stanislavsky’s most ardent and, in his individual way, the most
"deviating” student he expressed some of the basic ideas in a new light, opening up
possibilities that were realised in the older master’s own work only towards the end of
his life.

Chekhov’s great artistic pilgrimage from Moscow to Los Angeles lasted for 27 years.
During this journey Chekhov was building a spiritual home for people from many

different countries and nations.

It has been said that Chekhov lived a double exile, separated from his homeland and
from his theatre. However, with amazing tenacity he worked to develop the theatre of
the future, which meant creating a new technique of acting in a theatre with a
repertoire based on the classics and folklore. All other tasks - acting in classic roles
and directing new shows - were subservient to this aim. For the rest of his life he
directed several studios through which he disseminated his ideas as actor-director-
teacher, and set out his method of acting in his American books O tekhnike aktiora (in
Russian, On the Technique of acting, 1946) and To the Actor (1953).

Chekhov borrowed important aspects of his work from Stanislavski that are only
incompletely expressed in his books. After the Second World War, this firsthand
knowledge Chekhov would impart to his American students, thus filling in important
gaps in the knowledge of Russian theatre school in the United States. Eventually the

teaching of Chekhov and other Russian émigré actors became a matter of coaching
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alone, separated from theatrical production.

At last, "Chekhov's American studio™ emerged at The Drama Society in Hollywood. For
seven years, 1948-1955, Chekhov worked with film actors. Distinction should be made
between actors and directors who attended his lecture series, and actors who studied
privately with him. He taught improvisation exercises and gave lectures on acting and
the creative process at The Drama Society in Los Angeles . Chekhov also taught private
lessons to film actors at his home in Beverly Hills. Chekhov was interested in applying
his teaching to the fast pace and fragmented nature of film and television. Numerous
film actors went to him for help with their specific roles and for their general acting
development. Directors who studied under the Russian actor included Martin Ritt and
Arthur Penn. Mala Powers was a close friend of Michael and his wife Xenia and the

executrix of his literary heritage.

The actor Morris Carnovsky, a founding member of the Group Theatre writes: "... He
was an immensely complicated man, an Ariel, a great teacher... Most of all he
understood the harmony of Body and Psychology, as he put it. "Listen to your bodies,"
he would say, "And they will interpret the movement of your inner impulses." Great
intellect though he was, he scorned its usefulness for the actor, preferring to obey what
one might call the "muscularity” of imagination”. In a book Actors talk about acting,
Carnovsky says: "Michael Chekhov understood the actor's nature better than anyone else
since - and perhaps including, Stanislavsky.” Other famous directors, Stella Adler and
Robert Lewis admired Chekhov greatly as an acting genius and studied his methods in
class. Lewis mentions Chekhov's quote which he often used afterwards: "The highest
point of our art is reached when we are burning inside and command complete outer ease
at the same time." Michael Chekhov did not entirely fit into the milieu of an alien
culture. However, he felt that his mission was to bring to Europeans and Americans the
experience of Russian professional actors' training and the understanding of theatre work

not as a job but as a calling.

As noted above, in America important records of Chekhov's method were published.
Two books were published in Russian: memoirs, Life and Encounters (Novyi Zhurnal,
1944-45) and O tekhnike aktyora (1946). O tekhnike aktyora (On the Technique of
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Actor) is the authorized version of Chekhov's ideas and practice. It was also his legacy to
Russia. "l wrote it for the Russian actor, in whom | believe", - Chekhov stated in a letter
to the writer Mark Aldanov. The book was infiltrated into Soviet Russia and was read by
actors.

In 1953 the book To the Actor was published in English in New York. Chekhov revealed
clearly his emphasis on imagination, intuition and the archetypal psychological gesture.
He also paid tribute to Stanislavski as the creator of the one method "expressly
postulated for the actor", who had urged him to write down his thoughts, concerning the
technique of acting. Chekhov's book includes chapters: the actor's body and psychology,
imagination and incorporation of images, improvisation and ensemble, the atmosphere
and individual feelings, the psychological gesture, character and characterization,
creative individuality, composition of the performance, different types of performances,
how to approach the part, examples for improvisation. In the revised edition of On the
Technique of Acting (1991) important chapters are omitted and pictures are confused.
There is a new edition of To the Actor. (Revised and expanded edition. Foreword by
Simon Callow. London: Routledge, 2002). Other books, compiled from Chekhov's
lectures, have been published in the last 30 years. They have been translated into many

European languages and Japanese.

Twelve tape recordings of lectures by Chekhov were made by the Drama Society in
1955. Some of the tapes have been edited and published by Mala Powers. (Michael
Chekhov: On Theatre and the Art of Acting. The Six Hour Master Class. A Guide to
Discovery with Exercises by Mala Powers. 1992.)

Training in the Chekhov technique continued long after the master's death when a new
Chekhov studio was founded in New York in 1980 by Beatrice Straight, Chekhov's
acting student and sponsor for many years, and other elderly actors, his students in
America. The new generation of Chekhov method teachers was trained here in the
1980s. Straight maintained that the Chekhov technique is perfect for the needs of today's
actors, who must pick up ideas quickly and use them instantly. It can free actors from the
problems of over-intellectualizing, and of separating their minds from their bodies.
(Straight 1983: 91)
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Eugenio Barba, the leader of the Odin theatre in Denmark, considers To the Actor
"one of the best actor's manuals”. "It should be read and re-read, reflected upon, pried
into." Barba writes: "... with Michael Chekhov we find ourselves very close to home:
the actor to whom he is speaking is the kind most commonly found in the theatre,
cinema and television today." (Barba 1995) How Chekhov's psycho-physical
exercises are used in modern American practice is demonstrated in Joanna Merlin's
book Auditioning. Merlin studied in Chekhov's classes in Los Angeles in the fifties.
Her exercises include the use of psychological gesture which are based on Chekhov's
teaching. Merlin starts by finding active verbs which project an image of a movement
or gesture. She writes about the exercises of psychological gesture: "If such a gesture is
projected by your defined objective or action, try to make the gesture physically, at
home, in the largest way possible, to bring the objective to your body. Find a sound or
word that arises from the gesture. --- The gesture will resonate in your work as an
impulse for whatever your objective or action may be. It will help you connect your
body and mind." (Merlin 2001: 58) Merlin refers to Chekhov's book for further

exercises.

No complete biography of Michael Chekhov has ever been assembled, despite a strong
interest in his life. Chekhov's two autobiographies, The Path of the Actor and Life and
Encounters are written in an impressionistic style and only cover his earliest career. My
book Mikhail Chekhov v zapadnom teatre i kino (Michael Chekhov in Western Theatre
and Cinema, 560 pp.) was published in St Petersburg in 2000. (PhD dissertation, Faculty
of Arts, Helsinki University 2000). It is a complete chronological history of Mikhail
Chekhov's work as actor, director and teacher in emigration. The book starts with a long
Introduction about Chekhov's work in Moscow. It incorporates a wealth of new material
from archives in many countries: the Dartington Hall (England) and Bakhmeteff (New
York) archives, and the Georgette Boner collection (Zirich), and also archives in
Moscow, Riga and Vilnius. My research is based on theatre histories in the countries he
worked, reviews of his productions, and memoirs. | was fortunate to interview

Chekhov's students and his assistant directors, many of whom have now passed away.
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Editor’s note: Liisa Byckling is now working on the second edition of her Russian book, and also the
English edition of her book Michael Chekhov in the West.

Notes:
*1ii Ryssian names have been anglicized (Stanislavsky, Bely) according to
guidelines established by the American Association of Teachers of Slavic and Eastern

European Languages.

x1ii Pyen if Stanislavsky admired Chekhov as an actor-genius, and referred to
Chekhov’s “theory of imitation” in his books, as a whole, he did not accept
Chekhov’s theories of acting and directing, It was evident in the discussion he had in
mid-thirties, after Chekhov had left Soviet Russia, with the directors of the American
Group Theatre. Harold Clurman recalls the discussion with Stanislavsky in Moscow.
"What did he think of Michael Chekhov, an actor all of us in The Group admired
enormously? Chekhov, Stanislavski answered, was an actor of extraordinary talent,
especially when he played the weak or nearly feeble-minded; he was an actor,

Stanislavski emphasized... an actor.” (Clurman 1974: 85)
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CTAHUCJIABCKHAMN U MUXAWJ YEXOB*!*

JIniica Broxkjauur

«OCOOHSIKOM CTOUT OAMH U3 3aMeyYaTeIbHEHIIINX aKTepOB HAIlIEH COBPEMEHHOCTH —
UYexoB, ropsig0 U OYpPHO UIIYIIHIA HOBBIX CPEJCTB CIIECHUYECKOTO BBIPAKEHUS — TaK
nucan [TaBen MapkoB, M3BECTHBIM MOCKOBCKU KPUTHK, B cTaThe 1928 1.,
MOCBAIIEHHOH 100uer0 MockoBckoro XynoxkectBeHHoro Teatpa (Uexon 1, 1986:

492).

Konuenuus meroga YexoBa 0OCHOBBIBANACh Ha CTHIIE AKTEPCKOM UTpbl MOCKOBCKOTO
Xy0XKeCTBEHHOTO TeaTpa, B oco0eHHoCTH, [lepBoii cTyanm, Hayano KoTopoi
MOJIOXKUJIM nocTaHoBKU CtanucnaBckoro u EBrenns Baxtanrosa. B 1o xe Bpems
UYexoB cymen BbIPa3UTh 1yX PYCCKOM KyabTyphl kKoHIa XIX — Hauana XX Beka,
CHMBOJIMCTCKOM MTO33UU M HEHATYPAIUCTHIECKOTo Tearpa. Ero mo0uMbIM nucarenem
ObUT cUMBOJIMCT AHJIpel bernblif, a HICTOYHUKY BIIOXHOBEHUS! OH HAXOJIWII B

¢unocodun, JereHiax u cKkaskax.

Muxaun Anekcanaposuu Yexos (Cankt-IletepOypr, 1891 — Jloc-Anmxkenec, 1955)
ObUT TUIEMSTHHUKOM AHTOHa YexoBa 1 caMbIM OjiecTsaiuM yuyeHukoM KoHcraHTHHa
Cranucnasckoro. OH urpai B cnekrakiisix [lepBoit cryann MockoBCKOro
Xy0)KeCTBEHHOT O TeaTpa, HaunHasi ¢ 1912 r., 6611 ero pexxuccepom ¢ 1922 1. u
pexuccepoM MXAT-2 (1924 — 1928). B Poccun UexoBa Ha3bIBAIOT CaMbIM
TreHUAJIbHBIM PYCCKUM aKT€pOM MUHYBIIETO CTOJIETUs. YeX0oB-aKkTep BOILIOIAI
co00t a0COJIOTHBIN CHHTE3 BHYTPEHHETO MEPeKMBAHUS U BHELIHEH (OPMBI,
KOTOpPBIN amMmepukaHckuii pexuccep Podept JIbronc Ha3Bal «TOTaIbHOM aKTEPCKOU
urpon». Yemckuii nucarens Kapen Yanek rosopui o Uexose Kak 0 «TaiiHe
MOTPSICAIOLIETO aKTEPCKOI0 UCIIOJIHEHUS». «...UeXOB... JOKa3bIBAaCT BaM (IIPOCTO U
BMECTE C TeM 3araJoyHo), 4TO TeJIO U €CTh JIyllla, cama Jylia, OT4asBIIAsCs,

Meuytasics, Tpenentymas» (1922) (Uexos 1, 1986: 452).

[Toxunays Poccuro B 1928 r. UexoB ¢ orpoMHO# 3HEpruei padboTan Hal MPOSKTaMHU B
€BPOMEICKUX U aMEPUKAHCKUX Te€aTpax U CTYAMUSIX aKTepCKOro Macrepctna (brokianHr

2000). On npo1en Tpy pa3auMyYHbIX dTara: NepHoJ, KOI/1a OH 3aHUMAJICS PEKUCCYPOH,
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aKTepCKUM MacTepCTBOM M renarorukoi B bepnune, [Tapuxe, Pure u Kaynace (1928-
34); mepuo AHII0-aMEepPUKAHCKOH TeaTpaibHOi cryauu (Anrmus, 1936-38,
Coenunennsie [Itatel, 1939-42); u, HakoHel, EPUO/ TOJUIUBYACKON Kapbephl, KOraa
YexoB paboTan B KHHO U MpenogaBai kuHoaktepam B Jloc-Anmxenece (1943-55). On
MIBITAJICS OCYILIECTBUTH Ha 3amajie ujero Tearpa Oyayiero; pakTHuecKu ero uies
3aKIII0yYaach B CO3JaHUM TeaTpa-1abopaTtopuu, Tearpa, KOTOpbIil ObLT ObI

COOOIIIECTBOM U JIOMOM.

Ko Bpemenu konunnsl Yexosa B 1955 r. ero ums B Coerckoii Poccuu 66110
BBIYEPKHYTO U3 UCTOPUU pycckoro tearpa. B 1980-e rr., ¢ mpuxoaoM «ri1acHOCTHY U
BO3BpaIllCHHEM Hacyeus amurpanuu B Poccuto, UexoB ObLT peaOUIUTHPOBAH, €ro
KHUTH nepen3ianbl B Poccuu, a cam OH cHOBa IPU3HAH JIETeHAapHON GUrypoit y cedst

Ha pOAUHE.

Kuura Yexosa «O TexHHKe akTepa» 6bita omyomukoBana B Horo-Mopke Ha pycckom
si3bIke B 1946 1., a Ha anrauiickoM B 1953 1. OHa ObU1a iepen3ana u MMIpoKo
MCIOJIb30BaJIach B 3aMa/IHBIX TeaTPaIbHBIX IIKOMAX. J[pyrue KHUTH, Ky/1a BOIILIN
nekuuu YexoBa, 3JaBaIKuCh B TE€UCHHUE MTOCIEAHUX TPUIATH JIET U IEPEBOMINCH HA
MHOTHE €BPOIEICKHUE A3bIKH, & TAK)KE Ha AMOHCKUNA. UeXOB CO3a1 aKTEPCKYIO
CUCTEMY, BIIMSTHUE KOTOPOH Ha 3amajie HEYKJIOHHO pacteT. DymkeHno bapba, onun u3
BEIYIIUX COBPEMEHHBIX TEOPETHUKOB TeaTpa, Ha3bIBaeT KHUTY UexoBa «OIHUM M3
JTYYIIMX TPAKTHYECKUX MTOCOOUH IO BOCIUTAHUIO “PEaTiCTUYECKOT0” aKTepay
(Barba 1995: 70). Kak TeopeTrk u aktep YexoB HE MPUHSUT Ayaln3Ma 3amafHoOro
co3Hanus. OH ucalr: «AKTepy, KOTOPBIH TOJDKEH CUUTATh CBOE TEJIO HHCTPYMEHTOM,
BBIPXKAIOIINM TBOPUECKHE UJIEH HA CIIEHE, HY’)KHO CTPEMHUTHCS K JTOCTHKEHHUIO
MOJTHOW TapMOHHMH MEX]Ty ABYMs BelllaMu — TeJioM U ricuxosnorueii» (Chekhov 1953:

).

Korma Mpl meiTaemcst moHATE oTHomieHus YexoBa u CTaHUCIABCKOIO, HEOOXOIUMO
YUUTHIBATh XPOHOJIOTMYECKYIO MOCTIEIOBATEILHOCTh: BHAYAIE ObLI TIEPHO OTHOIICHUI
cTaporo Macrepa U ero wosoporo ydeHuka (1910-e rr.); morom mnepuoxn
CaMOCTOSITETTHOM PEKUCCEPCKON M Temarorudeckoit paboter (1919-1928 rr.); W,

HakoHer, mnepuon, korma YexoB »kuim B osmurpamuu (¢ 1928 1. mo cmeptu
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CranucmaBckoro B 1938 r.) — B 3T TOJpl MEXAYy YUYUTEIEM U YYCHHKOM IPOJIETIIN
MONUTUYECKHE Oapbepbl, HO OHU BCE PABHO HAXOAWINCh B E€AMHOM IIOJie, TJie
pa3pabaThiBajii METO/bl AKTEPCKOI0 MacTepPCTBAa U 3aHUMAIIUCh PA3BUTHEM TeaTpa Kak

(opMBI UCKYCCTBA.

CranuciaaBckuii 1 MoJiogoid Uexos.

Iepuon yuennuectBa Yexona (1912-1919 rr.)

WNupuBuayansHOCTh YexoBa H, B 00Jiee IMUPOKOM CMBICIIE, TBOPUECTBO aKTepa
HAXOJATCS B 3aBUCHMOCTHU OT COIUAILHOW CUTYAIMU U CTETUYCCKHUX IICHHOCTEH,
OTIpE/ICIIAEMBIX TAKUM MTOHITHEM, KaK «UCTOPHYCCKHIA KIIMMAT». YeXOB MpUHAIIICKAT
K mokosieHnto 1910-X rT., TOBI €r0 CTAHOBJICHHSI COBIAIH C TIEPHOIOM
CTPEMUTENBHBIX COIMABHBIX TIepeMeH U peBonmonusimu 1905 r. u 1917 r. 3o 66110
BpeMsI CUMBOJIM3Ma B HCKYCCTBE M MOJICPHHM3MA B JIUTepatype. B Tearp npuiuio
«IIOCT-CTAaHUCIIABCKOE)» MOKOJIEHHE, BTOPOE ITOKOJIEHUE aKTepOoB U pexuccepoB MXT,

IIOCJIEIOBATE/ICH M OIIIOHCHTOB CTaHMCIaBCKOTO.

Ecmu me1 o6patumcs k nepuoay 1910 rr., korma Yexor npuren B MXT, Mbl yBUANM,
4TO B 3TO Bpemsi CTaHUCIIaBCKUM cTapalicsi 00bEAMHUTD Ha CIIEHE peallu3M U
CUMBOJIM3M. 3aHUMAsACh B CTYJUH, YEXOB y4aCTBOBAJ B MAaCCOBOM CIICHE B
«["amnere», mociieHEM U3 CUMBOJIMCTCKHUX criekTakiaed MXT. CtanuciaBckuii
noctaBui «I'amiiera» B coaBTopcTBe ¢ ['oproHoM Kparom, BEICTYITHBIIUM U KaK
XYJOKHUK criekTakist. CMenocTh (hopMbl TpoU3Beia OTPOMHOE BIIEUaTICHUE Ha
3pUTenel U oKaszaja 3HAUMTEIbHOE BIMSHUE HAa MOJIOABIX pexxuccepoB. Crnemayer
YIOMSIHYTb, yTO UexoB no3HakoMuics co CTaHUCIABCKUM HE TOJIBKO KaK C
co3naresieM — BMecte ¢ Bnagumupom HemupoBuyeMm-/[aHU€HKO — 4€XOBCKOTO

«TeaTpa HAaCTPOCHHUA», HO U KaK C ITIOCTaAaHOBIIUKOM CHMBOJHCTCKOU ApaMBbl.

B te roapt CranucnaBckuit uckan 0ojiee TOHKUX CIIOCO00B Tepeaun JyXOBHON
peanbHOCTH. OH CTaBWJI CHMBOJIMCTCKYIO JIpaMy M II€J] Ha SKCIIEPUMEHTHI,
YBOAMBIIIKE €TO OT IMEPBOHAYAIBHOTO CIIeHM4ecKoro peanusma. [Tocae 1906 r.

CraHucnaBcKuil Hayal SKCIIEPUMEHTHPOBATh C METOJJaMH, BEIYIIUMU K HOBOMY
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CBOJy IIPaBUJI aKTEPCKOI0 00pazoBaHMs — «cucTeMe». B cBoeil kuure memyapos
«Most xu3Hb B uckyccTBe» (1924) CTaHMCIaBCKHIA CBS3bIBACT CHCTEMY C aKTHBHOM
cwiolt ¢antasuu. OH numiet: «...TBopueckoe “ecnu ObI”, T. €. MHUMAS,
BOOOpakaeMasi mpaB/a, KOTOPOIl apTUCT YMEET BEPUTh TaK K€ HCKPEHHE, HO C elle
OOJIBILIMM YBJIEUEHUEM, YEM IIOJUIMHHON npaBfe. .. [loBepuB eif, apTUCT MOKeT
HayaTh TBOPUTH». II0CKOJIBKY CUMBOJIM3M UCCIIEAYET «BOOOpaKaeMyIO IIPaBIy»,
CraHHCIaBCKUI pemniI onpoOoBaTh CBOIO TEOPHIO aKTEPCKOTO MacTepCTBa B
CUMBOJIMCTCKOM Jipame, Hanpumep, B «JIpame xusnu» Kuyra I'amcyna. On o6parun
BHUMaHME Ha BHYTPEHHUE IPOLIECCHl aKTEPCKOT0 OpraHu3ma u nocrasui «Mecsil B
nepeBue» Typrenera B 1909 r. (Cwm.: Carnicke 1998; Worrall 1996). Oxamoii u3 ero
CaMbIX POCIIABICHHBIX U JOJbBIIE BCETO COXPAHIBIINXCS B PEIepTyape MOCTaHOBOK
obuta «Cunsis ntuiiay Mopuca Metepnunka (1908), ameropudeckas ckaska. Kak u
BCs pycckas ImyOnuka, YexoB ObUI IUIEHEH 3TOM MOCTAHOBKOM M Ha3bIBaJI OJTHOM U3

cambix 3amomuHarommxcs B MXT (Yexos 1, 1986: 184).

Crynus — mikoJia u TeaTp

Cryaus MockoBckoro Xy05K€CTBEHHOTO TeaTpa 3aJ10%KujIa OCHOBBI J1JIs1
nanpHenmmx nmouckoB Yexosa. C ero TOYKU 3pEeHMUs, 3TO OBLIT «TeaTp-11KoJIa,
KOTOPBIN MPOU3BEI HEU3TIIAAUMOE BIIEUATICHUE HA MUD, U MAJIO KTO MOXKET C HUM
cpaBHUTHCA». CTaHUCITABCKUN OCHOBAJI CTYIMI0 MOCKOBCKOT0 Xy0KECTBEHHOTO
TeaTpa, HeUTO BpOJie Tab0opaToOpuu AJIsl TeaTpalbHBIX SKCIIEPUMEHTOB. Briocienctesumn
ee cTanu Ha3biBatTh [lepBoii cTyauei. TaM OH cO3/1a1 CBOKO CUCTEMY, C IIOMOILBIO
KOTOPOU HaJEesAJICsl KOHTPOJIUPOBATh MUHYTHI BIOXHOBEHHS y akTepa. B Tak
Ha3bIBAEMOM akTepcKoil cucteMe CTaHUCIABCKOTO COOM0IaIcs Oaane MExXIy
TEOpHUEH U MPAKTUKON. ITO OJTHOBPEMEHHO U ICTETHUECKAass MOJIeTb, U Ha0Op
00yJaronux METOIMK. 3aa4i CUCTEMBI — MOOMJIN30BaTh MMOTEHIIAA TBOPUYECKON
HaTypbl aKTepa, YTOOBI TAPAHTHPOBATH MY TIPABIY MEPEKUBAHUS U TTOJTMHHOCTD
cuennyeckoro ombita (Carnicke 1998). B 1911 r. cucrema Oblia 00bsBICHA

ounmansHeM MeTooM paboTsl MXT.

B crynum mononoit UexoB He TOJIBKO 3aI05KKII OCHOBBI OYIYIIIET0 METO/Ia, HO TaKKe

nepeHsu1 6e33aBeTHYI0 nMpegaHHOCTh CTaHUCIIaBCKOTO aKTEPCKOMY MacTepCTBY U
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HCKYCCTBY B IIEJIOM. UeX0B 0YeHb OBICTPO MOCTUT yueHHe CTaHHCIABCKOTO, U YK€ B
1913 r. CtanucnaBCKui caeal B CBO€EH 3alIMCHON KHIIKKE 3allMCh O TOM, UTO 22-
JeTHUH aKTep 00aaeT BecbMa He3aypsaaHbiM TanantoMm. B 1915 r., craB yxe
CTPaCTHBIM aenTOM cUcTeMbl CTaHUCIABCKOT0, YeX0B CKa3al B OJTHOM UHTEPBBIO:
«MBplI rpymmna Tex, KTo ucrnoBeayet Bepy CTaHHCITaBCKOTO. .. [HO| Mbl HE (haHATHKH.
Hama Bepa ocHOBaHa Ha COTPYAHHYECTBE M B3aMMOIIOHUMaHHU». YeXOB JTOBOJIBHO
paHo cTai mpenojaaBaTh B cTyaun. [10100HO CBOEMY yUUTEINO, OH HHTEPECOBAJICS
riry0ouaiiimumu Bonpocamu npodeccuu. OH OJHUM U3 IEPBBIX 00HAPOI0BAT
npenojaBaTenbckue MeTo bl CTaHucnaBckoro, Harneyatas B 1919 r. aBe cratbu B
xypHaie «['opH» -- K O0JIBIIIOMY HEYIOBOJILCTBUIO CBOEro yuutens. Ha ToT MOMEHT
UYexoB Bce emie ObUT MPeTaHHBIM ITOCIIEA0BATENEM CTYIUIHOTO YICHUS
Cranucnaickoro (Crateu Uexosa 1919 r. na pycckom: Uexos 2, 1986; na
anrnuiickom: Drama Review 1983). CraHuciaBCcKuii rOBOPHIT aHTTTHIHCKOMY
pexuccepy ['opnony Kpary B Mockse: «Eciu X0TUTe yBHIETh HaNOO0JIEE YCIEIIHYO
paboTy Moeil cuCcTeMbl, cxoauTe ceroaus Ha Muxawmna Uexosa. OH urpaer B
OJTHOAKTHBIX ITbecax, HAIMCAHHBIX €To Js/ei». B TeueHne TpuanaTy et BoJeBIIN

AnTtona UexoBa 3aHMMAaId BaXKHOE MECTO B penepryape €ro ImiIcMsIHHUKa.

O Towm, kak YexoB npumeHs1 cucteMy CTaHUCIaBCKOTO, MPAKTHKOBABIIYIOCS B
[lepBoii cTynuu, HanMcaHo HEMHOTo. TeM He MeHee, TpH OJMKalIleM pacCMOTPEHUH
OUYEBHJIHO, 4TO YexoB 3auMcTBOBaNl Y CTaHUCIABCKOTO BaXKHBIE ACTIEKTHI CBOETO
TBOPYECTBA, KOTOPBIE JATEKO HE MOJHOCTHIO 3aleUaTieHbl B €70 KHUTAX, a €CIH J1aXKe
OHH YETKO BBIPAKCHBI, TO COBPEMEHHBIC YHTATENIN 1 MTPAKTUKH TeaTpa HE yJIETSI0T
YM JIOJDKHOTO BHMMaHus. HemaBHo omyOnukoBaHHbIe B Poccnu Ouorpadudeckue u
aBTOOMOTpaduvecKre MaTepHallbl MO3BOJISIOT YBUIETh PAHHUN TIEPUOJ
nearoruyeckoit aestenbHoctd CTaHUCIABCKOTO B HOBOM cBete. MccnenoBanust
BiussHUS CTaHUCTIABCKOTO JIOJDKHBI OBITH OCHOBAHBI HA €T0 OIMYOJIMKOBAHHBIX
3aMUCHBIX KHIDKKAX, HOBBIX COOPAHUSIX €r0 COYMHEHUH, a TAaK)Ke HAa BOCTIOMHUHAHUSIX
UYexoBa 0 ero paboTe B CTyIUM U HAa TOM, KaK B TaJIbHEUIIIEM Pa3BUBAJICS €TO METO/I.
3anucHbple KHUKKU CTaHUCIABCKOTO — OECIIEHHBINM MCTOYHUK €r0 OPUTHHATHHBIX
UJIel aKTepCKOro BOCIIUTAHMS. 3allMCHbIE KHUKKH M3aBaJIUCh MTO-PYCCKU, CHAYaJIa B
orpbeiBKax B 1986 r., a moToM 1ieaukoM B coopannu cournHeHu CTaHUCIaBCKOTO B

1993 r. (U3nanue 3anmuCcHBIX KHWKEK Ha pycckoM si3bike: Ctanucnasckuii K. C. U3

85



3anucHbIX KHIKeK. 11, 1912 - 1938. 1986.) OTpbIBKH U3 HUX OBUIH IIEPEBEICHBI U
onybnukoBansl XKanom Benenertu B crneayromem usganuu: Stanislavski: An

Introduction. London: Methuen 1989.

ITo >TuM 3anMUCHBIM KHIDKKAM MOYKHO COCTaBUTD MPEACTABICHUE O PAHHUX HCSIX U
peneTuinoHHbIX MeToAax Cranucnasckoro. CornacHo benenertu, B 3aMCHBIX
kHKKax 1908 r. ecTh psia cTaTeid co CIeAYIOMIMMU 3ar0JIOBKAMH: OCBOOOKACHUE
MBI, KPYT BHUMaHHUsI, Bepa, IpaMaTuyeckas H300peTaTenbHOCTb, YyBCTBA.
JoxymeHnT 1909 r. cBUAETENBCTBYET O TOM CTAAUU Pa3BUTH, KOTOPOU 3TH
npousBeneHus nocturiau. Pykonucek 1909 r. comepxur, 1o cyTu aena, uieu,
MOJTYYMBIINE PA3BUTHE B TEUEHUE BCEX MOCIEIYIONIUX JIET €r0 ACSTEIHHOCTH.
Martepuaibsl 3TH 3acly>KUBAIOT JalbHEWIEro n3yueHus. B nannoii cratee s
MpeaNPUHUMAIO MOMBITKY AaTh 001U 0030p B3auMooTHOIeHN CTaHHCIaBCKOTO U
Muxauna YexoBa B MockBe B KOHTEKCTE 00Jiee MO3AHUX CTYIUUHBIX pa0OT U KHUT

YexoBa.

IlepBas crynus. Poau

KoncranTus PyHUIKUI NMUIIET O CTYAUU U «3HEPTUU COUYBCTBHS U 10OPOTHI,
MIPUBOJIMBIIEH B IeCTBUE 3TOT MaJICHbKUI TeaTpy». «B msATu nocraHoBKax “0e1HOro”
KaMepHOTo TeaTpa MOJJIMHHOCTh YyBCTBA MpHoOpeTaia UCIIOBEIAIbHBIN XapakTep, U
MEXy aKTepaMH U MyOIMKON YCTaHaBIMBAJIOCh HEMOCPEICTBEHHOE
B3auMozieiicTBue». [Iporpamma cTyauu 6buta nanu@uCTCKON, MPOHU3aHHON
TOJICTOBCKMMH HJIeIMH, BO BpeMs [IlepBoii MUPOBOI1 BOMHBI BO3BBICUBIIMMU CBOM
roJIOC MPOTUB HACKJIMS U B 3amuTy denoBeunoctr (Rudnitsky 1988). B umcie
OCHOBHBIX pojel YexoBa B MOCKOBCKOM Xy0KECTBEHHOM T€aTpe U €ro CTyIUU
obutn cnepytomue ponu: Kaned B «CBepuke Ha neun» JlukkeHca, ManbBoiauo B
«/IBenaauaroit Houn» lllekcnupa, 3arnaBHas posb B «Opuke XIV» Crpunndepra (B
nocraHoBke EBrenust Baxranrosa) a mozaaee, yxxe B MXAT-2 - «ammer» (1924) u

cenarop AGneyxoB B «IlerepOypre» Anapes benoro.

CranucnaBckuil 1 YeX0B TECHO COTPYIHUYAIH HE TOJIBKO B CTYJUHU, HO U Ha CLICHE

MocxkoBckoro XymoKecTBEHHOTO TeaTpa. Pexxuccep u aktep HeoObIYaitHO
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BJIOXHOBJISUIU JIpYT Apyra, koraa B 1921 r. Yexos urpan Xiecrakoa B «PeBuzope»
I'orons B pexxuccype Cranuciackoro. Mcnonnenune YexoBa nmopaxano HEBEPOSITHOM
MMIPOBHU3AIMOHHON MPOCTOTON U Oe3ynep>KHbIM BooOpakeHueM. B Gonee panHeit
nocranoBke crynuu (1917) CranucnaBckuii momoran CymikeBudy, Korja 1ia padora
HaJ «/[BeHanmaroi Houbto» [llekcrpa. Ymop OblI ceitan Ha 6oJiee OTKPBITYIO,
BHEIIHIOIO TeaTpajIbHOCTh; MO onpesesieHnto CTaHUCIaBCKOT0, 3TO ObLT “KYJBT
neiictBus”. Korna crynuiiHble MOCTAaHOBKY OBLTH MIEPEHECEHBI HA OCHOBHYIO CIICHY,
Yexos urpan MansBomnuo B «/IBenamamaroit Houn» B 1920 r. Ucnons3oBanue
UexoBbIM pexuccepckux uiaei Ctanuciasckoro B komenuu lllexcnupa nposBuiiocs B
€ro ycremnrHou nocranoBke «/[Benaamaroit Houn» B Teatpe «['abumay» B bepnune B

1931 r., mocne ero smurparuu (Cm. moro crareio: Assaph, 24, 2011).

EBrennii Baxranros: (paHTacTHYECKHH peaiu3m

B cryaun, nonyuusmieil HazBanue [lepBoii mocie Toro, kak CTaHUCIABCKUI OCHOBAI
Bropyto u Tperbto cTyauu, pabora UYexoBa B NOCTAHOBKAX OJMCTATEIBHOTO
pexuccepa EBrenns BaxrtanroBa cdopmupoBana ero BOCIHpUSTHE Tearpa.
TBopueckuii mnyre EBremms BaxrtanroBa (1883-1922), omHoro wu3 Hamboee
TaJaHTJIMBBIX ~ yuyeHMKOB (CraHucimaBckoro, Hadainca B Ilepsoit crymum ¢
IIPEyBEIMYEHHbIX TPeOOBAaHMH  pEaJMCTUUECKOM WIIIIO3MM W JIOCTUI  CBOEH
KYJIbMMHALIMKA B IIEJAEBPE TeaTpalbHOCTH — mocraHoBke «IIpmHneccsr Typanmor»
Kapno I'omum. BaxTaHroB OblT BETMKOJIENHBIM IEJAroroM M YeJIOBEKOM, LIETUKOM U
MIOJTHOCTBIO TPENAaHHBIM HMCKYCCTBY. UeXOB mucam O CBOEM CTapLIeM Ipyre Kak o
3HaToKe cucteMbl CraHucnaBckoro. B TBopuectBe BaxTanroBa cucrema Obuia
BOIUIOLIEHA HA MPAKTHKE, U «Mbl Hadyald MOHUMATh €€ JABIXKYIIYIO CUIy», — Mucal

Uexos B «Ilytu akrepa» («Ilyth akTepay, 1928) (Uexos 1, 1986: 114).

Kak pexxuccep BaxTaHroB ckpecTus ncuxonorundeckuii peaansm CTaHUCIIaBCKOTO ©
TeaTpaJbHOCThIO Meliepxonba. BaxTaHTroB sBIIseT CO00M BaXKHYIO TOUKY
NIePEeCceUEHUs] MEX1Y IBYMsI XyJOKECTBEHHBIMU KPAHHOCTSAMU: PEIN3MOM U
TeaTpanbHOCThI0. OH BEpuII, YTO TeaTp JOJDKEH CO3/1aBaTh GOPMBI, yeprnasi UxX B
(daHTa3uK; OH HA3bIBAJ 3TO (PAHTACTUYECKUM peann3MoM. YexoB, o ero

CO6CTBCHHOMy IIPU3HAHUIO, TATOTEII K HAITPABJIICHUIO BaXTaHFOBa», T.C.
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OCYIIECTBIISIT TIEPEXO/] OT HATYpaIU3Ma K CTHUITH3AIMH, @ TOTOM OYKBaJIbHO
3apasmiics TeaTpanbHOCThi0. (CM. Taroke: Jlekuust YexoBa 0 pyCCKHX pexuccepax B
Jloc-Anmxkenece. Chekhov 1984). imenno BaxTanroBy o0si3an UexoB cBouM
HMHTEPECOM K I'POTECKY, KOMUYECKOMY U Tparndeckomy. Mx nmpuHIUIIBI
IPOTHBOCTOSIIA UCKYCCTBY, CTPEMHBIIEMYCS CO3/1aTh Ha CLICHE UILTIO3HIO PeabHOM

JKU3HU, I[TPAaBJHMBYIO KOIIMIO PCAJIbHOCTH.

[lepBasi cTyqus pemMTENBHO ClieoBajia BBHIOPAaHHOW JTHHUM pa3BUTHS. [10BOpPOTHBIM
MOMEHTOM B ee earenbHocTH cran «Opuk XIV» Asrycra Crpungbepra (1921) c
YexoBbIM B 3ariIaBHOM POJIHM M3MYYSHHOTO MOHapxa. DTO ObUI MPEKpacHbI 0Opasel
TBOPYECKOTO COTPYIHHYECTBA pexuccepa — BaxranroBa — ¢ akrepom. OnHu
COCPEIOTOUMIINCH Ha TICHUXOJOTMYECKOW ApaMe, MPEBPATHBIICHCS B MOHOApPAMY CO
CTWJIUCTUYCCKUMH  DJIEMEHTAMH  JKCIIpecCHOHM3Ma.  [IpoTMBOCTOSHHE — MEXIy
CTaHUCIIaBCKKUM, C OJTHOW CTOPOHBI, U BaxTaHroBbiM U YeXOBbIM, C APYroi, JOCTUIIIO
aroresi TIOCJie PEBOJIONMH W, B KOHIIE KOHIIOB, IPUBENO K JPaMaTUYHOMY DPa3pBIBY
Mexay MXT wu IlepBoit cryamell. CraHuCHaBCKUN BpaxIeOHO OTHOCHICS K
JKcnepuMeHTaM BaxtanroBa W He IeHMaI ero HoBuiecTB. C  TOUKH 3peHHs
CranucnaBckoro IlepBas cTyaus Hapyluiaa BCE OCHOBOIOJIArarolIUe MPUHLIUIBI
XynoxectBenHoro tearpa (Rudnitsky 1988: 21). UexoB Takxke BCIOMHUHAET 00 UX C

BaxTtanroseiM koH(mkTax co Cranucnackum (Uexos 1, 1986: 183).

B cBoeii amepukaHckoii nekunn «Pycckue teaTpanbHble pexxuccepbl» YexoB TOBOPUIL

O PpACIpPOCTPAaHEHHOM B3IVIAJIE€ Ha TMO3UIMI0 BaxTaHroBa: JeckaTh, OH CKPECTHII
MCUXOJIOTHUECKH peain3M (CTaHHUCIIABCKOTO € TearpaibHOCThIO Meliepxonpaa. [lo
MHeHuto YexoBa, BaxTaHroB HanomuHan 3purento: «CMOTPUTE, 3TO TeaTp». «ITO HE
peanbHOCTh CTaHUCTABCKOTO WM (haHTacTHUeckre 00pas3bl Melepxonbaa. DT MPOCTo
OoTIMYHbIN TeaTp. (...) C BaXxTaHroBbIM BBl OCTaBaJIMCh B CBOEM Kpece B 3ajie; He ObLIO
HUYETO CIIMIIKOM HATYPaJUCTHYHOTO WJIM WJUTFO30PHOTO; BCe OBLIO TeaTpaabHbIM. U
OH Pa3BHBAJI ATy TEATPAIHLHOCTH JI0 TAKOW CTENEHH, YTO Bhl HAYMHAIIM JIFOOWTH TeaTp
M0-HOBOMY — TeaTp Kak TakoBod. B ToM, uto oH [BaxtanroB] meman, Bcerma Obutn
AJIEMEHTHI yBECeleHUs WU (PaHTa3uw, HO B TO K€ BpPEMS B €ro TeaTpabHOCTH
HAXOJWJIOCh MECTO JUIsl MOIIHOTO YYBCTBA MpaBAbl, © OH OOOCHOBBIBAII €r0 B TOU ke

crenenu, uro U Cranuciasckuii ¢ Metiepxomsaom» (Chekhov 1984: 44).
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He3aBucumeple dxcnepumMeHThl: UexoBckasi cryaus (1918-1921)

OpuruHanbHas TBOpUYECKask HHANBUIYATLHOCTh UeXxoBa MCKaia COOCTBEHHBIX
OTBETOB Ha BOMPOCHI, IOCTOSIHHO BO3HUKABIIINE B €r0 aKTEPCKOM MpakTuke. B KoHIe
1910 rr. UexoB Hayaa KCKaTh YEr0-TO HHOTO B COOCTBEHHOM «J1a00paTOpHm» U
MOTPY3UJICS B aKTEPCKUI TBOPUECKHI Mpo1iecc BO Beeil ero cinoxHocTu. Cpenu
MHOTHX HCTOYHHUKOB, U3 KOTOPBIX OH YepIiai, ObIJI0O BOCTOYHOE BIUSHUE, 3asBIISBIICE
o ceOe B [lepBoii cTynuu noja pykoBoacTBoM CtaHuciaBckoro u Jleomnosbaa
Cynepxunxkoro. Korna CranuciaBckuit HCKal Crioco0 KOHTPOIIS HaJl MOMEHTaMHU
AaKTEpPCKOIo BJIOXHOBEHUS, OH 3auHTepecoBaiics Woro. OH u CynepKULKui
WCIIOJIB30BAJIN YIIPAXKHEHHWSI, OCHOBAHHBIE HAa MOTEe M TyXOBHBIX IIPAKTUKAX
BOCTOYHBIX PEITUTHI — UHIyH3Ma U Oyaau3Ma. Takue yrnpakxHeHUs: ObLUTH aJpeCcOBaHbI
BBICIIEMY CO3HaHHUIO («cBepxco3Hanuio») (Cm: «Yoga and the System, in: Carnicke
1998: 138-145. Yepkacckuii: CranuciaaBckuii u fiora. Stanislavsky Studies, vol
1/no.1).

Briocnencteun UexoB oOHapyxui1 moxoxxkue ujaeu B yueHuu LltaitHepa n BKItoUni
koHuenuuto ltaiiHepa o «BbICIIEM “S”°» B CBOM akTepcKuil MeTof. B nienTpe merona
UYexora ObuT yriop Ha TBOpUeckoe BooOpakernue. B xonre 1910 rr. tpyasr Ll taiinepa
oka3anu Ha Yexosa momHoe BiusiHue. Pynonsd IlTaiinep (1861-1925), aBcTpuiickuii
¢bunocod u 330TepUK, ObLT OCHOBaTENEM AHTPONOCOPCKOTO OOIIEeCTBA.
AnTponoco¢us npeacrasisia co0oil COBpeMEHHOE 3HaHNE; OHA CTPEMUIIAChH
OBJIAJIETh 1TAPOM IPEIBUICHUS, UCIOJB3YS UHTEIUIEKT U pa3yM, YTOObI IPEOI0JIETh
MaTepUaIn3M U BEPHYTH B JKU3Hb YEJIOBEKA JyXOBHOE U3MEPEHHE, a TaAKXKe
YCTPaHUTh paziajl MeXAy peluruei u Haykou. Pycckoe anTponocogckoe o01iecTBo
6bu10 ocHOBaHO B 1913 r. AHTponocodus npuBieKaia MHOTUX 3HAMEHUTHIX
POCCHICKHX AeaTeneil — Hanpumep, nucarens Anapes bemoro u xynoxxauka Bacunus
Kanaunackoro. Yexor oOpatwmiics k [lltaliHepy B mepruoj; HEpBHOTO pacCTPOMCTRA,
npodeccnoHanbHOTO ¥ TMYHOTO Kpu3uca. OH Betynui B Pycckoe anTponocodckoe
o6mectBo B 1919 r. AnTponocodus cTana ero peaurueii, OH CUuTalI ee COBpEMEHHON
dbopmoit xpuctuanctsa. [{ns Uexoa anTpornocodus Oblia «HOBBIM JBUKEHUEM,

HaIpaBJICHHBIM Ha O6T)CI[I/IHGHI/IC HAayYKH, UCKYCCTBa U JYXOBHOI'O 3HAHUAY. BBPI/ITMI/IH

89



LHTaﬁHepa, €T0 «3puMasd p€ub» MMOJACKa3bIBaJI HOBBIC UMITYJIBCHI, IOMOTI'aroInue
OTTa4uBaThb HeBep6aJ'II)HOG AKTCPCKOC MACTCPCTBO U IMIPUBOJUTHL OPraHU3M aKTEpa B

rapMOHHUYHOC COCTOSIHHUC.

[Ipuxons B cebs mociie TymeBHOTO HEAYTra M B TIEPHOJ] OTCYTCTBUS B Teatpe B 1918
r., YexoB HayaJ mpenoaaBaTh aKTEPCKOE MAaCTEPCTBO B COOCTBEHHOM YacTHOU
CTyAMU. XapaKTepU3ys CBOM MOAXO0J, OH rOBOpuI cienyrouiee: «Hukorna He
MO3BOJII0 ce0e CKa3aTh, 4To mpenoaaBai cuctemy CranucnaBckoro. [logooHoe
yTBEpPkACHHUE OBLJIO OBl CIIMILIKOM CMEIIBIM YTBEPKICHUEM. S IeHIICS OTBITOM,
MOJIy4€HHBIM B 0011eHUuU cO CTaHUCIaBCKUM, M T€M, UTO Mepeaaal MHE
Cynepxuukui [co-pykoBoaUTeNb CTyuu| 1 Baxtanros. MHoroe u3 nepeganHoro
HaM CTaHuCIIaBCKUM ObLIO YCBOEHO MHOM Oi1arosapsi NOCTOSIHHOM MPAKTUKE U
chOopMHUPOBATIO OCHOBY MOMX MOCIEAYIONINX, 10 HEKOTOPOH CTETIEHN HE3aBUCUMBIX
HKCIIEPUMEHTOB B TeaTpaibHOM UcKyccTBe» (UexoB 1, 1986: 99). «MimeHHO B 3TOT
MEPUOJI MBICITH 00 UCKYCCTBE, ChITPaBIINE PEIIAIOIIYI0 POJIb B yXo1e YexoBa oT
CraHucnaBckoro, ctaiu o0peTaTh B €ro co3HaHUM Gopmy», — oTMeuasia Mapus
Kuebenb, BeIMycKHHIIA CTYyIMK YexoBa U BIOCIEACTBUM BUIHBINA PEXUCCEDP U

negaror. (I'maBa «HexoBckas cryausi»: Kuebens 1967).

«YHyBCTBO 11€710r0 00BEINHSIIO HAC B IPYKHOE TOBAPUILIECKOE COOOIECTBOY, — MUCAI
UYexoB 0 cBOE JoMallHel aKTepcKon CTyAuu. «51 He MOTy 3a0BITh TOI'O UyBCTBA
CYaCThsl, KOTOPOE UCIIBITHIBAI 51 B TAKUE Yachl. MeHs My4aeT Tearp, B KOTOPOM Tak
MHOT0 JIfOJIel UCTIOJIHSIOT TaK MHOTO (DYHKIIUH C TUIIaMU paBHOAYIIHBIMH,
CKYYHBIMH... TeaTp MBICIIMM TOJBKO KAaK €AVUHBIA U KUBON BO BCEX CBOMX YaCTsX
opranusMm. M takoii TeaTp MOXKET U JOJDKEH BOZHUKHYTH CO BpeMeHeM. Ero cozmanyr
JIFOIM, KOTOpbIE OYAYT CIIOCOOHBI CIYKHTh, a HE BBICITY>)KUBAThCsl, pabOTaTh, a HE
3apabaTbIBaTh, TIIOOUTH )KUBOW OPraHU3M TeaTpa, a He MEPTBYIO OPraHU3alIUIO B
tearpe. JIroau, KOTopble MOMMYT, YTO TBOPUTH MOKHO BCIOAY M BCETAA U UTO HENb3S

YKUBOM TBOPSIILIMI OPraHKU3M 3aKOBaTh B MEPTBbIE (POPMBI PACCYTOUHON TEXHUKH.

YexoB HAX0AWI CIIOCOOBI MPOOYKIaTh HACTPOCHHUE, pacIoaraipuiee K TBOpYECTBY,
UCIOJIB3YS AJISl 3TOTO pa3Hble MeToIbl. OH 100HMBaJICS YyBCTBA MPaBAbI U cTapascs

pazOyauTh BOOOpaKEHHE aKTEpa ITyTeM UMITPOBU3AIIMH M CO3/IaHMs aTMOC(]ephI.

90



Uex0B HCMOIB30BAIT YIIPAKHEHHSI, OCHOBAHHBIE HA HOore: METOJUKH HAOII0IeHUS,
KOHIEHTPALUU ¥ KOMMYHUKAIUU. YeX0B MPUMEHSIT METOAUKU IPOOYKICHUS
«CKUBOM 3HEprumn» akrepa. Kpome Toro, oH UCnoJib30Bajl yIpaxKHEHHUS Ha
KOMMYHHUKAIMIO (00ILIEHHE), B KOTOPBIX aKTE€Phl UCITYCKAIU U BOCIPUHUMAIH JIyYH
SHEpruu, He cioBa. OH NPUMEHSIT TEXHUKU MEIUTAIlUH, TaKHe KaK BU3yalln3alus,
MpeIoJIaraBIIne, YTO aKTep CO3AAET KKUHOJIEHTY BUICHUIN, COCTOSIIYIO U3
YMCTBEHHBIX 00pa30B U3 KU3HU Tepos. YeXOB MPEAYNPEkKAACT, YTO BCE MPUEMBI
JIOJKHBI OBITh HACHIIIICHBI BHYTPCHHUM COJICP)KAaHUEM U CMBICIIOM; OHH HE JOJKHBI

CTAHOBUTBHCA YUCTO TCXHUUCCKUMHU YIIPAKHCHUSMU.

B YexoBckoii cTyuu 11a MHTCHCUBHAS paboTa HaJl CKa3kaMu: «S1 yOexaeH, 9To
CKa3Ka Kak (hopma XyJ05KeCTBEHHOTO IMPOU3BEIACHIS TauT B ceOe TIIyOoKre U
MOIIHBIE BO3MOXKHOCTH JIJISl PA3BUTHS IaPOBAHHI MOJIOJIBIX, HAUMHAIOIINX aKTEPOB.
Ona B030YX1aeT TBOPYECKYIO (haHTA3HI0, OHA MTOTHUMAET COZHAHUE XYI0KHHUKA HaJI
HATYpaJH3MOM, OHA YyJIECHBIM 00pa3oM CIUIETaeT TPAaru3M H IOMOp, OHa
BOCIIUTHIBAET YYBCTBO XYyI0)KECTBEHHOTO CTHJIS, TPEOYET YeTKON M TOYHON (OPMBI U
HE JIONyCKaeT BHYTPEHHEN XYyI0KECTBEHHON JKU, KOTOpasi Tak JIETKO MPOHUKAET Ha

cueny» (Yexos 1, 1986: 105).

Kak u B IlepBoii crynuu, npenoaaBanue YexoBa OblI0 OCHOBaHO Ha 3TozaX. [lox
«aTrogamMu» (TepMuH CTaHUCIABCKOT0) TIOHMUMAIOT CIICHBI O€3 CIICHAPHOW OCHOBBI,
pas3bIrpbiBacMbIe akTepaMu (B aMEPUKAHCKOM MPAKTUKE 3TO UMEHYETCS
UMIpoBHU3aImeii). «dacto 3T pa3pacTaics B CJI0XKHOE M JUTMHHOE CIIEHUIECKOE
JericTBrue. MBI pa3bIrpbIBaJIM €I0 HECKOIBKO THEW MOJPSAT, TPUYEM ISl TON LETU
MOJIb30BAJIMCh BCEN KBAPTUPOM, B KOTOPOM 51 KHJI, U 1a’K€ BBIXOAUIIM BO IBOP U Ha

yauiy. Mel 100U TPOCTPAHCTBO U HE cTecHsUH ce0s B Hem» (Yexon 1, 1986: 103).

PykoBoauteqar MXAT-2

ITocne cmeptu BaxTanrosa B 1922 r. Yexos ctai Bo riase IlepBoii cryauu
MockoBckoro Xya0KeCTBEHHOTO TeaTpa, moinyuuBiiei Ha3Banne MXAT-2 B 1924 1.
3nech UexoB MPUMEHSIT CBOKO HOBYIO CUCTEMY ACTETUYECKOW MBICIIA U HOBBIE

IIPUHLIMIIBI AKTEPCKOI0 MacTepcTBa. TeopeTnyeckue pacxoKaCHUSI MEKIY
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CranncnaBckuM 1 UeXOBBIM CTaJIM OYEBUIHBIMM, Korda B Hadane 1920 rr. Uexos

HavaJl pa3BUBATb COOCTBEHHBIHN METOA.

Heckonbko criekraxiieit, noctaBieHHbIX BO MXAT-2 noj HenocpeacTBEHHBIM
PYKOBOJCTBOM YexoBa NpH y4acTHH BTOPBIX peXUCCEPOB (HanboJsiee BaKHbIE U3 HUX
— «"amner» u «Ilerepbypr» no pomany Annpes benoro), 6bu11 IpU3BaHbI CTaTh
3aMETHBIMHM BEXaMU B OCBOEHUU HOBBIX METOJI0B aKTEPCKOT0 MacTepcTBa. YexoB — OH
U caM OBUIT BBIJAIOIIMMCS aKTEpOM — (HOPMUPOBAJI OTHOIIIEHUE K MUPY U BOCTIPHSITHE
KM3HU LIEJIOCTHOTO OpraHu3Ma Tearpa, Ipexje Bcero, uepes akrepos. I[logo6Ho
cBOoeMy MacTepy, CTaHucaaBckoMy, UexXoB H3ydall HCKYCCTBO U UCCIIEZOBAJI €T0 C

TOYKH 3PEHHUs AKTEPA, a HE PEKUCCEPa, B OTIIMUME OT Meliepxoiibaa.

[Tocne okTs06pbCKOI peBoMOIMN YeX0B CONMPOTUBIISIICS YTPO3€E TOTO, UTO
WJIC0JIOTMYECKUE TEHACHIIMU MOTYT YBECTH €r0 OT UJECAJIOB JyXOBHBIX LIECHHOCTEH,
MIPOBO3IIIAILIEHHBIX CAMUMH co3aarensiMu ctyanu, KoncrantuaoM CTaHUCIIaBCKUM U
Jleononbaom CynepxuikuM. J[BaauaThe JieT ciycTss YexoB mucan B CBOCH KHUTE
«OKu3nb 1 BeTpeun»: «KauecTBO akTepCKOM UIPbI CTANIO MalaTh, JJIEMEHTBI
TBOpPYECKOM (paHTa3Mu, TeaTpaIbHOM BBIIYMKH U OPUTMHAILHOCTH OTOLLIN Ha
BTOpOM ITaH. TeaTpsl U aKTepsl IUIM 3a MaCCaMH, YroK/J1as UX BKycam». Uexos,
PYKOBOJAMTEIb T€AaTpa, XOTEJI COXPAHUTh €r0 TBOPUYECKYIO KU3Hb. «IIpexnae Bcero, s
3alpeTHII aHTUPEIUTUO3HbIE TEHACHIIMY U YIUYHBIN T€aTp, U PELIWI IOCTABUTH
“T'amiieta ” B KauecTBe npotuBoBeca aToMy» (Hexon 1, 1986: 202). Y tparenuu
[lexcnupa B 4eXOBCKOW BepcHH ObLTN KaK SKCIIEPUMEHTAIIbHBIE, TaK U TYXOBHBIE
nend. B Tom, 9To KacaeTcs MpUHIIAIIOB, XYA0KECTBEHHBIE pa3anyaus Mexxay MXAT-2
1 Xy[0XKeCTBEHHBIM T€aTPOM B KOHEUHOM UTOre OOHAPYKMIIH ceOsl B TOCTAaHOBKE
«"amuieray. HoBeIil peneTMIHOHHBIA MeTO1 UexoBa OIyUYnsl pa3BUTHE BO BpEMS
paboTHI HAJ Tparearen, MPoAOHKABIIEICS TTOITOpa To/1a. AKTEpY U pexuccepy

y1aJI0Ch BOIUIOTUTh HEKOTOPHIE CBOU TeaTpaibHble MEUTAHUS.
Cras pykoBoauteneM MXAT-2, UexoB BO300HOBHII 3aHATHS y ce0sl B CTYAMH.

«Hamm peneTuium, B 0COOEHHOCTH BHaYalle, HOCHIA XapaKTep SKCIEPUMEHTOB

OoJbIIe, YeM Mpo¢eCcCHOHATBHONM PabOTHI B OOBIYHOM CMBICIIE clioBa. Kaxknas HoBast
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MIOCTaHOBKA JJaBajia HaM CJIy4ail UCCIeI0BaTh U MPopaboTaTh HOBbIE IPUEMBI UTPHI U
pexuccypbl», — nucai YexoB B KHUre «OKu3Hb U BCTpeun».

Hogas cTynust YUexoBa BO3HHUKIIA BO BpeMs ero paboTsl Hax «[ amieTom», u ee
YYaCTHUKH OBbUIM, B OCHOBHOM, M3 YHCJIa MOJIOJIBIX aKTEPOB Pa3HBIX TEATPOB.
Momnoapie 3HTY3UaCThl TPYIIUPOBAINCH BOKPYT UexoBa U U3BECTHOIO
CUMBOJIMCTCKOTO nucarens Aujpes benoro (Obutu cpenu HUX U Oyaymiue
pexuccepsl, FOpwuit 3aBaackuii 1 Mapus Kuebens). IHTEepecHbIE JTI0IU TIPUXOTUITH

HA 3aHATHUS CTyAuHU. Y4actue benoro takke npuBiaekaio Tyaa HO3TOB.

JyxoBHblii «I"ami1eT» 1 HOBasi TEXHMKA aKTEePCKOr0 MacTepcTBa

YexoB paccmarpuBai «l amiera» Kak poJ IyXOBHOTO TeaTpa, COAEpKaHue KOTOPOTrO
BBIPQ)XEHO HE cloBaMU. Pycckuil cHMBOIM3M M HeMmelkas aHTponocodus
neperuienuck B xoxae penerurmidi  (Cwm.: Byckling 2006). Mcnonb3ys HOBbIE METOIbI
(IITaitnep He ObLT ymoMmsHYT), YexoB 0OBABUI O Hayaje IOUCKOB, KOTOpHIE
«yBogmin paneiie or CraHucinaBckoroy». «lloka 9Tto si MOTy TOJIBKO CKa3aTh, YTO
ecnmu cucreMa CTaHUCIABCKOTO — CpEAHSAS IIKOJIA, TO OSTH YIPaKHEHUS —
YHHUBEPCUTET B IIJIAHE HMX BAXXHOCTU». 371eCh HJest CPOpPMYIMPOBAHA KaK «IIyTh
MOCBAMICHUS». «MBI BOCIIPHHUMAEM IbeCy, Kak OyATO 3TO Meporiu(bl, MHCbMEHa,
MOCPENICTBOM KOTOPBIX MBI CAMH JIOJPKHBI OCYIIIECTBUTH ITPOPHIB BBEPX, B BEYHOCTb. . .
[...] HyxHO HaiiTu HOBYI TEXHHKY aKTepcKod wurppl. Kak akTepbl Mbl Bceraa
o0y4anuch MOCPEICTBOM AMOIMI B AymeBHOU chepe. Terneps TO, 4ero HaM HYKHO
JIOCTHYB, 3TO HE JIGHCTBOBATh CAMHM, a TIO3BOJHMTH CHJIaM, HAaXOAANIMMCS Ha Oojee
BBICOKOM YPOBHE, Y€M MBI, JCHCTBOBATH Yepe3 HAC; B CBOIO OYEpE/b, MBI JOJKHEI
npuHECTH cels B kepTBY 3TUM cuiiam» (IIporoxomnsl peneruruit 1975: 170-171. Cwm.

takxe: MXAT Bropoii. OnbiT BocctanoBneHust ounorpaduu, 2010).

Uex 0B peltui BHEAPUTH OTBIT, HApaOOTaHHBIN MOCPEICTBOM YIPAKHEHUH O PUTMY,
B peneTULMOHHBIN Tporecc: «Paboras Hax “I"amieToM”, Mbl cCTapaIiCh MEPEKUTD
’KECTBI CJIOB B MIX 3BYYaHHH U JIJIsl 3TOTO MOJOUPAIH K cJIoBaM | (ppazam
COOTBETCTBYIOILME JIBUKCHMS. B HUX MBI BKJIAIBIBAIU HYKHYIO HaM CHUILY,
IIPUIABATIU UM OIIPEIEICHHYIO NYLIEBHYIO OKPacKy U IPOU3BOJWIN UX JI0 TEX MOD,

oKa Jyliia He Ha4MHaja MMoJiHo pearupoBath Ha HuX» (Chekhov 1986: 206).
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Pe3ynbTarhl 5KCIEPUMEHTOB B CTYIMH HAJIOXKHWIN OTIIEYaTOK HA IOCTAHOBKY: B
HEKOTOPBIX CLICHAX IE€1aroru4ecKyue eI pa3BUTHS IUIACTUKU U MY3BbIKAJIBHOCTH
AKTEpOB BBIILUIN HA IIEPBBIN IUIaH. XapaKTepHOE IS TOTO IIEPUOJIa HEAOBEPUE K
MUY MPOSBISUIOCH B yripaxkHeHMsx YexoBa. Pycckuii ¢punocodp Cepreit ABepuHiieB
copmynupoBai 31o Tak: «B Hauane Beka HaOIr01aMach TEHACHINUS TPUHIKEHUS
BEPBI B CYIHOCTb KYJIbTYPbI, KOTOPAsl BBIPAKANIACh “‘HAIIPSIMYIO”, B CIIOBECHBIX

(hopMyIIMpPOBKaX, a BIOCIEACTBHH U B JIUTEPATYPE UICOIOTUIECKOTO COACPIKAHMSI

(Averintsev 1981: 80).

Bo Bpems penerununii men pa3roBop 0 My3bIke Ibechl: « “I'amner” 3To nBrXyuuics
MU, KoHKpeTHas Gpunocodus. [103ToMy MBI TOBOPUM O MY3BIKAIBHOCTH, O MY3bIKE,
TaK KaKk My3bIKa CHJIbHEE BCErO BBOJUT HAC B 001acTh Ayxa». Ha mpumepe mossun
UexoB roBOpUiI O TOM, YTO MEJIOUA IEPBUYHA, YTO OHA BO3HUKAET €1lE J0
MOSIBJICHHUS CJIOBA: «...4Epe3 HAC JIOJKHA METhCs MeJIoAus». ICTOYHUK 3TUX 10BOJOB
SIBHO B SI3bIKE CUMBOJIMCTOB — TaK, Kak ero noHuman Annapei bensriii. FOpuit Jlorman
MMcal 0 BTOPUYHOCTH SI3bIKA JUIsl CHMBOJIMCTOB U 00 MX BHUMaHUU K CKPBITHIM
riyouHaM cmbicia: «...OTcro1a uX CTpeMIIeHUE MPEBPATUTD CIIOBO B CHMBOIL. . .
OnHako, NOCKOJIBKY KaK/Iblii CUMBOJI SIBJISIETCSI HECOBEPILIEHHBIM BBIPAXKEHUEM €T0
COJIepKaHus ¥ TOJIBKO JIUIIb aJUTI03Uel Ha HEro, BOSHUKAET CTPEMIIEHHE 3aMEHUTh
SI3BIK YEM-TO 00JIee BEICOKUM, MY3bIKOH: “My3bIKa U1eaTbHO BRIPAXKAET CUMBOJI.
CumBon nosTomy Beeraa My3sikaieH” (Anapeit benpiif. CumMBoIu3M Kak
MHUPONOHUMAHUE ) ... [...] 1y Hero ci10Bo nepectaeT ObITh HOCUTEIEM TOJIBKO
JIUHTBUCTUYECKOTO 3HAUYEHHUS (711 CUMBOJIMCTA BCE, YTO BBIILE CIIOBA, BBIIIE SI3bIKA.

3a cioBoM HaxonutTces My3bikay (Jlorman 1988: 439).

JlaBaiiTe uccienyem TeaTpaibHble uaen YexoBa U TO, Kak OHM HAIILIM CBOE
OTpakeHHE B METOJ1aX, UCIOJIB30BABIINXCS BO BpeMsl peneThinii «I ammeray, psaj
aCMeKTOB KOTOPBIX ObLT 1310%keH UeX0oBbIM B €ro aBToOHOrpaduyeckux Memyapax.
Uex0B HCTBITA YYBCTBO HEYJOBJIETBOPEHHOCTH MMPUBBIYHBIMU METOJIaMU pabOTHI CO
CIIOBOM H KecToM. 311ech YexoB BOCIOIb30Bajcs MeTojoM Pynomnsda Illraiinepa B
€ro MOJXOJ€ K pe4M U JBMKEHUIO — TaK Ha3bIBAEMOW IBPUTMHUU. ITO HOBOE
HCKYCCTBO IIPEJIIONAraeT, 4YTo B KaXK0M 3BYKE 3aJI0KEH KECT, KOTOPBIH MOXKET OBITh

BOCITPOM3BEJICH JBMKEHUSMH YEJIOBEUYECKOTO Tesia. B pedeBoit apputMun («3puMoit
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pedn»), peub TPAKTYeTCsl He KaK CPeJICTBO KOMMYHUKAIIUHU, a KaK 3BYK U PUTM,
KOTOpBIE MOTYT OBITh BBIPa)KEHBI TOCPEICTBOM MCIIOJIb30BAHUS S3bIKA TEIA.
bnarogaps sBput™Mun 1 GOpMUPOBAHUIO pedr, YeXOB HaIIeN OIX0/] K CIOBY U
BBIPA3UTEIHLHOCTH JBUKCHHSI, COOTBETCTBOBABIIMM €TI0 COOCTBEHHOMY METOTY
AKTEpCKOW WUIPbl M IPUHIIMIIAM TeaTpajJbHOCTH BaxTaHroBa, OCHOBaHHBIM Ha

PUTMHUYHOM JIBHIKCHHH.

YexoB ONMHUCHIBAJ, KaK YIIPAXKHEHUS 110 3BPUTMUH MPAKTUKOBATUCh B MXAT-2:
«Hanpumep, Mbl TO-HOBOMY 00pallaiuch K TEKCTY: MOCPEACTBOM JIBUKEHUs. (S
TOBOPIO HE O 3HAYEHHUH COJIEPKaHUS TEKCTA, a O TOM, KaK CJI0BAa IPOU3HOCATCS HA
cieHe). Mbl u3ydanau 3ByKOBOM acIieKT CJI0Ba, TO, KaK JBUKEHHE IIPEBPALLACTCS B
3ByKk». KHeOenpb onuchiBaia 3aHATHS U TO, Kak YexoB onpoOoBai 3BpUTMHUIO, a TAKKE
HOBBIE YIpaXKHEHUs, Ha ce0e. «HexoB ObLI 10 NMpUpoie CBOeH oAapeH 0oJibIle BCcex
OCTaJIBHBIX M OCBOMJI S13bIK 3BPUTMMHU B COBEpILIEHCTBE. MIHOT1a OH npeiarai, 4ToObl
KTO-TO MEJJIEHHO YATAJI KAKOW-TO HE3HAKOMBIM €My TEKCT, U TOTJja OH HAYMHaJ
JBUTATbCS B TAKT ’TOMY TEKCTY U IOKa3bIBaTh OYKBBI, U3 KOTOPBIX COCTOSUIN CJIOBA,
xectaMu. OH He TOJIBKO TOYHO MONaAall B TEKCT 3TUMU ABM)KEHUSMH, HO TaKXKE MOT
nepeaath o0IKi XapakTep U aTMoc(epy MPOU3BEIACHNUS, PAaBHO KaK U €ro
MICUXOJIOTMYECKHE HIOAHCHI. DTO ObUIO OYEHb KPACKUBO U BBIPA3UTEIBHO»

(ITpeaucnosue Knedens: Yexos 2, 1986: 21).

ITockonbky B 1923 r. Pycckoe AHTpornocodckoe 00IIecTBO 3aKpbLIOCh, U BCE CBSI3H C
anTporocoduel ObUTH TPU3HAHBI TOTCHIIMAIIEHO OMTACHBIMU, YeXOB MTOHAYATTy HE
XOTECJI OTKPBIBATE HCTOYHHUK CBOUX ynpamHeHm‘/'I AKTCpaM €ro rearpa u CTyACHTaM, U
TOJILKO BriocnecTBUU KHeOenb oco3Hala, yTo ABMKEHHs! ObLIIM 3aMMCTBOBAHBI U3

yuenuii [lITaitnepa.

Muenust o mocraHoBke «l'amiera» pe3ko paznenuiauch. B 3Hak OnaroBojeHUs K
BBIJIAIOIIEMYCSl aKT€Py MHMHHMCTEPCTBO KYJIbTYpbl Harpaawio YexoBa IMOYETHBIM
3BaHMEM  HapogHoro aptucra. OpHako uexoBckuid ['amier  pazmpaxan
CTaHHuCIIaBCKOTrO TEM, UTO CMY HNPCACTABIIAIOCH qpe3MepH0171 HCKYCCTBCHHOCTBIO U
rporeckoM. CTaHUCIABCKHM HE TPHUHSI TpPakTOBKY [amiiera ero OsecTsmum

YYEHHKOM, KOTOPOIO CYMTAIl TPATUKOMUYECKHM, a He Tparudyeckum akrepom “'*** B
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TeaTpe IpyMIa akTepoB, COCTABISABUIMX ONIIO3ULUI0 YeXO0BY, PE3KO PACKpPUTHUKOBAJA
TOT (akT, YTO B POJM YYyBCTBOBAICS SBHBIM HHTY3Ma3M I10 OTHOILIEHHIO K
antporiocopun. Ho Ha 3purenell U KPUTHKOB CIEKTAKJIb MPOU3BEN HEH3IIAINMOE
Brieyariienue. Cpenn yOEKICHHBIX CTOPOHHMKOB YexoBa ObuIM W pabouue, H
uHTeurenuus. Mapus KneOenb, paboTaBiuas B TeaTpe B TeUEHHE MATHIECATH JIET,
IIPU3HABAJIA, YTO HCIBITaJa KaTapcUC B TeaTpe TOJBKO OJMH €IMHCTBEHHBIM Pa3: B

MOMEHT cMepTH ['amiera.

OtHomenus mexxay CraHuciaaBcKuM U YeXOBbIM BO30OHOBHIIUCH TO3/IHEE, U MbI
YBUJUM 3TO Ha NIpUMeEpE UX nocienneit Bctpeun B bepaune B 1928 r. «Kak xanp, 4to

MBI HE MOKEM paboTaTh BMECTE», — 3aMETUIT YeXOB.

[Tpuumnab SMurpanuu YexoBa mocie msATH JIeT, MpoBeAeHHBIX BO MXAT-2, Obutn Kak
MOJINTUYECKOT0, TaK U JINYHOTO CBOICcTBa. Ero naeu Obl1M HECOBMECTHUMBI C
KOMMYHUCTUYECKOU UIC0JIOTHEH U, MOCce KOH(MIUKTA ¢ TPYIIION aKTePOB JIEBOTO
TOJIKA ¥ pa3BEPHYTOM MPOTUB HETO KaMITaHUU B npecce, UexoB u ero xeHa Kcenus
nokunynu CoBetckyto Poccuto B 1928 r. I CranucnaBckuii, 1 MeliepXxonb1
MBITanuCh Yoenuts YexoBa BepHyThCs B Poccrro. OH HUKOT/Ia HE pa3phIBal CBA3EH ¢
Cogerckoit Poccueii opunmansho, 1 Tobko B 1946 1. cTanm aMepruKaHCKIM

IrpaXXIaHUHOM.

CranncnaBckuii 1 YexoB: HEKOTOpPBIE PA3JIMYUs H CXOACTBA

B 1950 rr. B AMepuke UexoB npr3HaBaics, 4TO OH B JIOJTY MEpe]l HOBATOPCKUMU
nocTkeHus MU CTaHUCIaBCKOro. «I"'0BOPSAT, YTO ApYyrue MpeB30ILTH U JaXke 0OOIITH
ero, Ho OH, BMecTe ¢ HemMupoBuuem-JlaHueHKo, ObUT IEPBBIM, KTO MPOJOKHI IMYTh K

HOBBIM ITOJISIM, KOTOPBIE€ BCE MBI BITOCIIEACTBUHU BO3/Ie/bIBaN o-cBoeMy» (Chekhov

1963: 39).

MHoroe ObITO CKa3aHO O paznuuusix Mexay CTaHHCIAaBCKUM U YeXOBBIM, HEPEAKO B
yrpoieHHo# Gopme. He Tonpko npoTtuBonocTasienne CtaHuciaBckoro Yexory
TpeOyeT Oojiee BHUMATENILHOTO aHAJIN3a, HO U «HOBBIE MOJISD», OTKPBITHIE

ocHoBaremssMu MXT, a Takke crmocoObl, KOTOPBIMU MJIQIIIEE TOKOJICHUE
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«BO3/IEIIBIBATIO» 3Ty LEIUHHYIO 3eMJII0, —
BCE 3TO 3aciyXHBaeT 0oco0oro BHUMaHusl. Paznuuus mexny CTaHUCIIaBCKUM U
YexOBbIM MOTYEPKUBATHCEH OOJIBIIE, YeM CYIIHOCTHOE CXOZCTBO M OOIIHOCTD
B3TJI70B. DTO 0COOEHHO 3aMETHO, €CIIH B3IVIAHYTh HAa aMEpUKaHCKUI niepuos Yexosa
U ero KOHQPOHTALUIO C «KMETOI0OMY, MCKa)KaBIIUM HEKOTOPbIE OCHOBHbIE UJIEH

Cranucnasckoro (Carnicke 1998).

«IlepeskxuBanue»

[IpuHuMNUanbHBIE pa3Iuyuns BO MHEHHSIX MeX1y CTaHUCIAaBCKUM U YeXOBbIM
BO3HHMKJIM HA OCHOBE KOHIIECTIINH «IIEPEKUBAHUA» U «IIPOKUBAHUD». JJUCKyCcCHsI CO
CraHuCIaBCKUM CTPOMJIACh BOKPYT KOHLIETILUU «II€PEKUBAHUS B POJIU.
Henpeononumas cinoxxHocTh B nosiemuke CTaHHCIIaBCKOTO-YexoBa 3aKiovaiach B
«repexxuBanum». Mcropuueckue nedaThl 00 aKTEPCKOM MacTEPCTBE, K KOTOPBIM
npucoeanHuInch CtaHuciaBckuil 1 YexoB, KacaroTCsl aKTEPCKOM IIKOJIBL,
nponaranaupyemMon ¢paniryzckum akrepom Kokinenom-crapmmm. CTaHUCTaBCKUM
HCIIOJIB3YET CIOBO IIPEACTABIECHUEY, JEMOHCTPUPYsL, UTO ocyxnaeT KokieHa.
Jpyroi IyHKT MOJEMUKHA: YeX0B NPEAIIOUNTAIl BEIPAKEHUIO «CO3HAHUE aKTEPA U
IIEPCOHAXKA» TIOHATHUE «CIUSIHHUE AKTEPA € MIEPCOHAKEM». HEeXOB IIpoIIaral InpoBal
UJICI0 IBOMCTBEHHOTO CO3HAHUS aKTepa, KOrjia TOT CTAHOBUTCS HaOJI01aTeNIeM 3a
coOCcTBEHHBIM TBOpUecTBOM. OH pa3/ieNsiyl Hallle BhICIIEe, TBOPUYECKOE 3r0, U

MMOBCCAHCBHOC 3T0, COCPCAOTOUCHHOC TOJILKO Ha cebe.

Bo MXAT-2 YexoB BbIIBUHYI UACI0 MIOHUMAHUS aKTEPCKOTO MACTEPCTBA, BO
MHOTI'OM OTJIMYHYIO OT KOHIenuu CranucnaBckoro. OQHUM U3 Hanbosee BaXKHbIX
MOJIOKEHUI HOBOTO PEMETUIIMOHHOIO MeTo/1a UexoBa Oblia «Teopusi UMUTAIIUI.
Omna npeamnosaraia, 9YTo aKTep U3HAYAIbHO CO3/1aeT 00pa3 MepcoHaka B CBOEM
BOOOpaKE€HUH, a TIOTOM CTPEMUTCS UMUTUPOBATH €r0 BHYTPEHHHUE U BHEIIHHE
XapaKTepUCTUKHU. UeX0B UeTKO U MOAPOOHO BhIpakajl CBOU B3TJISAbI B TUCHME aKTEPy
B. Ilogropnomy, rzie oH onuchIBal cBoo Oeceny co CtanucinaBckuM B bepiune
(MBIIYIOCS B T€UEHHE BOCBMHU 4acoB B Kade B 1928 r.). UexoB coBceM HEAaBHO
MOKHHYN cBoM Teatp u CoBeTckyro Poccuto, 4To0kI mpoBecTr oauH rof B ['epmanum.

Kak BeIsICHUIIOCH, €My HE CYXJIeHO ObL10 BepHYThCs B CoBeTckyto Poccuro.
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Sl IMTHPYIO TOJBKO BBIACPKKH M3 IMOAPOOHOrO pacckaza YexoBa O IHCKYCCHH CO
CranucnaBckuM: «Mbl CpaBHUBAJIM HAIIK CUCTEMBI, HAIIUTA MHOTO OOIIEro, HO © MHOTO
HecoBmaaenuii!... Ilpm moem Metoze, Hampumep, akTep BIOJHE OOBEKTUBEH IO
OTHOIIECHUIO K CO3/1aBaeMOMy UM 00pa3y ¢ Hadasa paboTsl u 10 koHua ee. Y K. C. ecTs,
KaK MHE Ka)XETCs, MHOTO MOMEHTOB, KOT/Ia aKTep MPHHYKIAETCS K JINYHBIM MOTYraM, K
BBIJJABIIMBAHUIO U3 ce0s JTMUHBIX YyBCTB — 3TO TPYIHO, MyYUTEIHHO, HEKPACHBO U HE
TITyOOKO... DTOT IMMyHKT MEHSET BCIO MICHXOJIOTHIO aKTepa U, KaK MHE Ka)KeTCsl, HEBOJILHO
3aCTaBIISIET €ro KOMaThCsi B CBOEH COOCTBeHHOM HeOoraroi mymoHke. HeGorara
JYIIOHKA BCSIKOTO YEJIOBEKa B CPABHEHUH C TEMHU 00pa3aMu, KOTOPbIE TIOChUIAET HHOT/IA
Mup (anTacTuyeckux oopa3oB» (Uexor B. A. IlonropHomy, He moszaaee 19 ceHTsOps

1928 r., bepaun. Yexos 1, 1986; 323 - 325).

Bnocnencteumn, B CBOMX aMEPUKAHCKUX JIEKIMAX, YE€XOB LUTHPOBAI CIEAYIOIIEE W3
cBoeit muckyccnun co CtanucinaBckuM: «Most TEXHUKA TOT/Ia, Kak U celvac, Oblia B TOM,
YTOOBI IPEACTABIATH MOETO Ieposi BHE MEHS U 3a/1aBaThCsl BOIIPOCOM, UTO ObI 5 ceman
U Kak, Oyab s B ero obcrosTenbeTBax. I1oToM s MOr oTcTpaHuTbCs M HAOMIOAATh 3a
coboil, yxe He kak M.YU. akTep, a Kak Iepoi, U MO-HACTOSIIEMY BHJIETb I'eposl B
Ipoliecce UCIIOTHEHUS BCEX TeX BelleH, uTo npomnucai eMy Apamarypr. C Takumu 6osee
OOBEKTUBHBIMU CIIOCOOAMHU HCCIIEJIOBAHUA MBI KaKk OyATO MPOCHM CaMOro Tepost
II0Ka3aTh HaM, KakK 3TO JAEIaThy.

YexoB mpopoikaet: «/Ipyras 1, BO3MOXKHO, OoJiee riryboKkast IpUuYrHa MOETO
Hecoracus KpoeTcs B TOM, YTO, €CJIM TepOoil HaXOUTCsI BHYTPHU MeHS (B
COOTBETCTBUH € uaesiMu CTaHUCIIAaBCKOI0), s HUKOTJa HE CMOTY OTAEIUTH ce0sl OT
HETO, a ero oT cebs; y repost He OyneT cBOOOAbI BOJIH, KU3HH U COOCTBEHHON
JIMYHOCTH, a TaK)Ke CBOOO/IbI BBIPAKEHHUSI; CIeI0BATEIbHO, OH HE CMOXKET MOKa3aTh

aKTepy, YTo UMUTHPOBaTh U kak» (Chekhov 1963: 47-49).

Kak nucan [TaBen MapkoB B cBoell perieH3uM Ha KHUTY Yexosa «IIyTe akrepay,
aBTOP MBITAETCS PEIIUTH 0a30BYI0 MPOOIEMy akTepa — MpodIeMy JUYHOCTH U
XyJO)KHUKA. AKTEp JOJDKEH OBITh CO3/1aTeJIeM OTNPEICIICHHON UIeaTbHOM U
cBoOoHOM ku3HU. [{es UexoBa Obl1a B TOM, YTOOBI OOPECTH PalOCTh TBOPUYECTBA,

OYHIICHHYIO OT MHAUBUAYAJIbHOT'O HCCOBCPIICHCTBA.
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«[IpoGnema BHYTpEHHETO MEPEBOILIONIECHUS aKTUBHO 00CYX/1ajach MpH KU3HU
CTaHUCIIaBCKOIO», — IMUIIET MOCKOBCKHUM UccienoBaTeiab AHaTtoau CMeNIHCKUH,
MOABO/ISI UTOT JIUCKYCCHH O CUCTEME UJIeH, CYIITHOCTh KOTOPOM 3aKIr0YeHa B
MPEAJIOKEHUU aKTepy “UATH OT ceOs”’. — AKTep HEe MOXKeT cTath ['amieroM unu
OTeino, HO MOXKET PEICTaBUTh ce0s B uX cutyaunn». «CTaHUCIABCKUH Mmpezsiarai
aKTepy “MITH OT ce0s”’, TO €CTh, ONMUPATHCS Ha CBOM MHTEIUICKTYaJIbHBIH,
TICUXOJIOTHYECKHUH OTBIT U IMOILIMOHAIIbHYIO TAMATh, COITOCTABUMBIE C OIBITOM JIYIIIH
Y TeJa TOro MepCcoHaXka, KOTOPOTo XYA0KHUKY MPEACTOUT BOIJIOTUTh. IMEHHO 3TO
TpeOoBaHUE CUCTEMBI ObLIIO PACKPUTHKOBAHO MHOTUMHU, W, BO3MOYKHO, CAMbIE
CTpoTrue u NoapoOHbIe MpeTeH3un obputH chopmynrpoBanbl Muxaunom YexoBsiM. OH
CUMTAN, YTO MPEJIOKEHHE “UATH OT ce0s” MOTEHIUATbHO MOTJIO IPUBECTHU K
MOCPEICTBEHHOCTH U HATYPATTMCTUYHOCTH MEPCOHAXKA, a TAKKE K 3a0BEHUIO
BEJIMYANIIIEr0 UCTOYHUKA BJJOXHOBEHUS —

aKTepcKkoro BooOpaxxkeHus». Bo3paxkenus Uexosa ObLIN peabUITUTHPOBAHBI

coBpeMeHHbIMHU TeaTpoBeaamu (CmensHckuii 1989: 17 -18).

Ha 3amanme cnoxkno wu3bexars ymporieHud, Takux kak B «llocnmecmoBum» bermmbr
Mepmun (Michael Chekhov, The Path of The Actor, 2006). MepnuH OPUXOIUT K
3aKIMoYeHHIO: «YeXOB SBHO OTKa3bIBAJICS OT NMEPBOHAYAIBLHOTO aKIIEHTA, CIETaHHOTO
CraHuciaaBcKUM Ha ‘““SMOLIMOHATBHYIO MaMATh , KOTOpYo UexoB cuuTan oOpalieHueM
BCCH OHEpPruM akTepa BHYTPb, B €r0 YaCTHYK JKWU3Hb, BMECTO TOTO, 4YTOOBI
MIEPEBOIUIOTUTHLCS B TIEPCOHAXKA M TAKMM 00pa3oM 3a0BITh O COOCTBEHHBIX MPUBBIUKAX U
ke (Chekhov 2006: 201). [Tpu GrmuskaiinieM pacCMOTPEHHH 3TH B3aUMOCBSI3U Ky/ia

CIIOXKHEC.

ITo muennto CTaHMCIABCKOTO, OTIPABHOW TOYKOW TBOPYECTBA aKTepa ObLIO YYBCTBO
npasabl. ['oBops ¢dunocopckuMu TepMHHAMHM, IMOKOJIEHHE YexoBa CKIOHSIIOCH K
OonblIel pPENITUBHOCTH B TPAKTOBKE MOHATHUSA ‘“TIpaBlia”’, 4To ObUIO OOYCIOBJIEHO
BIIUSHUEM TaKUX PYCCKHX mucatened, kak JloctoeBckuid, W “monudoHUYECKUMU”
neecamMu AHTOHa YexoBa. BaxubiMu (hakTOpamu B IEepecMOTpe MOHSTUS “TIpaBabl”’
CTAJIM PA3BUTHE HAYKUM M TSDKENBIA OIBIT IIEPBOM MHUPOBOM BOWHBI U PYCCKOMU

peBomonid. Bo3mokHo, UexoB omnpenenus, 4To MPUBEPKEHHOCTh (CTaHHMCIIABCKOTO
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“mpaBze’” BCEENO MPUHAMICKUT UCKYCCTBY U JuTeparype 19 Beka, a 3HAYUT, MOXKET

moABEPrarbCsa COMHCHUIO.

Ecnmu MBI BepHEMCSI K METOAaM aKTEPCKOM UTPBI, BO3MOXKHO, HMEET CMBICIT IIePEUNTATh
HarmucaHHoe YexOoBbIM 0OoJiee BHUMATEIBHO M OTKa3aThCs OT TPEIIOIOKEHHS, YTO
OCHOBHOM pa3HuIed Mexay werogamu CraHucinaBckoro u  UexoBa  SBISIOTCS
WCTIOIb30BaHNE BOOOPKCHUST W WHIMBUAYAJIbHBIE YYyBCTBA. B BOCIIOMHHAHUSX O
CranuciaBckoM YexoB chopMyIrpoBal mapaiokc, BEI3BAHHBIA 00HETMHEHUEM TIPABIBI
1 BOOOpaXKEHUsI B TBOPUECTBE CTapiiero kouieru: «Ho B MbUIKOM, HENEYCTPEMIICHHOM

B006pa)KeHI/II/I CTaHI/ICHaBCKOFO, BCC U BCA JOJIKHBI ObUIH YMETh IEPCAATH 3TO YYBCTBO

npasxaey (Chekhov 1963: 49).

BooOpa:kenne kak "kpeno' Yexona

UexoB UCTIONIB3YET MPOOYKIEHNE BOOOpAXKEHUS KaK TOUYKY OTCUETa B CBOCH KHUTE
«AxTepy». MBI IOMHUM, KaK Ha paHHEM 3Tare co3/ianusi cucteMbl CTaHUCIIaBCKUN
MOAYEPKHUBAIL, YTO B TPETHEM IPOIIECCE — “TIEPEKUBAHUN" — AKTEP TBOPUT
He3aMeTHO, /Ui ce0si camoro. B cBoeM BoOOpakeHHH OH CO3/1aeT BHYTPEHHU U
BHEIIIHUM 00pa3bl MepCOHaka, KOTOPOTO MPEJCTOUT UTPaTh, U IOJKEH
aJanTHUPOBATHCS K ATOM Uy>KOM KMU3HU U YyBCTBOBATH Ce0s Tak, Kak OYJTO OHa cTaia

€ro coOCTBEHHOIA.

Jlnst CTaHUCIaBCKOTO TPEHUHT aKTEPCKOr0 BOOOPAKEHHS UMEET BajKHEMHIee 3HaueHHe.
B xuure «Pabota aktepa Hanx coboii» on mumiet (B rinase 1V «Boobpaxenney): «3amaua
apTUCTa U €r0 TBOPYECKOW TEXHUKHU 3aKIIFOYAETCS M TOM, YTOOBI MPEBPAIIaTh BHIMBICET
IbEChl B XYJOKECTBEHHYIO CIIEHHUYECKYI0 ObUTb. B 3TOM mporecce OrpomMHyr0 poJb
urpaer Haire Booopaxenue» (Stanislavski (1936) 1996: 54). CranucnaBcKuii Ha3bIBa
BooOpaskeHHE OCHOBOHM wucKyccTtBa. Ero pymop, Pexwuccep, Tak 3aBepiiaer TriiaBy
“Boobpaxkenue”: «Kaxmoe Hamie ABM)KEHHE Ha CIIEHE, KaXJI0€ CJIOBO JODKHO OBITH
pe3ysibTaTOM BEpHOM JKU3HM BooOpaxeHus». [lo MHenuto CranuciaBckoro, 0e3
BOOOpaXKCHUSI aKTEp CTAHET «3aBEJCHHOM MalIMHOW, aBToMaToM». OH mNOOYXIami

aKTEPOB TPEHHUPOBATh BOOOPaKEHHE, YTOOBI «Pa3BUBATh U YKPEILIATH) ero (ibid. 71).
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CraHucnaBckuil Impeiarajl, ONMpaschb Ha IpeljiaraeéMble OOCTOATENbCTBA, CO3/4ATh
«4ETKYIO JIMHUIO BHYTPEHHUX 00pa3oB», HA OCHOBE KOTOPOW BO3HUKHET «HEIpPEephIBHAS
OeckoHEeuHasi BEpeHMI]a BHYTPEHHHMX M BHEIIHMX MOMEHTOB BHJCHHM, CBOETO poja
kuHoeHTa». OH mmmer: «[loka MTCS TBOPYECTBO, OHA OE30CTAHOBOYHO TSHETCH,
OTpakasl Ha DKpaHE HAIllEro BHYTPEHHETO 3PEHUsI WUIIOCTPUPOBAHHBIE IPEIIaracMble
00CTOATENILCTBA POJIH, CPEAN KOTOPBIX JKUBET Ha CLIEHE, HA CBOM COOCTBEHHBIN CTpax U
COBECTh, APTUCT, UCTIONHUTEND poii». OH 100aBigeT: «ITH BUACHUS CO3IaIyT BHYTPH
Bac COOTBETCTByIoUIee HacTpoeHue. OHO OKakeT BO3JEHCTBHE HA Bally Aylly U
BBI30BET COOTBETCTBYIOIIEE IEpekHUBaHUE». B cpaBHEHMHM C YyBCTBaMH, «0Opa3bl
ropaszo Jier4e U HaJeKHEe COXPAHSIOTCA B Hallel BU3YaJIbHON MAaMATH, U UX MOXKHO
BCIIOMHMTH 110 KenaHuioy. M B nanpHeimeM Pexuccep coBeryer: «/laBaiite co3naaum

BoOOpakaeMyro KuHOJIEHTY» (ibid. 64-65).

OTH ympaXHEHHs HalOMUHAIOT HaM O crnocobHoct YexoBa oOpamarbes c
BOOOpakaeMbIMU  OOCTOSITEJIbCTBAMH  TaK, CIIOBHO OHHU pEAJIbHBl, BU3yaJIbHO
MPENICTaBISTh ce0e JKU3Hb Teposi, BOOOpakaTb COOBITHSI Tbechl. CTaHHMCIABCKUI
IpeAaraeT akTepy co3/1aTh «KUHOJEHTY», YTOOBI COMPOBOKAATh UCIIOMHEHHE KaXKIOH
pomu. OH TpeHHpPYET «BHYTPEHHEE BHJCHUE» IIOCPEICTBOM YIpaKHEHUH Ha
BOOOpakeHHe U pa3mblilieHne. «BooOpakaemble 00pa3bl, YBUIEHHBIE BHYTPEHHUM
B30pOM, MPOOYX)AAIOT (aHTa3UIO akTepay, -- numeT YexoB. OH HaOMUHAT aKTEpaM,

YTO HAYMHATB HY>KHO C 3TUX 06pa30B.

Konuenrpauus

YropaxHeHUs Ha KOHIIEHTPAIMIO M KOMMYHHKAIUIO (OOIIEHHE) MPaKTUKOBAINCH
CranucmaBckum B IlepBoit ctyaun. Cpeay MHOTHX MCTOYHHKOB BIOXHOBEHHUS OBLIH
HWMITYJIbChI, UYIIAE W3 BOCTOYHBIX MPaKTHK. Bce oHM momoramu CTaHHWCIIaBCKOMY Ha
MyTH  OOBEOWHEHHWS  OJIEMEHTOB  aKTEPCKOrO0  MacTepcTBa B 3aKOHUCHHBIN

NCUXO(U3NUECKUN METOI.

Kak ormewanmoch Bbime, korma CTaHUCIABCKH HCKall croco0a KOHTPOJIMPOBATH

MHHYTBI aKTEPCKOI'0 BAOXHOBCHH:A, OH 3aMHTCPECOBAJICA AYXOBHBIMH IIPAKTHKAMH
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uHAyn3Ma 1 OyanusmMa. B ero Oubiroreke ObIJI0O HECKOJIBKO KHUT IO XaTxa-iiore. Bepa
ConoBbeBa, oaHa U3 CTyAeHTOK CTaHUCIABCKOTO TIO CTYIAHH, BIIOCIEACTBUU
smurpupoBaBiias B CIIIA, ymomuHana  ympaKHEHHMS Ha  KOHIEHTPALUIO,
dbopmMupoBaHUE Kpyra, CHocoObl KOMMYHHUKAIIUHM, KOTJIA aKTephl WCIYCKAIOT W
npuHUMaroT uznydenue sHeprud. B 1911 r. CranucnaBckuii u CynepXKUIKUNA HaYaIu
WCIOJIb30BaTh YIPaKHEHHsI, OCHOBAHHBIE Ha Hore. DTH yHpakKHEHUs ObLIH 00palleHbl K
BBICIIEMY CO3HAHUIO — «CBEPXCO3HAHMION. J[BE NMCIMIUIMHEI, O0Jiee BCETro MOBIMSBIINE
Ha CTaHMCIIAaBCKOTO, -- XaTxa-iora u pamka-iiora. [lepas ycnokauBaer u pacciadisier
TEJI0 TIOCPEICTBOM (pr3rueckoil paboThl Ha/l TIOJIOKEHUEM Tenna U OanmaHcoM (acaHa), a
TaK)Ke KOHTpOJIeM JbIxaHus (mpaHasma). Pamka (KoposieBckas) iora paboTaeT Haj
YMCTBEHHBIM KOHTPOJIEM TOCPEICTBOM KOHLIEHTPAIMH, BH3YaJIH3alUH, HAOIIOACHUS 1

mequranun (Carnicke 1998: 141).

IIpana, caHCKpUTCKOE CIIOBO W3 HOIM, O3HA4aeT 3HEPIuio, JAIOIIYI0 TEly >KU3HB!
(OKU3HEHHYIO SHepruto». CTaHMCIaBCKUHA 4YacTO MCIOIb3YeT CAHCKPUTCKOE CJIOBO B
CBOMX 3allUCSIX TPUMEHUTENIbHO K H3JIYYEHUIO DHEPruM, 0OeclednBarouieMy
KOMMYHUKaIMIO. B ycnemHom criekTakie MpOMCXOAUT OOMEH MpaHOoW MEKIY
3pUTENIIMM U aKTepamu, Ojarojaps 4yemy IpaHa CTAHOBUTCS CIOCOOOM COOOIIUTH
3pUTENIO dMOLMIO akTepa. CTaHMCIABCKUN 3aMHTEPECOBAJICS MHAWNCKUM MUCATENEM U
HoGenesckum naypeatom PaOunzapanatom Taropom, ubs MHUCTHYECKas Ibeca
penerupoBaiack B MXT. Ilourn pemurnosHas npeaaHHocTs (CTaHUCIABCKOIO
aKTePCKOMY MAacTEpCTBY OIIYIIAeTCsl B €ro YOeKIEHHH, UYTO TeaTpy HYXKHO
MOKJIOHATHCS, Kak Xpamy. OHO OCHOBAaHO Ha TpPAJMIIMU HCKYCCTBA U JTyXOBHOCTH,

rIyOOKO YKOpEHEHHOH B pycckoit KynbType (Carnicke 1998: 140-141).

CornacHo benenerrn CTaHUCIIaBCKUI WCIIOIb30Bal MOHATHS, B3AThIE U3 HOTH, €ILE JI0
TOro, KaK OTKPBUI CTYAMIO, BO BpEMsl peneTHlui mbechl TypreHeBa, rie BHEIIHEEe
JeiicTBUE, IBIKEHHE, KeCT ObUIM HU3BEACHBI MOUTH 10 Hyld. OT akTepoB TpeOOBaioCh
«U3Ty4aTh» UX YyBCTBA, JIEJIaTh BCE Yepe3 I11a3a, MOCPEACTBOM KPOILIEUHBIX U3MEHEHHI
TOHA M TOJIOCOBBIX MOMYJISILMN, Y4TOOBI «OOIIATHCS» APYr € APYroM. TeKCT penko
nmpousHocwics Bcayx. Ero menrtanu, HemoroBapuBaiu. JIIMHHBIE MOHOJIOTH
MOJIBEPraJIiCh COKPAIICHUIO, a BbIpe3aHHbIE ()parMEeHThI UCTIONIB30BAIUCH KaK MOATEKCT

(Benedetti 1989: 41).
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CraHucaBCKU# HalleN MOHSATUE «CBEPXCO3HAHME» B Hore, orMeuaeT Kapuuke. TeM He
MEHEee, 3TO MOHITHE TAKXKE CYILIECTBYET B PYCCKOM IPABOCIABHUH, a TIO CYTH JeJia, U BO
BceX ocTalbHbIX penurusix. Kak n3Bectno, YexoB BIOCIIEACTBUM HAILIEN MTOXO0XKHUE HIEU
B yuenuu llltaitHepa W BHeIpWJ WX B BHJIC€ KOHIEHIMU «BBICHIETO “S» B CBOMU

AKTEPCKHUIA METO/.

I/IMHPOBI/BaHI/Iﬂ HJIN METO/J 3TIOA0B

B IlepBoii ctyauu CTaHUCTIABCKUI MPUMEHST UIMIIPOBU3UPOBAHHBIE CUTYAIIUH U TEKCT,
TaK Ha3bIBaGMbIC «ITIOABD (ITIOAHBIA MeTOMa), C(HOPMHPOBABIIME OCHOBY €rO
IpernojiaBaHus B TOT nepuod. TepmuH CTaHUCIIABCKOTO OTHOCUTCS K CLIEHE, KOTOPYIO
aKTephl UCHOJHAIOT 0e3 (PUKCHPOBAHHOTO CIICHAPHS/TEKCTA IMbeChl (B aMEPUKAHCKOM

IIPAaKTUKE 3TO HA3BIBACTCA HMHpOBPBEIHH@ﬁ).

B oTHOmEHMM Takoro MeToJa WHTEPECHO OTMETHTh, 4TO CTaHUCIaBCKHUiA
HMHTEPECOBAICS UMITPOBU3AIMEH B TOM BUE, B KAKOM €€ IPAaKTUKOBAIM B KOMEIUH JeITh
apTe, U SKcIepuMeHTbl Melepxoibia Toke ObUIM OCHOBaHBI Ha 3TOH KOMEAMU. DTH
HOBBIC €W MOXKHO HaiiTm B 3amucsix CranucnaBckoro B 1913 1. (Cm. pycckoe
m3nanue: K. C. Cranucnasckmii. M3 3anmmcHbix kakek. 11. 1912 - 1938, 71). B Ileproit
CTYIMM UMIIPOBHM3AILIMS CTaja HEOThEMJIEMON YacThio oOydeHus. B 1911 r.
CranucnaBckuif BMecTe ¢ MakcuMoM ['OpbKMM HCClieIOBal KOHLEMIMIO IHCATes,
paboTaroliero ¢ TeaTpoM U CO3JAIONIET0 Mbecy Ha OCHOBE MMMpoBu3auuu. Huuero us
ATOTO HE BBIILIO, HO, B KOHIIE KOHIIOB, MX COBMECTHBIH OMBIT MpUHEC TUIOb!: B [lepBoit
CTYIMHM BO3HHUKIIO TIOHATHE «HOBBII CTaTyc TeKCTa» (BblpakeHHe beHenerTn).
(Benedetti 1989: 44 - 45.) YexoB Tarxke pabotasn ¢ BaXTaHrOBBIM HaJl KOMEIUEH ETb
apTe, a IO3/HEE, B CBOEM aHITIO-aMEPUKAHCKOW CTYAMHM OH BEpPHYJCS K JTOW Teme

BMECTE C IPaMaTyprom, MOCTOSHHO pabOTAOIINM C TPYIIIOH.

Kak ormedanoch Bbiie, B UeXOBCKOW CTynuu oOydeHHe OBUIO OCHOBAHO Ha ATHONAX.
CraHOBUTCS SICHO, KaK TIyOOKO YUeXOB OCBOHMJI ITOT METOJ, €CIM TOCMOTpPETh Ha
JESTEIILHOCTD €r0 CTYAWH, T/Ie UMIIPOBU3AIIMS CTaJIa OJTHAM U3 BOKHEHUIIINX METO/I0B. B

cBoell kHuUre YexoB NOMYEPKMBAI 3HAYCHHE HMIIPOBU3ALMH: « ...BbICOUAHIIAas WU
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KOHEYHAsl 1IeJIb KaXKJOr0 MCTUHHOTO XYJOXKHHUKA... ..MOXET OBbITh OIpelesieHa Kak
JKEJIaHUE BBIpaXaTh Cce0si CBOOOIHO M IOJHOCTBIO», «3TO MOXET OBITh JOCTUTHYTO
TOJILKO TyTeM cBoOomHOW mmmpoBu3aium» (Chekhov 1953: 35). Drromublii MeTon —
HEOThEMJIEMasi YacCTh PYCCKOTO TeaTpaIbHOTO 00pa3oBaHMs; OH IPAaKTUKyeTCs W

CErojHs.

ATMOC(epa KaK MHOIOTPaHHBIN MeTOoA M (pui10co(pus TeaTpa

ATMmocdepa Kak perneTHIMOHHBI METO, BO3MOXHO, SIBIISIETCS CaMbIM OPHUTHHAJIBHBIM
BKJIaZoM YexoBa B pycckoe akrepckoe oOydeHue.  UexoB IOKa3bIBaeT, Kak
BBIPabATHIBATIOCh 0CO00E KAYECTBO CIEKTaKIIeH 1Mo meecam AHToHa Yexoa B MXT, --
«reatp HactpoeHus’». Korma Muxann YexoB cpaBHHMBal JBYX OCHOBAaTeled U
pyxoBoaurener MXT, on rosopuit 0 nocraHoBkax Biiannmupa Hemuposuya-/laHueHko
u CraHucnaBckoro: «biecTsmuii MaTeMaTHK CO3/1aBajl KapKac MOCTAHOBKH, a BEITUKUHN

ryMaHucT [CTaHHCIaBCKUI| HapalmBal IIOTh MOJJIMHHBIX HACTPOSHUH 1 aTMOC(ephI»

(Chekhov 1963).

Tem wHe w™enee, armochepa B mnoHuManuu YexoBa o0MagaeT MHOTUMH
JIOTIOJTHUTEIBHBIMU  CMBICTIAMHU: 3TO €CTECTBEHHOE SBJICHHME, HO ¢ OoJjiee MIUPOKUM
XYJ0KECTBEHHBIM 3HAUEHUEM B IUIAHE CO3/IaHUS CIIEKTAKIISA KaK €IMHOr0 LEIOro C €ro
«IyHIoi» (4yBCTBaMH); KPOME TOTO, 3TO PEeNEeTUIIMOHHBIN MeTol. Ecin CraHucnaBcKuii
CuMTall, YTo arMoc(epa MEPEeHOCUTCS Ha CLIEHY U3 pealbHOM JKU3HU B PE3yJbTaTe
TBOpYECKOIl paloThl mHcaTels, akTepa, pelkuccepa, clieHorpada MU CrenuaiucTa 1o
cBeTy, TO UexoB Mpemyokui KOHIICMIUI Oojiee MpPaKTUYHOTO, a Takke U Oolee
IIMPOKOr0 MPUMEHEHHMsI, CO3aBasi U3 AJIEMEHTa PealbHOM >KM3HU METOJ PENEeTULIUU U
noctaHoBku Tibechl  (Cm.: UexoB. Aktepy. ['maBa "Atmocdepa"). Mapus Kuebenn
MUIIeT B CBoel KHHMTe «Bcesi ku3HB» 00 ynmpaKHEeHUsX Ha arMocdepy B UexoBCKOH

crynuu (Mocksa, Hayasno 1920 rr.).

B cBs3u ¢ «armocdepoit» UexoB amantupoBan nocraHoBouHble npuHImnbsl MXT k
akTepckoMy oOyueHuto. OH mucai B TJ1aBe AecaToil KHuTH «Aktepy» (“Kak mogxomuth

K posin”), 4TO, ¢ TOYKH 3peHuss CTaHMUCIABCKOTO, XOPOIIO, €CIIH aKTep «BIIIOOUTCS» B
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MepCcoHaXxa Mpexie, YeM HayHeT paldoraTh Hal poiblo. «Hackonbko s moHMMaro, BO
MHOTHX CIIy4asix OH UMeJ B BUJY, YTO aKTep BIIOOJsieTcss B aTMoc(epy, OKPYKAIOIILYIO
nepcoHaxxa. MHorue 1noctaHoBkM — MockoBckoro  XyZOXKECTBEHHOTO — TeaTpa
33 lyMBIBIMCh U BOIUIOIIAIMCEH TTOCPEICTBOM aTMOC(epshl, KOTJa PEXKUCCEPBI U AKTEPhI
“BIIOOJISLIMCH” B MHIUBUAYAIBHBIX MEPCOHAKEH, a TAK)XKE M BO BCIO IMbECY ICIIUKOM.
(ITeecer Yexona, Mocena, ['oppkoro u MerepiuHka, HaChIIIICHHBIE aTMOc(hepoi, Bcera
MO3BOJISIIM akTepaM MOCKOBCKOTO XyJI0’KECTBEHHOTO TeaTrpa IIEAPO PacToyaTh CBOU

gyBcTBa)» (Chekhov 1953: 148).

O nporecce co3nanus nepcoHaxka YexoB ropopuit: «Bbl Takke MOKeTe HauaTh padboTy,
OTTAJKHUBAsCH OT arMocdepsl. BooOpaszute, 4TO Baml Tepoil YeM-TO 3aHMMAETCS |
MIPOM3HOCUT CBOM PEIUIMKU B aTMOc(]epe, MEHSFOIIEHCS] BOKPYT Bac (KakK B YIPaKHEHUN
14), B cBsA3U ¢ ueM Bbl HaUMHAETe JAEHCTBOBATH IO/ €€ BIUSHUEM. Y OequTech, YTo BCe
BalllU JABMKEHHsI, TEMOP Ballero rojioca U periMkKy, IPOU3HOCUMbIE BaMH, HAXOJSTCS B
MIOJTHOM TapMOHMH € BBIOpaHHON BaMH aTMOc(epoil; MOBTOPSIMTE 3TO TaKKe U B IPYToil

armocdepe» (Chekhov 1953: 148).

UYexoB COBEpIIEHCTBYET MOHATHE aTMOC(epbl, YTOObI CO3/1aTh MOCTAHOBKY M 00pas3,
clietys 0 IMyTH BooOpakeHHs: «HacTo cirydaeTrcs, 4TO KOMIO3UTOPBI, II03ThI, TUCATEIH
U XYIOKHUKH CHOCOOHBI MOJYy4aTh  YJOBOJILCTBHE OT arMochepbl UX Oymaymmx
TBOPEHUH 330110 A0 TOro, KaKk HAYMHAKOT HajJ HUMU paboTarh. CTaHHUCIIABCKUNA ObUI
yOeX/IeH, U4TO €CJIM PeXHUCCep WM aKTep MO KaKOM-TO MPUYMHE HE MpOILIeN yepe3
MIEPUOJT TAKOTO YBJIEYEHHS, OH MOXET BCTPETUTHCS CO MHOTMMH TPYIHOCTSIMU Ha OoJiee
MIO3THEM 3Tamne paboThl C MbecOM WM posiblo. HecOMHEHHO, 3Ta MpegaHHOCTb, 3Ta
BITIOOJIEHHOCTh MOKET OBbITh Ha3BaHa "HIECTHIM YyBCTBOM', IO3BOJISIOLIMM YEJIOBEKY
BUJIETh U TMEPEXKUBATH YyBCTBA, CKPHIThIE OT Ipyrux. (BioGiieHHbIe 4acTo BUAAT JIPYT B
Jpyre 0oJbIle MPUTATATENbHBIX YepT, YeM Apyrue oau). TakuM o6pazom, Balll MOAX0T
K posn yepe3 arMocepy JacT BaM MPEKpAcHBId IIAHC HAWTH B Tepoe MHOMXKECTBO
MHTEPECHBIX M BAXKHBIX YE€PT W HIOAHCOB, KOTOpbIE B MPOTHBHOM CIy4ae MOTYT

MOIPOCTY BBIMIACTH U3 Ballero moist 3penus» (1bid. 148.).

Poccuiicknii cnermamucr no YexoBy Mrops Cyxux mnonaraer, yto Muxaumn YexoB

TpaHchOpMHUPOBaJ ApaMaTUYeCcKue MPUHIUIBI AHTOHA YexoBa B 3aKOHBI aKTEPCKOTO
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uckyccrBa: «/{na Muxanna Yexosa armocgepa — MOCT MEXTy )KU3HBIO U HCKYCCTBOM U
Hao0opoT. OcHoBHas (yHKIMS arMochepbl — BO3MOXKHOCTb TpaHC(HOPMUPOBATH
BHEIIHHUK crokeT B moxareket (Cyxux 1998). Atmocdepa — camast opuUrHHanbHasE U

Pa3HOCTOPOHHSA KOHLENMsA YexoBa, yXoasias KOpHAMU B IOCTaHOBKM MXT.

AHaJamu3 TekcTa: «KYCKH M 3aJa9n»

Cawmblil sipkuil npuMep, MO3BOJISAIOIINN 00HAPYKUTHh MeToJ] UexoBa B 3aHATHSX CTYIUU
CTaHuCIaBCKOro, CBSI3aH C aHAJIM30M HAIMCAaHHOTO TEKCTa Ha PAHHEM 3Tare CHCTEMBI
(«xycku u 3amaum»). Ha penermumsx meecsl TypreneBa (1909) mpuemsl, cuctemMHO
npuMeHsieMble CTaHUCIIaBCKUM, BIOCJIEACTBUU BIEPBBIE CTAIM U3BECTHBI KaK KYCKU U

3aja4m, MOATEKCT, CKBO3HOE JICHCTBHE U cBepx3aaaua (Benedetti 1989: 41).

BnocnenctBun YexoB ycnemHo NMpUMEHSJT TaKOW METOJ aHaim3a. B Moeill kHure o
nesitensHocTH Yexora Ha 3amaze (2000) s pacckaszana o TOM, Kak OH MUCIOIb30BaJ STOT
METOJ] aHa/M3a TekcTa B cBoeil crynuu B Jlaptunrrone. B cBoeii kuure (1953) Uexos
ropsiu0 PEKOMEHAOBAN MPUHIMIBI, JIEKABIINE B OCHOBE METOAUK (CTaHMCIABCKOTO B
OTHOIIIEHUHU pabOThl Haj posbio. «CtanuciaaBckuil HazbBaT nx Kycku u 3agauu, u Bbl
HaileTe mojapoOHble ux omnucanus B “Pabore akrepa Hanx coboi”. Kycku u 3amaum,
BO3MOJKHO, caMble OJecTsIme ero M300peTeHHs, ¥ eCld MX MPaBHILHO MOHUMATh U
pa3yMHO WCIONB30BaTh, OHHU TOMOTYT aKTepy cpa3y ke Ja00paThCs OO0 camoi
CEPIIIEBUHBI TTHECHI U POJTH, OTKPBIBAsI EMY CTPYKTYPY ITECHI U JJaBasi TBEPYIO OCHOBY,
Ha KOTOPYIO OH MOYKET C YBEPEHHOCTBIO OMEpeThesi, urpas cBoero repos» (Chekhov
1953: 154).

CornmacHo benenmertn, B cuctemMe CTaHHCIABCKOrO IIheca OOBIYHO JENIMJIACh Ha
CCIMCHTHI. HOTOM Ka)KJIBIﬁ CEIMCHT OIIMCBIBAJICS B TepMI/IHaX TIICUXOJIOTUHN nepCOHanceﬁ
158 OCO6OFO COCTOAHUS, B KOTOpOM OHHN HaAaXOAUJIMCh B TOT HIIN HHOI)II MOMCHT. TaKI/IM
00pa3oM, B KaXKJIOM CETMEHTE y akTepa ObLila KOHKPETHAsl MCHUXOJOTHYECKas 1eb. Y
KQXXJIOT0 3alUTAHUPOBAHHOTO JCHUCTBHSI OBUIO BHYTPEHHEE ONpaBIaHHe, OCHOBAHHOE Ha
*u3HU Tepost B meaom (Benedetti 1989: 40). AxTep M0KEH JOMOIHSTH MbECY CBOUM

BOOOpaXEHUEM: CO3[aBaTb MOMEHTHI MEXIy CLIEHaMH, OOecreuuBas HeNpepbIBHOE
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TEUYCHHUC )KU3HU I'CPOs.

Kecrt u xapakrep

Kak yxe ormedanocs, Hex0B sIBHO OAYEPKUBAJI BAXXHOCTb TAPMOHMH Teja U
IICUXOJIOTHH aKTepa. B cTyAuiHBIX yIpaXXHEHUSX B CI0BA TEKCTAa BKJIAJbIBAIACh
«HY)XH[as1] HaM cuJa... [Mbl] IpUAABAIN UM OIPENEICHHYIO AYUIEBHYIO OKPACKy U
MIPOM3BOJIMIIM UX JI0 TEX MOP, [TOKA JyIlla HE HAuMHajia IMOJIHO PearupoBaTh Ha HUX.
Brniocnencteun YexoB M3105KUI 3TOT METOJI aKTEPCKOT0 MacTEPCTBA B CBOEH
amMepuKaHCcKoi KHUre «AKTepy» (1953). UexoB mumier o IpyromM peneTUIiMOHHOM
MeToze — pabouem uiu nicuxonorndeckom xecte (IDK): «Mpbl He MOKeM HanpsMYyIO
MIPUKa3bIBaTh HAILIUM YYBCTBaM, HO MOKEM IIPOBOLIMPOBATH UX Pa3HBIMU HENPSIMBIMU
ciocobamm». «Kirou k Hamei cuie Bosu OyeT HailJieH B ABMXKEHUU (1€HCTBUH,
xecre). [...] Cuna 1BruxeHus npoOy’KAaeT Hallly CHITY BOJIU B II€JIOM; TaKOTO PoAa
JBUKEHHME POXKAAET B HAC COOTBETCTBYIOIIEE KOHKPETHOE JKEIaHHUe, U KaYeCTBO ATOTO
nBmwkeHus Oyaut Hamm ayBctBay (Chekhov 1953: 63, 65). IDK ucnons3yercs st
CO3JIaHMsI XapaKTepa: OH MpeACTaBIsIeT COO0H CKOHIIEHTPUPOBAHHBIM BapUaHT

Xapakrepa.

[TpuHIMIBI peneTUIIMOHHOM paboThl YexoBa B HEKOTOPBIX JAETAJSAX CXOKH C
JKCHepuMeHTaMu Meiiepxobaa (K IpUMepy, B TOM, KaKk aKTepbl IEPEXOUIN OT
JBUKEHMSI K DMOLIMH), U B HEKOTOPBIX aCIEKTaX OHU MPEABOCXUTHIIN «METO]L
¢usnueckux nerctuit» Cranucnasckoro 1930 rr. Ilensro YexoBa 66110, 4TOOBI
aKTephl B MPAKTUYECKOM CMBICIIE ITIOCTUTIIN, HACKOJIBKO Ba)KHA CBA3b JBUKEHUS CO
CJIOBaMH, C OJTHOM CTOPOHBI, U ABMKEHUS C IMOLUSAMH, C IPYroi. ITO yIpaKHEHUE
CITY’KHJIO BBIpaKeHHEM TpeOoBaHU CTaHUCIIaBCKOT0: HE POU3HOCHUTH CIIOB TEKCTA,

II0Ka HE ITOABUTCA JJIsI 3TOT'O BHYTpeHHI/Iﬁ CTUMYII.

OpHMM U3 II1aBHBIX NpodeccroHalbHBIX TpeOoBaHMi UexoBa ObLIO MOTHOE
[IOIYMHEHHE TEJa U IICUXOJIOTMH aKTepy. B nepBbIX AeBITH ynpaxHEHUsX (Axkmepy,
I'naBa nepBast) YeX0B 3aJ105K1T OCHOBBI JOCTHKEHHSI YeThIpeX TpeOOBaHUA,
OCHOBHBIX JJI1 aKT€PCKOU TeXHUKHU. «CpencTBaMy MPEII0KEHHBIX

ncuxo(QU3NUecKuX yIpakKHEHUN aKTep MOXKET YKPENUTh BHYTPEHHIOIO CUITY, Pa3BUTh
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CHOCOOHOCTH M3JIy4aTh U BOCIPUHUMATh SHEPTHIO, IPHOOPECTH IPEKPACHOE YYBCTBO
(hOpMBI, YCUIIUTH OLIYIIEHUE CBOOO/IbI, JETKOCTH, CIIOKOMCTBUS U KPAaCOThI, UCTIBITATh

BaXHOCTBH CBOCT'O BHYTPCHHCTO MHPAa U HAYYHUTHCA BUACTH BCIIU U COOBITHS BO BCEH

ux nosHoTe» (Chekhov 1953: 20).

JIpyrue yexoBcKHe YIpaKHEHHS IPEANOIaraal KOHIEHTPAUIO Ha BHYTPEHHUX
00BEKTax, CIOCOOHOCT YBUAETH POJIb Kak 00pa3, mpoOyXIeHHEe BOOOPAKEHUS C
MIOMOIIBIO BONIPOCOB. UeXOB HaIIET CIOCOOBI CO3/1aHMsI HACTPOSI U1 TBOPYECKOH
paboTHI, HCHONIB3YS Pa3IMUHbIE METOAMKH (BCE, YTO CTUMYJIUPYET BOOOpaKEHHE
aKTepa WM IIOMOTaeT BEIMAHUTh Ha IIOBEPXHOCTH M0ICO3HaHNE). YeX0B Bepui1, 4TO
aKTep JI0JDKEH Pa3BUBATHCS HE TOJIBKO (PM3MUECKHU, HO M yXOBHO, IpuoOperas
BHYTPEHHIOIO KU3HB, 0OraTyro 00pa3zamMu, Ha KOTOPHIE MOXHO OIEPETHCS MPH
CO3JIaHUU XapakTepa nepcoHaxa. OH pa3BUBaJI METOJl, KOTOPBIi, KaK OH HaJIesIC,
MIOMOXET POOYANUTH B CTYACHTAX JPEMITIOIINE CUIIBL. YeXOB M03auMCTBOBAI BaXKHBIE
acIieKThl paboTHI M3 paHHETO Teproa AesTeTbHOCTH CTaHUCIIAaBCKOTO U
3HAYUTENIBHO Pa3BWI UX. DTO BOOOpakeHHE, UMIIPOBU3ALINS, KOMMYHUKALIHS
(oOmienue), aHanu3 Tekcra (CTPyKTypa Mbechl) H aTMoc(epa B KauyecTBe

PCIICTULIUOHHOI'O METOAA.

Yexos Ha 3anaae

3HaHue, MOJIy4YeHHoe W3 NepBbIX pyk B llepBoi cryamn, YexoB mnepenaBan CBOMM
aMEpPUKAaHCKUM CTYAEHTaM, 3alloJHsIs TaKuM 00pa3oM BaXKHbIE JIAaKyHbl B HM3YyYEHHU
pycckoii TeatpanbHOi mKoibl B CLIIA. Bo3Hukaer Bompoc: moyemy Apyrue MoJiojble
aKTepbl CTynuu — bosecnaBckuii 1 YcneHCKass — TakuM e o0pa3oM He mepenain
opurrHayibHble uaed CTaHMCIABCKOTO aMEpUKAaHCKUM akTepaMm, CIocoOCTBys Ooiee
rIyOOKOMY TIOHMMAHUIO TIEPBOM cTajum cuctembl? [loueMy OHU OrpaHUYHBAIIMCH
«OMOLIMOHAIIBHON MaMSTBIO» M «KYCKaMH W 3aJadaMu» B CaMOM TpPaJWLMOHHOM M
OO 1e30pueHTHpYyroeM BapranTe? OTBET — B TBOPYECKOM OCMBICIEHUH, KOTOPOMY
UYexoB mojBepr 3aHATUS CTyAUU. VIMEHHO MOTOMY, Y4TO OH ObUT CaMbIM INpeJaHHBIM
yuyeHUKOM CTaHUCIABCKOIO M, IO-CBOEMY, TJIABHBIM «OTCTYITHUKOM», OH BbIpaxai
HEKOTOpbIE OCHOBHBIE HJEH COBEPIIEHHO II0-HOBOMY, OTKpBIBasi BO3MOKHOCTH,

KOTOPBIC €TI0 MAaCTEP Ha4Yall OCO3HABATH TOJIBKO K KOHIY KM3HU.
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Benukoe TBopueckoe nanomuuyectBo YexoBa u3 Mocksbl B JIoc-AHIKeNeC IJIUIIOCH
27 ner. Bo BpeMst »Toro myremecTBus YexoB BO3BOAMII JYXOBHEIHM JIOM IS

IIpeICTaBUTENIEH Pa3HBIX CTPAH U HAPOJIOB.

['oBopuiioch, uTo YeX0B KUJT B IBOMHOM CChUIKE, Pa3y4eHHBIN U C POJUHOM, U C
TeaTpoM. TeM He MEeHee, C YANBUTEILHBIM YIIOPCTBOM OH paboTaj HaJl TeaTpoM
OyayIIero, 4To 03HAYAJIO CO3/JaHUE HOBOM TEXHUKH aKTEPCKOTO0 MAaCTEPCTBA B TEATPe
C penepTyapoM, OCHOBaHHBIM Ha Kiaccuke U (onbkiope. Bee apyrue 3agaun —
BBICTYIUICHHE B KJIACCUYECKHUX POJISX U MOCTAaHOBKA HOBBIX CIIEKTAaKJIECH — ObLIN
BTOPOCTEIIEHHBIMU 10 OTHOILIEHUIO K TJIAaBHOM 3a1ade. [{o koHua xxu3nu Yexon
PYKOBOJMII HECKOJIKUMU CTYJIUSMH, IIOCPEACTBOM KOTOPBIX PACHpPOCTPaHsII CBOU
WJIeU B KQUECTBE aKTEPa, PEXKUCCEPA U ME1arora, U U3J0KU CBOM METOJI aKTEPCKOro
MacTepCcTBa B aMepUKaHCKUX KHUTax «O TeXHUKE akTepa» (Ha pycCKoOM si3bike, 1946)

u «Aktepy» (1953).

UexoB M03aUMCTBOBA Ba)KHBIE aCTIEKThI CBOEH paObOoThl y CTaHMCIABCKOTO; OHU TOJIBKO
YAaCTUYHO M3JIOKEHBI B €ro KHurax. [locne BTopoil MUpoBOM BOMHBI UeXOB nepenaBai
CBOM OMBIT, OJYYEHHBIN HEMOCPEJACTBEHHO U3 MEPBBIX PYK, AMEPUKAHCKHAM CTYICHTAM,
3aroJHASA TEM CaMbIM Ba)KHBIE JIAKYHbI B M3YYEHHUHU PYCCKOW TeaTpajabHOW IIKOJbI B
CIIIA. B koHIe KOHIIOB, MeTOAbl YexoBa M APYrUX PYCCKUX aKTEPOB-IMHUIPAHTOB
CTaJIM UCKIIFOYUTEIIBHO MPEAMETOM YAaCTHOI'O MPENOAABAHUSA U OKA3IMCh COBEPIIECHHO

OTACJICHBI OT IMMPAKTUKU TCATPAJIBHBIX ITIOCTAHOBOK.

Haxonen, «Amepukanckas ctyausi YexoBa» mosBuiach B TeaTpanbHOM OOIIECTBE B
lommuByne. B teuenue cemm ner (1948-1955) UexoB paboran ¢ akTepamMu KHHO.
Crnenyer pa3nuyaTh aKTEpOB M PEKHCCEPOB, MOCEIIABIINX KYPChI €ro JIEKIUH, U TeX,
KTO Opajl y Hero 4acTHble Ypoku. YexoB npernoaaBan UMIIPOBU3AI[MOHHbBIE YITPAKHEHUS
U YMTal JIEKIUH 10 aKTePCKOMY MacTepCTBY M TBOpUECKOMY Iporieccy B TearpaibHOM
obmectse Jloc-Anmxeneca. OH Takke JaBajl YaCTHbIE YPOKU KMHOAKTepaM y ce0s JoMa
B besepmu-Xwis. UYexoB HHTEpECOBANCS IIPUMEHEHUEM CBOETO IEAAroru4eckoro
MeTofa K ObICTpOMY PUTMY M (pparMEHTapHOM MpUpPOIe KUHO U TeNeBUACHUS. MHorue

KMHOAKTEphl O0pallaiuch K HEMY 3a MOMOILBIO MO BOMpPOCAaM KOHKPETHBIX poJiel U
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o0111ero pa3BUTHsI aKTepcKoro macrepcrBa. Cpeau peKuccepoB, yUuBIIMXCS y Uexona,
obut Maptun Putt u Aptyp Ilenn. Mana Ilayspe Obuta 6mu3koit moapyroit Yexosa u

ero skeHbl Kcennn, a Takke ero qynenpukasuniei.

Axtep Moppuc KapHoBckuii, ogud U3 ocHoBatenen «I'pyn-tustpy», nucan o Yexose:
«.. OH ObUT HEOObIYANHO CIIOKHBIM YEIOBEKOM, ApHUAJIEM, BEIUKUM YYHUTEJIEM...
Jlyyiie Bcero OH TIOHMMajld TapMOHMUIO Tella M TICHMXOJIOTMH, KaK OH caM 3TO
dopmymupoBan. “IlpucmymmuBaiiTech K CBOEMY Telly, - TOBOpWI OH. — Teno Oymer
MHTEPIPETUPOBATh JABMKEHUS BalllUX BHYTpPEHHUX uMmnyiabcoB”. Ilpum Bcem ero
OrPOMHOM HHTEIUIeKTe YUeXoB HE cuMTan €ro MOJIE3HbIM JUIsl aKTepa, MpearouduTast
MOAYUHATHCS K TOMY, YTO MOXKHO Ha3BaTh 'arieTu3mMoMm' BooOpaxkeHus». B kHure
«AKTEpBl TOBOPAT 00 akTepckoM macrepcTBe» KapHoBckumil mumier: «Muxamn Yexos
MOHKMMAIl TIPUPOAY AaKTep Jydlle, 4yeM KTo Obl TO HU OBbLIO, €CIM HE CYHUTATh
CranucnaBckoro — a MoxeT, U jaydmie CraHuciaaBcKoro». Jlpyrue 3HaMEHHUTbHIE
pexuccepsl — Cremna Amep u Podept Jlbtonc — 6e3MepHO BOCXHUITAIMCH YeXOBBIM Kak
TeHHEM aKTepCKOro MacTepcTBa M U3y4alld €ro MeTojibl B kiacce. JIbronc yrnomuHaer
uutaty M3 YexoBa, KOTOPYH 4acTo MCHoib30Bal: «HauBeiciias TOUka TOCTUTAETCH,
KOI'Zla MbI MbUIAEM HU3HYTPHU, HO MPH 3TOM H3IY4YaeM IOJHOE BHEIIHEE CIIOKOMCTBHUE.
Muxann YexoB HE CMOT MOJHOCTBIO aAaNTHPOBATHCA K CPEAE UYHKOU €My KYJIbTYpHI.
OpnHako OH YyBCTBOBAJ, YTO €r0 MUCCHEN OBLJIO IPUHECTH €BPOTECHIIaM U aMepUKaHIIaM
OTBIT MPO(ECCHOHATBHOTO 00ydeHUsl akTepoB B Poccun M MOHUMaHUS TeaTpaibHOM

ACATCIIBHOCTH HE KaK pa60TBI, a KaK IIpu3BaHUA.

Kak yxe roBopuiioch, BaxXKHbIE CBHIETEIHCTBA MeTo1a UexoBa ObUTH OITyOJIMKOBAHBI B
Awmepuke. JIBe KHUIM BBILUIM Ha pycCKoM: MeMyapbl «Kus3Hb u BcTpeum» (HoBblit
KypHat, 1944-45) u «O Ttexnuke aktepa» (1946). «O TexHuke axkTepa» -
aBTOPHU30BaHHAs BEPCUSl YEXOBCKUX HAECH W TPAKTHKH. DTO TaKXKe €ro 3aBelllaHue
Poccun. « nucan 3to i pycckoro akrepa, B KOTOPOTo s BEpIoy, - pu3HaBaica Yexon
B nucbMe nucatento Mapky AnganoBy. Kuury ynanoch TaiiHO npoBe3Td B COBETCKYIO

Poccuto, rae ee cMoru NpoYuTaTh PyCCKUE aKTEPHI.

B 1953 1. kaura «Aktepy» Obuia onyonukoBaHa B Heto-Mopke mo-anrmuiicku. Yexos

4eTKo 0003HauaJll CBOM HHTEpeC K BOOOPaXEHUIO, MHTYUIIMH M apXETUITHYECKOMY
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MICHXOJIOTHYECKOMY JieiicTBHI0. OH Takke OTHAaBan A0/ukHOe CTaHMCIaBCKOMY Kak
CO3JIATEII0 METO/IA, «BHSTHO apryMEHTHPOBAHHOTO JUIS aKTepa», M YeIOBEKY, KOTOPHIMA
noOyaua ero, YexoBa, 3almChBaTh COOCTBEHHBIC MBICIIH O TEXHHMKE aKTepa. B kHure
UYexoBa ObLTH CICAYIONIMEC TJABBL: TEJIO W IICHXOJOTHS aKTepa, BOOOPaXKEHHE W
NpYMEHEHHE 00pa3oB, MMITPOBU3AIMSA W aHcaMOib, arMocepa M HWHIMBHIyaTbHBIC
YyBCTBA, IICHXOJOTHYECKHI JKECT, XapakTep W XapaKTEPHCTUKH,  TBOPYECKAs
WHIMBUIYAIbHOCTD, CO3/[AHKME CIIEKTAKIIS, pa3HbIe THIIBI CIICKTAKIICH, KaKk paboTaTh HaJl
pOJIBIO, TIPUMEPHI UMIpoBU3alMK. B ucnpaBieHHoM m3gaHuu «O TEXHUKE aKTepay
(1991) He xBaTaeT BaKHBIX IVIaB U €CTh MYTAHUIIA B WILTFOCTpAIHsX. [T0SBHIOCH HOBOE
u3nanne «Axrepy» (Mcnpasnennoe u pomonnerHoe. C mpemucinoBuem CaiimoHa
Kamnoy. London: Routledge, 2002). B nocnenHue Tpuatarh jeT TakKe MyOIHKOBAINCH
ApPYru€ KHHI'M, COCTAaBJICHHBLIC H3 HGKHI/Iﬁ Yexosa. Oun MEPEBCACHBI HAa MHOI'UC

eBpOHeﬁCKHe SI3BIKU U ITTOHCKHUH.

JIBeHauate MarHuTO(OHHBIX 3anucel yekuuii YexoBa Obuin crenaHbl TearpaabHBIM
obmectBoM B 1955 1. HekoTopble 3amucu oTpeakTHPOBAaHbI U ONMyOJIMKOBaHbI Maioii
[Tayspc. (Michael Chekhov: On Theatre and the Art of Acting. The Six Hour Master
Class. A Guide to Discovery with Exercises by Mala Powers. 1992.)

[IpenonaBanue no meroy YexoBa BO30OHOBHIIOCH YEPE3 MHOI'O JIET OCIIE €r0 CMEPTH,
Korja HoBas cTyaus Uexoa 6bu1a ocHoBaHa B Huro-Mopke B 1980 r. Bearpuc Crpeiir,
MHOTOJIETHEM Yy4YeHMIIEH M CHOHCOpoM YexoBa COBMECTHO € JAPYIMMHU CTapbIMHU
akrepamu, ero ydyeHukamu B Amepuke. B 1980 rr. 37ech cTanm TOTOBUTH HOBOE
MOKOJIEHUE TIperojaBaTeneil yexoBckoro merofa. CTpeWT mosarana, 4To TEXHUKHU
UexoBa wuJealbHbl JUISI CETOMHSAIIHUX AaKTEPOB, KOTOPBIM IPUXOIUTCA HAJETy
CXBaTbhIBATh MJIEU U OBICTPO UX UCIIOJIB30BATh. ITOT METO MOKET OCBOOOUThH aKTEPOB

OT TpOOJIeM Ype3MepHOH MHTEIUISKTyalI3allii U OT/AeNeHHs pasyma oT Tena (Straight

1983: 91).

Oymxenno bapba, pykoBoaurens «OauH-Tearpay B JJaHUH, CUMTACT KHUTY «AKTEPY»
«OJIHUM M3 JIy4IIUX MOCOOUi s akTepa». «Ero Hy)KHO YMTaTh U EPEUUTHIBATS,
IyMaThb O HEM, BUNTBIBAThCs B HEro». bap6a nmumer: «... ¢ MuxaunoM YexoBbIM Mbl

OBICTPO HAXOAMM OOIIUH SA3BIK: aKTEP, K KOTOPOMY OH o0Opariaercsi, 3T0 TOT, KOTo
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YaIie BCEro MOKHO BCTPETUTH CETOJIHS B TeaTpe, KMHO U Ha TejeBuacHum» (Barba
1995). Kak ncuxodusnueckue yrnpaxHeHUs: YexoBa UCIIOJIB3YIOTCS CETOJTHS B
COBPEMEHHOM AMEPUKAHCKOM IIPAKTUKE, MOYKHO YBUJIETh B KHUre J[»>koaHHBl MepnuH
«[IpocnymuBanue». Mepnun yuunace Ha Kypcax Yexosa B JIoc-Anmxenece B 1950
IT. B ee ynpaxxHeHUs! BXOJIUT MICUXOJIOTMYECKUH KECT, OCHOBAaHHBIN Ha METOJIE
UexoBa. MepiiH HaUMHAET C IOMCKA IJ1aroJjioB JEHCTBUS, KOTOPbIE CTAHOBATCS
npoeKIei o0pasza IBMKEeHUS WK skecta. OHa MHUIIET 00 ynpakHEHHUIX Ha
MICUXOJOTHYECKUM KeCT: «ECIIM TaKO! KECT BHITEKAET U3 ONPEACICHHON LETN UIN
NeNCTBHS, MONPOOYHTE OCYIIECTBUTH €ro PU3NYECKH, TOMa, TaK IMIMPOKO, KaK
CMOXKeTe, YTOOBI 3Ta 11e7b ObLIa OCBOCHA BalluM TejoM. HaiiuTe 3ByK UIH CIIOBO,
BBITEKAIOIIEE U3 3TOTO XKeCTa... JKecT 0T30BeTcs B BallleM TBOPUECTBE UMITYJILCOM TON
LI€JIM WK IEMCTBUS, KOTOPBIMU BbI 3aHATHI. DTO MIOMOXKET BaM YCTAaHOBUTDH CBSI3b
Mexy TeoM u pasymom» (Merlin 2001: 58). Mepiun otcbutaet k kaure Uexora, rie

MOKHO HalTH APYruc yrnpaxHCHU:.

[lonnast Ouorpaduss Muxamna YexoBa Tak M HE M3/1aHA, HECMOTpPS Ha OTPOMHBII
uHTEepec K ero xku3Hu. J[Be aBroOmorpaduu YexoBa — «Ilyth akrepa» u «KusHp u
BCTPEYM» - HAIIMCAHbl B UMIIPECCUOHUCTUYECKOM CTUJIE U KacaroTCs pPaHHEro Nepuoa
nesTensHoCcTH. Most kaura «Muxamn YexoB B 3amagHoM TeaTpe M KuHO» (560 ctp.)
obuta onyonukoBaHa B [lerepOypre B 2000 r. (lokTopckast auccepranus, GpakyibTeT
ucKyccTB, YHuBepcuteT XenbcuHkH, 2000). OTo monHas XpOHOJIOTHYECKash MCTOPHS
TBOpuecTBa Muxamna YexoBa Kak akTepa, pexuccepa M Ienarora B 3MUTPALMH.
N3nanne nHaunHaeTcst ¢ OOJBIIOrO BCTYIUIEHUS O aesTenbHOCTH YexoBa B Mockse. B
KHUT€ TMPEJCTAaBICHO MHOKECTBO HOBBIX MAaTEpUalOB M3 apXWMBOB pa3HbIX CTpaH:
Jlaptuarron-xomn (Aurmms), BaxmerseBckumit apxup (Hbro-Mopk) m  komiekims
XKopxer bonep (Llropux), a Taxke apxuBel B MockBe, Pure m Bumbhtoce. Mon
UCCIIEIOBaHNS OCHOBAaHbI Ha COOBITUSIX UCTOPHU TeaTpa B CTpaHax, rae Yexos padortai,
OT3bIBaX O €ro IOCTAaHOBKAaX M MeMyapax. MHe MOocYacTIMBHIOCH OeceloBaTh C

YUCHHUKaMHU YexoBa 1 ero IMOMOIIIHUKAaMH, MHOTHX N3 KOTOPBIX YK€ HET Ha CBETC.

IIpumeyanus:
*H11 - Agromiickas TpaHcauTepanus pycckux uMed (CTaHucIaBckuit, beblif)

COOTBETCTBYET CTaHAapTaM AMEPUKaHCKON acCOLMalM MpenoiaBarenei
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CJIIaBSIHCKHX H BOCTO‘IHOBBpOHeﬁCKI/IX SA3BIKOB.

x1iii

Haxe ecnu CraHucnaBcKuil Bocxuiaiucss YeXoBbIM KaKk FeHUAJIbHBIM aKTEPOM
" YIIOMHHAJI €ro «TCOPpUI0 UMHUTAlMU» B CBOUX KHUTAX, B 06H_[€M H 1O €JI0OM OH HE
MIPUHUMAJ YEXOBCKUX TEOPUM aKTEPCKOT0 MacTepcTBa U pexuccypsl. Hanpumep, 31o
BUJIHO U3 TUCKYCCHH, KOTopas Obuta y CTaHHCcIaBCKOro ¢ pexuccepamu «I pymn-
THaTp» B cepeanne 1930 rr., koraa Yexos yxe nokunyin Poccuto. I'aponsn Kiypman
BCIIOMHHAET cBOH pazroBop co CranucnasckuM B Mockse: «KakoBo ObL10 ero
MHeHue o Muxaune YexoBe, akTepe, KOTOPbIM BCe MbI B “I'pyI-TUATp” 6ECKOHEYHO
Bocxuanuch? Yexos, mo MHeHHI0 CTaHUCIABCKOTO, ObLIT aKTEPOM
MCKJTFOUMTENILHOTO TaJlaHTa, B OCOOCHHOCTH, KOT[a UTpall CIA0bIX WX TIOYTH

c1ab0yMHBIX; OH OBLT aKTep, nmoauepkuBan CTaHucmaBeckui. .. akrep» (Clurman

1974 85).
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Education Through Etudes
Veniamin Filshtinsky

The method of etudes and the creative ideology of etudes are traced back to
Stanislavski.

This subject is highly important for us, teachers. For us etude is both the main
pedagogical device and the pinnacle of acting technology.

Let us remember the exercises we deal with at the very beginning of training. Of
course, they are important, but one will not be able to use them all the time without
risking getting bored. An exercise starts turning into an etude, it wants to be a part of
an etude, it leans towards becoming an etude. Let us take, for example, one of the
first exercises at the beginning of September: “Watch yourself washing your face and
cleaning your teeth in the morning”. So the students start doing this. Naturally, for
some time we fuss over the details, the creative state, the precision of physical
actions, however, soon questions start to arise on their own: whether you had enough
sleep before washing or not, what time it is now, whether you are in a hurry to go to
school or not, whether your family is already up or not... We feel the need to clarify
the circumstances. We want to transfer the exercise to the sphere of life, to transform
it into the bits of life — we want to transform it into an ETUDE. Moreover, when an
exercise becomes an etude it is also elaborated as an exercise, and certain nuances
regarding the feelings also start to get improved. In general, all of the exercises on
imaginary objects have a tendency to become etudes. For instance, when a student is
performing the following task: «Cross the rehearsal space imagining that you are
walking in the snow, on the ice, in the sand, in the mud, in the grass...», we
immediately have to deal with the question about the circumstances making all of
these actions most vivid and truthful (although this exercise may not be the most
spontaneous). A little later another question arises: what is the event here or, as we
say, what is happening here?

In this case Stanislavski did not attach too much importance to the terms; in any case,
he did not mark the difference between the notions “exercise” and “etude.” In his
important literary works from the last period of his life, particularly in his Notebooks
where we found the drafts of the program of his Opera and Drama Studio, as well as
in The Dramatization of the Program of Opera and Drama Studio, all of these are
mentioned together: “Exercises and etudes.” Stanislavski did not underline the
difference between these notions probably because he did not find it necessary, but
nowadays we distinguish these things. For instance, Lev Dodin once mentioned that
as long as two-three-four elements of exercises followed one another, they became
interconnected by life circumstances and started to lean toward becoming an etude.

However, what is the principle difference between an exercise and an etude? What is
an exercise? It is definitely a TRYOUT. | am not aspiring to be washing my face
exactly like in real life, but I am TRYING OUT: what it is like to wash my face. My
attention, in this case, is directed to my fingertips and my face which are trying “to
remember” water. I am remembering the feeling of water, the toothbrush in my
mouth, the taste of toothpowder, the sensation of a dry towel, pleasantly wiping the
water off the face. And yet | am involved in a TRYOUT. However, when | am doing
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an etude, my attention is concentrated, first of all, on the circumstances, | am living a
certain life — my own or that of another person, and there is hardly any time for
tryouts. When | wash my face in the morning, | often do that automatically, thinking
what is going to happen today, where | am going, what appointments | have, or | am
thinking about the previous day, etc. However, sometimes during out classes we still
ask the students to live in the circumstances simultaneously with performing non-
objective actions, although we ask them to do that for pedagogical reasons, in order to
help them to acquire tenacious, multi-planar attention, to be able to take into
consideration many details — in real life, though, this does not happen often. |
remember Dodin’s directing students telling me that the work on imaginary objects
creates obstacles to the psychologism of an etude. We stubbornly did not want to
admit that, but they might have been right in the long run. The reason for that is the
following: an actor experiences imaginary emotions, but the main objects of this
imagination are circumstances. And if he is going to spend his imagination, for
instance, on the smallest details of the process of smoking, on exhaling the smoke, on
the cigarette that he has in his hand, on the lighter, on the matches — his imagination is
hardly powerful enough in order to enable him to consider all of these circumstances,
however, in real life there can be a certain special situation when a person is so
captivated by lascivious smoking itself that at this very moment all his other channels
of imagination, all other circumstances are turned off.

What should be presented at the tests at the end of the first semester: exercises or
etudes? Recently we have come to the conclusion: yes, it is possible to present
exercises. However, we do not show a separate exercise, €.g., «a person washing his
facew. It is the laboratory work that becomes the subject of the audience’s attention. A
student in the presence of the audience washes his face — first in imaginary way and
then as he does that in real life: with real water, toothbrush, towel and toothpaste. We
test THE TRYOUT ITSELF. The processes of imaginary and real action are
alternated several times. Thus a member of professional audience becomes involved
in the tryout and not in the real life circumstances.

With that class where we did Uncle Vanya and All People are Rejoicing and
Celebrating, at the beginning of the preparation for the exam of the first semester we
picked up chains of physical actions which had been done with imaginary objects, and
stubbornly, emphatically separated these purely physical actions from the
circumstances. These exercises lasted for ten, twenty, twenty-five minutes and the
members of the audience became very irritated. To a certain extent this was useful for
us, but at the same time we suffered a fiasco. I think it was a mistake after all. We had
to prepare real and relevant objects. Then the pedagogical aim would have been clear.

An exercise by itself is a boring thing. Nevertheless, members of the audience and
students themselves can experience happiness caused by the virtuosity of their work
with imaginary objects. However, if virtuosity becomes the subject of attention — this
is already some kind of formalism. In music there are also etudes and scales, but there
is a difference between these notions as well. Sometimes etudes are performed in
front of the audience, some of them even become works of art, but scales are not
displayed publicly. It would have been strange: the audience came, but they were
offered nothing but scales. The same with painting. Painters also have etudes, but, on
the other side, there is a process when a painter simply thins down the paint and takes
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some paint with his brush in order to see what color he has. This is completely
different from an etude. Sometimes we erase the border between an exercise and an
etude. E.g. when a student is doing the actions with imaginary objects, by telling him:
“Mom is coming soon! Do it quickly!” we add circumstances along the way, demand
that he works in etude way, but we do this in order to set out a certain perspective in
his mind. However, generally speaking this is inaccurate, because an exercise is an
exercise, and etude is an etude.

Vladimir Dahl provides the following definition: “Etude (masculine gender) is a
word of French origin. In the field of arts it means experiments, attempts, models for
practicing, for studying”. Let us take note of the expression “for studying.” There is a
very interesting English equivalent of the word “etude” — “sketch”, but I do not think
it is correct. However, at an exhibition of a foreign sculptor I spotted a label: “An
etude by sculptor so and so”. There was also an English translation — “study”, so the
studying component was also included, standing for further artistic elaboration,
artistic generalization. In my opinion this is much more precise. On the other hand,
these “studies” are sometimes so interesting that they acquire their own artistic value.
Let us take Chopin’s Etudes. These works are called etudes probably because they
were spontaneous life impulses turned into sheet music. Their musical reflections
either were not elaborated or were prepared for some other, bigger work. Probably
that is why Chopin called them etudes.

These studies of life, as we can see, are neither exercises nor scales. They are filled
with the meaning of life, with life vibrations. They are ETUDES.

Let us take an example from painting. For instance, Brullov did a great deal of
preparation for his painting The Last Day of Pompeii. However, when, in the course
of preparation, he was making meticulous drawings of antique vases, those were not
etudes. On the other hand, when he created Water and managed to convey the true
feeling that was an etude. Thus even in the course of preparation we can distinguish
an etude from an exercise.

Also, if we looked at such a kind of art as chess (at this time | am not talking about
chess as a sport) we would also find the term “etude”, “etude task.” Besides that,
chess players have another remarkable thing that makes us think about our
professional problems, i.e.: sometimes in chess reports they say that in a game a
chess player has suddenly found an “etude decision”. This is very curious...

However, let us go back to our profession. We have found out that it is not easy to
present an exercise during the tests. At the same time we have to admit that showing
etudes is not easy either, because it is quite legal to ask: why is it necessary to show
an etude? It is not yet a work of art. A student may not be able to excel in this as much
as Chopin did. And, most importantly, we do not have notes (like music notes) to
record the thought of an etude. That is why the first presentation of an etude may be
successful, but there might be problems with the second one. As it has been noted
repeatedly, when an etude is presented for the second time it often fails, becoming a
lifeless, cold and formal “work of art”.

However, Stanislavski speaks about the possibility of elaborating, perfecting the
etudes: “It is better to create only one etude and finalize it rather than create hundreds
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of them in a superficial way. A finalized etude leads to true creation while a
superficial approach leads to hackwork”. By this Stanislavski probably meant
something different from our practice. He might have had in mind an etude similar to
that of Chopin, i.e. an etude brought to the level of becoming a work of art. However,
this, from the point of view of our present terminology, is not an etude anymore. We
find the practice of repeating etudes dangerous. In order for an etude to be shown for
the second time is has to become something else, so to speak, an etude on a previous
etude.

Thus our first etudes unwittingly or almost unwittingly emerge from exercises,
emerge at the time when an exercise is either exhausted or becomes perfect enough in
order to get to another level. For instance, what to do next with face washing in the
morning? Shall we turn it into an ctude, say, “The morning before a date?”” Or an
imaginary crossing of the frozen river could turn into an etude «Taking Risks for the
Sake of Love» or for the sake of a sick mother —

if a village youth has to run to the other bank of the river to fetch a doctor... Or an
exercise about a student eating ice-cream becomes an etude «On a Bet»: a man makes
a bet with his friends that he can eat five helpings of ice-cream. i.e. every addition of
circumstances to a non-objective action turns an exercise into an etude.

This is followed by etudes connected with a chain of physical actions borrowed
from literature. I have already mentioned “Chains”, describing how this exercise
becomes an etude, a fragment of life. Thus, for example, the exploration of the chains
of physical actions gave birth to a full-bodied etude based on a fragment from
Dostoevsky’s novel Crime and Punishment (with a subsequently added chain of
thoughts and chain of imagination).

At the beginning of the second semester our program includes excerpts from the
works of literature. As a rule (we do that intentionally), these exercises inevitably fail
because the students are not accustomed to employ in their creative work their
personal experience without which it is hardly possible to embark on their journey to
physical truth. Here they come to the understanding that etudes of other kind are
necessary. At this point we for the first time introduce the notion “associative etude”.
This is a crucial moment, the students start to shuffle through their lives, making
etudes on different cases in their lives which, in one way or another, remind of the
cases, described by the author.

Here we happened to have some — surprising in their sincerity, sometimes truly
confessional — etudes. We remember etudes such as About Father, On Unrequited
Love, Getting Beaten by the Police, Tenderness, On Duty at Dzerzhinsky Military
School, Mother and Daughter, At the Exams, Bullying, I Won’t Tell Anyone, Second
Love, and etc. Dozens of associative etudes were created in conjunction with our
work on the texts by Tolstoy, Dostoevsky, Chekhov, Kuprin, Bulgakov, Gorky...

At first students most often show associative etudes based on a certain scene,
however, later on this associativity is widened. If, for instance, a work is about love —
let us say it is Romeo and Juliette — the students create all kinds of etudes about love.
However, in the first semester we also did etudes: First Love, First Hatred, A Story
from Childhood. However, the pedagogical goal there was different from the one in
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the second semester. After a certain amount of time, if we find that something has
been awakened in the students concerning this common subject, the subject of love,
we can once again do etudes based on a play.

This stage — etudes about oneself — is very important. Not only is it important because
certain approaches to the work are being pinpointed. We are also EXPLORING
OURSELVES. The student finds out that not only he does not know his character — he
barely knows HIMSELF. It is important to remember ONESELF, to freshen one’s
own feelings, to stir up ONE’s own emotional memory (in Stanislavski’s terms —
affective memory). Therefore this etude reaches two targets. On the one hand, an
etude “shoots”
into the material, on the other hand, an etude “shoots” into himself. It is here that we
get to the heart of the method of etudes: first of all, it is the channel of connection
between the material and one’s own life, oneself. This constitutes the great value and
power of this approach. And then, in different work situations we will once again
speak about the thoroughness of etude’s mission and will once again find proof of it.
That is why we speak about the method of etudes in the wide sense of this word and
not just about the limited function it is assigned to in Maria Knebel’s method of active
analysis.

Recently we have noticed a very curious nuance in connection with the nature of
associative etudes. A student was doing an etude about his first love. He met that girl
in the hallway of her building and mumbled, being afraid of telling her how much he
loved her, and at the same time his parents were approaching, so he told the girl
abruptly: “Your dad and mom are coming, I will speak to you later...” The girl
apparently wanted to hear from him something else and said in disappointment: “Ok,
then I am leaving...” The student shared with us all of these circumstances before.
(Sometimes we ask: “Tell us first what is going on here”. This can be important in
order to help a person to be natural). However, when the student got right to the etude,
those who played the girl’s parents were accidentally late and failed to enter in time,
so the etude stopped...

- What is the matter? Why do not you tell her that you love her?

- Well, in real life I did not say that because the parents came...

- So what? Now they are not coming and you can tell her!

This moment helped us to clarify a very important methodical thing. We started to
make the following clarification for the students: of course, you are remembering
your real life, you are remembering an emotional moment in the past, but you are
living now. What you are doing now is probably inspired by the past, but it takes
place now, therefore you have to act now the way the action is happening to you now.

Or, for example, a student is doing an etude from the days of his youth, remembering
a story that happened to him when he was fifteen years old. However, now he is
eighteen!

- How should | behave? — he asks the teacher.

- Behave as an eighteen-year old!..

This takes a certain deal of creative “smarts”: I remember how it was then, but I do it
how it is now.
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That is why the etudes «A Story from Childhood» are very difficult — the age gap is
too big. So let us repeat: remember how it was, feed on the events of your past, be
agitated by those events, but do it now. Stanislavski, for instance, reminded about this
when he was helping the students of Maria Lilina — they were working on the scene
between Varya and Lopakhin. He said: “Let us act here, now, today, this year, in this
room”. This is what Stanislavski was concerned about in the very last months of his
work and life.

Associative etudes are the beginning of the conscious exploration by the students of
the method of etudes. They start to get a taste of the etude work. They start to love
etudes. And this, | dare hope, means to love their profession. It is in this period of
study that the lists of twenty-thirty etudes appear in our syllabi for the first time. This
is done not according to some order, but out of need. For a teacher it is very important
to inspire a student, to make him or her fall in love with the subject. Of course, there
might be situations when a teacher or a director should exert his or her will, but in our
studio we are tuned in to quite different feelings. For instance, it is very important for
us to make the students fall in love with the method of etudes.

At one point during the second semester we usually tell the students: “What is an
etude? Please give a short answer”. Sometimes we even conduct written inquiries.
Here, in the classroom, a student should write a short (half a page) description of what
an etude is. So they write... They come up with different things. “Etude is our bread”.
“Etude i1s an actor’s instrument”. “Etude is an exploratory survey”. Some students
tend to romanticize etudes (we always support his kind of romanticizing): “Let us
always write the word etude with a capital letter”. Someone has tried to decipher this
word as an abbreviation: “This is the work of people who are young at heart”— this
might be sentimental, but let it be so. During their first years of studies they are very
young. Of course, during their senior years they acquire a different, deeper
understanding of the method of etudes.

One of the most important qualities of an etude which we keep insisting on is the
following: an etude is not a venture where everything is calculated, but a brave,
courageous attempt (an attempt or a trial — proba — is also Stanislavski’s term). An
audacious attempt to express something a person really wants to express. Bravery is
something we insist on. When a student presents something vapid, shy, cerebral,
sloppy, he or she is criticized immediately. Naturally, the students come to the
conclusion that an etude is better than lengthy reasoning, and when we get stuck in
some discussions, we usually tell ourselves: let us check it through an etude.

An etude is a student’s reaction not only to a drama piece but also to a real life event.
For example, we have an exercise titled “A Look”. At the beginning of this exercise
we “look™ at the previous day of studies, after we “look™ at what a student had been
worried about during the week, at the previous events of his or her private life, at the
death of a friend, at the birth of a younger brother, at the father’s illness... These
“looks” are in essence also etudes.

Now | will touch upon such a part of our program, such a direction of our work as

observations. We engage in observations starting from the second semester of the
first year, continuously, during all the years of study. Observations are actors’ bread,
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the source of actors’ creativity. Observations start, again, as an exercise, students are
given a task to observe everything: first of all, the life of their own body, the work of
their receptors, in the second semester they observe animals and then people — in the
street, on the subway, at home. At the beginnings they observe individual people, then
— interaction between two people, behind the stage, etc. From OBSERVATION-
EXERCISE we transition to OBSERVATION-ETUDE.

At the beginning we ask students to make notes in their creative diaries. For instance,
during the lesson they read the following: “I saw a tall man, he was without a coat, he
wore a big cap and a blue necktie, he held a cane in his hands, he was about sixty
years old”. The first assignment might be simple, but the main thing is to start.
Gradually from the notes in creative diaries we transition to actors’ practice: can you
show this person? They start showing — a person or a dialogue between the two
people. However, generally the students watch in passing — on a trolleybus, on the
subway, so observations lasts for two-three minutes. In such a short period of time it
is hard to notice everything, however, they have to capture a person in the flesh with
all his or her problems, intentions, goals, with his or her biography. And then we
recommend that they add a GUESS to these observations: you have seen something,
but there is something else you should guess. You show how it was, but at the same
time — how it could have continued... There is another important thing: during the
demonstration something unexpected for the student himself happens. The student is
entitled to any nuances. His creative organism can prompt him to try the most
unexpected turns. Thus OBSERVATION-ETUDE appears; it is performed in the
improvisational etude state.

There is one small but important nuance. Some people might say: «He saw something
and made up, composed some things in addition». No, the details should not be
composed, they should be GUESSED. “Composing”, “composition” are the things
most incompatible with “etude”, that is why when you hear or read that the students
have composed an interesting etude, you start to protest inside. In the word
“composition” there is certain artificiality, certain authorship — like that of a writer’s
or director’s, while an actor does not compose — he GUESSES. We would like to
protect etude as our method from ‘“composition.” On the other hand, there are
director’s etudes. For instance, etudes on the organization of the scenic space.
However, this has nothing to do with our etudes. There is also a well-known
assignment — an etude on three words (for example, a lamp, a hook and a cat) which
have to be tied in an etude. This, I think, is absolutely different from what we are
talking about. Or in the class of Andrey Popov there were “a cane, a bell, a sculpture”
which gave birth to an etude: a man is sitting in the room reading, in the background
there is a sculpture on a pedestal — a gentleman and a lady, the gentleman holds a
cane, the lady wears a dress with a crinoline. The students playing the sculpture are
totally motionless. The man reads, trying not to fall asleep. Eventually, the book slips
from his hands. He falls asleep: a minuet is played quietly, the marquis descends from
the pedestal, offers his hand to the marquise, and they smoothly, slowly dance across
the room to the sounds of minuet, the dawn is rising, somewhere the bell is chiming
for morning service, the gentleman is bringing his lady to her place, the music stops,
the reader wakes up — everything in the room is how it was before... A very good
fantasy. However, this “ctude” has a very different meaning. This assignment teaches
the students to connect the elements, it is a good way to acquire compositional

122



thinking. It is for students who study directing. We can also remember the book of
much respected Mark Rekhels Etude, metodika sochineniya i raboti nad nim [Etude,
the method of composing it and working on it] published in 1973 The title itself
causes protest — | am speaking only about the practice of our studio only. We can not
formulate the questions this way.

Then there is another subject for discussion. In the recent and, in my opinion, good
dissertation by Andrey Tolshin Improvizatsiya v protsesse vospitaniya aktera
[Improvisation in the Process of Teaching an Actor] it says, in particular, that it is
necessary to develop compositional thinking of an actor. What for? Of course, there is
nothing wrong with the fact that an actor can compose something and Lev Dodin
might be right in his own way when he considers that actors have to know a lot of
things directors know and have to possess a lot of skills necessary for directors.
However, here we are talking about acting, not directing. We do not specifically teach
compositional thinking. Sometimes we happen to give the students certain hints,
especially when the final goal is to tie together certain creative components or
something has to acquire, in the terms of Zinoviy Korogodskiy, “market condition”.
Naturally when you put a piece together, when you work on a play with the students
and they pick up ideas quickly often making their own suggestions, this does not
mean that when we are nurturing crucial, organic abilities in an actor we also intend to
develop his compositional thinking. Generally speaking, the formula «students are
composing an etude» does not work for us.

Thus the assignment “observation” ends with “observation-etude”. Sometimes there
are even student productions made up from observations. The famous production of
Leningrad Theatre for the Young Audience An Open Lesson was made up from
observations. However, we will talk about such productions a little later, and now the
question is: HOW UNALTERABLE AN ETUDE CAN BE?

We blamed the students for the fact that our production All People are Rejoicing and
Celebrating, composed of “observation-etudes”, was performed very unevenly, and
we were angry: “Shame on you, Lena, your observation used to go so well, you used
to reply to your partner so well, and what is happening now?..” “Marina, the dialogue
between you and Kseniya in Mommies used to develop in a much more interesting
way...” “Yes, Veniamin Mikhailovich, today it went differently than the last time”.
So there was an attempt to preserve the text of observations. | strictly gave them an
assignment to record all of the texts and stick to those texts so that they would speak
the same lines at every performance. Alas, this attempt did not succeed. The girls
recorded the texts, | edited those giving them the clues as to how to formulate more
precisely this or that thought of the character... Nothing worked. Why? Later we
understood the reason: the nature of these observations was deeply rooted in etudes,
and when we tried to record the text we involuntarily introduced to the etudes
elements of writing, literature. However, both Marina and Kseniya knew about their
characters more than | did. As actresses they could know something subtle and special
that was born from their observations and guessing ability typical for actors, while a
recorded text is something born from the guessing ability of literary nature. That is
why | eventually left them alone and decided not to interfere; I only asked them to
talk the story through, to speak about its circumstances, to think thoroughly about the
destinies of their “mommies”. For instance, to think what their husbands do, where
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they are, etc. — but | did not ask them to record the text any more. There should be a
difference between etudes and scenes written by a playwright.

Another question: is it possible to equal the notions “etude” and “improvisation”.
These are probably different things. First of all, improvisation is a more general
notion. It encompasses a lot of things. For example, the Improviser from Pushkin’s
Egyptian Nights improvises for the audience in the most inspirational way. Here
improvisation is a genre of art. Etude is different, it is an analytical, interim process, a
transition from the initial point (the material) to the final stage (the work of art itself).
An etude is a process, not a result. Although, | repeat, etudes can be so lively, so
moving, so artistically grounded that sometimes the production itself may not be as
powerful as these etudes. However, these are exceptions. On the other hand, etude and
improvisation are similar notions. I recall one small but, in my opinion, characteristic
episode in our studies. Once again we were speaking about an etude — what it was,
what a brave, momentary, reckless practical attempt at invading the material it was.
We insisted that just one word was enough so that we could start to act rather than just
philosophize. So I chose the student who, at first glance, was the least suitable for the
upcoming tryout: a very young man, a boy. I asked him: “Sasha, would you be able to
start acting after only one word, without thinking twice?” He kept silence. “For
instance, Sasha, you are to play King Lear. Could you now, without thinking twice,
start doing something?” Then the young man stood up, chose three girls, put them in
the chairs, breathed in, kept silence for a few moments... The whole group gave him a
round of applause. In my opinion, he definitely deserved that. He sensed a very
important thing — the feeling that begins to inhabit Lear: he has three daughters, he
loves them, he does not know what to do with them. Although, of course, that was not
an etude yet, that was a first impulsive improvisation.

In this respect we always persuade our students: it is better to do one tryout than to
speak about the subject ten times. It is important that in those several seconds of the
King Lear tryout Sasha was not coming from his mind. The feeling of tenderness
towards his daughters emerged on its own. There was no reasoning: “Who is King
Lear? Let us figure out, etc.” An etude is the work of an actor’s body, not of an
actor’s mind.

Let us go back, however, to the logic of learning. When the mission of associative
etudes is somehow accomplished, when the students manage to some extent to look at
the emotional world of the play through their emotions and their life experience, we
start to create etudes based on fragments, excerpts, scenes from the play itself, i.e.
we approach the author directly. We explore the circumstances. Naturally, we are
trying to follow the method of Stanislavski’s active analysis, i.e. the etude part of this
method as described by Maria Knebel. However, we have our own preferences, our
own ideas about efficiency, but this is a whole different point.

So, we use etudes to verify the progress of a play. Every attempt to memorize the
lines from the beginning and to try out a scene using the text of the play is rejected,
even in the case when a student is capable of memorizing the text easily. In any case it
is suspicious and anti-methodical if a student knows and uses the exact text of the
play, because the essence of Stanislavski’s brilliant discovery is in detaching an actor
from the text as a premature element of the form. This is very important and | would
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like to underline once again: an etude demands temporarily breaking away from the
form. To do an etude means to connect with the author’s impulse, but to break away
temporarily from the author’s text. To put it crudely, at this moment you have TO
FALL IN LOVE WITH YOURSELF, WITH ART IN YOURSELF AND NOT IN
THE AUTHOR’S TEXT, to understand the nature and degree of your own
excitement, not your character’s feelings. That is why the etudes certainly have to be
done with improvised text.

However, despite the fact that during this period we are already preparing etudes
based on specific scenes from the play, at the same time we continue to work on the
general emotional and visual structure of the play by method of etudes. It is important
to underline this as well. Under no circumstances do we stop “to attack” the whole
play with etudes. For instance, preparing the first production of our studio we worked
on Sergei Tretyakov’s play | Want a Baby. The sensation “I want a baby!” and its
human and social subtext were achieved through etudes. The same concerned other
important for us sensations pertaining to the era of 1920s. When the students were
getting prepared for the roles of Belogubov and Zhadov in Ostrovsky's play A
Profitable Post they used the method of etudes to explore the theme “I want to get
married”, the conflict between Zhadov and his uncle, such aspect of Zhadov’s
personality as his intolerance, etc. When young director Vasily Sazonov was directing
Winnie the Pooh with a group of our students, we tried to immerse in the psychology
of 4-5-year old children. And in all of these cases we naturally paid close attention to
the physical state of the characters: pregnancy in I Want a Baby, nervousness of the
scientific zealot in the same play, in A Profitable Post the degree of intoxication of the
people on a drinking spree in an inn, in La Strada (based on Fellini) — the feeling of
homelessness during the late night rest by the side of the road. In Uncle Vanya we
used etudes searching for the inner state of heavy insomnia in Act Two, and we were
also looking for the atmosphere of early dawn in Act Three of Three Sisters. Highly
important were etudes on “life-in-between” for Zhadov and Polina — i.e. what could
have happened to them between the first and second parts of A Profitable Post: etudes
on arguments, etudes on moments of love, soul-to-soul intimacy which Polina and
Zhadov had during that year and which made their breakup even more dramatic. We
tried to find Zhadov’s idealism through etudes as well. Working on the play Bird
Karl, we looked for various inner states of human beings and birds... That was the
range of etude searches, although we did not always reach the desired level of
thoroughness.

And now let us suppose that the work on the student production is moving towards its
completion, i.e. towards the presentation of the show. Here we approach a very
important subject, sensitive and rather painful: a transition from the improvisational
text of etudes to the author’s actual text.

Imagine that we have done a good work on the material through etudes, that these
etudes have revealed the dramatic nature of the events, that the observations worked
well and helped to grasp the nature of the characters. As it seems, now you should be
on very good terms with the author’s text. However, this does not work, and the
transition from the improvised texts to the author’s text can be very difficult. To some
extent, it is even mysteriously difficult.

Let us think once again what the matter is.
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We seemed to have been following Stanislavski: at first we broke the connection with
the text, trying to go back to the author’s impulses, to the things that guided the author
emotionally when he or she was conceiving the play. Following Stanislavski we
turned to life. At first we turned to life in the broad sense of the word, then to our own
life and finally to the life of the characters, i.e. we dealt with the problems of life and
problems of context. However, the moment comes when it is time to go back to the
text. Although going back is not the right word, we have just read the text — in the best
case scenario, because in the worst case scenario we have hasted and already started
to speak mechanically. Thus, in earnest, we have approached the author’s text for the
first time. What kind of transition is that? It is a movement from the content to the
form. Let us say that the content is in the subtext and the form is in the text...
However, we should clarify a few things first. We have been trying to grow the
content under the conditions of artistic pathos; we kept the artistic and ideological
pathos of the work in our souls. On the other hand, the form is also substantial in its
own right — provided that it is a serious form, created by a serious author. Therefore
they are not so distant from one another, the content and the form — the subtext and
the text. However, this is in theory: in practice something always gets in our way.
Apparently, the author, as an artist, also «gets in our way». Other obstacles are the
necessity to master the style, the author’s uniqueness, i.e. the subtlest shades of
feeling and thought. In reality we find out that the actor is not far enough from the
character, even though by this time the actor has already warmed himself up, his soul
is “ploughed”, the imagination is saturated. However, the actor is still very far from
the desired image. What are the ways to close this gap?

Stanislavski describes this process in different ways. Even in his last creative
documents, in his work The Government Inspector..., in the program of the Opera and
Drama Studio and in such undeveloped yet important fragment as The Plan of
Creating a Role (1937).X"" On the one hand, there was this idea that the author’s text
SHOULD GRADUALLY REPLACE the text of an etude — this idea was picked up
by M. O. Knebel. However, there is also a moment of MEMORIZING the text.
Tortsov addresses Nazvanov: “This moment — the moment of transitioning to the
text — has not yet been worked out enough”. Alas, this is exactly how it is. Yes,
here we are left without Stanislavski’s theoretical legacy and have to «weasel our way
out of this».

And the practice proves that this is difficult. In our studio we faced the situations
when the difficulty of transitioning to the text was insurmountable. For instance, the
play The Days of Our Life. We did not manage to transition to the text, so we had to
stop the work.

However, let us go back to the theory once again. Let us suppose that the two paths
mapped out by Stanislavski are mutually exclusive. The first path is about gradually
approaching the author’s text, step by step bringing to the etude elements of the text,
creating etudes based on the author’s style and thus “to capture” the text. For instance,
if we are working on Shakespeare, we can create etudes in verse. We felt that this was
possible. Working on Romeo and Juliet we suggested that one female student works
on the line «Gallop apace, you fiery-footed steeds» — i.e. she was supposed to create
an etude that would suit this line. This tryout did not really work. Other ways of
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transitioning to the text often fell through as well. V. N. Galendeyev might be right:
we do not manage to transition to the text because it needs a lot of work, in fact, the
work might be endless.

However, | would like to touch on the second path, too. Once we got a feeling that
there should be a certain moment of the ripening of a role when a student could be
simply asked to memorize the text. | have to specify, however, that we should not
mix this methodical device with the practice of many professional theatres where they
did not even have such a problem — “transition to the text”. In their opinion, the text
should be memorized by the outset of the work process, and then it should be
saturated and made alive through different means. According to the point of view of
the directors of these theatres, this problem — transition to the text — is contrived.
However, from their point of view the whole legacy of Stanislavski and the method of
etudes are contrived. No, please spare us from this — it has been proved a hundred
times that learning the text — not even at the very beginning, but at an early stage —
brings only harm, harm and, once again, harm.

What shall we do then? What shall we do with the problem of transitioning to the
text? This is the answer to this question: to make the students fall in love. We think
that the same way we made the students fall in love with the method of etudes, we
should make them fall in love with the author’s text, the author’s style, the author.
Naturally, we, the teachers, have to be in love with the text, the author ourselves.
However, sometimes we happen to tell our students some horrible things: i.e., the play
is wonderful, but the text is bad. Of course, this is absurd from the pedagogical point
of view. This way we will not be able to teach them anything. Apparently, we should
steer clear of such plays, in any case, we should not consider them in our work with
students.

So — to make fall in love. Earlier we asked the students to write the word “etude” in
capital letters, and now we are telling them: “Open you notebook and write in capital
letters “the author’s text”. And let us not deal with “transitioning to the text”, let us
exclude this formal notion from our vocabulary. Let us fraternize with Chekhov, with
Shakespeare, with Pasternak”. This might have sounded bombastic, but at that point
the students understood us.

In the process of exploring the author’s text there are certain “teething troubles”.
What do | imply by that? First of all, it is the excessive stickiness of the text of an
etude. Being repeated two or three times (which is erroneous it itself — which
repetitions can be in etudes?), the text seems to “stick to the tongue”. Another trouble
— actor’s and director’s “skill” of arbitrary abridgement of the author’s text. Here I
have to confess about my extensive negative practice, particularly in the pedagogical
process (in theatre this is pardonable). We would often abridge the text, and although
for a precise creative result in the performance abridgements were sometimes useful
and sometimes helped us out, from the aspect of actor’s training they did harm. As an
example we could take our work on Sergei Tretyakov’s play | Want a Baby. We
thought that this 1920s play has a strong idea, but its text is weak, newspaper quality,
and therefore it should be edited. Thus we abridged it severely and replaced the
author’s text with our own etude text. This was practical, but it certainly would not be
correct to say that in this production the students were learning to transition from the
etude text to the author’s text. In a few years, working on the play Bird Karl we also
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afforded to be disrespectful to the text of V. Sinakevich. It seemed old-fashioned to
the students, and we, the teachers, took our lead from them. However, the author’s
text had certain charm, too, and afterwards the author “took revenge” for our
disrespect to the text: we even had to restore several words and phrases. Here is
another example of certain weakness in front of the text: Waiting for Godot. This play
was directed with our students by Yuri Butusov. It was heavily abridged. However,
subsequently the director —

let us give him credit where credit is due — started to restore bits of the author’s texts
in the production which had by then become very famous and even received the
Golden Mask Award. I also remember the case when our leading professor practically
in front of the students started to abridge Olga’s first monologue in Three Sisters,
having exclaimed in despair: “The audience will not listen to this, this is too long!”
All these are examples of our directorial and pedagogical weakness, our failure to
understand the text, to decipher it.

It would be great to overcome these “teething troubles”. And, if possible, not to deal
in with directorial and dramaturgical construction in student productions. We have to
patiently continue this “endless work” — making the students fall in love with the
author’s text, the author’s style. For instance, if we are doing Chekhov, we should
ideally explore all of his plays, all his prose in order to understand his style.

What prevents us from that is, to a certain extent, the prejudice that transitioning to
the text is the final stage of the work. This is definitely not true. This stage is not final.
This is just continuation of systematic work on the content, the work that should be
certainly done even when the text has already been memorized.

One more important thing. The text that has been memorized and even properly
understood — both content-wise and style-wise — can at any time become mechanical,
habitual. And then, it seems to us, we should GO BACK TO THE ETUDE. This is
what really happened: the text had already been memorized, and we asked to perform
a scene using the students’ own words which helped to refresh the whole thing. The
channel, connecting the text with subtext, the text with the soul of an actor, — this
channel was cleaned out.

The ability to step back to the etude is the sign of the highest mastery. If all of our
graduates could do that! To step back to the etude... To perform a scene is in one’s
own words or to perform an etude variation of the scene, to perform something not
from the story, but, for instance, from the pre-life... This is a director’s and actor’s
gold reserve. Of course, if an actor fears an etude more than the devil fears holy
water, or he feels that an etude is completely foreign to him, than the etude becomes
impossible and the director can only talk and talk to him, i.e., try to awaken his
imagination with words which, in my opinion, is much less effective than an etude.

An actor has to be able “to shake the form”: to make the tempo of the scene faster or
slower, to change the rhythm of the speech, to remove a pause, to insert a pause, to
say something with a new intonation. | very much like the idea which | heard for the
first time from Lev Dodin — an actor should be able to respond to the following
request: “You perform this scene very well, but now try to do it differently”. And an
actor has to answer this seemingly “abstract” request of a director. In this case new
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nuances of behavior will certainly arise in the actor’s work. We sometimes say: “Let
us “play with etudes””. This is, of course, a jargon, but it is very useful for us.

The expression “to shake the form with an etude” is not bad either. What is etude after
all? Etude is about fighting the form, the mechanically memorized text, the fixed mis-
en-scene, or the situation when the form might be good, but it “stiffens”. The form
might gradually overcome and suppress the content, vibrating inside. That is why it is
important to say in the right time: “Form, know your place”.

And now let us now look at the last stage of the work on the show. Suppose that the
production has already opened. We have to admit with regret that it does not run for
as long as we would want it. The best and most successful student productions run for
30 — 40 times. Even this happens very rarely, because the shows are produced in the
third and fourth years of study, and when they start to live their creative life to the
fullest (approximately after the 20" performance), the students graduate from the
school. Thus there are shows that have not lived long enough, have not been
performed enough. Even in the press at that time, a year after our students graduated,
someone asked: “Where is the production | Want a Baby?” In the same way La Strada
after Fellini was not played long enough as well as My Dear Sisters and All People
are Rejoicing and Celebrating. Some of the productions were luckier: La Veneziana
became a part of the repertoire of the Shelter of Comedians and Waiting for Godot
found its new life on the stage of the Theatre of Lensovet.

So, the show has opened, we are playing it for the fourth, fifth, tenth time. Every time
we tremble: will it go well today, will it be alive? The production is done using the
method of etudes, without a solid fixation of all the elements, but the students do not
yet have the real, deep mastery, allowing an actor to prepare effectively for every
production. At the same time emptiness, coldness, formality are waiting to catch the
actor. We are trying to rehearse, we prepare, but still before the beginning of every
show there is a question hanging in the air: will it happen or not, will it go well or
not? That is why we pay a lot of attention to the “tuning” conversation, the last words
when ten minutes before the show all the students gather backstage... They stand,
crowded around the teacher, and he, in five-ten minutes, has to tell them something
important, decisive. | love this moment and attach great importance to it, and | feel
that the success of the forthcoming show, strange as it may seem, is to a great extent
created at these moments. Here you are aiming very precisely, leading the
conversation, building on current state of mind of the students. You look them over
and try to guess what you should remind them about now. If they are overexcited, you
calm them down, if you feel that they are vapid, you try to shake them up, you joke
with one student, criticize another, ask someone to pay attention to this and that scene,
to move more energetically to the climax, to change the tempo. However, usually
there is too little time, you should not keep the actors for too long, in a few seconds
the audience will start entering the house. So, according to the old tradition, young
people put all their palms on my hand, we say together: “God with us”, and that is it —
we let the audience in. Only at that point the current teaching process is over.

In these five-ten minutes we have to make sure that today the production is performed

with ETUDE quality. No matter how solidly it was made, how precisely adjusted and
constructed, the most important is the last request of the teacher about etude quality. |
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think this is experienced not only by the teachers, but by many directors, too. Once
(many years ago) I worked in the People’s Theatre with wonderful director Ilya
Saulovich Olshwanger. Of course, the time was different, llya Saulovich was not a
teacher and was far from the etude theory, but one of the terms he used was quite
close to us: he sometimes asked the actors to play “haphazardly”. This can be seen as
a request to perform with etude quality. This definition includes getting attuned to
certain relations with the audience. Sometimes you ask the students to be independent
from the audience, another time, vice versa, — you ask them to feel the audience
constantly, to communicate with them, for instance, “to draw them into silence” from
the very first minutes. Once we went to Podium, the International Festival of Theatre
Schools on Moscow GITIS. Then we only started to create our subsequently popular
production Vysotsky’s Time and | remember that | managed to give the students the
right message. | asked them «to attack the audience, to raise them, relaxed, from their
seats». And that is when the contact was established...

...Stanislavsky used to say that an actor, in order to stay in shape, has to deal with
imaginary objects for his whole life. Nothing can be said against this ideal, albeit
idealistic, advice. However, from my point of view | would like to add that an actor
has to deal with etudes for his whole life. And if an imaginary object largely
pertains to the techniques, to the elements, etudes maintain the connection between an
actor, his mastery and life...

Etude is important in the very beginning of study process, when an exercise turns into
an etude. Etude is the means to mobilize the whole spiritual biography of a student,
the connecting channel between an actor’s and character’s inner worlds. These are
communicative vessels. Finally, the method of etudes helps an actor in his concrete
work on a role on all stages of the production. Etude helps to keep the already created
role alive.

Now about one more consequence of the method of etudes. There is a notion “pathos
of the role”, but there is also “pathos of the production”. These two are directly
connected. The production itself is not a sum of roles, but a certain derivative, it is
born in the etude method of work and is itself — as a whole, as a show — often born
through the method of etudes. We try to teach the students that authorship and co-
authorship are the most important feelings of an actor. We fight “the plasticine
theory” according to which the main quality of an actor is to be pliant material in the
director’s hands, only following the directives. In our opinion, a student, in the first
place, reacts with an etude to the content of author’s work. And we try to persuade the
students that a director is not a boss nor a judge, but the primary “ringleader”. This
person is only a powerful spur, he chooses the text and makes the actors fall in love
with it. We consider the whole subsequent process collaborative, collective. We are
sure that one mind — if, of course, it is not the mind of a genius, but an ordinary
director’s mind — can not produce that richness of content, that knowledge of life, that
wealth of imagination that can be produced by twenty actors’ minds. According to the
simple law of arithmetic, twenty serious actors know about life twenty times more
than one man — director. Thus the theatre of co-authorship is our postulate. 1 will
allow myself an analogy to the religious sphere. One religion interprets the correlation
“God — man” in the following way: man puts his faith into God in everything, is
guarded by God, is his child; God forgives, and punishes, and forgives again. Another
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religion says that God and man are co-authors, creating life together. We creatively
profess “the second religion™.

It is worth mentioning that nowadays lawyers argue about the director’s role in the
creation of a performance. A book has been published about the director’s copyright.
Different aspects of this problem are being discussed. For instance, does the director
have a right to receive royalties? Well, Meyerhold demanded that his authorship
would be stated in the playbills long time ago, but his was a genius... We are telling
the actor that he is the author. Once he appears on stage there is no director, no
Shakespeare — only you, the actor inspired by Shakespeare. Of course, you are
speaking Shakespeare’s words, but it is you who create on stage, not Shakespeare!
Proofs of the power of the method of etudes can also be found in the practice of
professional theatre. Contemporary theatre is the theatre of liberal attitude to the play,
and it needs an actor who is taught to work using the method of etudes, who is
capable of creating a new artistic reality — reality which is sometimes bigger than the
literary basis of the production.

In 1984, when the Maly Drama Theatre only started to work under the leadership of
Lev Dodin, the production of Turgenev’s Mumu opened. It has been running over
twenty years. Both critics and audiences, following the playbill, ascribe the success of
the show to the production team and, first of all, to me as a director. However, | know
very well what a great contribution was brought to this production (when it was
conceived) by the young actors who had just graduated from the institute, the students
of Katsman and Dodin: S. Bekhterev, S. Vlasov, S. Kozyrev, A. Zakharyev, I. Sklyar,
I. Ivanov, A. Zavyalov. It was they who created the episodes that had formed the flesh
of the production, that had become its signature and, to a great extent, the concept of
the production. Thus it is absolutely fair to consider them co-authors. It goes without
saying that only using the method of etudes the following productions could be
created: Open Lesson, Our Circus, Ours Only Ours in the Theatre for the Young
Audience, Gaudeamus and Claustrophobia in the Maly Drama Theatre. In this case
the Aurtistic Directors of the theatres — Zinoviy Korogodsky and Lev Dodin — acted,
first of all, as splendid, brilliant teachers having brought up actors capable of etude
work.

And in our studio the method of etudes is the main instrument of creating productions.
In | Want a Baby the interludes — probably, the most exciting part of the show, — were
created by the students: I. Kopylov, I. Golovin, I. Shvedov, M. Wasserbaum, A.
Ovchinnikov, O. Bazilevich, O. Tarasenko. | will once again mention Vysotsky’s Time
where spectacular etudes became the foundation of the production: «The ex-convict is
coming back home», «Escape from Prison», «Zingaresca»... Our following student
generation: K. Rappoport, J. di Capua and T. Bibich — under the guidance of our
director Andrey Prikotenko — formed a team and created the production Oedipus Rex.
This is a wonderful etude work, an outburst of actors’ co-authorship.

Now we have a new group of students, and are thinking in advance which productions
will become the subject of their studies. We assume that these may be Romeo and
Juliet, Crime and Punishment, a contemporary play, probably Krylov’s fables. The
first task: which etudes we should inspire the actors to do while preparing them to
Romeo and Juliet. These etudes might be about love — about one’s own love, about
someone else’s love, about the situations when parents do not allow a girl to date a
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boy... These etudes might be based on different shades of love, hatred. Of course, we
would need etudes on physical condition — for instance, on intoxicating heat
becoming one of the causes of the fatal fight in the square. And in Crime and
Punishment there might be a series of etudes on physical condition: the feeling of the
July heat in St. Petersburg — being constructed, trading, boiling up, sparkling on the
outside and rotting inside, etudes on the physical condition of alcohol intoxication
(Marmeladov), on Raskolnikov’s sickness, on his tiredness, madness, on the rhythms
of the existence of a crowd in Petersburg, on the milieu: the room, the city, the canal.
And if we try to do Krylov’s fables, the etudes will be exploring various human sins:
flattery, malice, envy, humility, haughtiness.

...S0 our students, who started their studies in 2001, are already finishing their second
year. This year, apart from other things, was certainly the year of etudes. And, of
course, the theme of etudes once again revealed its endlessness, its great importance
to us, its most interesting methodical turns. | would like to mention some of the
dozens and dozens of etudes — | am copying them from my teacher’s diary.

We had etudes planned by the teachers — based on Crime and Punishment, — but there
were also etudes based on Ostrovsky. In particular, they were dedicated to the scene
of action: Arkashka in the forest (The Forest), Railway Station (Artists and Admirers),
Backstage (Guilty without Fault)... In general, the scene of action became for some
time our principal etude theme (The Gulf of Finland, Hen House, On a Steep Bank,
Basement, Spring Forest etc.). Afterwards there were etudes on Krylov’s fables
(among them, of course, several associative etudes). That was followed by the
complete immersion in etudes on Romeo and Juliet. We did associative etudes,
observation etudes, etudes on the scene of action, on pre-life, on conflict, on wedding
and burying rituals, on the neglect of a poetic text, on characters, on through actions,
as well as training etudes. | will mention selected etudes:

A Square in Verona, A Month Ago, Romeo and Juliet, On the Eve of the Birth (the
pregnant Nurse and Lady Capulet), Romeo and Benvolio, Teenager’s Games (Juliet),
She Has Fallen in Love (associative), Tybalt and Lady Capulet (as lover), My
Mercutio, Pointless Longing (Romeo), Romeo’s Goddesses, Merry Benvolio, What If
It Is love? (Juliet and Tybalt), Fourteenth Century (a series of etudes on everyday
life), Capulet’s Kin, Capulet’s Family (several versions), Patriotic Meeting (in
Capulet’s house), Romeo and Mercutio, The Ball, Guardians at the Ball, The
Transformation of Juliet, The Moist Night, Juliet under Constraint (or To Save the
Family), Transfer of Power (Capulet — Tybalt), Quiet Setting Against, Determined
Preaching, Heat, Goons, The Dance of Peace (Romeo and Tybalt), Poisoning
Japanese-style (Juliet), Self-destruction (Mercutio), Italians (contemporary), Page,
Church Wedding, From Exile to the Date (Romeo), Wedding Night, Death in the
Name of Life (Friar Laurence), Chronology of the Day (Romeo), I Am to Decide (the
Nurse), I Am Exiting the Game (Lady Capulet), I Am Left Alone (Juliet), Fools (an
attempt to connect all of the etude material), Romeo’s Through Action (a range of
etudes), Juliet’s Thorough Action (a range of etudes)...
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ITIOJHOE BOCIIUTAHHUE

3TIOI[H3,SI MCTOAUKA U JSTHOOHAA TBOp‘-IeCKaSI HACOJIOTUsI BOCXOOAT K
CTaHHCIIaBCKOMY.

Ota Tema Hac, NEJaroroB, OuYeHb BoJHyeT. JlJis Hac H3TOO — 3TO
OJIHOBPEMEHHO U TJIABHBIM TI€AarorMuyecKuil TpHEeM, W BepIIMHA aKTEPCKOU
TCXHOJIOT'UH.

BcmoMHMM  ympakHEHHs, KOTOPBIMH Mbl 3aHUMaeMCs B CaMOM Hauaje
oO0yyenus. OHM, KOHEYHO, BaXXHBI, HO Ha HHUX JIOJITO HE MPOJAEPKHUIILCS, HE PUCKYS
COCKYYHTHCS. YTIpaKHCHHE HAYMHACT IPEBPAIIAThCS B OTHO/, OHO MPOCHTCS B
3TIO[, OHO CKJOHHO CTAHOBHUThLCS JTIOAOM. Bo3bMmeM, Hampumep, OAHO U3
HAYalbHBIX YINPaKHEHUN TMEepBbIX CEHTSIOPHCKUX THEH: «IOHa0NIoAalTe, Kak BBI
YTI)OM aomMma YMI)IBaeTeCI), YUCTUTEC 3y6I)I>). " BOT CTYIIGHTBI HA4YUHAKT JOTO
npojenbiBaTh. Kakoe-To BpeMs, €CTECTBEHHO, IPHIUPACMCS K JeTalsaM, K
CaMOYYBCTBHIO, K TOYHOCTH (DM3MYECKHUX JIEHCTBUH, HO OYEHb OBICTPO camMH COOOM
BO3ZHUKAIOT BOMPOCHI: BBICIIAJICS WJIM HE BBICMAJCS ThI MEPE]l YMbIBAHUEM, CKOJIBKO
CGfI‘-IElC BpeMeHI/I, TOpOHI/IIHI)Cﬂ ThI B I/IHCTI/ITyT nin HET, JOMallHUuEC y>1<e BCTAJIN UJIN
eme cosaT... Bo3HukaeT NOTPEOHOCTh B YTOYHEHUH OOCTOSATENBCTB. XOUETCS
MIEPEBOIUTH YIPAXHEHUE B )KU3HEHHYIO c(hepy, Mpeodpaxkarh €ro B KyCOUKH KU3HU -
xouerca npespamarb ero B DTHO/l. Bosee Toro, korga ynpaKHEHUE CTAaHOBHUTCS
3TIOJIOM, OHO M KaK YNPaKHEHHUE COBEPIICHCTBYETCS, KAaKUE-TO HIOAHCHI 1O JIMHUU
OILIYIIEHUN caMu CcO0OM HAYMHAIOT yay4liatbea. B oOmieM, Bce ympakHEHHS ¢
B006pa)Ka€MI>IMI/I HpeI[MCTaMI/I TATOTCKOT K TOMy, ‘-ITO6BI CTAHOBHUTHCA DTHOJIAMMU.
Hampumep, mnpu BBINOJHEHWHM TaKOrO 3aJaHUSA: <«IIEPECEKUTE MPOCTPAHCTBO
PENeTUIIMOHHON KOMHATBI, BOOOpaXkasi, YTO BBl UJETE MO CHETY, MO JbIY, M0 TMECKY,
0 TPS3H, MO TPABE...», - MOMEHTAILHO BO3HHUKAET (XOTS, MOXKET OBITh, 3TO OJIHO U3
caMbIX CHOHTAHHBIX YIpPaKHEHUIH) BOMpoc 00 0OCTOATENbCTBAX, KOTOPBIE AENAIOT
9T JeicTBUS Oojiee OCTPHIMU U MPABIUBLIMH. A 4yTh MO3Ke BO3HUKAET M BOMPOC,
KaKoO€ 3/1€Ch CO6I)ITI/I€, NN, KaK MbI FOBOpI/IM, YTO 31€Ch HpOI/ICXOI[I/IT.

CraHuCclaBCKU HE MpuAaBajl B 3TOM ClIy4ae 3HAYEHUsS TEPMUHAM, BO
BCSIKOM cnyqae, paanuy MG)KI[y IIOHATUEM ((pra)KHeHI/Ie)) 1 IOHATHEM <OTHOO» OH
He oTMeuan. M B ero BaKHBIX HAJsl HAC JIMTEPATYPHBIX PabOTax, OTHOCALIMXCS K
HOCJ'IG)IHeMy nepnony JKHU3HU, B YaCTHOCTHU, B «3aHI/ICHI>IX KHM)KKax», I'’I€ OKa3aJluCh
YEpHOBUKU MporpaMmbl  OmnepHO-ApaMaTUYeCKOW CTyAuH, Ja W B camMou
«MHacuenupoBke mporpammbl OmEpHO-APAMATHYECKOW CTYIUU» 000 BCEM JTOM
TOBOPUTCS BMECTE: «YIpaXHEHUS U 3TIoAb». OH HE MOJYEPKUBAI Pa3HUIY MEXKIY
O9TUMH INOHATHUAMHU, MOXKET 6LITB, HC cuuTas HYXHBbIM, HO MBI B HaIiIe BpeMH 9TH BCIIIN
paznensieM. Hanpumep, JI. A. JloauH 3ameTun oJHaxIbl, YTO KaK TOJBKO JIBA-TPHU-
YEThIpE DJIEMEHTA YNPAKHEHUU CIIEIYIOT OJUH 3a APYTHMM, OHU YK€ CBSI3aHBI MEKIY
c000M JXKM3HEHHBIMU 00CTOSITEIILCTBAMU U UMEIOT TEHICHIIUIO CTAHOBUTHCS ITIOJIOM.

OnHako B 4YeM JK€ MNPUHIMINHMAIBHAS pPA3HULA MEXIY YIPaXHEHUEM H
stiogom? Uro takoe ynpaxkHenue? Ito Bce-taku [IPOBEPKA. S He nmperenayro Ha
TO, 4YTO OE3YKOPU3HEHHO TOYHO YMBIBAlOCh B  PEAIbHBIX JKU3HEHHBIX
obcrositenscTBax, a [IPOBEPSAIO: kak 3T0 — ymbIBaThCs. MOe BHUMaHHE B JTAHHOM
cnyqae HaHpaBJISIeTCSI Ha MOHM KOHYHMKHM »IAJIbLCB, Ha MOC JIHUIO, KOTOpLIe
«BCTIOMHHAIOT» BOMY. Sl BCHOMHMHAIO OIIYIIEHHE BOJbI, 3YOHOW IIETKHA BO PTY, BKYC
3yOHOT0 MOPOIIKA, OIIYIIEHHE CYXOro MOJOTEHIA, IPUATHO BBITUPAIOIIETO BOIY C
muma. S Bce-Taku 3aHUMAIOCH [TIPOBEPKOI. A Korja s Jenar JTI0N, MOe
BHUMAaHHE COCPENOTOYEHO, TIPEkKAEC BCEro, Ha OOCTOATEIbCTBAX, 5 IKHUBY
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ONPEIEICHHON KU3HBbK — CBOCH WM APYIOro JIMIA, U 374€Ch MHE HE 10 IIPOBEPOK.
Moe BHUMaHME 00YyCIOBIEHO 00CTOATENbCTBAMU. Bellb eciu 1 yMbIBalOCh YTPOM, TO
3a4acTylo s Jelar 3TO aBTOMATHYECKH, a CaM JYMar0 O TOM, YTO MEHS OKUIAET B
3TOT JI€Hb, Ky/1a 5 MOy, KaKue Ha3HAY€Hbl BCTPEUM, UJIU )K€ JIyMarO0 O BUEpaIlIHEM
nue, u T.11. [IpaBga, uHOTJa MBI, 3aHUMAsACh CO CTYJEHTAaMH, BCE PABHO MPOCUM HX,
BBINIONHSISL  OecrpeIMEeTHbIE NEHCTBUS, KUTh B TO K€ BpeMs B 0OCTOSITENLCTBAX, HO
JiellaeM 3TO — W3 MEJAarorHuecKux COOOpakeHWH, JUIsl TOTO, YTOOBI MPUYUUTh UX K
LIENIKOMY, MHOTOIUJIOCKOCTHOMY BHHUMAHMIO, K YMEHHUIO YYHUTBIBaTh U TO, U C€, U
MATOE, U JECATOe, — OJHAKO B )KM3HU TaK ObIBaeT pelnko. S MOMHIO, KaK CTYACHTHI-
pexuccepsl JloanHa roBOpuiy, 4To paboTa ¢ BOOOpa)kaeMbIMU IIpeIMETaMH MellaeT
TICUXOJIOTH3MY 3TI0/Ia. MBI 3TO ynpsiMO HE MpPU3HABAIU, HO, B KOHIIE KOHIIOB, OHH,
HaBepHoe, ObUIM mpaBbl. [loTomMy d4TO aKTep JKMBET M BOOOpakaeMbIMU
OLLYILIEHUSIMHU, HO TJIaBHBIM 00BEKT €ro BOOOpaXkeHus: — 3To0 oOcTosTenscTBa. U ecnu
OH OyJIeT TPaTUTh BOOOpaKEHUE, HAIPUMED, HAa MeJIbUaiiiiie MoApOOHOCTH mpoliecca
KypEeHUs1, BBIITYCKAaHUs bIMa, Ha TO, KaKasi CUTapeTa y HEero B pyKe, KaKasi 3a)KUTraJika,
KaKue CIHUYKA — BCE-TaKW MOIIHOCTU BOOOpaXEHHS Y HEro HE XBATHT Ha BCE
00CTOSITENTLCTBA, XOTS B JKU3HMU, KOHEYHO, OBIBACT W ocolas CHUTyalus, KOrjaa Iio
KaKON-TO IPUYMHE CaMO CIaJ0CTPACTHOE KypEHHUE TAK 3aXBATHIBAET YEJIOBEKA, YTO B
9TO BpEMsI y HEro Kak pa3 OTKJIIOYAIOTCS BCE JApPYrue KaHallbl BOOOpa)KeHHUs, BCE
00CTOSITENTHCTBA.

YUrto Haxo MOKa3blBaTh Ha 3a4eTax IEPBOrO CEMECTpa: YIPAKHEHUS WIH
sTIoNbI? B mocnenHee BpeMs Mbl NPUILIM K BBIBOAY: [J@, MOXHO IOKa3bIBATh
ynpaxkHeHus. Ho MbI Moka3plBaeM HE OTAEIBHO YIPaKHEHHUE, CKaXKEM, «4EIIOBEK
yMbIBaeTcs». [IpemMeTroM 3pUTENbCKOTO BHUMAHUS CTAHOBUTCS JabopaTopHas
pabora. CTyeHT B MPUCYTCTBUU 3PHUTENICH yMBIBA€TCs CHayaiga BooOpaxaemo, a
MOTOM — peaJbHO: C HACTOSIIeW BOAOH, 3yOHOW IIETKOW, MOJOTEHIeM, 3yOHOM
nactoii. Mer BetHOcuM Ha 3auer CAMY ITPOBEPKY. Ilpomeccsl BooGpaskaemoro
JNEHCTBUSL M PEaTbHOrO0  dYepeAylrTcs HECKONbko pa3. Takum  oOpas3owm,
NpopEeCCHOHANIBHBIA 3PUTENIb BOBJEKAETCS B TIPOBEPKY, a HE B IKU3HEHHBIC
00CTOSITENCTBA.

Ha Ttom Hamem kypce, ¢ KOTOpbIM ObulM mocTaBieHbl «Jlsnsa Bausy,
«BecenuTcs M NUKyeT...», Mbl B Hauaje OOy4eHHS Ha 9K3aMeH MEepBOro CeMecTpa
BBIHECIIM  IETIOYKH  (PU3WYECKUX  JACHCTBUH, KOTOpPBIE  MPOJACIBIBAINCH C
BOOOpakaeMbIMH TpEIMETaMH, U YIPSMO, MOAUYEPKHYTO ITHU YUCTO (U3HUECKUE
JEHUCTBUSI OTOPBAJIU OT OOCTOSITENbCTB. DTHU YNPAXHEHUS JUIAIUCH IO JIECATh, IO
JBaJllaTh MUHYT, 10 ABaALATh MSATh, © Mbl OYEHb pa3JpaXwid Torjaa 3puteneil. B
KAaKOM-TO CTENEeHM 3TO OBbLIO TOJE3HO Ui HAac caMuX, HO B TO K€ BPEMs MBI
noteprienn  uacko. A gymar, 5T0 Obula Bce ke omuOKa. Mbl JODKHBI OBLITH
MPUTOTOBUTH COOTBETCTBYIOIIME HACTOSIIUE MpeaMeThl. Toraa MoHsATHA Obuta OBI
neJaroruyeckas 1ueib.

Yucrtoe ymnpaxkHeHHE — 3TO CKydHas mmTyka. lIpaBma, 3purenm u camu
CTYJIEHTBI MOTYT HCHBITBIBATH PAJ0CTh OT BUPTYO3HOCTH, C KOTOPOM OHU PabOTaloT ¢
BooOpakaeMbIMH TIpenMeTamMu. Ho eciau BHPTYO3HOCTh CTAHOBHUTCS MPEIMETOM
paccMOTpeHHs] — 3TO yKe Hekuil ¢opmanu3M. B Mmy3bike Toxke OBIBAIOT 3TIONBI U
ObIBatoT TaMMbl. HO Tam Toke ecTh pa3HHIlAa MEXAYy dTUMU MOHITHSIMH. Bce-Taku
ITIOJIbI MHOTJ]a TOKAa3bIBAIOTCSA IMYOJIMKEe, HEKOTOpbIE CTAHOBSTCS  Jaxe
MPOU3BEICHUSIMU HCKYCCTBa, a TaMMbl BCE-TaKM HE BBICTABIIAIOTCA Ha mokas. U
CTpaHHO ObUIO OBI: MPHILIM CIYIIATENIH, & UM UIPaloT ramMmbl. To ke camoe U B
JKuBomucu. Tam TOXke  ITIOABI, HO, C APYroMl CTOPOHBI, €CTh NPOLECC, KOrjaa
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XYAO)KHUK TPOCTO Pa3BOIUT KPAaCKU M MPOCTO OEpeT KUCTBIO KPAcKy M CMOTPHT,
Kako# LIBET. DTO COBCEM JIPyroe, Hekenu 3TioA. VIHOorna Mbel caMu CTUpaeM rpaHuLly
MEX1Yy YyOpaXXHEHMEM U 3TiogoM. Hanpumep, Korzna CTyAEHT OCYLIECTBIISIET
OecrnipeMeTHBIE JEUCTBUsA, a MBI eMy: «Ceituac mama npuaet! [lenait OvicTpee!» -
MOJIKUIBIBAEM TI0 XOAY JAeia 0OCTOSTENbCTBA, TPeOyeM OT HEro 3TIOJHOCTH, HO 3TO
cCKOopee JJii TOro, 4roObl B €ro CO3HAHMM HAMETHTh HEKyI0 mepcrektuBy. Ho, B
00I1IeM-TO, 3TO HEKOPPEKTHO: YIPaKHEHHE - 3TO YIPAKHEHUE, ITIO - 3TO ITIOJI.

Brnagumup [lans gaer cienyromiee onpeaesieHue: «ITOI — CIOBO MYXCKOTO
pona, hpaHIly3CKOro MPOUCXOKICHUSA. B Xy105KeCTBE — OIBITHI, MOMBITKH, 00pa3unKu
JUISL HATOpPEHUs, s U3ydeHus». 3ametuM: «lus um3zydeHus». OuyeHb HHTEpECEH
NEepPeBOJl Ha AHIVIMHCKHUIA cioBa <«OTOI» - «SKetchy, HO MHe 3TO He KaKercs
MpaBUJIBHBIM. A BOT Ha OJIHOM BBICTABKE MHOCTPAHHOTO CKYJIBITOpPA sl MPOUYUTAN:
«ATIOJI TAKOTO-TO CKYJBIITOpPa». 31eCh ke ObUI MEePEeBOI HA aHTIHICKUi: «Study», To
€CTh H3Yy4yaTelbHBIM 3JIEMEHT, TO €CTh JJIEMEHT M3Y4YeHHUs Uil JajlbHeiIien
XYJOKECTBEHHOU 00pabOTKH, I XyJ0KECTBEHHOTO 0000MmIeHUS. DTO, IMO-MOEMY,
ropa3no TouyHee. C Apyroil CTOpoHBI, KOHEYHO, MHOT/A ATH «HU3y4YEHUS» OBIBAIOT
HAaCTOJbKO HHTEPECHBbl, YTO M CaMH COOOI0 MPEACTABISAIOT XYAOKECTBEHHYIO
ueHHocts. Hampumep, «Otiogsl Illomena». Beuio Obl MHTEpecHO y3HATh, Kak
MUCAINUCH 3T «OTIOAb». BUauMo, 3TI0laMu  OHM Ha3bIBAlOTCSA MOTOMY, YTO ObUIM
HEIMOCPEACTBEHHBIMH KU3HEHHBIMU UMITYJIbCAMH, [IE€PEHECEHHBIMU Ha HOTHL. TO sH
OHM He o00pabaThlBaJIUCh, OTU  MY3bIKaJbHBIE  pa3MbIIUICHUS, TO JIU
IIPUTOTABIMBAIMCH JJIi KAaKOro-TO Jpyroro, 0ojiee MacIITaOHOIO MY3bIKAJIbHOTO
npousBeneHus. [loatomy, HaBepHoe, [1loneH 1 Ha3BaI UX 3TIOAAMM.

OTH ONBITEl M3Y4YEHMs JKU3HM, KaK BUIMM, BCE XKE€ HE YNPAKHEHUS, HE
raMmbl. OHU IPOHUKHYTHI JKU3HEHHBIM CO/IEPKAHUEM, KU3HEHHBIM BOJHEHHEM. JTO
OTHO/IbI.

Unu paccmotrpum npumep u3 >kuBonucu. Ckaxem, bpronnoB mposen
OTPOMHYIO MOJITOTOBUTENIbHYIO paboTy JuIsl HanucaHus KapTuHbl «[locneqHuii neHb
ITomnen». Ho kxorma OH CKpymyJI€3HO 3apUCOBBIBA] AHTUYHBIE Ba3bl Ul CBOEU
KapTHUHBI, 3TO He ObUIM 3TIOJBI. A BOT KOrja Bo3HUKIa «Boja», rae nepemaercst ero
KUBOE OUIYIIEHHE, - 3TO 3TIJ. Tak YTO, U BHYTPU NMOJATOTOBUTENIBHON pabOTHI y
XYZOKHUKA €CTh 3TIOJI, @ €CTh yIIPaKHEHHUE.

Wnu, ckaxkeM, B TAKOM BHJI€ UCKYCCTBA, KaK IIaXMaThl (s1 HE TOBOPIO ceilyac
0 IIaxMaTax Kak O CIOpTe), TOKE €CThb TEPMUH «3TIOJ», «ITIOAHOE 3a1aHuey». Ho tam
€CTh €Ille OJHa 3aMeyaTelibHas Belllb, HABOJIAs HAa Pa3MBIIUIEHUS O HaIIUX
npogeccHOHATBHBIX MPo0IeMax, a UMEHHO: MHOT/IAa B IIaXMATHBIX OTYETaxX MUIIYT O
TOM, YTO B MPAKTUYECKOW MAPTHHM IIAXMATHCT HMHOIZA BAPYr HAXOAMUT 3TIOIHOE
pelieHre. 3To 0OYeHb JHOOOMBITHO. ..

Opnako BepHeMcs K Hamied mpodeccuu. Mbl BBISICHWIHM, YTO HEMPOCTO
[I0Ka3aTh Ha 3aueTax ynpaxkHeHue. Ho Hago cka3aTe, 4TO HE Tak MPOCTO U C MOKA30M
3TIOJIOB, BEJlb 3aKOHHO CIIPOCHUTH: a MMOYeMY HY>KHO MOKa3bIBaTh 3TI0A? OH Beab TOXE
ellle He XY/I0)KECTBEHHOE MTPOU3BeIeHNE. Y CTYJEHTa MOXKET HE MOJYUYUThCS TaK, Kak
y Illonena. U, camoe rinaBHOe, — y Hac HET HOT, KOTOpble Obl 3aUKCHPOBAIU
STIOJIHYIO MBICIb. M MOATOMY OAMH pa3 Mbl 3T/ TOKA3BIBAEM YCIIEIIHO, & CO BTOPBIM
MOKa30M BO3HHMKAIOT Mpobiembl. Kak HEOJIHOKpAaTHO 3aMe4eHO, BTOPOH pa3 3TIOA
3a4acTyl0 MPOBAJIUBACTCS, CTAHOBHUTCS HEXHUBBIM, XOJOAHBIM,  (POpMaTbHBIM
«IIPOU3BEACHUEM UCKYCCTBA.

Omnako CTaHUCIABCKHM TOBOPUT O J0pabOTKEe »JTIOAOB, 00 HX
coBepuieHcTBOBaHUU: «IlyCcTh sydllle cienaroT TONbKO OJMH 3TIOA U TOBEAYT €ro J10

135



CaMoTO TOCJIEHETO KOHIA, YeM COTHU HX, Pa3pabOTaHHBIX JIMIIb 1O BEPXYIIKAM.
OTION, NOACNAHHBIA 1O KOHLA, MOABOIUT K HACTOSALIEMY TBOPYECTBY, TOTJA Kak
paboTa 1o BepxXylIKaM y4HuT XauType, pemeciny». TyT, BAIUMO, UMEIIOCh B BUAY UTO-
TO Jpyroe, HeXelu B Hallel npakTtuke. MoxeT ObITb, OH UMEN B BUIY 3TIOJ B IyXe
[IToneHa, TO €CTh 3T, JOBEIACHHBIN A0 XyI0KECTBEHHOIO npousseacHus. Ho 3o, ¢
TOUKH 3pEHMsI HbIHEIIHEW Halleld TEepMHUHOJIOIMH, COOCTBEHHO YK€ U HE SBIAETCS
3TIo1oM. IIpakTuka MOBTOpPEHHUs 3TIOJOB HaM KaeTcs onmacHoi. UYToOwl 3Ti0 OBLI
BTOPOHM pa3 IOKa3aH, OH JOJDKEH CTaTh Y€M-TO JPYI'MM, TaK CKa3aTb, JTIOJOM Ha
MIPEXKHUH ITIO.

HTak, mepBble HALIU 3TIOABI HEBOJIIBHO WIX IIOYTH HEBOJBHO BO3HUKAIOT U3
YIpaXHEHUH, BO3HUKAIOT TOT/A, KOT/Ia YIpakKHEHHE OO0 HMCYepIbIBACTCS, JHOO
CTaHOBHTCS JOCTATOYHO COBEPILEHHBIM, YTOOBI MEperTH B HOBOE KadecTBO. UYTO ¢
HUM JielaTh Jaliblle, CKaXeM, C TeM K€ YTpeHHUM yMmbiBaHueMm? lIpeoOpazoBaTh B
3TION, CKaxeM, «YTpo mepex Jr000BHBIM cBHJIaHMeM». MWnu, Hamnpumep,
BoOOpa)kaeMbIii Iepexo] Mo JbAY 3aMep3lliel peKu npeBpaiiaercs B 3Tiof «Puck
panu J00BU» UM paau 3a00JeBIIel MaMbl , KOTJIa HY’)KHO JEPEBEHCKOMY IapeHbKY
0exaTb Ha Ty CTOPOHY PEUYKH 33 BpadoM... Mu TO, KaK CTYAEHT €CT MOpPOKEHOE,
cTaHoBUTCA 3TIOJO0M «Ha crnop»: uenoBek mocnopui ¢ Ipy3bsMH, UYTO ChECT ISTh
MopoxeHbIX. To ecTb, 000e MoAcoenHEHHE OOCTOSTENLCTB K OECIIpeIMETHOMY
JEMCTBUIO IIPEBpAILAET YIIPA)KHEHNUE B ATIO.

3areM MIYT JITIOAbI, KOTOpPbIe CBSI3aHbI YiKe C Heno4ykoil ¢u3myecKux
AEeHCTBMH, BBINMMCAHHBIX U3 JuTepaTrypbl. Panee g1 yxe rosopun o «llenmoukax»,
pacckasplBall, KaK 3TO YIPaXKHEHHUE IEPEXOJUT B 3TIOJ, B KyCOYEK >XM3HU. Tak,
HampuMmep, OT U3y4eHHs Iernodek (U3NUECKuX MAeHCTBUM BO3HMK (TMpaBaa, ¢
MOCJIEAYIOIUM TOACOECUHEHUEM LENOYKH MBICIEH M LENOYKH BOOOpPaKEHUS)
MOJTHOLEHHBIN 3TI0J 1o ¢parmeHty pomaHa JlocroeBckoro «llpectymiienue u
HaKa3aHHe».

B Havaiie BTOporo cemecTpa y Hac B IpOrpaMMe OTPBIBKH U3 JIUTEPATYPHBIX
npousBeaeHnid. Kak mpaBmiio (Mbl Ha 3TO CO3HATENbHO HAEM), OHM 00s3aTeIbHO
IIPOBAJIMBAIOTCS, IIOTOMY YTO y CTYAEHTOB HE XBaTacT HAaBbIKA INPUBJIEKATh K
XYJO’KECTBEHHOW paboTe CBOM JMYHBIM ONBIT, 0€3 4Yero He HayaTb NYyTh K
CIIeHH4ecKol mpase. M TyT yke BO3HHKaeT HEOOXOAMMOCTh B 3THOJIaX MHOTO POAA.
B 3T0 Bpems MbI BliepBBIE BBOAMM IOHATHE «ACCOLMUATHBHBIN 3THOI». JDTO OYECHBb
MPUHLIMIIHAIBHBIA MOMEHT, CTYAEHThl HAaUMHAIOT BOPOILIUTH CBOIO XKHM3Hb - JENaTh
STIOJBI HA CIIydau U3 CBOEH >KU3HH, KOTOpPbIE TEM WJIM WHBIM 00pa30M HallOMHUHAIOT
ClIy4au, OIIMCAHHBIE aBTOPOM.

Tyr OblBaIn y Hac yAMBUTENbHBIE MO HCKPEHHOCTH, IOPOI0 HMCTUHHO
UCTIOBEAANbHBIE ATIOJBL. 3allOMHUJINMCH, Hampumep, oToasl «O0 otue», «O
HepaszJieJIeHHOM JI00BMY, «30uenne B Mumuiuny, «HexHocTh», «BaxTa B yunnmuiie
H3epxunckoro», «Mate u noub», «Ha sk3ameHax», «Jlenosmmnay, «He ckaxy
HUKOMY», «Bropas mo0oBb» U T.A. JlecATKM acCOMATHUBHBIX 3TIOJOB OBLIN
MpoJiesiaHbl B CBSI3W ¢ paboToil Haj mpousBeneHusMu Toscroro, JlocToeBckoro,
Yexosa, Kynpuna, bynrakosa, I'opbkoro...

CHavasia CTYIEHTBI NOKA3bIBAIOT, KAK IPABUIIO, ACCOLMATHBHBIC 3TIOMBI
HEINIOCPEACTBEHHO HAa OIPEICICHHYI0 CILEHY, HO IIOTOM 3Ta AaCCOLMUATUBHOCTH
pacummpsiercs. Ecnum mpousBeneHue, Hampumep, O Jr00BH, ckaxeM, «Pomeo u
JUKyIBeTTa», CTYACHTHI JIENaloT JIIoOble 3TI0AbI Mpo 1000Bb. IlpaBaa, u B mepBoM
cemecTpe ObuIM OTIOAHbIE 3anaHus: «llepBas m000Bb», «llepBas HEHaBHCTBbY,
«Cnyyail u3 nercrBa». Ho Tam Obuta ofHa memgarormdeckas Iejib, BO BTOPOM XKe
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cemectpe — uHasi. Uepe3 HEKOTOpPOE BpeMs, €CIM OOHApYKUBAETCs, YTO YTO-TO B
CTyIEeHTax pa30yauiaoch Ha ATy OOIIyI0 TeMy — Ha TeMy JIIOOBHU - CHOBA MOKHO
JieNaTh 3TIObI Ha MbECY.

OTOT 3Tan — 3TIOJBI PO ce0si — OueHb BakeH. Jleno He TOIBbKO B TOM, YTO
Hameuatotrcss moaxonsl k mpousBeneHuto. HMaer U3YUEHUE CEBS. Cryaent
yoexxmaercs, 4To oH He TO, 4To cBoero reposi, - CEBA-TO mmoxo 3naer. CEBS
HY’)XHO BcrnoMHMTb, CBOU uyBcTBa ocBexuth, CBOIO sMonmoHansHyto namsaTh (y
CranncnaBckoro — ad(eKTUBHYI) BCKOJBIXHYTh. TakuM 00pa3om, IeNib 3THOAA
nBoiiHasg. C OAHOW CTOPOHBI, 3TIOJ «CTPEJSIET» B Marepuan, ¢ JIPyrou,— 3TN
«ctpensier» B ceds. TyT Mbl Kak pa3 BBIXOJAMM Ha CEpALEBUHY ATIOAHOIO METOJA:
IIPEK/E BCEro, 3TO KaHaJl CBSI3U MarepHalia ¢ COOCTBEHHOM JKU3HbIO, ¢ cO00i. B uem
BeJIMKas [IEHHOCTh M MOIIb 3TOr0 Moaxoa. M moToMm B pa3HBIX Y4eOHBIX CUTYyaIHsIX
MBI eIIIe U emle pa3 OyneM yOexaaTbesl B TIIyOMHHOM Ha3HA4eHUH 3Tioa. Bot mouemy
MBI TOBOPUM 00 STIOJJHOM METOJIE KaK O HIUPOKOM MOHSATHH, a HE TOJBKO KaK O TOU
OTpaHUYCHHOW ero (YHKIHH, KOTOPYIO OTBOAMUT OTIOJly METOJ JIEHCTBEHHOTO
ananuza no M.O. Kue6ernb.

OueHb JIIOOOTBITHRIN HIOAHC MBI OTMETHJIM JUIsl ce0si B TOCJIEIHEE BpeMs B
CBA3U C MPUPOAOH aCCOLMATUBHBIX 3TIOA0B. Kak-TO OMH U3 CTYIEHTOB Jenall 3T
PO CBOIO MEPBYIO JIFOOOBB. Kak OH BCTPETUIICS C JEBYIIKON B TOABE3/E €€ I0Ma, KaK
OH BCE€ MSIMIIWJI, OOSAJICS, TPYCHI CKa3aTh € O TOM, UTO OH €€ JIIOOUT, a B 3TO BpeMs
KaK pa3 MOAXOAUJIU €€ POJUTENHN, BOT OH U OypkHYN AeByluke: «TBou mamna ¢ Mmamoin
UIyT, s TOTOM JIOrOBOpIO...» OHa, BUAUMO, XOTENa YCIBIMATh OT HEro APYroe u
oropueHHO ckazana: «Hy nmamno, s momwia...» Bce 3T oOcTosiTeNbCTBA CTYHEHT
nmoBeaan HaM 3apanee. (Mbl uHOra mpocuM: «Pacckaku cHayana, B 4eM JeJIo». ITO
OBIBaeT BaXXHO, YTOOBI HACTPOUTH UEJIOBEKAa Ha HATypadbHOCTh.) HO Korma cTymeHT
CTall JienaTh COOCTBEHHO ATIOJ, T€, KTO UTPAIA POAUTENEH, CIy4aliHO 3aMEeUIKaNCh,
HE BOIIUIM BOBPEMSI, U 3TIO]I OCTAHOBHJICS. ..

- B uem xe geno-to? Tak roBopu, 4TO ThI €€ JTHOOUIIIE. . .

- Jla, HO B JKM3HHU K€ sl HE CKa3ajl, IOTOMY YTO MOJOILINA POJIUTEIH. . .

- Hy u uT0? A ceiiuac OoHM He UAYT - cervac ckaxu!

C »TOro MOMEHTa MBI CHAENanu JUisi ceOs OYEeHb BaXXHOE METOJIMYECKOE
yTOuHEeHHe. Mbl cTajld J[AaBaTh CTYACHTaM TaKo€ IMOSICHEHUE:  Bbl, KOHEYHO,
BCIIOMHUHAETE CBOIO PEATbHYIO KU3Hb, BBl BCIIOMHHAETE MPOILIBIA MOMEHT YYBCTB,
BOJIHEHHUS, 0OCTOSITENIbCTB, HO )KHBETE-TO BhI ceituac. To, 4TO BBl Jenaere, HaBESHO
MPOILIBIM, HO MPOUCXOIUT Celdac, MOITOMY BBl JOJDKHBI JIEMCTBOBATh TaK, Kak
«JIEUCTBYETCS» BaM cenvac.

Wnu, manpumep, CTYAEHT JAENaeT 3TIOA W3 CBOEW FOHOCTH, BCIIOMHMHAET
ClIy4aid, KOTOPBIH MPOU3O0IIIeN, KOTrJa eMy ObUTo MsATHaAmaTh jet. Ho celiuac-to emy
yxe 18!

- Kak mHe ce0st BecTu? - cipaiuBaeT OH y mejarora.

- Benu ce0s kak 18-nernuii!..

B sToM u cocTouT TBOpUecKas «XHTPOCTh»: MOMHIO, KaK OBLJIO — JeJaro
cenyac.

Bor, xcratu, mouemy H3Tionbl «Ciydail W3 JI€TCTBa» OYEHb TPYIHBI -
CIIMIIKOM BENIMK  Tepemnaja B Bo3pacte. MTak, MOBTOpUMM: BCIIOMHHAM, KaK OBLIO,
MUATalCS TeM, 4YTO OBUIO, BOJHYHCS OT TOTO, 4YTO OBUIO, HO Jenail ceidvac.
CranucnaBckuii, Hampumep, o0 ASTOM HamoMuHal, momoras ydeHukam M. II.
JlunuHOM, - oHM pabortanu Haj cieHod Bapu u Jlomaxmnra. OH ckazanm: «/laBaiite
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JeCTBOBATh 3/1€Ch, CeYac, CEroJHs, B 3TOM rOJly, B 3TOM KOMHATE». ITO 3a00THIIO
CTaHHCIIaBCKOTO, TOTYEPKHEM, B CaMbI€ MOCEIHUE MECSIIBI €T0 pabOThI U KU3HH.

AcconpaTUBHEIC 3TIOALI — OTO HAYal0 CO3HATEIBHOIO ITOCTHXKCHHS
CTyJIEHTaMH 3TIOAHOr0 MeToaa. OHM BXOIAT BO BKYC STIOJHOTO TBopuecTBa. OHHM
HAYMHAIOT JIOOWTH JTIOABL. A 3TO, CMEW JIyMaTh, W O3HAYaeT JIOOUTH CBOIO
npodeccuto. IMEHHO B 3TOT mepuoja oOydeHHs y HAac BIIEPBbIC B IUIAHAX YPOKOB
MOSIBJISIFOTCS. CIUCKKU U3 IBAALIATU-TPUJIATH TIOJ0B. JTO JIeNIaeTCs HE M0 PHUKa3y, a
nmo moTpeOHOCTH. B memarornke oO4YeHb BaXHO 3apa3HTh, BIIOOUTH BO YTO-TO
cryneHta. KoHneuHo, OBIBAalOT CHUTYaIlud, KOTOpbIC TPEOYIOT JAUPEKTUBHOCTH, BOJIU
rejarora ¥ pexuccepa, HO y HaC B MacTEPCKOM Mbl MPEUMYIIECTBEHHO HACTPOCHBI
Ha WHBIE YyBCTBAa. B 4acTHOCTH, 11 HAC OYEHb BAXKHO BIIOOUTH CTYACHTOB B
ATIOJIHBIN CIIOCOO PabOTHI.

B oauH 13 MOMEHTOB BTOPOTO ceMecTpa Mbl 00BIYHO TOBOpUM: «HUTO Takoe
3TIOJ, OTBETbTE KpaTKoy». MHOrAa MBI MPOBOAMM Jake MUChbMEHHBIE OMpochl. TyT
XKe, B KJlacce, CTYJEHT JOJKEH HamucaTh KOPOTKO, MOJICTPAHUYKHA O TOM, YTO TaKOe
aTtof. [lTumryt... Tam ObiBaeT Besikoe. «IOTioA HaIl XJIe0», «ITHOA — 3TO HHCTPYMEHT
aKkTepa», «ITIOA — 3TO pa3Benkay. KrTo-To pomaHTH3upyeTr (MBI Bcerma 3Ty
pPOMaHTH3AIMIO TOJJEpKUBaeM): «JlaBaliTe Bcerga mHcaTh CIOBO <«ATIOI» C
MIPONMCHOM OYKBHI B HAIIUX TBOPYECKHX JTHEBHUKAX». KTO-TO pacmmdpoBai ciIoBo
no OykBam: «3T1o TBopuecTBo FOHBIX [lyIoii», - MOXET, 3TO CEHTUMEHTAIBHO, HO
nycth. Ha mepBbIX Kypcax OHU BeIb COBCeM rOHBbIE. KOHEUHO, Ha cTapmux Kypcax y
CTYIEHTa yXe JApyroe, Ooyee rmy0boKoe 0OCO3HAHUE STIOJHOTO METO/IA.

OOHO U3 BaXKHEWIIIUX CBOWMCTB JTIOAA, HA YeEM MBI HACTaMBAaeM BCETA, - OTO
TO, UTO ITIOJ] — HE pacueTINBOE MPEANpPUATHE, a CMesasi, OTBaKHas mpoba («mpobay,
KCTaTH, Toxe cinoBo CtanuciaBckoro). besormsgnas nmpoda TOro, 4To 4€I0BEK XOUET
BbIpazuTh. Ha cmenoctu wmbl HactaumBaeM karteropudecku. Korga cryzaeHTt
MOKA3bIBAIOT YTO-TO BsJIOE, poOKoe, HAyIIee OT TOJOBBI, MNPUOTUZUTEIBHOE,
pa3Ma3HIO Kakyl-HMOyAb, OH cpa3y  TMojaBepraerca KpuTuke. EcTecTBeHHO,
CTYJIEHTBI TPUXOJAT K BBIBOJY, YTO OSTIOJ JIydIlle, YeM JIJIMHHBIE PACCYXICHUs, U
KOTJIa Mbl HaYMHAeM MYTaThCS B KaKUX-TO Pa3roBOpax, Mbl OOBIYHO TOBOPHUM cebe:
JTABANTE TPOBEPUM 3TO ITIOJIOM.

OTIOA — 3TO OTKJIMK CTYAEHTa HE TOJIbKO Ha JipaMaTypruuecKkuii MmaTepuall,
HO W Ha Jo0oe Xu3HeHHoe cobOpitne. Hampumep. Y Hac ecThb Takoe 3alaHue —
«B3ras». OHO HAYMHANIOCH C TOTO, YTO 3TO OBLT «B3TIISAI» HA MPOIICAIINA JCHb
Kypca, TOTOM OBUTH «B3TJISIABD) HA TO, YTO CTYACHTA B3BOJHOBAJIO B TCUCHHUE HEJETH,
Ha MPEeKHUE COOBITHS JMYHOW JKU3HH: Ha CMEPTh JPYra, Ha POKIECHUE MAIEHBKOTO
Opartuka, Ha 00JIE3Hb OTIIA ... ITH «B3TJISABDY, IO CYTH, TOXKE STIOBI.

Tenmeppr KOCHYCh Takoro pasjena Hameld ydeOHOW MpOrpaMMbl, TaKOTO
HampaBJieHusT paboThl, Kak HalOawaenusi. HaOmroneHusMu Mbl 3aHHMaeMcsl CO
BTOPOTO CEMeCTpa MEPBOTO Kypca, MOCTOSHHO, BO BCE Tobl o0yueHus. Habmronenus
— 3TO aKTEePCKUH XJIed, UCTOYHUK TBOpUYECTBA akTepa. HaumHarotcs «HaOm0IeHUSY,
OTATh K€, KaK YNpaXHEHHE, CTYIACHTHI MOJydYaroT 3aJlaHue HaOJ0/IaTh 3a BCEM:
CHauaja 3a XHU3HBIO CBOErO Teja, 3a pabOTOW CBOMX OPTaHOB YYBCTB, BO BTOPOM
CEMECTpe — 3a KUBOTHBIMH, a TTIOTOM YK€ H 3a JIIOJbMHU — Ha YIIWIIE, B METPO, JOMA.
Bnauane 3T0 HAOMIOAEHMS 3a OTACIBHBIMHU JIIOJBMH, IIOTOM 34 B3aHMOJCHCTBHEM
nBoux, 3a cueno, u T.4. Or HABJIIOJAEHUA-YIIPAXXHEHUA mb1 npuxogum K
HABJIFOAEHUIO-OTIOY.

Bnauane Mpl IpOCHM CTYJIEHTOB BECTH 3aITUCH B TBOPYECKOM JTHEBHHUKE. OHU
Ha YpOKe, HamlpuMep, YUTAIT: «5 BUAEN BBICOKOTO YeIOBEKa, OH ObUT O3 MallbTo, B
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OO0JIBIION KEemNKe, Y Hero ObLI CHHUH TaJICTyK, OH JiepKajl B pyKax HaliKy, ObLJIO emMy
ner wmectbaecaT». IlycTe mnepBoe 3alaHMe NPOCTEHBKOE — TJABHOE HAyaTh.
[TocrenenHo OT 3amuceldd B TBOPYECKUX JHEBHUKAX [EJ0 IMEPEXOAUT K AKTEPCKOU
MPaKTUKE: MOXKEWIb Thl MOKa3aTh ATOro 4yenoBeka? OHM HAYMHAKOT MOKa3bIBaTh.
UenoBeka Wi auanor AByX jroaeid. Ho CTymeHThl, Kak TpaBHIIO, HAOTIOAAIOT
MEJIbKOM — B TpoJUIeiidyce, B METpo, Ha YiHIle, HAONIOJEHUE IJIUTCS JBE-TPU
MUHYTBI. 32 KOPOTKOE BpPEMSI BCEro HE YIJISUIIb, a MOKA3bIBaTh HY>KHO YE€JIOBEKa BO
IJIOTH, Y KOTOPOT'O €CTh KaKhe-To 3a00ThI, CTpeMIIeHus, Lieib, ouorpadus. U toraa k
HabmoneHussM Mbel pekomenayeM noOasmate JJOIALKY. Uro-to THI yBUzen, a o
YeM-TO Thl JIOJDKEH Jorafarbes. Thl MOKa3bIBaelllb, Kak BCE ObLIO, U B TO K€ BPEMs —
KaK MOTJIO OBI MPOJOJIKAThCS... BaXKHO W BOT 4YTO: BO BpPEMs CaMOTO IMOKa3a 4acTo
YTO-TO IPOUCXOJUT U JUISl CAMOTO CTYJEHTa HeoxuaaHHoe. CTyJeHT UMeeT IpaBo Ha
nm00bIe BO3HUKAIOIIME HIOAHCHL. ETO TBOpYECKMI OpraHU3M MOKET IMOJCKa3aTh €My
camble HEOXKUAAaHHbIE MOBOPOTHL. Takum oOpasom, BozHukaer HABJIKOJIEHUE-
OTIO/, xoTopoe fenaeTcsi B UMIIPOBU3ALIMOHHOM ATIOJJHOM CaMOYYBCTBHH.

TyT ectb onHa HeOombIIas, HO BaKHAs TOHKOCTb. MoryT cka3aTh Tak: «OH
YTO-TO YyBHUJEN, a 4To-To mocounHum. Her, umenno JJOI'AJIKA, a He counmHeHwue.
BooOmie, c1oBo «COYMHEHHE» - CaMO€ HECOBMECTUMOE IMOHATHE C «ITIOAOM.
[TosTOMy KOTZIa CHBIIIUIIG WJIM YUTACIIL: CTYIEHTHl COYMHUIN UHTEPECHBIN 3TION —
BHYTPEHHE IMpoTecTyellb. B clloBe «COYMHEHUE» €CTh HEKash HCKYCCTBEHHOCTb,
MHCATENbCKOE  aBTOPCTBO, PEXKUCCEPCKOE, a aKTep HE  COYUHSET, OH
JOT'AIBIBAETCA. OTtion kak Haml METOAMYECKHM MPUEM XOYETCS OrpaiuTh OT
«COYMHUTEIBLCTBAY. Jlpyroe Aeno, yTo CYIIECTBYIOT peXUCCepCKue ATIoAbl. CKaxeM,
ATIOJIBI HA OPTaHM3ALMIO0 CLIEHMYECKOro mpocTpaHcTBa. Ho 3TO K HAmMM 3TI0aM He
MMeeT HUKAKOTO OTHOIIEeHUs. Tak ke, Kak, HallpuMep, U3BECTHOE 3aJIaHHE - STIOJ Ha
TpH CJI0Ba, HAIIPUMED: JIamIa, KPIOK, KOILIKA — 3TH CJIOBA HAJI0 CBSI3aTh B ATIOJIE. JTO,
MHE Ka)Ke€TCsl, COBCEM HE TO, 4TO Mbl mmeeM B Buny. Mnm Bor y A.Jl. IlonoBa Ha
ypOKe OBILIO: «TPOCTh, KOJOKOJI, CKYABNTYpa», U BO3HHUK AITIOA: B KOMHATE CHAMUT
YeJI0OBEK, YUTAET, B IIyOMHE Ha MOJACTAaBKE CKYJIbNTYpHas (uUrypa, KaBajiep ¢ 1aMoii,
y KaBajepa B pyKax TPOCTh, JlaMa B IUIaTbe C KPUHOIUHOM. CTYIEHTHI, UTPAIOIIHE
CKYJBITYPY, COBEpPIIIEHHO HEMOIBI)XKHBI. YeoBek yuTaeT, 6opsck co cHoM. Hakowerr,
KHHUTa BBICKOJIb3HYJIAa Y HEro U3 pyK. OH 3achlllaeT: pa3IaloTcsl TUXUE 3BYKH MEHYITA,
CKYJIBIITYypa O’KUBAET, MAPKU3 CITYCKAETCSI C TTOCTAMEHTA, MpeIaraeT MapK1u3e pyKy,
Y OHHU B IIJIABHOM, MEIJICHHOM MEHYATE IIBIBYT IO KOMHATe, OPE3KUT PaccBeT, rie-
TO JaJIEKO 3BYYHUT KOJOKOJ K yYTpEHHEH LepKOBHOI cily)k0e, kaBajep BEIET CBOIO
JaMy Ha MECTO, MY3bIKa MPEKpaIlaeTcs, YUTABIIUN MPOCHYIICS - B KOMHATE BCE, KaK
ObU10... OdeHnp xopomas ¢anTaszus. Ho 3To coBcemM B Ipyrom cMbICIIE «3TIOI». DTO
3a/1aHH€ YYUT CTYACHTOB CBSI3aHHOCTH 3JIEMEHTOB, KOMIIO3UIIMOHHOMY MBIILIEHHUIO.
OTO 118 CTYAEHTOB-pexuccepoB. M nmpunomuuM m3nanHyio B 1973 rogy KHury
yBaxkaemoro M. JI. Pexenbca «DTr0/, METOIMKA COYMHEHUS U paOOTHI HAJ Hamy,
Bri3biBaeT mpoTecT gake Ha3BaHUE — 5, ECTECTBEHHO, OEPY TOJBKO MPAKTHKY HAIICH
Mactepckoi. JlJig Hac 3Ta TOCTaHOBKA BOITPOCA HETIPABOMEPHa.

A BOT ellle MOBOJ AJii HEKOTOPOM AuUCKyccuH. B HenmaBHel, u, mMo-Moemy,
xopoureid aucceprauun A. B. Tonmumua «MmnpoBuszanus B Mporecce BOCIUTAHUS
aKTepa» TOBOPUTCS, B YAaCTHOCTH, O HEOOXOJWMOCTH DPa3BUBATh KOMIIO3UIIMOHHOE
MBIIIUIEHHE akTepa. 3aueM? KOoHeuHO, HUYero 1mioxoro B TOM, 4TO aKTEP MOYKET YTO-
TO COYMHUTH, U BOOOIIE, BO3MOXKHO, JI. A. JloanH mo-cBoeMy TpaB, KOTJla CUMTAET,
YTO aKTep JOJDKEH 3HAaTh MHOTO€ U3 TOTO, YTO 3HAET PEXKUCCEP, U JOJIKEH MHOTHUMHU
PEXKUCCEPCKUM HaBbIKaMU BiaaeTb. OJHAKO MBI BCE K€ BBIACIAEM aKTEPCKYIO

139



npodeccruto. Mpl KOMIIO3UIIMOHHOMY MBIIUICHHIO CIEMUaIbHO HEe yduuM. bBriBaer,
YTO-TO MOJACKAXEIIb, KOI/Ia HY’)KHO CBSI3aTh B UTOI'€ HEKHE TBOPUYECKHE KOMIIOHEHTBI
WIH YTO-TO JOJDKHO MpHoOpectH, kak roBopui 3. 5. Koporoackwuii, «TOBApHBIN
BUI». EcTecTBEHHO, Tak)Ke, YTO 3aHMMAEIIbCcs KOMIIOHOBKOM, Korjaa paboTraemib co
CTy[€HTaMH HAJ CIIEKTaKJIIeM, M OHU JTO CXBaTbIBAIOT, 4YaCTO YTO-TO CaMH
MpeaJiaraloT, HO 3TO BOBCE HE 3HAYUT, YTO B MOMEHT BOCIHMTAaHHUS KOPEHHBIX
OpPraHUYECKUX CBOMCTB apTHCTa MBI CTaBUM Iepell COOOH 3amady BOCHHUTATH Y
apTUcTa KOMIIO3UIIMOHHOE MblluieHHe. B obmeM: QopmMyanpoBKa «CTyIEHTHI
COUMHSIOT ATIO/» HaM HE NOJXOUT.

Urak, 3amanue «HaOIIOJEHUE» 3aBEpIIACTCS «HAOIIOACHUEM-ITIOJJOM.
beiBaer, 4TO BO3HUKAKOT JaXXe CTYIACHYECKHE CIIEKTaKJId, COCTABICHHBIC U3
HaOmoneHui. 3HaMeHuThIN crnekTakib Jlenunrpaackoro THO3a «OTKpBITHIA ypOK»
Obul coTkaH W3 HaOmromeHwit. Ho o paGore Hax CHEKTaKIsIMH Takoro pojia 4yTh
mo3xke, a noka Bor o yeM: HACKOJIbKO MOXET BbIThb 3A®PUKCHUPOBAH
OTIO/?

MBI O4YeHb YKOPSUIM CTYAEHTOB 3a TO, YTO Hall CIEKTakib «Becenurcs u
JMKYET», COCTOSAIIMNA W3 «HAOIIOJCHUN-ITIONOBY, IIEJ HEPOBHO, M MBI CEPIMIINCH:
«Urto x T1bI, JleHa, y TeOs Tak XOpOILIO IIJIO TBOE HAOIIOJEHUE, TaK XOPOIIO ThI
OTBeYaJia MmapTHepie, a Teneps?...» «Mapuna, y Bac xe ¢ Kcenueit panbiiie ropasio
HMHTEPECHEE pa3BUBAJICS Ball quaior B «Mamamaxy... «/la, Beamamua Muxainosuy,
CEro/iHs MOJIY4YWJIOCh MHAue, YeM B Mpouulblid pa3». My Hac BO3HMKIIA MONBITKA
3aduKCUpOBaTh TEKCT HaOMOeHUI. S Jan cTporoe 3ajaHue 3amucaTh BCe TEKCTHI, U
MyCTh OHU OyIyT TOYHBIMH, IYCTh Ha Ka)KJIOM CIIEKTAKJIE 3By4aT OJHH U T€ K€ CIIOBA.
VBBI, 3Ta MONBITKA HU K Y€MYy XOpolleMy He mnpuBena. JleBouku nucamu, s
peAaKTHUpOBal, MOJCKa3bIBAT UM, KaK TOUHEee CHOpMYIHpPOBaTh Ty UM UHYIO MBICIb
nepcoHaxa... Huyero He nomywanock. [louemy? Ilo3gHee Mbl MOHSUIM NPUYUHY.
[TotoMy uTO y 3THX HaOmoAeHUN OblIa TIIyOOKO 3THOJHAS IpHpoja. A KOrjga Mbl
(¢buKcUpOBaIM TEKCT, Mbl HEBOJHHO MPUBHOCHUIU B STIOJBI JJEMEHT MHUCATENbCTBA,
nutepatypsl. Ho Benb u Mapuna, u Kcenus 3HaM npo CBOMX T€pOUHB OOJIbIINE, YeM
s. OHHU KaK aKTPHUCHI 3HAIM YTO-TO TAKOE TOHKOE U CBOE, YTO OBUIO POXKJIEHO UMEHHO
X HaOJIIOJIEHUEM U aKTepCKOM JOrajkoi, a (UKCHUPOBAaHHBIA TEKCT — 3TO YKe
noragka auteparypHas. [losTomy s B WUTOre  OCTaBWJI UX B IIOKOE, HE CTal
BMEIIMBATBHCS, NMPOCUI TOJBKO KAXKIBIM pa3 €me M ele IporoBapuBaTb camy
UCTOpHUIO, €€ O0OCTOSTEeNbCTBA, €IIE€ pa3 BAYMBIBATHCS B CYIbOBI HX «Mamary.
Hanpumep, moaymarb, 4TO Jenal0T U T/I€ HAaXOJATCS MX MYXbs M T.I., — HO
(buKCUpOBaTh TEKCT YK€ He mpocui. OHO JIeN0 CIIeHbI, HAMCAHHbIE IpaMaTyprom, a
JIPYroe — 3THOBL.

A BOT enie BOMPOC: MOXKHO JIM YPABHATH CJIOBA «3TIOJ» U «UMIIPOBU3ALIMS.
[Toxkanyi, 3T0 Bce-Taku pa3Hble Beld. Bo-nepBbIX, UMIpoBU3alus — MOHATHE OoJiee
obmee. OHO BMemaer B ce0s MHoroe. Hampumep, NMyIIKHHCKHI HMIPOBHU3ATOP
BJIOXHOBEHHO WMITPOBU3UPYET I MyOJuKku. TyT UMIIpOBU3AIMS — 3TO BUJ, >KaHP
TBOpUYECTBA. JTIOJ — JPYroe, 3TO MPOILECC pPa3BEAbIBATEIbHBINA, MPOMEKYTOUHBIMN,
MIEPEXO/IHBIN OT OLIYHIEHUS MCXOJHOTO MaTepuaa K KOHEYHOMY XYyJ10’)KECTBEHHOMY
MIPOU3BEACHUI0. DTIOA — 3TO MyTh, & HE Pe3yNbTaT. XOTs, TOBTOPSIO, OBIBAIOT ATIOIBI
TaKHe )KUBbIEC, TAKUE BOIHYIOIINE, TAKUE XY0KECTBEHHO COCTOSATEIbHBIE, UTO TOTOM
MOPOI0 U CaM CIIEKTakJIb He o0JajaeT TakoW CHIION, Kak 3Tiojabl. Ho 3To yxke
uckimoueHus. C Apyrod CTOPOHBI, 3TIOJ W HMMIIPOBU3ALUS —IOHATHS CXOIHBIE.
BcnomunaeTcst HeGO0bIIION, HO, Ha MOM B3TJISI, XapaKTEPHBIA YUECOHBINA 3MH304. MBI
B OYEPEIHOM pa3 HAOMHHAJIM, YTO TaKOE€ OJTIJ, O TOM, 4YTO 3TO CMenasd,
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MOMEHTaNIbHasi, O€30TJIsAAHas TpaKTU4ecKas Mpoda BTOPKEHUS B MaTepuas. Mbl
HacTaMBald Ha TOM, 4YTO  JIOJDKHO OJHOIO CJIOBA XBaTUTh, YTOOBl HauyaTb
MPAKTUYECKH JEUCTBOBATH, & HE YMCTBOBaTh. [ BOT s BBIOpaa camoro, Ha MEpBHIi
B3[UISLJl, HENOAXOMALIEro sl HpPEeACTOsIed MNpoObl CTYIEHTa, IOHOIO, COBCEM
MaJIbYMKa, ¥ ToBOpio: «Caia, Tel cMOT OBl OT OJIHOTO CJIOBAa HAa4YaTh JIEHCTBOBATH, HE
paccyxnaa?» On momuut. «Hy, Hanpumep, Caia, Tel JospkeH urpatb Kopons Jlupa.
Tsl Moemb celiuac, HE pa3ayMblBas, HadaTh 4YTO-TO Jenarb?» Torma oH Berai,
BbIOpaJl Tpex IEeBOYEK, YCaJWJ UX Ha CTYJNbs, CEl CPeAu HHUX, OOHsI BCEX Tpex,
B3JIOXHYJ, TIOMOJYa] HECKOJIbKO CEKyHJ... OH ObLI HarpakieH amjioJuCMEHTaMH
Bcero kypca. M Oputo, mo-moemy, 3a uro. OH yragan BaxHoe. Uto B ponb Jlupa
BXOJUT OIIYIIECHHE: Y MEHsI €CTh TPU JIOYKH, sl X JIOOJI0, s HE 3HAI0, YTO C HUMHU
nenatb. XOTsA, KOHEYHO, 3TO €IIe HE 3T, 3T0 I[epBas HMIIYJIbCUBHAA
HMMITPOBU3ALIMSL.

B sTrom cmbIciie Beerzia yoexaaeM CTyIEHTOB: Jydllle c/efaTh 0JHY Npo0y,
4eM JeCATh pa3 paccykJaTbh Ha TeMy. BakHO, 4TO B 3THX HECKOJIBKMX CEKyHIaX
«pobb» kopons Jlupa Cama He or ronoBel men. CaMO BO3HHUKIO YyBCTBO
HEXHOCTH K jouepsM. A He To urto: «Kto o — kopons Jlup? JlaBaiite
pasbepemcs»... U T.1. DTIOA — paboTa aKTEPCKOIr0 OpraHu3Ma, a He TOJIOBBI.

Bepnewmcsi, oqHaxo, k goruke ooydenus. Korna accormatuBHbIC STIO/IBI KaK-
TO CBOE JIEJO CHEJalld, KOrja CTyACHTaM YAAeTcs YK€ B TOH WIM MHOM CTENeHU
B3IJISHYTh Ha SMOLIMOHAIbHBIA MHUP MbECHl CKBO3b CBOU AMOLIMU U CBOM KU3HEHHBIH
OIIBIT, TOTJ]a HAYMHAEM JeNaTh ITHAbI YK€ Ha (pparMeHThbl, Ha OTPHIBKU, HA CIEHbI
caMoii mbechl, TO €CTh, IPUCTYNAEM BIUIOTHYIO K aBTOpy. M3yuaem oOcTosATENbCTBA.
N ecrecTBeHHO, MBI NBITaEMCS CJIENOBaTb METOAY JACHCTBEHHOIO aHaln3a
CraHucnaBckoro, BepHee, 3TIOJAHON 4acTH 3TOr0 METOAa, Kak 3To onucaHo y M. O.
Kueb6ens. Jlpyroe aeno, 4yTo y Hac TyT CBOU NPHUCTPACTUS, CBOU INPEICTABICHUS O
JIEMCTBEHHOCTH, HO 3TO yXe ocolas Tema.

Wrak, 3TromaMu mpoBepsieTcss TeueHHe mbechl. M nmobas mombITKa cpasy
BBIYYUTh CJIOBa U MONPOOOBaTh CLIEHY C aBTOPCKUM TEKCTOM OTBEpraercs, Jake B
TOM CJIy4ae, €CJIM y CTyI€HTa XOpollas NaMATh Ha TEKCT. Bce paBHO 3HAHME TOYHOTO
TEKCTa W €ro ynoTrpeOlieHHe MOJ03PUTEIbHO W aHTUMETOJUYHO, HOO0 CyThb
TE€HUAJILHOTO OTKPBITUA CTaHMCIABCKOTO KaK pa3 U COCTOMT B 3TOM OTPBIBE akTepa
OT TEeKCTa KaK OT MPEeXJIEBPEMEHHOro 3jeMeHTa (OpMbl. JTO OY€Hb BaXXKHO U
XO0YeTcsl ellle pa3 MOJYEPKHYTh: ITIOA — 3TO BPEMEHHBIH pa3pbiB ¢ Gopmoil. [lenath
STIOJI — 3HAYMT, COOTHECTHCHh C ABTOPCKUM HMITYJIBCOM, HO IOPBaTh Ha BPEMS C
aBTOPCKMM TekcToM. I'pyb6o rosops, B 3toT MomeHT Hajgo [IOJIFOBUTH CEBA,
NCKYCCTBO B CEBE, A HE B ABTOPCKOM TEKCTE, oco3nare npupoay u
MEpy CBOEro COOCTBEHHOT'0 BOJHEHUS, @ HE YyBCTBA NepCcoHaXa. BoT mouemy 3110161
JOJKHBI, 0€3YCIIOBHO, J1€1aThCs ¢ UMIIPOBU3UPOBAHHBIM TEKCTOM.

OpnnHako, HECMOTpPS Ha TO, YTO B ATOT NEPUOA Yy HAC YK€ TOTOBSTCS ITIOJIBI
Ha KOHKpETHBIE CLIEHBI IIBECHI, B 3TO € BpeMs MpoJoJiKaeTcs 3Tio/IHas 0O0paboTka
oOuiel SMOIMOHATBPHOM M OO0pa3HOM CTPYKTYpbl MBEChl. OJTO TOXE XOYeTCs
nonuepkHyTe. Hu B koeM ciyuae He Npekpaliaercsi 3TIOJHAs aTaka Ha IIbeCy B
nesoM. CkaxkeMm, TOTOBA CaMblii MEPBBIM CHEKTaKJIb HAIIe MacTEepPCKOM, Mbl
paGotamn Hax mbecoir «Xouy pebenka» C. TperbskoBa. OmiymeHue — «Xouy
pebeHKka!» — M ero 4eIoBEYECKUH W COIMAIbHBIA MOJITEKCT MOOBIBAIMCH ATIOJAMHU.
Tax xe, Kak U Ipyrue BakHble Ui Hac omylieHus 3noxu 20-x ronos. B «JloxogHom
MecTe», FOTOBsICh K poiisiM benorybosa u XKanoBa, cTyI€HTHI U3y4ald 3TIOJaMU TEMY
«Xouy KeHUThCS», KoHDIUKT XKamoBa ¢ manei, Takoe cBoiicTBo JKamoBa, Kak ero
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HerepnuMocTh U T. 1. Korma mononoit pexxuccep Bacunuii Ca30HOB Ha OJIHOM U3
HalMX KypcoB cTaBwi «BunHu-Ilyxa», Mbl NBITAIUCH 3TIOAAMU HPOHUKHYTH B
ncuxosioruto  4-5-netHux ngered. M BOo Bcex 3THUX Cly4yasix, €CTECTBEHHO, MBI
oOpamayii TPUCTAIBHOC BHHMaHUE Ha (HU3NYECKOE CaMOUYYBCTBHE TI'€POEB:
OepeMEHHOCTh B CIEKTakie «Xody peOCeHKa», TaM K€ HEPBUYHOCTh  YYCHOIO-
(danatuka, a B cnekrakie «J[oXxogHoe MecTo» - CTENeHb ONBSIHECHHS JIIOJIEH,
TYJISIONINX B TpakTupe, B «lopore» (mo ®emnuan) — omrymeHne OSCIPUIOTHOCTH Ha
HOYHOM TMpuBaJie y 00oumMHBI Joporu. B cnekrakne «Jlsgns Bans» Mbl uckanmm
ATIOJJAMH CAMOYYBCTBHE TSIKEIONH OCCCOHHUIIBI ISl BTOPOTO aKTa, UCKAIM MBI TAKKE
OIIYIIEHHE MPETYTPEHHETO0 paccBeTa sl TpeThero akta B «Tpex cectpax». OueHb
BayKHBI OBLIM TaK)Ke STIOABI Ha «MEXKU3Hb» Monoaoi cembu JKamosa u IlomuHber —
TO, YTO C HUMH MOTIJIO NPOU30HMTH MEXKIY MEPBOM U BTOPOM YaCTSIMHU CHEKTAKISA
«JloxomHOE MECTO»: M ATIOJBI-CCOPBI, W ITIOJBI HA MOMEHTHI JIFOOBH, YIICBHOU
OJIN30CTH, KOTOPHIC OHHM MEPEKUIIN 3a ATOT TOJ U OT YETrO X Pa3phbiB JEIaICS CIIe
Oornee mpamarmuHbiM. Mckanm dTiomamMu Mbel - uaeanusM JKanosa. PabGotas Han
cnekrakiaem «lItuna Kapn», uckamu camble pasHble (U3HUECKHE CAMOYYBCTBHS
moAei u nTull... TakoB ObUI AHAIa30H ATIOMHBIX IMOMCKOB, XOTSA, KOHEYHO, BCE 3TO
JIeNajgoch He BCerJa Ha TOM YPOBHE TIIATEIbHOCTH, KaK XOTEIO0Ch Obl.

A Temepb TPEIIONIOKNAM, YTO paboTa Hall YIeOHBIM CIICKTAKJIEM JIBHIKETCS
K CBOEMY HUTOT'Y, TO €CTh, K BBIIIYCKY. 3/1€Cb Mbl OJXOJUM K OJIHOH OYEHb BaXKHOU
TeMe, OCTpOM M OOJIE3HEHHOM: MePeXo]i OT UMIIPOBU3AIIMOHHOTO STIOIHOTO TEKCTa K
TEKCTY aBTOpa.

[Ipeanonoxxum, 4TO MaTEpHall ITIOJAMHU XOPOILIO MPOPadOTaH, YTO ITHOIBI
OOHapYXHUIIM OMpPENeTICHHYI0 KOH(IUKTHOCTh MPOUCXOSAIIET0, YTO XOPOIIO
MOMOTTIM HaOMIOIeHUsI, Oylarojaps KOTOPHIM TOWMMaHBI M CXBA4Y€HBl XapaKTEPhI
nepcoHaxei. Kazanoce Obl, Tenepb aBTOPCKUN TEKCT MOJIKEH CaM <«JIedb Ha SI3BIK».
OpmHako HeT, He MOy4aeTcs, Mepexo/] OT UMIIPOBU3UPOBAHHOTO TEKCTa K aBTOPCKOMY
OKa3bIBAJICA OYEHDb TPYAHBIM. B Kakoi-TO Mepe 1ake 3araJOuHO TPYIAHBIM.

Emie pa3 3agymaemcs, B 4eM JI€JI0.

Mg, Bpone Obl, cnenoBanu (CTaHUCIABCKOMY — CIiepBa pa3opBaTh Ha
KaKOe-TO BpEMsI CBSI3aHHOCTb C TEKCTOM, BEPHYTHCS K aBTOPCKHUM HMITYJbCaM, K
TOMY, YTO SMOLHUOHAIBHO PYKOBOJWJIO aBTOPOM, KOTZa OH 3aAyMbIBajl CBOIKO IbECY.
Cnenys CTaHUCIaBCKOMY, MbI IIJIA B KU3Hb. CHayana - B JKW3Hb B IIMPOKOM
CMBICJIE CIIOBA, IOTOM B JKU3Hb CBOIO COOCTBEHHYIO, TIOTOM - B >KHU3Hb IIEPCOHAKEH, B
o0mmeM, 3aHUMAIUCh TMpoOJeMaMH >KH3HA W mpobJemMamMu mnoarekcra. Ho Bor
HACTYIIAET MOMEHT: HYXKHO BO3BpAaILlaTbCS K TEKCTy. XOTS BO3BPAILIATHCA — CJIOBO
HEBEPHOE, MbI TEKCT TOJBKO MNPOWIM — 3TO B Jy4dlleM Ccly4ae, B XYAIIEM —
MIOTOPONMWIMCH U YK€ HaYallu MEXaHUYECKU TOBOPUTH, TAK YTO, BCEPHE3 PACCYKIAS, —
MbI IPUCTYNIWIN BIIEPBbIE K TEKCTY aBTOpa. YTo 3TO 3a mepexon? ITO IBUKEHUE OT
comepxkanusi k Qopme. Ckaxem, coaepkaHue B MOATEKcTe, (opMa B TEKCTe...
Bropouem, u Tyr yrounum. Benp coaep:kaHue MbI TOXKE CTapaluCh pPACTUTh B
YCIIOBHSIX XYI0KECTBEHHOTO madoca, MBI AepKaIu B AYyIe XyT0KECTBEHHO-UACHHBINA
nadoc mnpoussenenus. C apyroii cTopoHel, u ¢opMa TOke cama 1o cebe
coJiepkaTelIbHa — €CJIA 3TO HacTosIIas Gopma, y cepbe3HOro aBTopa. Tak 4To OHU HE
TaK yX JAJIEKH Opyr OT Apyra, coaepkanue u (opma - moATeKkcT U TekcT. Ho 3to
TEOPETUYECKHU: MPAKTUYECKH UYTO-TO HaM Memiaer. Buaumo, «Memaer» aBTOp Kak
XyJIOKHUK. MelaeT HeoOXOAUMOCTh OBIIAJICHUS CTHIIEM, aBTOPCKUM CBOECOOpa3HeM,
TO €CTh, TOHYAWIIIMMU OTTEHKaMHU YyBCTBA M MbIC/IM. Ha nene BbIsICHAETCS, 4TO €€
JIOCTaTOYHO BEJMKAa YIAJICHHOCTh aKTeEpa OT MEPCOHaXa, MYCThb AKTEP K ITOMY
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MOMEHTY YK€ pa3zorper, Ayllla ero pacraxaHa, BOOOpakeHHe HachImeHO. M Bcé xe
OT XYJOXXECTBEHHOro oOpaza OH Bce eme oyeHb aanek. KakoBbl ke myTu
IIPEOIOIEHUS 3TON TUCTAHIIUK?

Y CraHHMCIIaBCKOTO ATOT MPOLECC OIMUCHIBaeTCA IMo-pazHomy. Jlaxe B
MOCTIETHUX €r0 TBOPUYECKUX JIOKyMEHTax, B pabore «PeBu3op...», B Imporpamme
OnepHo-IpamMaTHYECKON CTyIUH U B TAKOM HEpPa3paOOTaHHOM, HO BCE XK€ BaKHOM
¢bparmente, kak «[lman pabotel Hag ponbio» 1937 roxa®™. C oxHoii CTOPOHBI, Tam
ecTb coobOpakenue, uto aBTopckuii TekcT aomkeH [IOCTEITEHHO BBITECHATH
TEKCT JTIOAHBIN, — dTa uaed u Oputa moaxsadeHa M. O. Kuebens. Ho tam ectsp u
MoMmeHT 3AYUMBAHUSA Tekcra. Topuos oOpamiaercs k HazBaHOBY: «9TOT MOMEHT
— MOMEHT IlepexoJa K TeKCTy — ellle HeI0CTATOYHO pa3padoTran». YBbI, 3TO TaK U
ectb. Jla, 31ech MBI ocTanuch 6e3 TeopeTHdecKkux 3aBeToB CTaHMCIABCKOTO, U HaM
HY>KHO «BBIKPYUHUBATHCS» CAMHUM.

A TO, 9TO 3TO TPYAHO, JOKA3bIBAaCT MPAKTHKA. Y HAC B MAaCTEPCKOMl ObLIU
Cllydad HENpeoAOoIMMON TPYAHOCTH mepexoia K Tekcry. Hampumep, nbeca «JlHu
Hame >Ku3HW». MBI Tak M HE CMOIJM NEpelTH K TeKcTy, u pabora Obuia
OCTaHOBJICHA.

Opnako emie pa3 BepHeMcs K Teopuu. [lpeamonoxum yto ABa MyTH,
HameueHHble CTaHUCIIaBCKUM, APYT Apyra He UCcKiIo4aroT. [lepBblil — noxduparecs K
ABTOPCKOMY TEKCTY IOCTEIIEHHO, HCIOJBOJIb MEPEHOCUTHh B  OTIOJABI DJIEMEHTHI
TEKCTa, JIeJIaTh ATIOJbI HAa CTWJIb aBTOpAa M TaKUM OOpPa3oOM «3aXBaTBIBATh» TEKCT.
CkaxewM, pabotas Hapg lllekcnmpom, aenaTh 3TIOABI B cTuXax. WMnu Ha poxaeHue
otnenbHbIX ¢pa3. Ham mokaszanoce u Takoe BO3MOXHBIM. B pabore Han «Pomeo u
JIKynbeTToi» MBI MPEATIOKUIN CTYACHTKE OCBOUTH OJHY (pa3y «Hecutech mmbue,
OTHEHHBIE KOHHU!», TO €CTh, CAENIaTh 3T/, MOABOISIINMA K 3TOoM Ppasze. Ita mpoda He
3ajmanunack. M apyrue cnocoObl mepexoja K TEKCTy 3a4acTylo IPOBAIMBAIIHCH.
Bo3moxxno npas B. H. lNanenneeB: He ynaercs MEpedTH K TEKCTY OTTOrO, YTO 3TO
TpeOyeT 0oIbII0i, 6ECKOHEYHOU PabOTHI.

Kocnych, onHako, 1 Broporo nytu. OaHaKpl HaM MOKa3ajJ0Ch, YTO JOJIKEH
OBITh TaKOH MOMEHT CO3pPEBaHMs POJIM, KOTAA CTyJEHTa MO>KHO HOIPOCUTH MPOCTO
BbIYYMTb TekcT. OroBoplo, 0OJIHaKO, YTO HE HaAO0 MyTaTh 3TOT METOAUYECKHM
MpPUEM C MPAKTHUKON MHOTUX MPOQECCHOHANBHBIX TEATPOB, B KOTOPHIX U MPOOIEMBI
TaKOM — «epexo]i K TeKCTy» - HeT. [lo X MHEeHHIO, TeKCT HaJ0 BBIYUYUTh K Hayally
paboThI, a TOTOM BCAKMUMH CIIOCOOaMU HACHINIATh, JAeNaTh KUBbIM. C TOUKHU 3pEHUS
pEeXHCCEPOB ATUX TEATPOB, ITO BOOOIE HalyMaHHasl MTpodsieMa — Mepexo]l K TeKCTY.
Ho, ¢ ux Touku 3peHus, BeposTHO, M Bce Hacieaue CTaHHCIAaBCKOTO U 3TIOJHBIN
MeToJl HagyMaHbl. Het yx, yBoJbTe, CTO pa3 yOekaaelbes, YTO BhlyYlBaHbE TEKCTa,
HE TO 4YTO HayalbHOE, a JaXKe IPOCTO paHHEE, IPUHOCUT BPEJ, BPE U €ILE pa3 Bpe/l.

Uro ke Bce-Taku aenatb? UTo menats ¢ mpoOiemMoii mepexoia K TeKCTy. Mbl
oTBe4aeM ce0e Ha ATOT BOINPOC OJAHHUM CIIOBOM: BJKOJIATHL. Kak Mbl crapanuch
BIIIOOUTH CTYJIEHTOB B 3TIOJIHOCTb, B ITIOJHBIH METOJ, TaK e, HaM Ka)KeTcs, HaJlo
BIIIOOJISITH MX B aBTOPCKUN TEKCT, B aBTOPCKUN CTWJIb, B aBTOpa. EcTecTBeHHO, s
ATOTO MBI CaMH, MEJArory, JOHKHBI OBITh B HETO BIIIOOJIEHBI. A Belb OBIBAIOT CITyYaw,
KOT'/Ia Mbl TOBOPUM CTYJ€HTaM HEUYTO Y)KacHOE: Mbeca, MOJI, 3aMeyaTesibHas, HO TEKCT
- moxoi. Koneuno, 310 nenarornyecku abcypaHo. Tak Mbl X HUYEMY HE Hay4YHM.
Bunumo, Takux mbec cienyer CTOPOHUTHCS, BO BCSKOM cCilydae, He OpaTb MX JUIs
paboThI CO CTyICHTaMHU.

Wrak, Ba100asiTh. PaHbiie Mbl NMPOCHIM CTYACHTOB OOJBIIMMU OyKBaMU
MUCATh CIIOBO «ATIO/», TeTEPh TOBOpUM: «OTKPOUTE TETPAAKY, HAMUIIIUTE OOJIBITHMH
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OyKBaMU «aBTOPCKMii TekcT». M naBaiite He «epexoJOoM K TEKCTY» 3aHMMAThCH,
UCKJIIOYMM M3 HAIero cioBaps 3To ¢opmalibHOe NoHsATHe. JlaBaiiTe OpaTarbes C
YexoBeiM, Oparatees ¢ Lllekcnupom, Opatarbes ¢ Ilacteprakom». 910 nmpo3Bydaio,
MOJKET OBITh, U BBICOKONIAPHO, HO TOTJa HAC CTYEHTHI TOHSIIN.

Ectp B mporecce OCBOGHHS aBTOPCKOTO TeKcTa «Oone3Hu poctay. UYTo 4
UMero B BUy? Bo-niepBbIX, 3TO M3JIMIIHSASA NPUIMITYUBOCTD 3TIOJHOIO TeKCTa. bynyun
MOBTOPEH JBA-TPH pasa (4To caMo Mo ceOe OMmMUO0YHO — KAaKHEe B ITIO/IaX MOTYT OBITh
IIOBTOPBI) TEKCT Kak Obl «IIpuiunaer K sA3bIKy». Jlpyras Oo0Jie3Hb — aKTepCKO-
PEXKUCCEPCKUN «HABBIK» IIPOU3BOJIBHOIO COKPALEHHUsI aBTOPCKOTO Tekcrta. Tyr s
JOJDKEH CO3HAaThCsd B CBOEM OONBIION OTPULATENBHOW NpakTUKE, U HMEHHO B
MeJarornyeckoM Ipolecce (B Tearpe 3TO MPOCTUTEIBHO). MBI HacTO COKpallaiu
TEKCT, U XOTd JJI1 KOHKPETHOTO TBOPYECKOI'O PE3yjIbTaTa B CIEKTAKIIE COKpAICHUS
WHOT/Ia OBUIM U TIOJIE3HBI, M ATO HAC IMOPOH BBIPYYaAO, C TOUYKH 3PEHHUS BOCTIUTAHUS
aptucta 310 0bU10 BpenHo. [Ipumep — pabora Hax crekrakieM «Xouy pedeHka» C.
TperbsikoBa. Mbl nocuuTany, 4ro y 3Toil mbechl 20-X roJl0B ujesl CUIbHasA, a TEKCT -
ciabblil, ra3eTHbIH, U IO3TOMY HYXKHO €ro peJakTUpoBaTh. BOT MbI M cOKpalanu ero
0€300KHO U 3aMCHSUTA aBTOPCKHUIA TEKCT COOCTBEHHBIM 3TIOIHBIM TEKCTOM. JTO OBLIO
IIPAKTUYHO, HO TOBOPUTH O TOM, 4YTO Ha OJTOM CIEKTaKJ€ CTYIEHThbl YYHINACH
IIepeXoy OT 3TIOAHOIO TEKCTA K aBTOPCKOMY, pa3yMeeTcCsl, Hemb3s. Uepe3 HECKOJIBKO
ner, pabotas Hajg neecoi «lItuna Kapmn», Mbl Toxke 1mo3Bosiniu cebe HeyBaKeHHE K
tekcry B. CunakeBnua. CryneHTam OH Kazaics ycrtapeBmuMm. WM Mbl, neparorw,
MOLIUIM Yy HUX Ha noBoAy. OIHAKO B aBTOPCKOM TEKCTe ObUIO CBOE 00asiHUE, U TTOTOM
HaM aBTOp «MCTWJI» 3a HEYBaXEHHME K TEKCTY, Mbl JaK€ BbIHYXICHbl ObUIM
BO3BpalllaTh HEKOTOphIE cioBa U (pas3sl. Wnu apyroit cioydail cBoero poja Geccuims
nepe TekctoM — «B oxxunanuum 'ogo». OTa nbeca craBuiach y Hac Ha Kypce IOpuem
byrycoBbiM. OHa cuinpHO cokpamanack. [IpaBaa, BIOCIENCTBUN pEXHUCCEP — HAO
OTIaTh €My JOJDKHOE - B OTOT, K TOMY BPEMEHHM YXKE IPOCIABICHHBIN CIEKTAKIIb,
MOJIYYMBIIMHI Aake «30JIOTYI0 MACKy», CTall BO3BpAIlaTh KyCKHM aBTOPCKOTO TEKCTa.
[TomHio eme ciydwail, Korja Haml KpynHEWIIWi megaror OyKBaJbHO Ha Iia3ax y
CTYIEHTOB CTaJl COKpauaTh NnepBblii MoHOOor Onbru B «Tpex cecrpax», B OTYassHUU
BOCKJIMKHYB niepe 3TuM: «He OyayT 3puTenu 3Toro ciymarb, 3To AIUHHO!» Bee 310
- CIIy4aM HalIero peXHUCCepCKO-TEeAarornueckoro 0eccuius, 6ecCuius NoHATh TEKCT,
pasragarts €ro.

Xotenock Obl MpeofoneTh 3TH «0osie3HH pocTay. M Mo BO3MOXKHOCTH He
3aHUMAaThCS B y4eOHBIX CIIEKTAKJIAX PEXKUCCEPCKO-IPaMaTyPrUUECKUM
KOHCTpyupoBaHueM. Hajmo TepnenuBo NpoJoKaTh 3Ty «OECKOHEUHYIO paboTy»
BIIIOOJIEHHS CTYJE€HTOB B aBTOPCKHM TEKCT, B aBTOPCKUM CTUIb. B uneane, ecnu ans
9TOT0 HYXKHO, NPEAIOJIOKHUM, cTaBsi UexoBa, U3y4uTh BCe Ibechl UeXoBa, BCIO €ro
P03y, YTOOBI MOHATH €r0 CTUIIUCTHUKY, 3TO HA/IO CEaTh.

Mermaer HaM, B U3BECTHOW Mepe, €llle U Takoe MpeayOexeHue, 4To, Mo,
Mepexo/l K TEeKCTY — 3TO 3aKIIYMUTENbHBIA 3Tanm paboTel. KoHewyHO, 3TO HE Tak.
Huxkaxoii on He 3akmounTtenbHbi. [IpocTo 3T0 MpogokeHne IIaHOMEPHOI paboThI
HaJ cojiep)KaHueM, paboThl, KOTOpas, pa3yMeeTcs, JOKHA BECTHCh JIaXKe YKe H C
BBIyYEHHBIM TEKCTOM.

Eme 00 oueHb BakHOM. BblydeHHBIH 1 JTa)ke OCBOEHHBIN IO COEPIKAHHIO
10 CTHJIIO TEKCT MOXKET B JIFOOOH MOMEHT CTaTh MEXaHUYECKUM, 3aydyeHHbIM. W Torna
OmsATh, Kak HaM Kaxercs, HeoOxoaumo BO3BPAIIIEHUE K OTIOAY. Beuio u Ha
IIPAKTUKE: TEKCT OBbLI YK€ BbIy4EeH, a MbI IONPOCHIM CHIIPAaTh CIEHY CBOUMHU
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CIIOBAMM, M BO3HHKIJIO OCBexeHue. KaHaiy, CBA3BIBAIOIIMNM TEKCT C IIOATEKCTOM,
CBA3BIBAIOLIMI TEKCT C JYIIOH apTUCTA, - 3TOT KAHAJ TPOYUCTHUIICS.

YMeHue oTCTynuTh K 3TI0y — IPUMETa BhIcIIEro MacteperBa. Eciu Obl Bce
Hally BBITYCKHUKU 3TUM Biagenu! OTcTynuTh K 3ToAy... ChlIrpaTh CUEHY CBOMMH
CJIOBAMM WJIM CBITPATh 3TIOJHYIO BAPUALUIO CLEHBI, CHINPATh YTO-TO HE U3 CIOXKETA, a,
JOMYCTUM, U3 IPEIKU3HU. .. DTO KE 30JI0TOU 3amac pexuccepa u akrepa. Koneuno,
€CIT aKTep OOMTCS ATIOAA, KaK YepT JiaJaHa, UM 3TO eMy Yy>KA0, TOTAA ATIOJAHOCTh
HEBO3MOJKHA, U PEXKUCCEPY OCTAETCS TOJIBKO C HUM pa3roBapuBaTh U pa3roBApUBATH,
TO €CTb MBITATHCS 33J€Th €r0 BOOOPAKEHUE CIIOBAMU, YTO, II0-MOEMY, FOpa3/i0 MEHeE
3¢ PEeKTUBHO, YEM ITIOJ.

ApPTHCT JIOJDKEH YMETh «packadatb (opMy». YOBICTPUTHh WIH 3aMEIUTh
TEMII CLIEHbl, U3BMEHUTh PUTM PEYM, CHSATh May3y, BBECTH May3y, CKa3aThb YTO-TO B
HOBOW MHTOHAUU. MHe oueHb HpaBUTCS (s yciblai 3To Brepssle y JI. A.JloquHa),
YTO apTUCT JOJHKEH OTKJIMKAThCS BOT Ha Kakyl mpochbOy: «Bbl Xopolio urpaere
CIIEHY, HO clIeJlaliTe Tenephb Kak-HuOy b mo-apyromy». M apTUCT HOIKEH BBITIOJIHUTD
Takoe, Bpojie Obl «abCcTpakTHOEY, OKeNaHue pexuccepa. M y aptucra B 3TOM ciydae
00s13aTeTbHO BOSHUKHYT HOBBIC HIOAHCHI IMTOBEACHUS. MBI MHOT/1a TOBOPHM: «JlaBaiiTe
«TO3TIOAHNYaeM»». KOHEUHO ke, 3TO KaproH, HO JJIsl HAaC MOJIE3HBIM.

Hemutoxoe BbIpakeHHE — <«OTIOIOM packadaTh (Gopmy». Benp uro Takoe
aTIoA? DTIoA — 3TO U ecTh Oopbba ¢ (opmoi, ¢ BBI3YyOPEHHBIM TEKCTOM, C
«3aU3KYIBTYPCHHON» MU3AHCIICHOW, WK C CUTYyallueH, Kkoraa ¢gopmMa, MOXKET OBITh,
U XOpOIlla, HO «KOCTEHEeT». A BeIb MOCTENEHHO OHA MOKET M MOOEIUTh, 3aAYIINUTh
BUOpUpYyIOIIee 1Mo Hel conepkanue. M Torma BoBpemst HyxkHO cka3aTh: «®Dopwma,
3Hal CBOE MECTO.

A Temepb Mbl 0O0paTUMcs YK€ K TIOCIe€qHEMYy »3Tany paboThl HaJ
criekrakiem. [IpenmonoxkuM, CHEKTakJb YK€ BbINyIIeH, OH wuaer. Hamo ¢
COKaJICHHEM OTMETHUTb, YTO MJET OH, BOOOIE-TO, HE TaK JOJT0, KaK XOTEeNOCh OBl.
Camble xoporure, yaauHble yuyeOHble crieKTakiau MoryT npoit 30 — 40 pa3. 1 o 3to
OoJpIIasi peaKOCTh, TTOTOMY YTO CIEKTAKIM BBIMYCKAIOTCS HA TPEThEM-YETBEPTOM
Kypcax, ¥ €Ba OHH HAYMHAIOT KUTh MOJIHOIIEHHO TBOPYECKH (IIpuMepHO mocie 20-ro
CHEKTaKJIs), KaK CTYJEHThl 3aKaHYMBAIOT WHCTUTYT. TaKk YTO €CTh HEIOXKMBIIHUE,
HEJIOUTPaHHbIE CHeKTakiau. Jlaxke B IIpecce B CBOE BpEMs, 4Yepe3 TOoJ Iocie
OKOHYaHHS HAIIMMHU CTYJEHTAMHU MHCTUTYTA, MTOSBUIIOCH, HAIIPUMEP, BOCKJIUIIAHKE: a
r7ie )K€ CHEeKTaklb «Xouy pebenka»? Mnu, ckaxem, y Hac sIBHO Oblja HEJOUTPaHA
«lopora» no demwmnnHy, a Takke «Muible MOM CeCTpbl», «BecenuTcss u JUKyeT...».
He Bcem mnoBesno, kak «BeHeunanke», kotopas Bonuia B peneptryap «lIpurorta
KOMEJIMaHTa» WIH Kak crhektakimio «B oxumanuu ['070», KOTOpBIA 00pen HOBYIO
’KU3Hb Ha clieHe Tearpa Jlencosera.”

WNrak, crekrakib BbIIEN, UAET B YETBEPTHIA, B MATHIA, B JIECATHIM pas.
Kaxxnprit pa3 1poskuM: MOIYIUTCSI YTO-TO CETOIHS WM HET, KaK OH MOUJET, OyaeT Ju
xuBOW. CHEKTaklb CHeNaH STIOJMHBIM crocoboMm, 0e3 TBepaod Qukcamuu Bcex
AJIEMEHTOB, a HAaCTOSALIEro, IIyOWMHHOTO MAacTepCcTBa, KOTOPOE IMO3BOJISIET apTUCTY
3¢ (HEKTHBHO TOTOBUTHCS K KaXJAOMY CIEKTaKIIO y CTYIEHTOB emie HeT. B To xe
BpeMsl IYCTOTa, XOJOJHOCTb, (OpPMaJIbHOCTh MOJCTeperalT akrepa. Crapaemcs
pEeneTHpPOBaTh, TOTOBUMCS, HO BCE PABHO IEpe]l HAYAIOM Ka)KIOrO CIIEKTAKIIS Kak Obl
BHUCHUT B BO3JyXe BOMpOcC: OyaeT win He OyJIeT, COCTOUTCA Uil He cocTouTcs? OTTOro
MbI IPUJIAEM OTPOMHOE 3HAYEHHE HACTPOCUHOMY pas3roBOPY, IMOCIEIHEMY CIIOBY,
KOrJla 3a JecsiTh MHUHYT JO Haudajga CIHEKTakJs BCE CTYIEHThl COOUpaIoTCS 3a
Kyaucamu... OHH CTOSIT, CTPYAUBIIUCH BOKPYT NEAarora, 1 OH B MATb-I€CATh MUHYT
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JOJKEH UM CKa3aTh HEYTO BaXXKHOE, peliatoniee. S 1000 ’TOT MOMEHT, IPUIAI0 EMY
00JIbI1I0€ 3HAYCHHE, U MHE KAXETCA, YTO yCIeX MPEJCTOAIETO CIEeKTaKIsd, KaK 3TO HU
CTPaHHO, BO MHOI'OM 3aKJaJbIBAaCTCSI B O3TH MHUHYTHL. TyT OYEHb MPUCTAIBHO
HaleJIMBACIILCS, BeAellb Oecelly, OTTAIKUBAsACh OT CErOJHSIIHET0 CaMOYYBCTBUS
cTyneHTOB. OTrIsIIBIBACIIb UX U IMBITACHILCS YraJlaTh, O YeM UM ceilyac HeoOX0IuMO
HanoMHUTb. Ecian oHM mepeBo30y» AeHbl, Thl UX YCIOKaWBaelllb, €CIH YyBCTBYEIIb,
YTO OHHU BSJIbIE, Thl CTApACHIbCS MX PACHICBEIUTh, C KEM-TO IIYyTHIb, KOTO-TO
pyraeiib, IpOCUIIb CETO/HS OOpaTHTh BHMMAaHHE HAa TAaKylO-TO CIIEHY, YHEprHuHEee
JBUTATHCS K KyJbMUHAIIUN, U3MEHHUTH TeMIl. Ho BpeMeHr 00BIYHO 0CTAaeTCs HEMHOTO,
HEJb3s MEepPEeePKaTh aKTEPOB, YK€ OCTAKOTCA MOCIEIHUE CEKYHIbl Iepes IyCKOM
3putenedd B 3ay. UM BOT mo crapoil TpaauLIMM Ha MOKO PYKY JIOXKarcs Bce pedsiubu
nagoHu, Mbl roBopuM Bmecte: «C borom!» - u Bce! - myckaem 3pureneid. Toabko
TETephb 3aBEPIIACTCS CETOAHSIIHIN Me1arornuecKuil mporecc.

B oTu nate-gecaTb MUHYT Ha0 JOOUTHCS, UTOOBI CIIEKTaKJIb CETOIHS MPOILET
OTHOAHO. Kak Ob1 kpenko oH HH ObLI cAeTaH, Kak Obl TOYHO HU OBUT BBIBEPEH U
MOCTPOEH, BAXKHEWINIEH CTAaHOBUTCS MOCIEAHSISI MIpock0a negarora o0 3TIOAHOCTH. S
JyMaro, 3TO YyBCTBYIOT HE TOJBKO IEJaroru, HO U MHOTue pexuccepbl. OJTHO BpeMs
(yxke MHOro Jer Haszan) s paboran B HapomHom Tearpe BMecTe ¢ IMpEKpacHBIM
pexuccepom M. C. OmnbmBanrepom. KonewyHo, Torna BpemeHa ObulM JpyTHE,
negarorukoid Unps CaynoBuy He 3aHUMAiCs, ObLT JajeK OT ATIOAHONW TEOpUH, HO
OJIMH TEPMUH OH YHOTPEOJIsI, TO-MOEMY, BIIOJIHE HAIll - OH MHOTJA MPOCUII aKTEPOB
CBITPATh «KOE-Kaky». ITO Oblia CBOeoOpa3Hasi mpockba 00 3TIAHOCTH. B 3T0 moHsTHE
BXOJHT U HACTPOIKaA Ha OMpeJIeTICHHbIE OTHOIIEHHUS C 3aJloM. MIHOT1a pOoCHuIITh OBITh
HE3aBHCUMBIMHU OT 3pUTENed, MHOT/Aa, HA000pOT, — HEMPEPHIBHO HX YYBCTBOBATH,
00IIaThCs C HUMH, HAIPUMEP, C MEPBHIX KE MUHYT «BTSHYTh B THIIHHY». Kak-To MbI
e3nunu Ha «llomnym» B MockBy, B TUTUC. Torga emie TOnpKo co3gaBajicsl Hall
BIOCJICICTBUU TIOMYJISIPHBIN cieKkTakib «Bpems Beiconkoro», W mNOMHIO, MHE
YAAJIOCh J1aTh CTYJEHTAaM TOYHOE IOCJeJIHEee HAamyTCTBUE. S MONMpPOCUII: «aTaKOBATh
3pUTeneH, MPUIOTHATh UX, pacciaabIeHHbBIX, ¢ MeCT». Ml KOHTaKT TOT/Ia COCTOSIICH. .

...CraHucnaBCKUl TOBOPHJI, YTO aKTEp IJS TOTO, 4TOOBI OBITH B (opme,
JOJDKEH BCIO KU3Hb 3aHUMAThCS OECIpeIMETHBIMU JedcTBUsIMU. [IpoTuB 3TOTO
UCAbHOTO, XOTS, MOXKET OBITh, U HIACATUCTUUECKOTO COBETa TPYIHO BO3PA3HUThH.
OnHako XO4yeTcs CO CBOCH CTOPOHBI JO0OABUTH, UYTO AKTEP JOJIKEH BCIO KU3Hb
3aHMMAaThesl JToAamMu. M ecnmu  BooOpakaeMblii TpeaMeT MPEeUMYIIeCTBEHHO
OTHOCHUTCS K TEXHOJIOTHUH, K DJIEMEHTaM, TO ITIOJbI MOJAEPKUBAIOT CBSI3b aKTepa U
€ro aKTepCKOr0 MacTepCTBA C KU3HBIO. ..

OTI0l BaK€H B CaMOM Hauyaje y4yeOHOro Ipoliecca, KOrja yrnpaXHeHHe
MpeBpamaercs B OTIOA. OTIOJ — 3TO CPEACTBO MOOWUIHU3AlMU BCEH JTyXOBHOM
Oworpaduu CTyIEHTa, KaHal CBSI3M MEXIy BHYTPEHHHM MHPOM apTHUCTA W
BHYTPEHHUM MHPOM IEpPCOHaxka. ITO coodmaromiuecs: cocyabl. HakoHell, 3TIOIHBIH
METOJ] TIOMOTaeT aKTepy B KOHKPETHON paboTe Haj pOjbI0 HAa BCEX JTamax padoThI
HaJl CIIEKTaKJeM OTIOJ MOMOTAaeT M YK€ CJCIIaHHYI0 pOJb JEpKaTb B >KUBOM
COCTOSIHHH.

Tenepp eme 00 OAHOM CIEACTBUU 3TIOJHOTO MeToia. EcTh moHsTHE —
nadoc ponu, HO ecTb M madoc crnektakias. OHU HMEIT JAPYr K APYry MpsiMoe
oTHomeHue. CaM CEKTAKIb ABISETCS HE CYMMOM poJied, a HEKOTOPOU MPOU3BOIHOM,
OH POXJAETCS B JTIOJHOM METOJE padOThl, U caM Kak IeJoe, KaK 3PEeJHINe TOXKe
4acTO pOXKAAETCS ATIOAHO. MBI TObBITaEMCS  Y4YUTh CTYAEHTOB AaBTOPCTBY H
COABTOPCTBY Kak TIJIaBHEHWIIMX  OIIyIIEHHSAM apTtucta. Mbl  Oopemcs ¢

146



«IUTACTWJIMHOBOM TEOpHEW», IO KOTOPOM TJaBHOE CBOWCTBO akTepa - OBITH
MOCIYIIHBIM MAaTE€pUAJIOM B PYKax peXuccepa, OTKIMKAICh JIUIIb HA JTUPEKTHUBHBIC
3aiaHus. MBI e CUUTaeM, 4TO CTYAEHT, B IEPBYIO OUEPEIb, OTKJIMKAETCS 3TIOJIOM Ha
aBTOpCKOe coeprkanue. M Mbl cTapaemMcsi BHYIIUTh CTYI€HTaM, YTO PEKUCCEpP — ITO
HE Ha4yaJIbHUK, HE CYyJbsl, a BCETO JIMILb IEPBbII «3aBOAMIIA». ITO YEIOBEK, KOTOPHIH
naéT TOJBKO NEPBBIA TOMYOK, KOTOPBI BHIOMpAaeT MpPOM3BEICHUE U BIIOOJIAET B
IIPOU3BEICHNE aKTEPOB. Bech JanbHEHIIMI IPOLECC Mbl NIPUHUUIIMAIBHO CUYATAEM
COBMECTHBIM, KOJUICKTUBHBIM. MBI YOEXKIEHBI, YTO U3 OJHOM TOJIOBBI — €CJIH 3TO,
KOHEYHO, HE T0JIOBAa I€HUs, a OOBIKHOBEHHAs DPEXKUCCEPCKasl IojJ0Ba, - HE MOXKET
BBIITH Ta COAEPKATEIbHOCTb, TO 3HAHHE >XH3HH, TO OOraTcTBO BOOOpAKEHMS,
KOTOPOE MCXOJAUT W3 JIBAJIATH aKTePCKHUX roioB. [lo mpocToMy 3akoHY apupmMeTuKu
JBAJLIATh CEPbE3HBIX AKTEPOB 3HAIOT BO MHOTO pa3 OoJbllie O YXKU3HU, YEM OJMH
YEJIO0BEK — pexkuccep. Tak 4TO COaBTOPCKUM TeaTp — ATO HAIll BAKHEHUIIUN NOCTYJIAT.
[To3Bomo cebe aHamorurd ¢ peauruo3Hor cdepoi. OmHa penurus TPaKTyeT
cooTHoueHue «bor — yenoBek» Tak: 4yeyoBeK BBepsieTcsi bory Bo Bcem, HaXOAUTCA
no 3amuToit bora, sBisiercs ero pebenkom: bor u mporiaer, u Haka3bIBaeT, U CHOBA
npoutaer. Jlpyras penurus ucnosenyer, uTo bor u 4enoBek — cOaBTOPHI CO3UIAHUS
AKU3HU. MBI TBOPUECKH UCIIOBEAYEM «BTOPYIO PEITUTHION.

NHTepecHO 3aMeTUTh, YTO CeYac KOPUCTBI CHOPST O POJU pPEKHUCCEpPA B
Jielie  CO3JaHMs CIeKTakis. Bplmma  kHUra o0 aBTOPCKOM MpaBe pekuccepa.
OO0cyxnaroTcs pa3Hble acleKkThl MpodiemMbl. Mimeer nu, HanpuMmep, pexxuccep IpaBo
noiy4yatb aBTOpckue oruucieHuss? Yrto x, Meiiepxonpl JaBHO TMHCAal B
MporpaMMKax, YTO OH - aBTOp CIEKTaKJs, HO OH ObUI reHueM... Mbl e TOBOpUM
aKkTepy, 4To aBTop OH. OH BBIIIEN Ha CLIEHY, M YK€ HET peKuccepa, U yKe HET Jaxke
[Ilexcnupa, ectb Thl, BIOXHOBIECHHBIN [llexcimpom. KoHe4HO, TBI TOBOpHIIB CIOBA
[Ilekcnupa, HO TBOPHIIBL-TO Ha ClieHE Thl, a He llekcnup!

JlokazaTenbcTBa MOIIHOCTH 3TIOJHOTO METOAA €CTh U B IPAKTHUECKOM
tearpe. COBpeMEHHBIH TeaTp — TeaTp CBOOOHOTO OTHOIIEHUS K Mbece, U eMy HYKEeH
aKTep, OOyYeHHBIH paboTaTh STIOJHBIM METOJOM, CIIOCOOHBIA K CO3JaHUI0 HOBOM
XyJI0’)KECTBEHHOM pealbHOCTH, KOTOpasi MOPOM LIUpPE, YEM JIUTEPATYypHAsI OCHOBA.

B 1984 romy B TonbKO HauyMHaBIIEM paboTaTh mMojA pyKoBoacTBoMm JI. A.
Jlonuna Manom npamMaTuyeckoM ObUT BBITTYIIEH CIEKTakiIb «Mymy». OH uIeT A0 cux
op, y>Ke CBBILLIE ABaAnaTH jet. Y kputuka, u MoJBa, cieays aduile, pUIuCchIBalOT
ycIiex CIeKTaKyIs TOCTaHOBOYHOM OpHraje u, mpexie Bcero, MHe Kak pexxuccepy. Ho
s MPEKpPacHO 3HAI0, KaKylo JIENITY B 3TOT CIEKTaK/Ib BHECIH IPH €ro POXKICHUU
MOJIOJIbIE AKTEphl, TOJbKO 3aKOHUMBIIME WHCTUTYT, yuyeHuku Kammana — Jloguna:
C. bextepeB, C. Bmacos, C. KoseipeB, A. 3axapwseB, M. Ckmsap, U. Usanos, A.
3aBbsJIOB. DTO OHU COUYMHWIM 3MH30/bl, CTABIIME BO MHOIOM IUIOTBIO CHEKTAKIIS,
CTaBILIME €T0 XY/JA0KECTBEHHBIM 3HAKOM, @ BO MHOTOM M PELIEHUEM 3TOTIO CIIEKTAKIIS.
W abcomoTHO CHpaBeyIMBO CYMTATh UX COABTOpamH. S y)ke He TOBOPIO O TOM, YTO
TOJIBKO ATIOJHBIM METOJOM MOTJH ObITh co3aaHbl «OTKPBITHIN ypok», «Hamr mupk»,
«Ham, Tonsko Ham» B THO3e, «["aymeamyc» u «Kmayctpodobus» B MAT. B atom
cinyyae pykoBogutenu teatpoB u 3. S. Koporonckuit, u JI. A. [{lonun BeicTynmanu,
MPEKJE BCEro, KaK BEJIMKOJICMHbIE, OJIECTAIINE MeNarord, BOCIUTABIIUE ITIOJAHBIX
aKTEPOB.

N B Hameit yuyeOHOW MacTepCKOW STIOAHBIA METOJA SBISICTCS TJABHBIM
MHCTPYMEHTOM co3ufaHus crnektakieil. B «Xouy pebenka» MHTepMENnHU, - MOXKET
OBITh, CAMOE BOJIHYIOIIIEE B CIIEKTaKJE, - CoOunHEeHbI cTyaeHTamu: M. KonbuioBeiM, 1.
l'onoBuneim, U. llIBenoBeiM, M. Baccepbaymom, A. OBunHHNKOBBIM, O. bazunesuy,
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O. Tapacenko. Bcenomuio eme pa3 u «Bpemsa Boicoukoro», rae ObulM pOKIEHBI
BEJIMKOJICIIHBIE 3TIO/bI, CTABIIME OCHOBOM CIIEKTAKIIA: «Bo3BpamlieHue 335kKa JOMON»,
«Ilober u3 TropbMBI», «LlpIranoukay... Cienyrollee Halle CTYJEHUYECKOE MOKOJIEHHE:
K. Panmonopt, XK. au Kamya u T. bubuu - mog pykoBoICTBOM HAIIIETO K€ pexuccepa
Anppest [IpukoTeHKO cOOpanuch B KOMaHAy M COYMHMIIM CHEKTAaKIb «DIUII-Iaphy.
OTO0 npekpacHoe ITIOAHOE COYMHEHHE, BBIILIECK aKTEPCKOTO COaBTOPCTBA.

Celiuac y Hac yke€ HOBBIM KypC CTYAEHTOB, U Mbl 3apaHee 00yMbIBaeM,
KaKMe CIEKTAaKJIM CTaHyT MaTepHajoM UX oOydyeHMs. Y Hac €cThb NPEeANOJIOKEHUs,
410 310 Oynyt «Pomeo u J[xynberray, «[IpectymiieHne U HaKa3aHUE», COBPEMEHHAs
npeca, MokeT ObITh, OacHn Kpbuiosa. IlepBast 3a00Ta: Ha Kakue 3TIOJbl CTYJIEHTOB
BJIOXHOBJISITh, TOTOBS K ciekTakio «Pomeo u Jxynberra». D10, BO3MOKHO, OyayT
3TIOABI NP0 JH0OOBb, PO CBOIO JIFOOOBb, MPO UYXKYH0, IPO CHUTyalMH, KOTrAa
POJUTENN HE pPa3pelIatoT IEBYILKE BCTPEUYAThCs C FOHOMIEH. .. DTO, BO3SMOXKHO, OyIyT
pasnuyHble OTIOABI Ha OTTEHKM 4YyBCTBa JIOOBM,  HeHaBUCTU. Pasymeercs,
MOHAZ00ATCS ATIOABI Ha (PU3MUECKOE CAMOYYBCTBUE — HAIPHUMEp, HA OIYPSIOIIYIO
’Kapy, CTaBLUIyI0 OJHOM W3 IPUYMH POKOBOM CXBAaTKM Ha Iulomagu. A B
«[Ipectymnenun» TOXE, BUAUMO, Oymer cepust OTIOJOB Ha (QHU3UYECKOE
CaMOYyBCTBHME: Ha CaMOUYyBCTBUE B JyIIHOM HroyibckoM [lerepOypre, ctposiuemcs,
TOprymoueM, OypisieM, ONecTALIEM CHapy)kXM M  THWIOM BHYTpPHU, O3TIOJbl Ha
¢u3nyeckoe caMouyBCcTBHE ONbsiHEHUs (MapmenanoB), Ha Oose3Hb PackolbHUKOBA,
Ha €ro yCTaJoCTh, CyMacllI€CTBHE, HA PUTMBI CyIlleCTBOBaHUs Toidnbl B IleTtepOypre,
Ha cpely: KOMHAaTa, ropo, KaHajl. A eciii Mbl rornpodyem craBuTh 6acHu KpbuioBa,
3TO OyIyT 3TIO/IBI, MCCIEAYIOUINE pa3Hble YEeIOBEUYECKHE MOPOKH — JIECTh, 3JI0CTh,
3aBUCTb, YHUKEHHOCTb, BEICOKOMEPHE.

... W Bor Hamm cryneHTsl, HaOpanHuele B 2001 rofgy, yxe 3akaHYMBaIOT
BTOPOM Kypc. DTOT roj, MOMHMO TMPOYEro, KOHEYHO, ObUT M TOJOM I3TIOJOB. U,
KOHEYHO, JTI0JIHAsl TeMa CHOBa OOHapyKuja CBOI0 OECKOHEYHOCTh, CBOIO OTPOMHYIO
JUISL Hac BaXHOCTh, CBOM HWHTEPECHEHINE METOJAMYECKHE IOBOPOTHI. XOueTcs
YIIOMSIHYTh (5 BBIMUIIY 3TO M3 MEIarori4eckoro JHEBHUKA) HEKOTOPhIE U3 JECSITKOB
U JIECSITKOB ATIOJIOB.

beumn  3amaHupoBaHHble mnenaroraMu ATOAbl 1o «lIpectymnenuto u
HaKa3aHUIO», HO ObUIH 3TIO/IBI U 10 OCTpOBCKOMY. B yacTHOCTH, HA MECTO JACHCTBUSA:
«Apxkamika B necy» («Jlecy), «Bok3am» («TamaHTbl ¥ MOKJIOHHUKHY), «3aKyJIHCHE»
(«be3 BUHBI BHHOBATHIE»)... BooOIie, MeCcTo ACHCTBUSA CTalO Ha KaKOe-TO BpPEeMsi
Haled NpUHIUOUAIBHOW 3TIoNHON Temou («DunHckuii 3anmuBy, «Kypsarauk», «Ha
KpyToMm Oepery», «IloaBany, «Jlec Becennmii» u T.1.). [lanee ObLIN TIOIBI O OaCHSIM
KpbuoBa (B ToM uymciie, pa3ymeercs, MHOTO acCOIMAaTUBHBIX). A TMOTOM YyXke —
MOJTHOE TOTpyXeHHe B AToabl 1o «Pomeo m [xyneerre». TyT omsiTe ke ObUIH U
ACCOIMATUBHBIC ATIOJBI, U ITIOJBI-HAOIIOIEHUS, ¥ ITIO/IBI HA MECTO JACUCTBHS, U Ha
MpeKU3Hb, U Ha KOH(JIMKT, U HAa BEHYAJIbHBIE W TIOXOPOHHBIE PHUTYyallbl, U Ha
MPUOIIKEHNUE K TIOATHIECKOMY TEKCTY, U Ha XapaKTephl, U HA CKBO3HBIE JEHCTBUS, 1
ATIOJIBI-TPEHUHT Y. [lepednciito HEeKOTOpbIE U3 ATUX ATIOJIOB:

«IInomane B Beponey», «Mecsan Ttomy Hazan», «Pomeo u Pozanunay,
«Hakanyne poxaenus» (OepemeHHble Kopmminna u jenu Kamynerrun), «Pomeo u
benBommoy, «Urper mompoctka» (xynserta), «BmoOumace» (accoruaTUBHBIN),
«Tubanpn u nemqun Kamymertn» (kak  mo00BHHKH), «Moii  MepKyIuo»,
«becnpenmernas Tocka» (Pomeo), «boruau Pomeo», «Becenbrit berBonmo», «A ecnu
310 MmoOoBb» (xyneerta n Tubanpn), «YeTslpHaaUaThIl BeK» (cepus STIOAOB Ha
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obiT), «Poxm Kamynerrm», «Cembs Kamynertn» (HECKOJIBKO  BAapUAHTOB),
«ITarpuotnyeckoe cobpanue» (B mome Kamynerrtu), «Pomeo u Mepkyuno», «bamy,
«Oxpannukun Ha Oamy», «lIpeoOpaxenue JDKynbeTTol», «BraxkHas HOUBY,
«[Ipunyxnenne Jlxynbertel» (umm «Coactu cembloy), «llepemaga BracTu»
(Kanynerru - Tubanen), «Tuxoe HaycbkuBanue», «PemurenbHOe HACTaBICHHUE,
«Kapay, «X100b», «Tanern mupa» (Pomeo n Tubanba), «OTpaBieHrEe TO-STOHCKH
(dxynperTta), «CamoyHuutoxenue» (Mepkyuuno), «TanbsHub» (COBPEMEHHBIE),
«[Tax», «Benuanme», «OT wm3rHanus K cBuaanuio» (Pomeo), «bpaunas HOUbY,
«Cmepth Bo uMs xu3HW» (Jlopenuo), «Xponosorus nHs» (Pomeo), «Pemato si»
(xopmunuina), «Beixoxxy w3 wurpe» (denu Kanynertu), «Octanack omHa»
(dxynperTa), «lllyTel» (HONBITKA CBSA3aTh BECh ATIOAHBIAN MaTepuain), «CKBO3HOE
Pomeoy (aTroaubli psag), «CkBo3HOE [[KYyIbeTTh) (ITIOAHBIN PAN). ..
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The Psycho and the Physical in Psycho-Physical Actioning.

How the technique of Psycho-physical Actioning can be used successfully both as a
text analysis tool and as an actor training method.

Nick Moseley.

Much of Stanislavski’s work was devoted to the pursuit of a rehearsal technique
which allowed the actor both to live truthfully within the given circumstances of a
play, and to speak the text of that play as if the words were his own, however many

times the play was performed.

Many trainee actors struggle with the notion of ‘owning’ the text in the fullest sense.
This may be because they have learned the words and intonations in a way which is
disconnected from their own thoughts and physicality. To put it another way, they
may never have really explored, in a precise and systematic way, how each phrase
informs a moment of thought and intention, and how those moments combine into a
psycho-physical journey whose rhythm is both that of the written text and that of the
living actor. For an actor to be truly ‘present’ in performance there must be a synergy

of thought, body and text so that all three move forward together.

In his latter years Stanislavski worked from the notion that there is a reciprocal
relationship between mind and body. The body may respond to thought, feeling and
intention, but this process can also happen in reverse. A physical action carried out
with conviction and context can generate, or at least stimulate, thought, feeling and
intention, which the text then makes specific.

The Method of Physical Actions, which became the dominant rehearsal technique of
the Moscow Art Theatre in the decades following Stanislavski’s death, takes as its
starting principle the idea that a physical action which is motivated from the
character’s objective and carried out truthfully within the world of the play, has a
much more stimulating effect on the actor’s creative imagination than an intention
which exists only in the actor’s head. A scene, therefore, should be ‘mapped’ as a
series of connected practical or gestural physical actions, which the actor learns

alongside the text. The actions themselves are like physicalised ‘thoughts’, which
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express in various ways the subtext and character intention, and which can (in theory)

be performed over and over again without losing their power to stir the imagination.

‘Psycho-physical Actioning’ could be described as a refinement of this technique, yet
its origins lie not in the Method of Physical Actions, but in the political theatre of
1970s Britain. Actioning is widely used in British theatre and taught at many British
drama schools in conjunction with a Stanislavskian training, but in its most common

form it can probably be traced back to the Joint Stock Theatre Company in the 1970s.

Max Stafford-Clark, co-founder of Joint Stock and now artistic director of Out of
Joint, is the name most usually associated with Psycho-physical Actioning, and in fact
he still uses actioning routinely as one of the starting points for investigating a play.
Nigel Terry, who worked with Stafford-Clark on the Joint Stock 1983 production of
Howard Barker’s Victory, writes:
You break the whole thing into sections, and you use transitive verbs on every
single act and action. Max might have done that himself, or partly done it
before rehearsal. Then he’d go through it with the actors. So you’ve got a
structure, like a framework, that you can always refer back to. ™"
Surprisingly, however, he acknowledges that the technique’s originator was in fact
not himself but his co-director, Bill Gaskill, “I learned about actioning from Bill”,
Stafford-Clark writes®™. During rehearsal for the 1975 Joint Stock production of
David Hare’s Fanshen, Gaskill apparently became frustrated by some of the actors on
this production declaring that ‘my character wouldn’t do that” when asked to follow
directions within the text. The actioning technique was born out of the need to move
away from what Gaskill saw as a ‘Method-based’ Freudian approach to text, which
focused on individual motivation (the ‘why’), to a more ‘intentional’ analysis, which
was more concerned with exploring the nature of a verbal or physical action, its

intention and its effect (the ‘what’).

Gaskill felt that many actors, particularly those trained in the American ‘Method’,
placed too much trust in the inner emotional state of the character to spark the
motivation to speak and to produce clarity of action and intention on the text. For him,

the action itself was the most important thing — what the character does — to whom, in
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what manner, and with what intention. If an actor could find that journey, both the
character and the inner journey would then become apparent both to the actor and to

the audience.

Stafford-Clark developed Gaskill’s idea into the ‘actioning’ process, in which the
actor does not set a series of physical actions, but starts by translating his own lines of
text (and his stage directions) into a series of simple transitive action verbs which
express his character’s immediate intention in relation to one or more other
characters, and suggest to the actor how he might speak each line of text. In this way
each vocal choice which the actor makes springs from his understanding of the
character’s objective, and how it manifests itself in a specific strategic moment. In
effect, the action verbs are the actor’s personal analysis of what the author and the

play are demanding from him.

The starting point of this technique is the division of the dramatic text, individually by
the actor or collectively by the acting company, into separate phrases or ‘thoughts’, as

in this example from Act 1 of Arthur Miller’s The Crucible:

MARY WARREN: What’ll we do?/ The village is out!/ I just come from
the farm; the whole country’s talkin’ witchcraft. /They’ll be callin’ us witches,
Abby!

MERCY: [pointing and looking at Mary Warren]:/ She means to tell, | know
it.X"ii

This short exchange, from the first act, is between Mary Warren and Mercy Lewis,
two of the girls who have been caught dancing in the woods. Also present in the scene
are Abigail Williams (the ringleader) and Betty Parris (the youngest girl, lying
apparently unconscious.) The forward slashes represent the thought-changes. A new
thought is defined as a change of subject, whether slight or considerable, which
implies a shift in energy, intensity or address. In this case the frequency of thought-
changes in Mary Warren’s speech indicates that not only is she agitated, and therefore

thinking quickly, but that she is trying many strategies to make her listeners
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understand and respond. This also implies that the listeners (Abigail and Mercy) are

not responding positively.

Each thought is then assigned a transitive verb, expressed either in the infinitive - ‘to
probe’, ‘to flatter’, ‘to squeeze’, or in the first person singular — ‘I probe’, ‘I flatter’, I
squeeze’, or in third person singular — ‘probes’, ‘flatters’, ‘squeezes’. The verb
selected depends entirely on the nature of the textual ‘thought’ for that particular
character within the given circumstances of the play and on the underlying intention
of that thought. The verbs all need to be transitive, because the fundamental principle
of actioning is that all dramatic dialogue is ‘intentional’, and that each spoken phrase
seeks to affect the hearer in a particular way, even when that intention is not
immediately apparent. It is also essential that all verb choices are made within the
context of the character’s main objective for the play and their smaller ‘want’” within

each scene, so that the action verb never works against the objective.

The action verbs encapsulate Mary Warren’s intentions, moment by moment, in terms

of how she wants her listeners to be affected. The examples below are just possible

choices, a starting point for the actor. They are not fixed, and may need to be re-
thought during the rehearsal process. It is worth noting here that action verbs do not
and should not describe the actual effect which a line of text will have on another

character - they describe only the intended effect. Most actions in dramatic scenes in
fact fail to achieve the intended effect, which is why they are then followed up with

other or stronger actions.

MARY WARREN:

TEXTUAL ‘THOUGHT’ | ACTION VERB

What’ll we do? | appeal to
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The village is out! | alarm

| just come from the farm; | | frighten
the whole country’s talkin’

witchcraft.

They’ll be callin’ us I warn
witches, Abby!

MERCY LEWIS:

[pointing and looking at | alert
Mary Warren]:She means

to tell, | know it.

Where there are more than two characters on stage, it is also necessary, prior to
selecting a verb, to decide who is being addressed, because the target of the action
will often dictate the choice of verb. In this case, for example, Mercy might play
different action verbs to Mary (low status) from those she plays to Abigail (high

status). For this reason | have also included the direction of the action in the table

below:

MARY WARREN:

TEXTUAL ‘THOUGHT’ | ACTION VERB DIRECTED TO
What’ll we do? | appeal to Abigail and Mercy
The village is out! I alarm Abigail and Mercy
| just come from the farm; | | frighten Abigail and Mercy

2

the whole country’s talkin

witchcraft.

They’ll be callin’ us I warn Abigail
witches, Abby!
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MERCY LEWIS:

[pointing and looking at | alert Abigail
Mary Warren]:She means

to tell, | know it.

The discussion through which a company of actors arrives at these choices is
generally very productive, involving as it does a detailed examination of the
character’s objective in relation to a moment of verbal action. This has the effect of
focusing the company on specifics, and avoiding lengthy character analyses and

‘psycho-babble’.

Having selected the verbs, tried them out on the spoken text, and moved into the
rehearsal process, the actor is faced with the challenge of physicalising action verbs in
a way which incorporates gesture, psychological intention and specificity of thought
on the text. This is arguably a crucial stage in the actioning process, yet many actors
and directors seem vague about it. Even Stafford-Clark does not ask his actors directly
to physicalise the action verb, relying instead on the actor’s own ability to somehow
incorporate the action choices into the rehearsal process. "

The question then arises of how the actor reconciles the action verb (the pre-identified
demand of the text) with his own experiences and impulses within the lived and
inhabited world of the play. Can the action verbs, manifested in particular readings of
each thought within the text, be simply selected, aired, and then put aside, effectively
submerged into the subconscious and remaining as underlying conditioners of
otherwise spontaneous vocal and physical choices? The rest of this article deals with
my exploration of this question and on how the technique of psycho-physical

actioning can make the transition from the psycho to the physical.

| first worked with Psycho-physical Actioning in 1989, when, as an actor working on
a production of The Provoked Wife, | was asked by the director, along with the rest of

the company, to engage in the process of identifying transitive verbs as a starting
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point for rehearsing the scenes. None of the actors in our company had any previous
experience of this rehearsal technique, and its introduction, without much prior
discussion, met with confusion (and ultimately indifference) especially as the process

involved a great deal of ‘table work’ within an already limited rehearsal period.

The confusion grew when we started to work the scenes and there seemed to be no
connection between the ‘actioning’ we had done round the table, and the means by
which we then worked towards the physical realisation of the play. It was as though
our chosen action verbs were supposed in some way to reveal themselves in our
physical and vocal choices without any conscious effort on our part. The reality was
that we all largely ignored the action verbs and worked the scenes in our own time,

using our Own processes.

My next encounter with Psycho-physical Actioning was in the late 1990s, when as a
teacher in a major drama school | worked with another teacher who had trained as an
actor at Rose Bruford Academy (a major UK drama school and Stanislavski research
centre) and for whom actioning lay at the heart of the rehearsal process. Together we
began to build actioning into the core training. After a bit of practice, the students
proved very able in selecting action verbs for their text, but the next stage in the
process presented them with more difficulty. It became clear to us that the action verb,
once identified, could not inform the realisation of a thought in the acting space unless
the body could somehow take on the verb and build it into a lived psycho-physical
gesture. A series of actions would then become a series of gestures which could serve
as the actor’s ‘pathway’ through the scene. As the gesture changed, so would the
thought and the energy of the thought, and thus, in theory at least, the actor could find

his way through the scene with physical, vocal and emotional clarity.

Like many practitioners of Psycho-physical actioning, we began with ‘table work’,
working as director and company through the text to establish the character
objectives, mark out the textual thoughts and assign a verb to each thought. Having
made their choices, the actors then learned the lines and the action verbs together, so

that a firm association was formed.
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The first challenge was actually to find the right verbs. Sometimes it seemed that a
character, particularly where he had a long speech with many thoughts but the same
underlying intention, just seemed to be performing the same verb over again. After a
while, however, it became clear that each thought had its own quality, which could be
captured precisely using similar but different verbs, as in the following passage from
Act 2 of The Crucible in which Elizabeth Proctor tries to convince her husband to go

to town and put a stop to the witch hunt:

ELIZABETH: The Deputy Governor promise hangin’ if they’ll not confess,
John./ The town’s gone wild, I think./ She speak of Abigail and I thought she
were a saint, to hear her./ Abigail brings the other girls into the court, and
where she walks the crowd will part like the sea for Israel./ And folks are
brought before them, and if they scream and howl and fall to the floor — the
person’s clapped in the jail for bewitchin’ them. "

Since this is a narrative speech with a single theme, whose purpose is to shock Proctor
into action, one might feel justified in assigning the single action verb ‘I galvanise’ to
the entire passage. Yet this would fail to address the different strategies which
Elizabeth employs during the speech, and to capture the unique quality of each
thought. Below is a tabular analysis of the speech, which, by assigning different
(though often similar) verbs to each thought, empowers the actor to discover those
distinct shades of meaning. Once again, these verbs should be seen as the choices of

this actor in this company, not as absolutes.

TEXTUAL THOUGHT ACTION VERB

The Deputy Governor promise hangin’ if | | correct (his previous statement)

they’ll not confess, John.

The town’s gone wild, I think. I alarm

She speak of Abigail and I thought she | astonish

were a saint, to hear her.
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Abigail brings the other girls into the I bemuse
court, and where she walks the crowd
will part like the sea for Israel.

And folks are brought before them, and if | I shock
they scream and howl and fall to the floor
— the person’s clapped in the jail for

bewitchin’ them.

The allocation of a separate verb to each thought, despite the broad intention being the
same throughout, highlights the fact that in pursuit of an objective we can use many
strategies. We don’t have to be trained in rhetoric to know that to present a convincing
case, it is necessary to use variation of volume, pace, tone and musicality with each
new thought, so that whatever the actual words, the listener has the impression of not
one convincing point but a great many. The action verbs offer suggestions to the
actor, which guide the changes of thought and energy.

The next challenge we faced was to find that crucial link between the action verb and
the physical gesture. Some action verbs such as ‘I shake’, ‘I poke’ or ‘I grab’ are
already highly physical, but very often the given circumstances of the text do not
permit them to be carried out literally. Others, such as ‘I criticise’ or ‘I belittle” don’t
seem to stimulate the actor into any gestural expression, and often the pressure to find
the gesture leads to vague generalised ‘arm-flapping’ in which there is very little
definition and still less embodied intention. This may be partly because the trainee
actors’ own gestural vocabulary, being that of the early twenty-first century, tends
away from this kind of clear physical embodiment of intention, and partly because the
verbs alone are insufficient to stimulate the physical imagination, at least not in an

immediate, spontaneous way.

We also ran into the problem that with the body disconnected from the intention,
actors would tend to push into ‘forward space’ seeming to want to ‘get into the face’
of other actors. With every action ‘going forward’, actors would quickly run out of
choices, the voice and body would fall into patterns, and the actor would end up

playing every action in the same way.
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Gradually it dawned upon us that for action verbs to work, the actor had to be trained,
not just to allow the expression of the gesture in the body, but to develop his or her
whole psycho-physical ‘vocabulary’, so that expressive gesture could become an

embedded part of the actor’s physical life.

Working from text, we began to explore the dynamics of gesture and proxemics
(spatial relationships) and to examine both its personal and its social aspects. What we
discovered was that the actors quickly came up with ideas about how the action verb
translated into gesture, and that with a little practice, could take those gestures into the
body and into their spatial choices in a way which rang true to them and generated
thoughts and intentions which in turn played back through the text.

Revisiting the example above: we discovered that most action verbs - even when
largely psychological in nature - can within their particular context suggest physical
choices, which may vary from actor to actor, but which offer any actor a clear

physical journey closely linked to character intention:

Textual thought Action verb Physical possibilities
discovered by the actor in
the space

The Deputy Governor I correct (his previous Forward, getting into his

promise hangin’ if they’ll statement) eyeline to make sure he

not confess, John. can’t avoid the issue

The town’s gone wild, I I alarm Moving away, directing

think. his attention to the

outside world and its

dangers
She speak of Abigail and I | I astonish An upward gesture of
thought she were a saint, to mock-worship

hear her.
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Abigail brings the other | bemuse A backward move and
girls into the court, and self-protective gesture of
where she walks the crowd mock-awe

will part like the sea for

Israel.
And folks are brought I shock A partial acting-out of the
before them, and if they girls’ hysteria.

scream and howl and fall to
the floor — the person’s
clapped in the jail for

bewitchin’ them.

The actors arrived at these ideas, firstly by asking a series of questions for which the
action verb is merely the starting point, and secondly by exploring those ideas in the
space. This process is something we came to call ‘unpacking the action’ —
investigating the questions of who is to be affected, to what end, and with what
strategy. We did this because we realised that within the complexity of most dramatic
dialogue, the body is much more than a mere amplifier of the spoken word, although,
it can be that too.

For the first action in the table above, the actor playing Elizabeth felt the need to use
her body to ‘correct’ Proctor. Her hands, while not actually touching him, seemed to
want to reshape and adjust him. For the second action, ‘I alarm’, the actor
experimented with a sudden explosive gesture, lifting her head and flinging her arms
outwards, this being a gesture she associated with ‘alarming’ someone — the physical
equivalent of shouting ‘Boo!’. Yet from the first, this gesture struck both her and the
rest of the company, as inorganic and false. I asked her to play the line without trying
to force the body into a particular gesture, and without thinking she gestured towards
the door and moved her body in that direction, as if to force him to look (towards the
town). When asked why, she considered for a moment and then said that it seemed the

best way of making Proctor wake up to the seriousness of the situation.
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We began to realise that the body and the voice, rather than duplicating each other’s
gestures, often work in a complementary way, fulfilling different functions within the
intentional moment. The voice may deliver the tone and quality of the action verb,
while the body directs the attention of the listener towards locations and events
described, which could be within or outside the room. In other words, when Elizabeth
‘alarms’ Proctor, it is not her body she wants him to find alarming, but what her body

IS pointing to — in this case the chaos in Salem.

In this case it was clear that the actor’s understanding of the action verb within a
context - I alarm him with a particular image/idea (which the text offers) in order to
make him do what | want — gave her enough information to make the body responsive
and functional within the transaction. Significantly, this simple distillation of the
intentional moment appeared to have enabled her to avoid playing an emotional state

and instead play the argument from a specific inner need.

To return to the earlier example from Act 1: here the actor playing Mary Warren can
also use her body in a number of ways, depending on the precise nature of the thought
MARY WARREN:

LINE OF TEXT/STAGE | ACTION VERB POINTS TO
DIRECTION
What’ll we do? | appeal to The shared problem and

the need to act together

The village is out! I alarm The events in the village
| just come from the farm; | I frighten The events not just in the
the whole country’s talkin’ village but in the whole
witchcraft. country

They’ll be callin’ us I warn The girls and their shared
witches, Abby! danger

MERCY LEWIS:
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[pointing and looking at | expose Mary Warren’s fear and

Mary Warren]: anxiety

She means to tell, I know | | alert A point in the near future

it. when Mary will expose
them all

The process of selecting and ‘unpacking’ these verbs forces the actor to ask key
questions about the situation, and to make choices about intention, physical
interaction, meaning and address. Mary’s first thought/action is relatively clear. It is
probably addressed to both girls, but principally to Abigail as the acknowledged
leader and the brains of the group. Mary appeals to Abigail for leadership. We cannot
decide in advance how Abigail reacts to Mary’s appeal, but we know she doesn’t
immediately say or do anything. We can assume, therefore, that Mary’s second action
— | ALARM - is a reaction to Abigail’s inaction, and her third action — | FRIGHTEN
— is an amplification of this. Her last action, | WARN, implies that there is a real and

imminent danger of the outside world invading the room and accusing them all.

The action verb, understood within the context of the scene and the play, helps the
actor quickly to make a vocal choice, in terms of pitch, volume, pace, tone,
articulation, stressing and musicality, which will as far as possible carry out the
intention implied in the verb. As we have seen, every action, in addition to its primary
intention, also contains another element which is strictly spatial and locational — the
aspect of ‘pointing’. In the table above, Mary Warren does not just use her emotional
state (fear) to power her actions; she also points the listeners towards the events which
have created that emotional state. It is of course much easier for the body to signal
locations than it is for the voice, which means that the actor generally uses the body to
do that pointing.

All this may sound very obvious, but it is astonishing how often the actor forgets the
value of the body as a simple signifier and underliner of the spoken text. In real life
we don’t have to think about it, but if we watch people in dialogue we see very clearly
how they unconsciously direct the listener’s attention to both real and abstract

locations/events with gestures of varying size, from an almost imperceptible shift of
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the head to a whole-body gesture or re-enactment. This is because our imaginations
often work in a ‘locational’ way. By placing the subject of our spoken thoughts in a
location relative to our bodies (even if that location is actually inside our bodies), we
strengthen our own mental images, and by extension, we strengthen the mental

images to which our listeners will then have access.

The physical dimension of the action verb can be identified as the directing of the
listener, by the speaker, towards the location of whatever it is they need to see or
understand. Interestingly, this may take the body in the opposite direction from the
action itself. When Mary Warren ‘alarms’ Abigail and Mercy by telling them about
the general consternation in the village, the energy of her action is directed towards
them, but her body is pointing them towards something which is happening in the
streets down below. Conversely, when Mary ‘appeals’ to Abigail for leadership, her
body is somehow indicating the shared problem which they all have to face (including

the sleeping Betty).

This duality in the function of the body can help the actor avoid getting stuck in
forward space. In other words, if the total directional energy of the body is committed
to the action verbs alone, then there will be a tendency to fixate on the other actor,
which may ‘trap’ the body in a single forward gesture, within which the only possible
variation will be in the voice, and in arm gestures. However, If the body is used as a
‘signpost’, which supports the action verb by locating the ideas of the text in specific
places, then the body can find freedom, while still remaining in relationship to the

other actor and committed to an intention.

In the example below, from the opening of Act 2 of The Crucible, both characters
spend all or part of the exchange engaged in everyday physical tasks. Proctor is
washing his face and hands (presumably a vigorous task given the job he has been
doing and the fact the water is probably cold). Elizabeth is for most of this passage
preparing and serving Proctor’s meal. This means that for both actors playing these
roles, the body’s gestural contribution to the action verbs will manifest through and

around these underlying activities.
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The gestural choices in the last column below emerged from real practical

explorations in the rehearsal space, in which the actors worked from impulse, but with

an awareness of the first three columns.

LINE OF TEXT | ACTION VERB | POINTSTO PHYSICAL GESTURE

ISTAGE

DIRECTION

ELIZABETH: | chide Proctor’s earlier absence | Slight gesture towards

What keeps you the door

so late?

It’s almost dark. | | remind Darkness outside Looks towards the
window

PROCTOR: I | appease The long distance to the | Pauses in his washing,

were planting far edge of the farm looks towards her and

out to the forest inclines his head

edge towards the place he is
talking about

ELIZABETH: | applaud The size of the farm Steps back slightly, as if

Oh, you’re done to take in the size of the

then. area that has been
planted

PROCTOR: Aye, | | impress His own strength and Finishes washing his

the farm is

seeded.

prowess.

hands, flicks off water,
draws attention to his

hands

PROCTOR: The

boys asleep?

| acknowledge

(her contribution)

The quiet in the house

Gestures towards the

stairs

ELIZABETH:
They will be
soon.

| accept (his

acknowledgment)

The quiet in the house

Looks towards the stairs

164




ELIZABETH: | feed (non- Her good housekeeping | Ladles up the stew with

She Goes to the verbal) care and dexterity

fireplace,

proceeds to ladle

up stew in a dish.

PROCTOR: Pray | I cheer The possibility of a good | Gestures outwards and

now for a fair harvest and prosperity upwards as if passing

summer. for the family responsibility to God
and the elements

ELIZABETH: | freeze Her present unhappiness | Pauses in the ladling

Aye. and turns her head
slightly away from him

PROCTOR: Are | I probe Her coldness Takes a step towards

you well today? her

ELIZABETH: | | stall Her lack of readiness to | Faces him and attempts

am. talk asmile

ELIZABETH: | divert The quality of the food | Places the dish on the

She brings the
plate to the table,
and, indicating
the food: Itis a
rabbit.

table with a level of
ceremony, then stands
back

Here we see that where the character is engaged in an unrelated underlying activity,

the actor finds ways either to pause the activity, or to change the manner in which

they undertake it, in order for the ‘pointing’ to take place. Hence the audience reads

the thought in the body through the divergence from the performance of the

‘everyday’ task. For the actor too, the experience of feeling a routine task transformed

or interrupted by the verbal and physical expression of an intention, has a ring of truth

about it which pulls him into the world of the play and helps him really ‘live’ the

scene.
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In taking the ‘psycho’ (intention) into the ‘physical’ (gesture), we cannot force actors
to perform predetermined gestures — we can only give them enough information,
about intention, space, locations and relationship, for the body to be able to ‘locate
itself” within the world of the play and the dialogue. During the early part of rehearsal
there is a constant ‘interchange’ between the actor’s intellectual investigation of the
text and his instinctual explorations in the space — in other words, a dialogue between
ideas and impulses. In this way the body teaches the mind and the mind teaches the
body.

Having found a possible physical form for each action verb, it is often useful for

actors to try them out while speaking the action verbs instead of the dialogue itself,

playing a whole scene with ‘I accuse, I rebuke, I push away etc’ spoken aloud as an
‘alternative’ text. To do this three or four times helps to ‘peg’ the gesture to an
intention. It also exposes any gesture (or indeed any action verb) which isn’t working
and needs to be changed. By speaking the actions and playing the moves and gestures
through, the actor constructs and lives the physical and intentional journey of the
scene before he starts to speak the text, which means that the text can then emerge

from the actor’s psycho-physical understanding of that journey.

Significantly, this ‘speaking the action’ exercise also helps the actor to experience

each psycho-physical action as a reaction to the other actor. . Even in the early stage

of actioning, all actions should be played in the context of the immediate relationship,
so that whatever their gestural nature, the actor is always in reaction to what he
experiences. It is essential that actors engaged in the actioning process move very
quickly into ‘reactive’ mode, otherwise the action gestures will become choreography

rather than the physical ‘vocabulary’ through which to channel an impulse.

So what happens to the action verbs as rehearsal proceeds? Clearly no actor can go
into the middle or final stages of rehearsal ‘painting by numbers’. At some stage the
actions have to become embedded in the actor’s psyche and body, so that he is able to
be truly present as the character in relationship to other characters. In fact this usually
happens organically as part of the process. Very quickly the actor can stop thinking

about the actions and free himself up to respond to the moment-by-moment events
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within a scene. However, the basic action choices, both verbal and physical, are
always there in the background. In later rehearsal and performance they may evolve,
or even change completely as the actor makes new discoveries, but if any of the
actor’s intentions become blurred or ill-defined, or if thought-changes don’t quite

register, the ‘map’ is still there to be referred to.

My first response to the technique of Psycho-physical Actioning when | encountered
it more than twenty years go, was that it was prescriptive and disconnected from the
actor’s instincts. I now believe it to be a useful way of conducting a dialogue between
text and impulse, which, provided the actor approaches it in a spirit of exploration,
can help him find a connection to the character and to live more fully in the physical
world of the play.

Endnotes:

X:“' Roberts, P and Stafford-Clark, M (2007) Taking Stock, London, Nick Hern Books
Xl |b|d

Xl Miller, A (1968) The Crucible, London: Penguin Books

Xl Taken from a live interview with Max Stafford-Clark — July 2012

X Miller, A, op. cit.
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IIcuxonoruveckoe u puznyeckoe B NCUX0(PU3NIECKOM JAeCTBUH

Huxk Mo3nu

06 ycnewuwHoMm ucCnoib306aHuu mexHuKu I’lCLl)CquMS’M'{eCKOZO Oeticmsus 8 Kauecmee

UHCmMpymeHnma anajiuza mexkcma u MemoouKu AKmMepCcKoco mperHuHea.

Bonbmas gacte aesrensHoctr CTaHUCIABCKOTO ObLIA MOCBSIIEHA TIOUCKY METOJI0B
paboThI HAJ| CIIEKTAKJIEM, TIO3BOJISIONINX aKTEPy MPABIUBO CYIIECTBOBATH B
IIpeUIaraéMblX 0OCTOSTEILCTBAX MbECHI U IPOU3HOCUTD ApaMaTypruuecKuil TEKCT
Tak, OyJITO CJIOBa 3TH — €ro COOCTBEHHbIE, HE3aBUCHMO OT TOT'0, CKOJIBKO pa3 Urpajcs

CIICKTAaKIJIb.

Y MHOTHMX MOJIOJBIX aKTE€POB BOZHUKAIOT TPYIHOCTHU C «OCBOEHHUEM) TEKCTa BO BCEU
€ro noJiHote. Bo3aMOHO, 3TO TPOUCXOAUT 10 TOM MPUUYUHE, UTO OHU 3aIIOMUHAIOT
CJIOBAa U UHTOHAIIMU BHE BCSIKOM CBS3U C MX COOCTBEHHBIMHU MBICIISIMHA U
WHJIMBUIYAIbHBIMU 0COOCHHOCTAMH. MHaue roBopsi, BIIOJIHE BEPOATHO, YTO aKTepaM
TaK U HEe yJallOCh BHUKHYTH — TOYHBIM U METOJUYHBIM CIIOCOOOM — B MBICTH H
HaMEpPEeHHUs, CTOSAIIUE 32 KAk A0 (pa3oii, U B TO, KaK ITH COCTaBHBIE YaCTH 00Pa3yIoT
MCUX0(U3NUECKYI0 TPACKTOPHUIO, PUTM KOTOPOH 3aJ]aH U HAITMCAHHBIM TEKCTOM, U
caMuM akTepoM. UTOOBI «IPUCYTCTBHUEY aKTepa B CIIEKTAKJIE ObLIIO HACTOSIIINM,
HE00XO0IMMO YCTEIIHOE B3aUMOJICHCTBUE MBICIIH, TEJIA U TEKCTA; BCE ITU TPU

KOMIIOHCHTA JOJI?’KHBI paGOTaTL BMCECTC U IBUT'ATHCA B OTHOM HAITPABJICHUH.

B Gonee mo3muame roapl cBoel aesTenbHOCTH CTaHUCIIABCKUN OMUPAJICS HA UJICHO O
CYILIECTBOBAHUH B3aMMOCBSI3H MEXK/Iy pa3yMOM U T€JIOM. Tel0 OTKIMKaeTcs Ha
MBICITb, YYBCTBO U HAMEPEHHE, HO MPOIECC MOXKET MPOUCXOIUTH U B 00OpaTHOM
HarnpaBiieHun. Pu3nYecKoe AeHCTBHE, OCYIIECTBICHHOE YBEPEHHO U B COOTBETCTBUH

C cUTyalllel, CnocoOHO NOPOANUTD MM, IO KpallHel Mepe, CTUMYJIMPOBATh MbICIb,

YYBCTBO U HAMCPCHHUEC, U BIIOCIICACTBHU TC KOHKPETUSUPYIOTCA TCKCTOM.

Merton ¢pu3nyeckux JAeHCTBHIA, CTaBLINA INTABEHCTBYIOIIUM PENETUIIMOHHBIM
METOIOM MOCKOBCKOTO XyI0KECTBEHHOT'O T€aTpa B JECATHIECTHUS, IIOCIECIOBABIINE

3a yxoq1oM CTaHHCIIaBCKOTO, OCHOBAH Ha CIEAYIOIIeH uaee: Gu3ndeckoe ICHCTBHE,
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OIIpaBJaHHOE LIEJIBIO IIEPCOHAXA U MTPaBAMBO OCYLIECTBIEHHOE, Ky/a JTy4lle
CTUMYJIUPYET TBOPUYECKOE BOOOPAKEHUE aKTepa, YeM HaMepeHHe, CYLIeCTBYOIEe
UCKJIIOYUTEINILHO Y aKTepa B rojose. TakuM oO6pa3oM, ClieHa 10JKHA ObITh
«pa3MeueHay IEeTOYKON B3aUMOCBA3aHHBIX (PH3MUECKUX ACHCTBUI U KECTOB,
pa3yyrBaeMbIX aKTEpOM IMapajIeIbHO ¢ OCBOeHHEM TekcTa. Camu 1o cebe AedcTBUs
CTaHOBATCSA MaTEPUATUM30BaHHBIMU «MBICIIIMHUY, TAK WM MHAYE BBIPAXKAOIIUMHU
IIOATEKCT U HAMEPEHUS NIEpCOHaxa. TeopeTndecku, Takue NeUCTBUS MOTYT

HOBTOPSITHCS CHOBA M CHOBA, HE YTpauHBasi CIIOCOOHOCTH OyAOpaXUTh BOOOpasKeHHE.

Mo3HO cKa3aTh, UTO «ICUXO(PU3NYECKOE NEHCTBUE COBEPIICHCTBYET 3TY TEXHUKY,
OJTHAKO €r0 KOPHU HE B MeTO/ie (PM3MUECKUX JICUCTBUM, a B OPUTAHCKOM
nonutrdeckoM Tearpe 1970-x. «llcuxoduszmueckoe neiCTBHE) MIHUPOKO
UCIOJIb3YeTCsl B OPUTAHCKOM TeaTpe U MPEeroIaeTcsi BO MHOTHX TeaTpalbHBIX HIKOJIaX
BenukoOpurtanuu B couetaHuu ¢ MeroaukaMu CTaHMCIaBCKOIO, HO caMast
pacnpocTpaHeHHas ero popma, o-BUAUMOMY, OTCBUIAET HAC K «AKIIMOHEPHOMY

TeaTpagbHOMY 001ecTBy» 1970-x.

C «cuxoduzndeckuM aencTBreM» 00bIYHO CBs3bIBatOT uMsi Makca Craddopa-
Kunapka, ogHOro 13 ocHOBaTenel «AKIIMOHEPHOTO TeaTpaabHOTo obmecTBa». Hamo
CKa3aTh, PEKUCCEP MO-TIPEKHEMY HCTIOIB3YET STOT METO/] B TIOBCEIHEBHOM
PENETHIIMOHHOM MPaKTUKe, KOTJa MPUCTYIaeT K pa3doopy nbeckl. Haitmken Teppw,
paborasimmii co Ctaddopaom-Knapkom Hag moctaHoBKO# mbeckl ['oBapaa bapkepa

«IToGena» («AxMOHEpHOE TeaTpaibHOe 00IIecTBOY, 1983 1.), numer:

«BBI genuTe BCIO IbECY HA YaCTH, a IOTOM HCIIOJIb3YETE EPEXOAHBIE TIAr0JIbl
U1 0003HAYEHMS KaX/I0T0 MOCTYINKA U AeUCTBUSA. Makc MOT JienaTh 3Ty
paboTy caM WJIM YaCTUYHO BHIMIOJHSATH €€ 10 peneThuuu. [lorom oH mpoxozu
9TO ¢ akTepamu. Mes Oblia B TOM, 9TOOBI CO3/IaTh CTPYKTYPY, YTO-TO BPOJIC
Kapkaca, Ha KOTOPbIi Bcerja MOKHO OHepeTLCSI»X”“
Kak nHu crpanno, Crapdopa-Knapk npusHaer, uto co3natenemM MeTojia Obll1 HE OH
cam, a buut [Mackuitn, ¢ KOTOPBIM OHU BMECTE CTaBHJIM CIIEKTAKIIH. «S1 y3HAII 00 3TOM

Metoze ot Bray, — mumer Crapdopa-Knapk "' Bo Bpemst pereTnuuii mbecst
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JIhBuna Xeiipa «Panmen» («AKIIMOHEPHOE TeaTpaabHOE 00IecTBOY, 1975 1.)
lNackumiina, moxoxe, MPUBENIO B OTYASIHUE CIEYIOIee 00CTOSATENICTBO: HEKOTOPHIE
aKTepbl — KOI'/1a UX IIPOCUJIN CJIEA0BATh PEMAapKaM IIbeChl, — 3asaBisuIn: « Mo
MePCOHAX OBbI TAaK HE MOCTYMIII». TeXHHUKA MCUXO(PU3NIECKOTo NeHCTBHUS ObLIa
MOPO’KJIeHA HEOOXOAUMOCTBIO IIepexo/ia oT (PEHINCTCKOT0, KaK MPeICTaBIsIOCh
lackuiny, BOoCpusiTUSI TEKCTa — «OCHOBAHHOTO HA MeTo/1e» U MOCTPOSHHOIO Ha
MHIUBUAYAIBHON MOTUBALUU («110ueMy?»), — K 00JIe€ «CO3HATEILHOMY» aHAIIU3Y, B
OO0JIBIICH CTETIEHU CBSI3aHHOMY C HCCIICZIOBAHUEM NPUpOObl BEPOATHHOTO HITH

(bU3MYECKOTO NEUCTBUSA, €T0 IeNU U pe3yNbTara («4To?»).

["ackwin moYyBCTBOBAI: MHOTHE aKTEephI (B 0COOCHHOCTH, 0Oy4aBmmecs «Meromy» B
aMEpUKaHCKOM [TOHMMaHMH) CIIMILIKOM MOJarajiich Ha TO, YTO UMEHHO
SMOIIMOHAIBHOE COCTOSIHHE MEPCOHAXka MOACKAXKET UM, KaK TOBOPHUTH U JCHCTBOBATH,
MIPOSICHSAS CMBICITBI U HAMEPEHHUS, 3aJI0’)KEHHBIE B TEKCTE. ["acKUILI e cuuTan
HauboJjee BaKHBIM CaMo JIEHCTBUE — YTO denaem TIEPCOHAX, C KEM, KaK U ¢ KaKkou
nenpro. Eciam akrep Mor HalTH 5mom NyTh, TO YK€ U IEPCOHAXK, U €T0 BHYTPEHHUI

IIyTb CTAHOBUJINCH ITIOHATHBIMU U CAMOMY aAKTCPY, U 3PpUTCIIAM.

Craddopna-Knapk pazsun unero I'ackuiina, chopMynupoBaB MPUHIIAIT
«ICUXO(PU3NYECKUX AEHCTBUID»: aKTep HE HaMeuaeT psal GU3NYECKUX IeHCTBUl, a
MIPOSICHSIET CBOU PEIUIMKH (M CLIEHUYECKHE peMapKy) ¢ TOMOIIBIO IEPEXOAHBIX
IJ1aroJIoB, BEIPAXKAIOUINX HENOCPEACTBEHHOE HAMEPEHHE, CBA3aHHOE C OJJHUM WJIN
HECKOJIbKUMH MEPCOHAXKAMU, U M0/ICKa3bIBAIOIINX aKTEPY, KaK eMy IPOU3HOCUTH
KaXXIyIo cTpouKy. B Takoli cuTyanuu aktep OyJaeT MpOU3HOCUThH KaK10€
NpeUIoKEHUE, OUPasicCh Ha COOCTBEHHOE MOHMMAaHUE 33/1a4M [IEPCOHaXa, U Ha TO,
KaK OHa ce0s MpOosBIISIET B 3TOT KOHKPETHBIN CcTpaTernyeckuii MoMeHT. B cymHocTy,
TJIaroJibl AEMCTBUS U ABIISIOTCS BHIPAKEHUEM TOTO, KaK caM akTep MpOaHaIu3upoBaj

TpeOoBaHUs, MPEAbSBISIEMbIE €EMY aBTOPOM U ITbECO.

OTnpaBHOM TOYKOM 3TOr0 METO/1a CTAHOBUTCS CIIENYIOIIEE: OTAEIbHO B3SAThIN aKTep
WIM TPYIIA aKTEPOB, 3aHATHIX B CIEKTaKIIe, pa30MBAIOT ApaMaTypruuecKuil TEKCT Ha
OTJeJIbHbIE (Ppa3bl UM «MBICIN», KaK 3TO CICJIAHO Ha PUMEPE NEPBOTO aKTa MbEChl

Aptypa Mumiepa «CypoBoe uctnbitanue» («CaaeMCKHe KOJITYHbHY):
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MOSPU YOPPEH: Uto Ham nenats? Best nepeBHst BeiBayIMiIa Ha yauity! /

S TonBpKO uTO BepHYIach ¢ (pepMbl. Bee TOBKO U TOBOPST, YTO O KOJITOBCTBE. /

Onu 00bABAT HAc BegpbMaMu, AOOu!
MEPCU: [ykazvieas u ensos na Mapu Yoppen]:/ 3naro, oHa XoueT paCCKasaTL,X"”
DTOT KOPOTKHUI AMAJIOT U3 TIEPBOTo akTa BeayT Mapu Yoppen u Mepcu Jlvtouc, nse
JIEBOYKH U3 YUCIIA TEX, YTO ObUIM MOMMAaHbI TAHLYIOUIMMH B Jiecy. Takke B 3TOM
CIIeHe y4acTBYIOT Aburainb Yumibsamc (3aunHumia) u bertu [Isppuc (camas
MJIaJIast U3 AEBOYEK — OHA SIBHO JDKET, caMa TOTO He oco3HaBast). KockiMu uepramu
o0o03Ha4eH X0 MbIciei. HoBast MBICIB OlpeiesieHa Kak CMEHa TeMBbI, KOTopasi, B
HE3aBHCUMOCTH OT €€ 3HAYMMOCTH, IIpe/noiaraeT KojieOaHusi SHEPruu,
WHTEHCUBHOCTHU WJIM CMEHY HalpaBlieHUs. B JaHHOM citydae yacToTa Takux
KoJiebaHuit B peun Mapu YoppeH CBUAECTEIBCTBYET HE TOJIBKO O TOM, YTO OHA
BO30YX/I€HA U MIOTOMY MEPECKAKUBAET C OJTHOW MBICIIH Ha JIPYTYIO, HO U O TOM, YTO
OHa MpoOyeT pa3Hble CTPATErnu, CTapasCh JOOUTHCS OT CIyIIATENeH peakiuu U
MOHUMAaHUS. DTO TaKKe MOJIpa3yMeBaeT, 4To ciymarenu (Aduraiins u Mepcu) He

Jar0T MMOJIOXKHUTEIIBHOI'O OTBETA.

3a KaXKJI0¥ MBICIIBIO 3aKPETUISeTCS IePEeXOIHBIN TIIaroi — win B popme nHOUHUTHBA
(«tpoOOBaTHY, «XBAIUThY, «CKUMATHY), WIH B (hopMe MepBOro JTUIa €TUHCTBEHHOTO
gucia («IpoOyro», «XBATIO», «CKUMAIO»), HIIA B OPME TPETHETO JIHIA
€IMHCTBEHHOTO YHCa («IIPOOYeT», «XBAIUTY», «CKUMAET»). BeIOpaHHBIHM riaromn
[ETMKOM U TIOJTHOCTHIO 3aBUCHUT OT TOTO, KAKOBA «MBICIIbY, 3AJI0)KEHHAS B TEKCTE
KOHKPETHOTO MePCOHaXKa B MpeAaraéMbIX 00CTOsITENLCTBAX MbECHI, U B HAMEPECHUH,
CTOSIEM 32 3TOH MBICIIBIO. Bee rinarosibl 1oMKHBI ObITH IEPEXOTHBIMU, TOTOMY YTO
OCHOBOIIOJIAT AN MPUHIIHIT IICHXO(PU3UIECKOTO JICHCTBUS 3aKITIOUYEH B
CIIETYOIIEM: BeCh JPaMaTHICCKUI TUAJIOT SIBIISICTCS «IIPEAHAMEPEHHBIMY, H IIETh
KQKJOW PETUTUKH — OMPEIeTICHHBIM 00pa30M BO3/ICHCTBOBATh HA CITYIIATENIS, 1aXKe
€CJIM ATO HAMEPEHHUE He cpa3y CTAHOBUTCS OYEBUAHBIM. Takke HE00X0UMO, YTOOBI

BI:I60p KaXXJI0ro riaroja oCymeCTBIIAICA HCOTPBIBHO OT TJIaBHOM 3aJa4u IIbEChl U
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MAJICHBKHUX «HYXKI» HCpCOHa}I(efl B Ka)KI[OfI OTI[CJ'IBHOf/i CLICHE, Ij1aroli HeﬁCTBHH HE

AOJIKEH MPOTUBOPCUUTE OCHOBHOMY 3aMBbICITY IIPOU3BECACHUA.

I'maroel geiicTBus B cxxaTol (hopMe OTpakaroT HaMepeHus: Mapu YoppeH,

MI'HOBEHHEC 3a MTHOBCHHEM, B 3aBUCHUMOCTH OT TOI'O, KAK OHa XO4Y€T BO3JICHCTBOBATh

Ha CIIyIIaTesIei. HpI/IBe,I[GHHBIe HUXKC ITPUMEPHI — 3TO JIMIIIb HEKOTOPHIC 13

803MOJICHbIX BAPHAHTOB, TOYKA OTCUeTa /i aktepa. OHM He (PUKCHPOBaHBI, HX
MOHO MOJBEPTHYTh PEBU3HH B XOJI€ PEIIETUIIMOHHOTO Tipoiiecca. ClieryeT 3aMeTUTh,
YTO TJIAroJIbl ICUCTBUS HE MOTYT U HE JTOJKHBI OMHUCHIBATh (hakTuuecKuit ek,

OKa3bIBacMbI Ha APYyroro nepCoHaxa; OHM OIHCBIBAOT TOJIBKO IpeAN0aaracMbIi

a¢dexr. [eiicTBus B IpaMaTHYECKUX CIIEHAX 3a4acTyI0 HE MOTYT JOCTHUTHYTh
xenmaeMmoro 3¢ dekra, moIToMy BO3HHKAET HEOOXOAUMOCTD B IPYTHX, BOBMOKHO,

0oJiee CHIIBHBIX JCUCTBUSIX.

M3PU YOPPEH:

MBICJIb, TJIATOJI JEMCTBUSA
3AJIOKEHHAS B

TEKCTE

Yro Ham nenars? 51 obpararocs (k Jpyromy

YEJI0BEKY)

Bcs nepeBnst BeiBayiiia Ha | S ObrO TpeBOTY

ynuiy!

51 Tonbko uTO BepHynach ¢ | A myrato
¢bepmel. Bee Tonbko 1
TOBOPSIT, 4TO O

KOJIJTOBCTBE.

OnHu 00BABAT HAC S nmpenynpesxaro

BeapMamMu, A66u!

MEPCH JIBIOUC:
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[yxazvieas u enaos na 51 onogeniaro 06
Mbpu Yoppen]: 3nato, oHa | OMACHOCTHU

XO04Y€T pacCKasaThb.

B ciiydae, ecnu B crieHe 3aHsATO OoJiee IByX IepCOoHaxel, He0OX0IUMO TaKKe —
MIPEK/IE YeM BbIOpaTh IJ1aroil, — pelnuTh, K KOMY oOpaliaenibcsi, MOCKOJIbKY BbIOOD
rJIarojia HepeaKo 3aBUCHT OT TOTO, Ha KOT0 HampaBlieHo JeiicTBue. B aTom ciyuyae,
HanpuMmep, Mepcu Moriia Obl UCTIOIB30BaTh OJTHU IJIAroJIbl IEHCTBUS, 00panasIch K
Mbpu (HU3KOE TIOJIOKEHHE), a B 00paneHu K AOUTailiIb — Ipyrue (BBICOKOE
noJsioxkeHue). UtoObl pacCMOTPETh ATOT aCMEKT, S BKIIOUWI B CIEAYIOUTYIO TaOIHIly

rpady «Hanpasienuey:

MO3PHU YOPPEH:

MBICIJIb, TJIATOJI JEMCTBUS HAIIPABJIEHUE

3AJIOXKEHHAS B

TEKCTE

Uto Ham nenath? A obpamrarocs (k gpyromy | Aburaiiias 1 Mepcu
YEJIOBEKY)

Bces nepeBnst BeiBanmiia Ha | S Obto TpeBory AoGuraiins 1 Mepcu

ynuiy!

S Tonpko uTO BepHynach ¢ | S myrato AoGuraiins 1 Mepcu

¢depmel. Bee Tonbko 1

TOBOPSIT, YTO O

KOJIZIOBCTBE.
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OHU 00BSBAT HAC S npenynpexaaro AoOuraiin

BeapMamu, Aoou!

MEPCH JIBIOUC:

[vkaswisas u ensos na S onosemaro 06 Aluraiinn
Mbpu Yoppen]: 3nato, oHa | OMACHOCTHU

XO04YCT paCCKa3aThb.

JlucKyccus, TOCPECTBOM KOTOPOH aKTEPCKHA KOJUIEKTHB IMTPUXOIUT K BEIOOPY
IJIaroJIoB, OOBIYHO BEChbMa PE3yIbTATUBHA; OHA IIPEIIOIAracT NoIpOOHOE U3yUYEHUE
3aJja4y epCOHaka U UX CBsI3b C MOMEHTOM BepOaJIbHOro JiecTBUA. DTO IOMOraeT
KOJIJIEKTUBY COCPEOTOYUTHCS Ha JIeTalAX U U30eXKaTh JUINTEIbHOTO pa3dopa posu U

3ayMHOM TICUXOJIOTHYECKOM OOJITOBHH.

Br16paB riarossl, BOCIPOU3BEs UX B PEUd U YIITyOUBIIUCH B PETIETUIIMOHHBII
MPOLIECC, aKTep JAOKEH HAUTH JUTsl HUX (PU3NYECKOE BOIUIOIICHHE TaKUM 00pa3om,
YTOOBI CroJa ObLIH MOAKIIFOYCHBI )KECT, IICUXOJIOTUYCCKOC HAMEPCHUEC U
WHJIMBUIyaJIbHBIE COOOPaXKEHUS TIO MOBOTY TeKCTa. MOXKHO yTBEpPKIATh, UTO ITO
KIIF0UeBasi CTa/Ius Mpolecca MCuxopu3nIecKux IeHCTBHI, U BCe-TaKl y MHOTUX
aKTEPOB U PEKUCCEPOB MPEACTABICHUS O HEel JoBOIBHO cMyTHEIE. [laske Ctaddopa-
Kitapk He MpoCcUT CBOMX aKTepOB HAWTHU JUIs Ti1arojia (Gu3ndecKoe BOIIOMICHUE,
BMECTO 3TOT0 0JIarasich Ha yMEHUE CaMOro apTHUCTa TEM UM UHBIM CIOco00M
BHEJPUTH CBOU BBIOOP JACUCTBUSI B PENETHIIMOHHBIN npoueccx'i”.

Boznukaer Bonpoc: kakum ob6pazom akTep coYeTaeT riaaroj AIeUcTBHs (32 KOTOPHIM
CTOUT 3apaHee ONpe/IesIeHHasl TEKCTOM 3a/laya) CO CBOMM COOCTBEHHBIM OINBITOM U
HaMEpEHUSMH — B KOHTEKCTE YK€ OCBOEHHOTO MUPA Mbecbl? MOTYT JI1 I1aroibl
JEHCTBUS, IPOSIBUBIIINECS B KOHKPETHOM MIPOYTEHUU KaXKIOW MBICTTH B TEKCTE, OBITh
MOMPOCTY BBIOpaHbl, MPOIEMOHCTPUPOBAHBI, @ 3aT€M OTJIOKEHBI U YCIIEUTHO
MOTPYKEHBI B MOJICO3HAHUE, YTOOBI 00eCTIeYnBaTh MOJAECPKKY ISl CIIOHTAHHOTO
IIPUHATHSI PELIEHUI O TOM, KaK aKTepy FOBOPUTH U KaKHU€ ABUKEHUS COBEPIIATH?

OCTaBH_IyIOCSI YaCTh CTAThU S XOTEI OBl IIOCBITUTH HCCJIICAOBAHUIO 3TOT'O BOIIPOCa U
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TOMY, KaK TCXHHUKaA HCI/IXO(bI/BI/I‘{eCKOFO HeﬁCTBHH MOJKET CITOCOOCTBOBATH nepexony

OT IICUXOJIOTHYCCKOTI'O K (l)I/ISI/I‘ICCKOMy.

BriepBble s BCTpeTHIIcs ¢ METOJIOM Ncuxodu3nueckoro aeictaus B 1989 r., korga
ObL1 3aHAT B mocTaHoBke «OckopOieHHol xenbl» k. BanOpy B kauecTBe aktepa.
Pexwuccep monpocus MeHsl U IpYrUX apTUCTOB IOYyYaCTBOBATh B OMPEICTICHUH
NEPEXOHBIX TJIAr0JIOB, YTOOBI HAUTH OTIPABHYIO TOUKY ISl PETIETHIIMOHHOTO
nporiecca. Hu y Koro u3 aktepoB Haiiel TpyIIibl He ObLJIO OMbITa MOJ00HOM
PENEeTUIIMOHHOW METOJIMKH, U TPEUI0KEeHHE MTopadboTaTh ¢ Hell (6e3
MIpeIBAPUTENIbHOM TMCKYCCHH) OBLJIO BCTPEUEHO HEIOHUMAHUEM U, B KOHEYHOM
UTOre, pAaBHOAYIINEM, B OCOOEHHOCTH M3-3a TOTO, UTO MPOLIECC IpeInoiarai
3HAYUTEIIbHBIN 00BEM «3aCTOJIBHOU PAaObO0THI», XOTS PENETULIMOHHBIN nepruos ObuT

BCCbMa HCIIPOAOJKUTCIIbHBIM.

Korna Mbl Haganu paboTarh HaJ ClieHaMU, HETIOHUMaHKE TOJIBKO YCUIIUIIOCh, U HaM
[I0KAa3aJI0Ch, YTO HET HUKAKOW CBA3M MEXKIY «IICUXO(PU3NIECKIUM) ITPOLIECCOM,
KOTOPBIN MBI IIPEANIPUHSIIN «3a CTOJIOM», U CPEACTBAMH, KOTOPBIMHU
BOCIIOJIb30BAJIMCh, PENIETUPYS «HA HOTax». MOXKHO MOAyMaTh, YTO BEIOpaHHbBIE HAMU
IJ1aroJibl JeMCTBUS TOJKHBI OBLIIM KaKUM-TO 00pa3oM MpPOsIBUTH ce0s B TOM, KaK Mbl
TOBOPWJIM U IBUTAJINCH, IPU ITOM He TpeOys OT Hac CO3HATEIbHBIX ycuinil. B
peanbHOCTH IOJIYYUIIOCh TAK, YTO BCE Mbl, B OCHOBHOM, UTHOPUPOBAJIM IJ1aroJibl
neiicTBUs U paboTaiy HaJl CLIEHAMU B CBOEM COOCTBEHHOM PUTME, PYKOBOJCTBYSICh

HHAUBUAYAJIbHBIMHA MCTOAUKAMU pa6OTI)I Haa poOJIbIO.

Most cnenytolas BCTpeda ¢ Mcuxo(u3ndeckum aeiicTBreM mpousonnia B koHie 1990
T., KOTJla B Ka4eCTBE MeJarora B KpymHOM TeaTpaibHOM yueOHOM 3aBEeICHUU 5
COTPYAHHUYAJ C IPYTUM II€1aroroM, TOJYYUBIINM aKTEPCKOE 0Opa30BaHKE B
koJutemke Poy3 bpydopa (n3BecTHOM TeaTpaibHOM Y4eOHOM 3aBEACHUH, T/IE €CTh
LEHTpP 10 u3ydeHuto Hacueauss CTaHUCIIABCKOTO) U TI0JIaraBIIuM, YTO
ncuxo(u3nueckoe NeHCTBUE — KpaeyroJibHbIN KaMeHb PENETHIIMOHHOTO MPOoIiecca.
Bmecrte MBI Ha9aliu BCTPpauBaTh TOT METOJT B OCHOBHYIO MPOTrpamMMy OOyUeHUSI.
[Tocne HEKOTOPOH MPAKTUKHU CTYACHTHI POIEMOHCTPUPOBAIIH, YTO MOTYT BECbMa

yCneurHo BBI6I/IpaTI> JJIs1 CBOCTO TEKCTA IJ1arojibl ABHMXKCHUS, HO CHG,Z[YIOH_[I/Iﬁ oTall
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3TOro Mpolecca JaBajcs UM ¢ OosbmmM TpyroM. Ham craino sicHo, 4To riiaron
NeUCTBUS, YK€ OIIPe/IeNIEHHBIN, HE MOT CITI0COOCTBOBATh (PU3MYECKOMY BOILIOLICHHIO
MBICJIU Ha CLIEHE, €CJIM Tely HE yJaJoCh KaKMM-TO 00pa3oM YCBOUTH ITOT IJIaroi U
BCTPOHTD €r0 B KUBOW NCUXO0(PU3MUECKHiL xKecT. Eciam e 3To ynaBaioch, TO
BIIOCJIC/ICTBUM JI€HCTBUS IEPEXOAUIIM B KECThI, KOTOPHIE MOTJIU CIIYKUTh «TPOMOI,
BeyIlIel apTUCTa CKBO3b Ty MJIM MHYIO clieHy. [1o Mepe Toro, kak MEHsUIUCH JKECTHI,
MEHSUIMCh U MBICIIb, U €€ SHEPTUS, U TAKUM 00pa3oM (110 KpaliHel Mepe, B TEOPHH)
aKTep MOT YETKO OIPEJEIUTh TPACKTOPUIO CBOETO JIBUYKEHUS Ha NMPOTSKEHUH BCEH

CLCHBI — C (I)I/ISI/IIIGCKOI‘/'I, BOKaJIbHOHN U 3MOI_II/IOHaJIBHOI>'I TOYCK 3PCHUA.

[Tono6HO ApyruM aedTensM, NPaKTUKYIOLUM METO] ICUXO(PU3NIECKOT0 JeHCTBUS,
MBI HAYaJIH C «3aCTOJBHOTO TMEpHOa», paboTas Ha/l TEKCTOM, KaK 3TO JIEJIaeT
pekuccep co cBoei Tpynnoi, 4ToObl ONPeIeNIUTh LIEIH ePCOHaXa, 0003HAYUTh
MBICJIH, CTOSIIIME 32 TEMU WJIM UHBIMH (hpa3amMu, U ONPEAETUTh II1aroJi s
0003HavYeHUs Kak 10 MbpIciiu. CaenaB cBOM BBIOOp, aKTEPhI BIOCIEICTBUU 3ay4HBAIN
CBOM PEIUIMKH U IJ1arojibl ABUKEHHSI OJHOBPEMEHHO, YTOOBI 00pa30BaTh MEXAy HUMU

KPEIKYIO CBS3b.

[lepBoii HenmpocToii 3a1a4eii Opl10 HallTH BepHbIe riaroiibl. [lopoit kazanock, 4to
MEePCOHAX — B OCOOEHHOCTH, €CJIU MY JIOCTaJICs JJIMHHBIA MOHOJIOT, OTMEUYEHHBIH
OOJIBIIIMM KOJIMYECTBOM MBICIIEH, HO IIEIMKOM OCHOBAaHHBIN Ha OJJTHOM HaMEPEeHUH, —
CHOBA M CHOBA IIPOU3HOCUT OJIMH U TOT K€ TIaroi. Tem He MeHee, uepe3 Kakoe-To
BpEMS CTaJIO SCHO, YTO Y KaXK/10 MBICIIH €CTh OIpe/ieJIeHHbIe 0COOEHHOCTH, KOTOphIE
MOKHO B TOUHOCTH MEPEAATH, UCITIOJIB3YA IMTOXOKHUE MO CMBICITY, HO pa3HbIC I'J1aroJibl,
KaK, HarlpuMmep, B cJeIyoleM ab3are U3 BToporo akra «CypoBOro UCTIBITAHUS», TIe
Onuzabet [IpokTop nbITaeTcs yoenuTh My>ka OTIPABUTHCS B TOPOJ U OCTAHOBUTH

OXOTY Ha BEIbM:

DJIN3ABET: 3amectutens ryoepHaTopa o0eniaeT ux MOBECHTh, €CIT HE
npusHatores, Jxon./ Mue kaxercs, ropox odezymen./ OHa roBopuiia rnpo
AOwuraiine, u s IymMaia, 4TO OHa CBsITas, KOT/ia Clbliana ee./ AOuraiin
MpHBEJIa OCTAIBHBIX ACBOYCK B CY[, U TaM, TJ€ OHA MPOXOIMT, TOJIIA

paccTymaeTcsi, TO4HO Mope niepen HapoaoM Uspanns./ U moneit mpuBoasT

176



Tyda, 1 €CJIM TC KprU4aT, i BOIOT, U MMaaar0T Ha I10J1, TO IIOJ03PEBACMOI'0

i
OpOCaroT B TIOPbMY 3a KOJIJOBCTBO.

[TockoabKy 3TOT MOHOJIOT MOCBSIIIIEH OJHOM TEME U €ro 11eJib — BCTpsAXHYTh [IpokTopa

" IIOATOJIKHYTBH €I'0 K I[CP'ICTBPIIO, KTO-TO MOXKET CUCCTh, UTO OBLIO OBI BITOJIHE

CIIpaBCAJIUBO IIPUIINCATh OJWUH I'JIaroJi ﬂCﬁCTBHH — <« r[o6y>1<1[a}o» — BCEMY 3TOMY

maccaxy. Ho B Takom cJIydac €aBa JIM yAacTCsa OTPAa3sUThb BCC CTPATCTUICCKUC

IPUEMBI, UCTIONIb3yeMble DI3a0eT BO BpeMs €€ MOHOJIOTa, U IIepeiaTh 0COOEHHOCTH

KaH(ﬂOﬁ meicu. Huxe IMPUBOJUTCA aHAJIN3 MOHOJIOI'a B (I)OpMe Ta6J'II/II_[I>IZ Omar oJaps

TOMY, 4YTO 34 Ka)KHOﬁ MBICJIBbIO 3aKPCILJICH HOBBIN (XOTH nHoraa CXOXKHUH C

MPEIBIYIIAM) TIIAr0JI, Y aKTepa MOSBIISIECTCS CTUMYJI K O0OHAPY>KEHUIO dTUX

OTUCTJIMBBIX U pa3HbIX OTTCHKOB CMbICJIA. EHIG pa3 YTO4YHIO: 3TH I'JIaroJibl Hy>KHO

paccMaTpuBaTh Kak BBIOOP KOHKpemHO20 aKTepa KOHKpemHOL TPYIIIbL, a HE KaK

a0COJIIOT.

MBICJIb, 3AJIOKEHHAA B TEKCTE

[JIATOJI JEUCTBHUAI

3amecTHuTeNbh ryOepHaTOpa o0eImaeT ux

IOBECUTD, €CJIM HC IPU3HAKOTCA, I[)KOH.

S ucnpasunsio (ero npeablayliee

YTBEPXKJICHHE)

MHe kaxercsi, ropoj o0e3ymen.

51 Obt0 TpeBoTy

Omna roopuita npo AGuraiinb, s
JyMaja, 4TO OHa CBATasl, KOT1a CJIbIIana

cc.

S ynusnsro

AOuraiins npuBesa OCTAIbHBIX JE€BOYEK
B CYJ, U TaM, T'ie OHA IIPOXOJHUT, TOJIIA
paccrymnaercs, TO4HO MOpE Mepe.t

HaponoM M3panis.

31 omresTIoOMIISIO

W mronet npuBOAAT TyAa, U €CIIU T
Kpu4ar, 1 BOIOT, U IIaJal0T Ha 110J1, TO
M0JI03PEBAEMOr0 OpPOCAIOT B TIOPHMY 32

KOJIIOBCTBO.

51 mopaxato

ToT daxT, 4To 3a KaXKA0H MBICIBIO 3aKPEIJICH OTIENbHBIN I71aro (XoTsa HaMepeHue B

ATOM MOHOJIOTE 3aKJTFOYEHO TOJIBKO OJTHO), TOAYEPKUBAET, UTO, TOOMBASCH LIEITH, MBI
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MOKEM HCII0JIB30BAaTh MHOXKCECTBO CTPATCTHUYCCKUX ITPHUEMOB. He o0s13aTenbHO
3aHUMAaThCA pHTOpPIKOfI, YTOOBI 3HATH: }’6C,I[I/ITCJ'IBHOCTL pcun o0ecreunBaeTcs
HU3MCHCHUCM I'POMKOCTH, PUTMA, TOHA U MY3bIKaAJIbHOCTH C Ka)Xgoi HOBOM MBICJIBIO,
I-ITO6I:I, B HC3aBUCHUMOCTHU OT IMPOU3HOCHMBIX CJIOB, Y CJIYHIATCJIA CKJIIAAbIBAJIOCh
BIICYATJICHUEC, YTO €TI0 BHUMAHUIO IIpE€aIaratoT HE OAWH, 4 MHOXKECTBO Y6C,Z[I/ITCJ'IBHBIX
APpryMCHTOB. A Trnarosl ,Z[CI\/'ICTBI/IH KaK pa3 U MMpoOBOJAT aKTCpa I10 ITyTH H3MEHEHHI

MBICJIM 1 DHCPI'UH.

Crenyromas 3a1a4a 3aKkiro4yaiach B TOM, 4YTOObI HAHTH TO caMoe KIII0UeBOe
CBSI3YIOILIEE 3BEHO MEXKIY I1arojioM AelcTBUs U Gpusnueckum xxectoM. Hekotopsle
IJ1aroJibl JEMCTBUSL, TAKUE KAK «51 BCTPSIXUBAIO», «s TOJIKAIO» WIIM «I XBATaI0» HECYT
MOIIHYIO (PU3UYECKYIO HArPY3KY, HO OYEHb YacTO IIpeJlaraéMble 0OCTOSTENbCTBA HE
MO3BOJISIOT BBIIOJIHUTB UX OYKBaJIbHO. JIpyrue, Takue Kak «s KPUTHUKYIO» MU «s
IIPUHUKAIO», €Ba JIM MOOYKJAI0T akTepa K KaKOMY-JIH00 BBIPAXKEHUIO B JKECTE, U
HEpeJIKO HEOOXOAMMOCTh HATH 3TOT KECT MPUBOIUT K JIMIIEHHOMY KOHKPETUKH
«pa3sMaxUBaHUIO PyKaMU», B KOTOPOM COBCEM MaJIO OIPEJEICHHOCTH U €Ile MEHBIIIE
— BOILUIOIIEHHOT0 HaMepeHMsl. BO3MOXHO, IpUYMHON TOMY —

aKTepcKuil croBaphb jxkecToB XX| Beka: Ternepb akTepbl CKIIOHHBI U30erath
(U3MYECKOTO BOILIONIEHUS! HAMEPEHUH, OTYACTH 110 TOM MPUYKHE, YTO CaMUX 110 cele
IJIarojIoB HEJOCTATOYHO JUIsl CTUMYJIALIMU (PU3MUECKOro BOOOpaXkeHus (1o KpaifHei

MEpPE, HCMMOCPCACTBCHHBIM, CIIOHTAHHBIM CHOCO6OM).

MBI Takke CTalKUBaeMcsl Co cleAyrole MpobaeMoii: ey He y1aloch YCTaHOBUTh
KOHTAKT MEX]y TEJIOM U HaMEpPEHUEM, aKTePhl HAUNHAIOT «PBATHCS BIEPE», CIIOBHO
UM X04eTcs «OpOCUTHCS» Ha CBOUX MapTHEPOB. C KaXKIbIM TAaKUM «JIBIKEHHUEM
BIIEpEI» aKTEPhI OBICTPO MCUEPIIHIBAIOT CBOU apceHall, MUMHKA U JK€CT CTAHOBATCS

11a0JIOHHBIMU, U BCE AEWCTBUS UTPAIOTCS OJHUM U TEM e CIIoco00oM.

[TocTeneHHO MBI IPHUIIUTA BOT K KAKOMY BBIBO/Y: YTOOBI TJIAr0JIbI JBMKEHUS 110~
HaCTosIIEeMY padoTalt, aKTep J0JDKEH HE IPOCTO OCBOUTH BBIPA3UTEIIBHBIC )KECTHI,
HO U BbIpa0OTaTh COOCTBEHHBIN «TIICUXO(DU3HMUECKUIN» CIOBAPH, TO3BOJSIOIINNA

TaKOMY JKECTY CTaTh YacThIO (PM3MUYECKOTO CYIIECTBOBAHUS aKTepa.
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OTTankuBasch OT TEKCTa, Mbl HAUaJIX UCCIIEI0BATh JUHAMUKY JKECTa U
B3aMMO/ICHCTBHE YEJIOBEKA C OKpYXKAoIIel cpesloil — KaK B INYHOCTHOM, TaK U B
COLIMAJIEHOM acTeKTax. Mbl 00HapyKWIIH, YTO y aKTEPOB OBICTPO BOSHUKAIOT UACH
HAac4eT TOro, Kak MpeBpaTUTh IJ1aroJl ABMKEHUs B xkecT. Ilocine HeKOTOpoi NpakTUKKU
aKTEpCKUI OPraHU3M CBBIKAJICS C 3TUMH KECTaMH, U OHU CTaHOBUJIUCH
HEOTHEMJIEMOH YacThIO €ro CYIIECTBOBAHUS B IIPOCTPAHCTBE; OLIYIIICHUE
IIOIJIMHHOCTH JKECTOB BBI3BIBAJIO Y AKTEPOB MBICIU U HAMEPEHMSI, B CBOIO OUEPElb

IIOMOTI'aBIIINE€ UM BXXUTHCA B TCKCT.

BepHeMCH K IpUMEpy, IPUBCACHHOMY BBIIIC: MbI O6H3py>KI/IJII/I, YTO OOIBIINHCTBO
TJ1arojioB ABMXKCHUSA — OAXKE TC, UTO 110 IIPUPOIC CBOCH IICUXOJIOTUYCCKOI'o, a HE
(bI/I3I/I‘-I€CKOFO CBOﬁCTBa, — B OIIPCACIICHHOM KOHTCKCTEC ITOACKA3bIBAIOT JKECThI U
ABUIKCHUS, KOTOPBIC Y PA3HBIX AKTCPOB MOT'YT OTJIMYATHCA, HO IIPU 3TOM HECU3MCHHO
npeajiararoT Kaxxa0oMy UCIIOJIHUTCIIIO OTUCTIIMBYHO TPACKTOPUTIO (1)1/131/1‘{601(01"0

CYIICCTBOBAHUSA, TCCHO CBA3AHHYIO C HAMCPCHHUEM IIEPCOHAXKA.

MBICJIb, 3AJIOXXEHHAS | [JIATOJI IEUCTBHUA OU3NYECKHNE

B TEKCTE BO3MOXHOCTH,
OBHAPYXEHHBIE
AKTEPOM B
JAHHOM
I[MTPOCTPAHCTBE

3amectuTens ryoepHaropa | S ucmpasisio (ero JBurarbcs Boepen,

o0eIraer ux MOBECUTh, €CIU | TPEIbITYIIEe MONMAaTh €ro B3I,

He npu3HatoTcs, JKoH. YTBEPKJICHHE) 9TOOBI HE TIO3BOJIUTH EMY

n30eXaTh dTON TEMBL.

MHe kaxercs, Topof 51 Gb10 TpeBory OTKJIOHUTBCS B CTOPOHY,
o0e3ymen. IIPUBJIEKAsl €ET0 BHUMAHHE
K BHELTHEMY MUDY U
MOJICTEPETalOIIUM TaM

OITaCHOCTSM.
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OHa rosopwuJa nmpo S ynuBnsto ’KecT, HanpaBJIeHHBII

AOwuraiine, u g1 gyMana, 94To BBEPX, — MAPOAUNHOE
OHa CBSITas1, KOT/Ia CIbIIaa IIPEKJIOHEHUE.

ee.

AOwuraiinp npuBena S omenomiisito OTmatHyThCs Ha3a1 —
OCTaJIbHBIX JIEBOYEK B CYII, JKECT CaMO3alIUThI C

U TaM, TJie OHA IPOXOJIUT, OTTEHKOM IPUTBOPHOTO
TOJMA pacCTynaeTcsi, TOUHO BOCXUIIICHHUS.

Mope Iepe]] HapoJI0M

Nspans.

U mopeit npuBomAT Tyaa, u | A nopaxaro OTt4yactu n300pa3uTh
€CJIM T€ KpHUYarT, U BOIOT, U UCTEPUI0, KOTOPOH
MajJaroT Ha 0J], TO OJIEPKUMBI JICBOUYKH.

0JI03PEBaEMOro OpOCaloT B

TIOPbMY 3a KOJIIOBCTBO.

AKTepbl Halllynajly 3TU UJIeH, Ha4aB C CEpUH BOIPOCOB (I/1€ T1aroi1 AeUCTBUs ObLI
TOJIBKO OTIPABHOM TOYKOM), a BIIOCJIECTBUHU MPOBEPUB 3TU HJI€U Ha ClieHe. Mbl
IIPUAYMaJli Ha3BaHUE JJI TAKOTO MPOLECCa — «PACIIAKOBKA NECUCTBU» — U CTAIIU
HCKaTh OTBETHI Ha CIIEAYIOLIKE BOIIPOCHI: HA KOTO MBI XOTUM OKa3aTh BO3JIEHCTBHE, C
KAaKOM LIEJbI0 M KaKyl0 CTpATErnIo ucrosb3yeM. K aToMy npoueccy Hac IpuBENIo
OCO3HAHME TOTO, YTO B OOCTOATENBCTBAX IPAMATHUECKOTO JUAJIOra, CO BCEH ero
CJIOKHOCTBIO, TEJIO HE MOXKET CITY>)KHTh UCKIIOUUTENBHO JIJISl YCUIICHUS 3HAYECHUS

CJIOB, XOTs OHO BBIIIOJIHACT U OTY (I)YHKI_II/IIO

Brimonass mepBoe nelicTBre w3 TaOJINIIBI, aKTpUCa, UTpaBiias Dau3ader,
[IOYYBCTBOBAJIA, YTO € HEOOXOIMMO «UCTPaBUTH» [IpoKkTOpa C MOMOIIBIO CBOETO
Tena. XOoTs ee PyKU He KacaJucCh €ro, BO3HUKAJIO BIEYATIECHUE, YTO OHU XOTST
«uctipaBuTh» [IpokTopa, u3mMeHuTs ero o0uk. [lepeiiast ko BTopomy JeHCTBUIO — «s
ObI0 TPEBOTY», — aKTpHUCa SKCIIEPUMEHTUPOBAJA C BHE3AIMHBIM B3PBIBHBIM JKECTOM:
OHa MOJIHMMaJIa roJIOBY U MPOCTHpaia pyKH, MOCKOJIBKY 3TOT 3KE€CT aCCOLMUPOBAJICS
y Hee C «TPEeBOroii» (4To-To Bpojae (PU3MUeCKOro HIKBUBaJICHTa Kpuka: «beperucs!»).

Tem HE MCHCC, CHa4dalla 3TOT JKCCT IIOKa3aJIiCia 1 camoi AKTPUCE, U €€ KOJIJICTaM
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HEECTECTBEHHBIM U (PabIIMBBIM. Sl MOMPOCHII €€ ChITpaTh PEIUINKY, HE IPUTOBapUBas
CBOE TeJIO K ompefiesieHHOMY kecTy. He 3amymbIBasch, akTprca MaxHyja pyKoil B
CTOPOHY JIBEPH, U B 3TOM XK€ HANPABICHUH YCTPEMUIIOCH €€ TEJI0, TOYHO OHA
3acTaBisla MapTHeEpa NOCMOTPETh TyAa, I'/ie HaxoauTcs ropoa. Korna s cipocuin ee,
MOYeMy OHa TaK cliejalia, akTpuca HEHaI0/Iro 3ayMallach, a IOTOM OTBETHIIA, UTO
3TO JBUKEHHE MMOKA3aJI0Ch eH JIydlIuM criocoOoM mpuBiiedb BHUMaHue [Ipokropa k

HaBUCLIEH HAJl HUMU YTPO30M.

MpbI Hayaliu TOHUMATh, YTO TEJIO U TOJIOC HE CTOJIBKO AYOIIUPYIOT, CKOJIBKO
JOTIOJIHSIIOT JIPYT ApYra, OCYIIECTBIISAS pa3inyHble PYHKIIUUA B KOHTEKCTE OJJHOTO U
TOTO e HamepeHus. ['0I10coM MOKHO mepeaTh TOHAJIBHOCTh U (PaKTypy Tiaroia
JCHCTBUS, a TEJIO MPUBIICKACT BHUMAHUE CIYIIATENsI K MECTaM U COOBITHSIM,
YIIOMSIHYTBIM B TEKCTE (OHU MOTYT OBITh KaK Ha CIICHE, TaK U BHE MOJIS 3PEHUS
ny0nuku). MHbIME crioBamu, Koraa Dnu3adeT «ObeT TpeBory», [IpokTopa H0KHO
BCTPEBOKUTH HE CaMO €€ TeJOo, a TO, Ha YTO €€ TEJIO YKa3bIBAeT: B IAaHHOM Clly4ae,

310 Xaoc B Caseme.

B sroit CUTyalluU CTAJIO SICHO: aKTCPCKOC ITOHUMAHUC IJI1arojia JIENCTBUS B

OMPECACIICHHOM KOHTCKCTC — 1 XOUY BCTPCBOXUTL €TI0 C IOMOIIBIO KOHKPETHOT'O

oOpaza/mien (OHU IPEATIOKEHBI TEKCTOM), UTOOBI 3aCTABUTh €r0 BBIIIOJIHUTH MOU

Tpe6OBaHI/I$I, — AaJIo aKTpUCC NOCTAaTOYHO I/IH(i)OpMaI_[I/II/I, YTOOBI €€ TEII0
OTKJIMKHYJIOCH U CTAJIO JIEHCTBOBATh B ATUX o0cTosTenbcTBaxX. Baxuo OTMCTHUTDB, UTO
IMPOCTOC OMPEACTICHUC HAMCPECHUS ITO3BOJINIIO AKTPHUCE CBII'PATh HEC SOMOIIMOHAJIBHOC

COCTOsIHUE, a yOexk/ieHne, 00yCI0BIEHHOE KOHKPETHOW BHYTpEHHEH MOTPEOHOCTHIO.

BepnemMcs k Oosiee paHHEMY IPUMEPY U3 TIEPBOTO aKTa: 371eCh aKTPUCA, UTPArOIas
Mbopu YoppeH, ToKe MOKET UCTIOJIb30BaTh CBOE TEJIO Pa3HBIMHU Cclloco0aMu, B

3aBUCUMOCTH OT CBOMCTB KOHKPETHON MBICIIH.

MOSPU YOPPEH:
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MBICJIb,
3AJIOKEHHAS B
TEKCTE

[JIATOJI IEMCTBUAI

HAIIPABJIEHUE

Yro HaM aenathb?

S obpamarock (k gpyromy

YEJIOBEKY)

O6mrast mpobiiema;
HEOOXOIUMOCTH

IENCTBOBATEL COO0IIa

Bcs nepeBHs BeIBaJIMIIA HA

ynuity!

51 Obto TpeBoOTy

CoObITHS B 1epeBHE

51 TONBKO YTO BEPHYIIACH C
¢bepmel. Bee Tonbko 1
TOBOPSIT, 4TO O

KOJIOOBCTBC.

S nyrato

CoOBITHS HE TOJILKO B
JIEpeBHE, HO U

IIOBCEMCCTHO

OHU 00BABAT HAC

BeabpMaMu, A6ou!

S npenynpexnaro

JleBouky n yrposxaromas

BCEM OITIaCHOCTH

MEPCH JIBIOUC:

[ykaszwisas u ensnos na

Mbpu Yoppen]:

41 pazobrnavato

Crpax u BomHeHne Mbapu

Yoppen

3Haro, OHa X0YeT

pacckas3arhb.

SI omoBeriaro 00

OIMIaCHOCTH

MoMEeHT B HeJAJIEKOM
Oymymiem, koraa Mapu ux

BbIJACT

Hpouecc BBI60pa " «PaCIIaKOBKH) OTUX IJIaroJioB 3aCTaBJIACT aKTEpa 3a1aBaTb

KJIFOYCBBIC BOIIPOCHI 11O TOBOAY CUTYallUU U ONPCACIIATHCA C HAMCPCHUAMU,

($u3MIeCKUM KOHTAKTOM, CMBICIIOM U HarpasiieHHueM. [lepBasi MbICIIb/ IBUKEHNE

Mbpu 6osee wim MeHee MMOHATHB. BO3MOXHO, OHU aJpecOBaHbl 00EUM JIEBOYKaM, HO

TJIABHBIA UX ajapecar — AOUTaiyIb KaK TPU3HAHHBIN JIUIEP ¥ MO3TOBOW LIEHTP

rpymmsl. Mapu obpamaercs k AOUraiisip Kak K Juaepy. Mbl He MOXKeM 3apaHee
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pelnTh, Kak AOUTaiiIb OTHECETCs K 00palieHr0 Mapu, HO Mbl 3HaeM, 4TO CHayalla
OHA HUYEro He TOBOPUT U He JienaeT. Takum 00pa3oM, MOKHO NMPEANOI0KHUTH, YTO
BTOpoe nericteue Mapu — I BbIO TPEBOI'Y — aBnsietcst peakiueit Ha 6e3neiicTBue
Aolwuraiinb, a ee Tpethe aerictBue — S [ITYTAIO — 310 ycuiieHne npeasiIyIero.
[Tocnennee ee neiicteue, S [IPEAYIIPEXAIO, npeanonaraer, 4To peajibHas U
HEOTBpPAaTUMasi OMAaCHOCTb, UCXOIAs OT BHEIIHETO MUpa, HAIBUTAETCS HA HUX U

yIrpo’KaeT BCEH Ipymiie.

['maron nBu»keHus, 0CO3HAHHBINA B KOHTEKCTE CLIEHBI U MTbEChI, TOMOTAaeT aKTepy
OBICTPO OIPENETUTHCS C TEM, KaK eMy FTOBOPHUTH (TOHAILHOCTh, TPOMKOCTb, PUTM,
TOH, ApTUKYJIAAIWA, AKIICHTBI 1 MGJIO[[I/IKa), U 3TO IMO3BOJIMT MaKCUMAJIbHO
peain3oBaTh HaMEpeHue, nogpasyMeBaeMoe riaroyioM. Kak Mel yxxe yoeaunuce,
KaXKJ0€e JAecTBHe, KpOME U3HAUYaIbHOTO HAMEPEHHUS, TAKKE COACPKHUT FJIEMEHT,
MMEIOIIUI OTHOIIEHUE UCKITIOUUTENBHO K TPOCTPAHCTBY U MECTOTOIOKEHHIO, — TaK
Ha3bIBaeMoe «ykazaHue». B Tabnuie, mpuBeaeHHOM BhIle, Mapu YoppeH He TPoCcTo
HCIOJIb3YET CBOE AIMOLIMOHAIIBHOE COCTOSIHUE (CTpax), YTOOBI MOJIKPENUTh
COOCTBEHHBIE ICUCTBUS; OHA TAKXKE YKa3blgaem CIyIIaTeNsiM Ha COOBITHS,
MOBJIEKIIME 3a COOOM Takoe SMOLIMOHAIIBHOE COCTOsIHUE. be3ycnoBHO, Kyaa mpoiie
MTOKa3bIBaTh MECTOIOJIOKEHUE MeIoM, YEM 2010COM, Y 3TO 03HAYAET, YTO OOBIUHO

aKTep YKa3bIBAET C IIOMOIIBIO Tea.

Bce 3T0 MOKeT noka3aThCs CIIMIIKOM OYEBHIHBIM, HO YAUBHUTEIBHO, YTO aKTEPhI
HEpeIKO 3a0BIBAIOT O CTOJIb BAXXHOM (DYHKIIMU Tea Kak 0003HauYEHUE U
MMOAYCPKUBAHNUE IMPOU3HOCUMBIX AaKTECPOM PEITIUK. B HOBCG}IHCBHOﬁ JKU3HU HaM HE
MPUXOJUTCS 00 3TOM JyMaTh, HO KOTJ1a MbI HAOJI0JaeM 3a AMAJIOrOM JIFOJEH, TO
YETKO BUJIUM, KaK OHM HEOCO3HAHHO HANpaBJIAIOT BHUMAHUE CIyLIATENs Ha
KOHKpETHbIE U a0CTpaKTHBIE MECTA/COOBITHUS )KECTaMU Pa3HOTO MaciiTada, OT e/iBa
3aMCTHOI'O IMOBOPOTA I'OJIOBEI J10 JIBMIKCHUA, B KOTOPOM Y4aCTBYET BCC TCJI10, UJIN
Jake HeOOJIBILIOro MpeACTaBIeHHs. Tak MPOUCXOAUT OTOMY, YTO paboTa HaIlero
BOOOPaKEHUS 4aCTO CBSI3aHA C ACIIEKTOM «MECTOMNOI0KEeHUs». [lomermas 00beKT
BBICKA3bIBACMbBIX HAMH MBICJICH B TOYKY HNPOCTPaHCTBA, UMCIOIIYIO OTHOIICHUEC K

HaIIMM TejaM (Jake eClIM 3Ta TOYKa HAXOAUTCS BHYTPHU HAILUX TEJ), Mbl YCUIMBAEM
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KapTUHBI B HALICM COOCTBEHHOM B006pa)KeHI/II/I, a 3HAa4YuT, U 06paBI)I, KOTOPLBIC

BIIOCICACTBUU 6y,Z[YT JOCTYIIHBI HAIIUM CJIYIIaTCIISAM.

dusnuecKue napaMeTpol rJiarojia AUCTBUS MOTYT OBITh OIPEAEIICHBI CIICAYIOIINM
00pa3oM: roBOPSIILIMI yKa3bIBaeT CIyIIATEII0 HallpaBlieHue 00bEKTa, KOTOPBIH
HYKHO YBUJETb WU NOHATh. IHTEpECHO, 4TO 3TO IBMIKEHUE MOXKET YBJIEUb TEJIO B
HaIlpaBJICHUH, IPOTUBOIIOJIOKHOM camoMy AercTBuro. Korna Mapu Yoppen «xouer
BCTPEBOXKUTHY» AbOuraiins u Mepcu, pacckas3piBasi HIM O BCeoOIIeM yxKace,
OXBAaTHBILIEM JIEPEBHIO, SHEPTUs €€ ACUCTBUS OOpallleHa K HUM, HO €€ TeJIO YKa3bIBaeT
Ha YTO-TO, IPOUCXOASIIEE B APYroi CTOpoHe — Ha yiuue. 1 HaoGopot: korga Mapu
oOparaercs Kk AOHUTailuIb KaK K JIHIEPY, €€ TEIO0 KaKHM-TO 00pa3oM OTpakaeT 0OMIyro

pobJIeMy, ¢ KOTOPOI UM BCEM MPHIILIOCH CTOJKHYTHCS (BKIItOUast Crisiiyio bertu).

Ota ,I[BOIZCTB@HHOCTB CYLICCTBOBAHUS TEJIa MOKCET IIOMOYb AKTCPY n30exaThb TOro,
YTOOEI 0Ka3aThCs B JIOBYIIKEC «ABUXXCHUS BIICPCI». NupMu CJIOBaMH, €CJIN BCA
HaIrpaBJICHHAA SHEPTUA TCJIa HCJIMKOM OTJaHa rjiarojiaM ABUXKCHUA, MOXKET
BO3HUKHYTH TCHACHI U (I)I/II(C&I_[I/II/I Ha APpYIrOM aKTECpEC, U3-3a 4Y€ro TCIIY 6yz[eT TPYAHO
npepBaTb MOHOTOHHOC «ABUKCHUEC BIICPECA», 4 UBMCHUTDH YTO-TMO0 MOXKHO 6y,[[eT
TOJIBKO I'OJIOCOM H KECTaMU PYK. OI[HaKO, €CJIN TCJIO UCIIOJB3YCTCA KaK «yKa3aTeiiby,
KOTOpBIf/JI IOAACPIKUBACT IJIaroJi ABMKCHUA, MoOMCEIIasaA UACHU TEKCTA B KOHKPETHBIC
TOYKHU MPOCTPAHCTBA, TO TCJIIO MOXKET OCBO6OILI/ITBCSI, OCTaBasIChb IPU 3TOM B KOHTAKTC

C APpYI'MM aKTCpOM U HE yTpaduuBasd MBICIIU O HAMCPCHHUU.

B npuBenenHOM HIKe TpUMEpPe U3 Havasia BTOPoro akta «CypoBOTO UCITBITAHUS
o0a mepcoHaka BeyT CBOM nuaior (1o KpaifHel Mepe, ero 4acTh), BHITOIHSS
MOBCEeIHEBHEIE Niena. [IpokTop MoeT MU0 U pyku (HaBEpHOE, ITO 3aHATHE €ro
00JpUT, €CIIN YYECTh, YEM OH JI0 3TOI0 3aHUMAJICS U TOT (PaKT, YTO BOAA, IO BCel
BEPOATHOCTH, XOJI0/IHAs). Dnn3aleT B TeueHue OoJIblleii YacTH Auajgora rOTOBUT U
nogaet [Ipoktopy o6en. DTo 3HAUUT, YTO JIsl OOOMX aKTEPOB, UCTIOTHSIFOIINX ITH
poJin, B3aNMOOTHOUICHU TCJIa € IJ1arojiaMu ﬂeﬁCTBHH 6YI[yT MMPOABJIATHCA TOCTOSIHHO
110 MCPC BBINTOJIHCHUS UMH PA3JIMIHBIX l[BH)I(GHHﬁ, O6yCHOBJIeHHI:IX HOBCGI[HGBHOﬁ

HEOOXOINMOCTBIO.
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C BBI60pOM KCECTOB, IIEPCUUCIICHHBIX B HOCJ'ICI[HGI‘/'I KOJIOHKEC, MBI OITPEACIINIIUCH B

XO04€ MPAKTHYCCKUX 3aHSATHH B PENETUHHMOHHOM 3aJI€, BO BPEMA KOTOPBIX aKTCPhI

pa60TaJm noxa BJIUSAHUCM UMITYJIbCA, HO U HC 3a0bIBaJIH O TPEX MCPBBIX KOJIOHKAX.

PEITVIMKA ['JIATOJI YKA3BIBAET HA ®U3NYECKUM XXECT
/ICHUEHUYECKAS | IEUCTBUA

PEMAPKA

OJIM3ABET: I'me | S ynpexkato 3arsHyBLIeecs oTcyTcTBUg Hebonbiol sxecT B

K€ ThI Tponagan?

IIpoxTopa

HaIlpaBJICHUU ABCPH

VYxe noutn Sl nHanomunHaro | Mpak 3a OKHOM B3rsan Ha okHO
CTEMHEIIO.
ITPOKTOP: 51 51 ycnokausaro. | bosbiioe paccrosHue 1o | Ha MrooBenue

CC4JI Ha JaJIbHEM

y4dacTke y Kpas

Kpasi pepmbl

MepeCTacT YMbIBATHCH,

CMOTPHUT Ha DHu3a0eT u

jeca. 4yTh KHBAET B
HalpaBJIeHUU MECTa, O
KOTOpPOM HJIET peyb
OJIN3ABET: O, S onobpsiro Pazmep pepmbr [enaer mar B CTOpOHY,
3HAYMT, ThI CJIOBHO OLIEHUBAs
3aKOHYMII. pasMepsl yyacTka,
3acestHHOTO ITpoKTOpOM
I[TPOKTOP: la, 51 mpousBoxy Ero cuna u ymenue. 3aKkaH4YMBAET MBITh

depma 3acesHa.

BIICYATJIICHUC

PYKH, CTPSIXUBAET BOAY,

MIPUBJIEKAET K pyKam

BHUMaHUE

[MTPOKTOP: S npuzHato (ee | Tummna B 1oMe XKect B cropony

Manbuuku BKJIAN) JIECTHULIBI

ycHynu?

DOJIM3ABET: S npuHuMaro TumuHa B jome CMOTpHUT B CTOPOHY

CKopo yCHYT. (ero JIECTHULIBI
NpU3HAHUE)
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OJIM3ABET: Sl kopmutro Dnu3abeT MoIep)KUBaeT | 3aueprbIBacT U
Ilooxooum k (HeBepOanibHOE) | XO3AUCTBO B MOPSIKE HaKJIaJ[bIBACT €1y
ouaey, aKKypaTHO ¥ POBOPHO
3auepnvigaem
myuieHoe Maco u
Hakiaovleaem e2o
6 mapenky.
[TPOKTOP: s Bo3moxxHocTh x0pomiero | XKecTbl B CTOPOHBI U
Teneps non0aJpuBal0 | ypoxkas, a 3HauuT, U BBepX: [IpokTop clioBHO
TTOMOJIMMCH, MPOIIBETAHUS BCEH BBEpsIeT ce0s B pyKHU
9TOOBI JIE€TO OBLIO CEeMbU bora u cruxuii
XOPOIIUM.
DOJIN3ABET: Ha. | A 3amupato Ee HblHEIIHEE Ha mruosenue
0e3paocTHOE MepecTacT HAKJIaAbIBATh
COCTOSIHHE MUILY U cTIerKa
OTBOPAYMBAETCS OT HETO
ITPOKTOP: A Ee xomoqHOCTE Jlemaet mar K HeH
310poBa Jid ThI? MIPOIIYTIBIBAIO
MOYBY
DOJIN3ABET: [la. | 4 Hemero HerotoBHocTh roBoputh | CMOTPUT Ha HETO,

ObITasICh y.]'IBI6HyTI)C$I

OJIM3ABET:
Hecem mapenky x
cmony u
noKasvieaem Ha

edy: DTO KPOJIUK.

1 oTBNIEKAIO

KauecTtBO ennl

C HekoTopoii
[IEPEMOHHOCTHIO CTaBUT
TapesKy Ha CTOJI, TOTOM

JleJIaeT mar Haszaj

Mp1 yOexpaemcsi: TaM, TJie IEPCOHaXK BOBJICUEH B KAKHUE-TO JICUCTBUS, HE UMEIOIIHE

HECIIOCPEACTBCHHOI'O OTHOICHUS K pa3roBOpPy, aKTEP HAXOAUT BO3SMOKHOCTDb UJIN

IpepBaTh TaKoe JACWCTBUE, WIM U3MEHHUTDH CIIOCO0, KOTOPBIM OH 3TO JIEHCTBHE

BBIMOJIHSET, YTOOBI OCYIIECTBUTH «yKa3zaHHe». TakuMm oOpazom, myOimka

MIPOYUTHIBAET MBICIIb, KOTOPYIO aKTEP BBHIPAYKAET CBOUM TEJIOM Yepe3 TO, YTO OH
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YKJIOHSAETCS OT BBIIIOJHEHUS «IIOBCEIHEBHOIO» 3aHATHA. [[J1s1 akTepa OInbIT
NepeXUBAHUS IOBCEAHEBHOTO 3aHATHUS, TPAHC(HOPMUPYEMOTO UIIH IIPEPBAHHOTO
BepOAIbHBIM WIH (PU3NYECKUM JACHCTBUEM WM HAMEPEHHEM, JIaeT OIIYIECHUE
IIpaB/bl, I03BOJIAIOIIECE EMY BOMTH B MUP IIbECHI U IIOMOT'AIOLIEE I10-HACTOALIEMY

«IIPOXKUTHb» CLICHY.

[IpeTBopsist «IICUXOJIOTHYECKOE» (HaMepeHHue) B «pusmueckoe» (’KecT), Mbl HE MOXKEM
3aCTaBUTh aKTEpa BBIIOJIHATD 3apaHee ONPECIICHHBIE JKECThI: Mbl TOJIBKO MOXKEM
JaTh €My JI0CTaTOYHO UH(POPMALIMU O HAMEPEHUH, IPOCTPAHCTBE, MECTOINOI0KEHUU
Y B3aUMOOTHOILEHHSX, YTOOBI TEJI0 MOIJIO «00pECTH ceds» B MUPE ITOr0
JIpaMaTU4eCKOro Npou3BeAeHU U Auayora B HeM. Ha paHHel ctaguu peneTunui y
aKTepa BO3SHHUKAET MOCTOSHHBIN «KaHal 0OMeHa HH(pOpMaIHen» MEXTy
MHTEJUIEKTYAJIbHBIM UCCIIEI0BAHUEM TEKCTA U MHCTUHKTUBHBIM [TI03HAHUEM
IIPOCTPAHCTBA: NHBIMU CJIOBAMH, AUAJIOT MEXY UIEIMU U UMITYJIbCaMU. Takum

o0pa3oM, TeJO «y4UT» pa3yM, a pa3yM «yduT» TeJo.

Korna akrep Harien BO3MOXHYIO (pruznueckyro GopMy it KaXJI0ro riiarosia
JBYDKEHUS], MOKET OBITh MOJIE3HO, €CIIU OH OY/IeT MPUMEPATHCS K 3TUM IJIarojiam,

IIPOU3HOCH I'JIaroJibl ABMKCHUA BMCCTO CAMOI'0 Adajiora, urpas ueiayro CIeHy CO

CJIOBAMU <1 O6BI/IH$[IO, A YIOPEKaro, 1 OTTAJIKHMBAK0», IPOU3HOCA UX BCIIYX B KAUCCTBC
«anbTepHATUBHOIO» TeKcTa. Eciiu clienars 3T0 TpH WM YEThIpe pa3a, MOKHO OyzeT
«3aKpenuTh» 32 HAMEPEHUEM TOT WJIM UHOH JKECT. DTO TaKXkKe MMO3BOJISIET BHIUMUCIUTh
0001 kKecT (a B CYIIHOCTH, U JIF00O0M TJ1aroj 1eHCTBUs ), KOTOPbIN He paboTaeT u
HYXJIAc€TCA B 3aMCHC. HpOFOBapI/IBaH )IeﬁCTBHH W ITOBTOPSAA ABUXKCHUSA U KCCTHI,
aKTep —

Ha (U3MYECKOM U CO3HATEILbHOM YPOBHE — CO3/Ia€T U MPOKUBAET MyTh KOHKPETHON
CIICHBI, a YK€ TTOTOM TMEPEXOIUT K MPOM3HECEHUIO PEIUTK. B TakoM cirydae TekcT

MOKCT BO3HUKHYTH M3 HCI/IXO(l)I/ISI/IIIeCKOFO IMOHUMAaHH 3TOT'O ITyTH.

BaxxHO OTMETUTB, UTO yIpaKHEHHE Ha «IIPOTOBAPUBAHME ACUCTBUS TAKKE
MIOMOTAET aKTePy MCIBITATh KAX10€ ICUXo(u3nyeckoe IeHCTBHE KaK PEaKIMIo Ha
npyroro aktepa. Jlaske Ha paHHUX dTanax MPUMEHEHHUs MCUX0(QU3UUECKOTr0 MeToia

BCC HGI;'ICTBPIH JOJIXKHBI OBITE ChII'PaHbl B KOHTCKCTC HEIMMOCPCACTBCHHBIX OTHOH.ICHPIﬁ,

187



YTOOBI B HE3aBUCUMOCTH OT KECTOB, C HUIMU CBSI3aHHBIX, aKTEp BCErJa pearupoBall Ha
TO, YTO OH nepekuBaer. Heo6xo1umo, 4ToObl akTephl, y4acTBYIOIIKE B IIPOLIECCE
NCUXO(PHU3NUECKUX JACHCTBUI, OUeHb OBICTPO MEPEKIIOYAINCH Ha PEKUM
«pearupoBaHU», WHAYE JABMKCHHS, 00YCIOBICHHBIC ’TUMHU JACHCTBUSAMH, OyIyT
cKopee xopeorpadueil, Hexkesn GU3NIECKUM «CI0BAapEM», UCIIOJIb3YEMBbIM IS

nepcaadu UMITyJibCa.

Tak 4TO K€ MPOUCXOAMT C TJIAroJIaMH JIEUCTBHS BO Bpems peneturinu? KoneuHo xe,
HU OJIMH aKTEp HE MOXKET NEPEXOAUTh K 3aKIOYUTENIbHBIM CTAUsIM PENETULINH,
«pucys no tpadapery». B kakoii-ro MOMEHT 1eHCTBUS JOKHBI 3a1I€4aTIeThCs B
JylIe U TeJe aKTepa, YTOObl OH MOT IO-HACTOALIEMY IIPUCYTCTBOBATH 3/1€Ch B
KauyecTBE MEPCOHAXKA, HAXOAAILIETr0Csl B OTHOILEHUAX C IPYTMMHU nepcoHaxamu. Ha
camoM Jielie, OOBIYHO 3TO MPOUCXOTUT €CTECTBEHHBIM 00pa30M — KaK 4acTh Ipolecca.
OuyeHb CKOPO aKTep MOXKET MEePecTaTh JyMaTh O JEHCTBUSIX U PACKPEIIOCTUTHCS, UTO
JIaCT eMYy BO3MOXHOCTb OBICTPO pearupoBaTh Ha CMEHY COOBITHI B clieHe. Tem He
MeHee, BIOOP OCHOBHBIX BEpOaIbHBIX U (PU3HMUECKUX JAEUCTBUN, OCTAHETCS C aKTEPOM
(mycThb U Ha 3a7HeM IutaHe). Bo Bpemst 6osiee MO3AHUX PENEeTUIN U CIIeKTaKIIeH 3T
JEMCTBHS MOTYT 3BOJIOLUOHUPOBATh WIIU 1aXK€E MOJTHOCTBIO U3MEHUTHCS, KOTJa aKTep
OyZeT JesaTh HOBbIE OTKPBITHS, HO €CIIU Kakue-1100 HaMEepeHUs aKTepa CTaHOBSTCA
PacIIbIBYaTHIMU UJIM HETOYHO ONpPEAEIEHHBIMU, WIIM €CJIM U3MEHEHHUS MBICITU
IIPOSABIIAIOTCSA HEYETKO, BCET1a OCTAETCs TaKasi «KapTa» JEHCTBUI, Ha KOTOPYIO

MOKHO OIICPETHCA.

[lepBas Mos peakiusi Ha METO/ IICUXO(PU3NUECKOTO AEHCTBHSI, KOT/Ia S CTOJIKHYJICS C
HUM OoJiee BaALATH JIET Ha3aj, Obula TAKOBA: ATOT METO/I SIBJISIETCS] TUPEKTUBHBIM U
OTOpPBAaHHBIM OT aKTEPCKUX MHCTUHKTOB. Tenepsh s CUUTAIO €ro MOJIE3HBIM CIIOCO0OM,
MO3BOJISIIOIIMM 00€CTIEUUTh JUAIOT MEX1y TEKCTOM U UMITYJIbCOM. AKTEpY,
rOTOBOMY K ITOMCKaM, TAKO€ B3aUMOJECHCTBIE TOMOKET HAUTHU CBSA3b C IEPCOHAXKEM U

HUCIBITAaTh 6OJ'II)IHYIO IIOJIHOTY CYHICCTBOBAHUA B (1)I/I3I/I'—ICCKOM MUPE IMbECHI.
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Fundamentals of the Stanislavski System
and Yoga Philosophy and Practice (Part 2)

Sergei Tcherkasski

This article was published for the first time in the magazine of the State Institute for
Art Studies (Russia) Problems of Theatre [VVoprosi Teatra] in 2010 Ne 1-2. For the
present publication a number of adjustments have been made to the original text.

In the previous article Fundamentals of the Stanislavsky System and Yoga
Philosophy and Practice (Part 1), published in the journal Stanislavski Studies,
2012, Issue 1 (http://stanislavskistudies.org/issues/issue-1/fundamentals-of-the-

stanislavski-system-and-yoga-philosophy-and-practice/) ~ we  challenged  the

unsupported opinions, denying the influence of yoga on Stanislavski or claiming that
this influence was short-term or quickly played out. The significance of yoga’s
influence on Stanislavski in the Soviet theatre studies was constantly downplayed. V.
N. Galendeyev justly points out: “They liked to say about Stanislavski, especially in
the fifties-sixties, that at the turn of the century and during the first (‘decadent’)
decade of the twentieth century he supposedly went through a short-lived and not so
deep infatuation with the philosophy of Indian yogis and their teaching of prana — a
mysterious inner soul substance that serves to make connection between the human
soul and the space (or, if we translate this into the language closer to the early
Moscow Art Theatre, the World Soul). It was considered that Stanislavski promptly
and successfully got over the influence of the philosophy of distant Hindus and
realized it all in the materialistic notion of action where there was no place for any
‘mysticism’. il
[ think that the carefully collected records of yoga in Stanislavski’s texts of different
years, deciphered and hidden references to yoga, not revealed by Stanislavski for
censorship reasons, as well as the comparison between the points of the system and
the books of yogi Ramacharaka Hatha Yoga and Raja Yoga which was started in the
first part of the article, prove the opposite. In that very publication we told that it was
American author William Atkinson who was hiding behind the pseudonym ‘yogi

Ramacharaka’. In his texts Atkinson was intentionally bringing ancient Hindu
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teaching closer to the Western mentality which undoubtedly had an influence on the

way Stanislavski absorbed the principles of yoga.

The present article is devoted to the exploration of the elements of the inner creative
state in Stanislavski's system which are connected to yoga teaching: muscle release,
communication, radiation and irradiation, prana emanation, attention, visions.
Special attention will be paid to the comparative analysis of the views of classical
yoga, Ramacharaka and Stanislavski regarding the structure of the unconscious

activity of man, including his superconscious.

Let us try to compare the scheme of the system drawn by Stanislavski™" with the
ancient Indian schemes depicting the location of yogic chakras (energy centers),
situated along the spine of the human body. Stanislavski’s picture unwittingly
resembles the human organism where numerous wavy lines, changing their colours
and signifying various elements of internal and external creative state of an actor, bear
resemblance to the left and right lungs of man. They are located on both sides of the
vertical — the spine (in Stanislavski’s scheme this vertical is defined as the perspective

of the role — through action).

Three circles, three drivers of psychical life are threaded on this vertical —

the mind, the will, the feeling. They are pictured as circles similar to the circles
signifying chakras in the yogic scheme. Thus these drivers of psychical life are
obviously made similar to the chakras of man and act as some kind of “actor’s

chakras”, the sources of actor’s energy.

It seems that the graphics of this scheme are definitely not accidental for Stanislavski.
The similarity to the human organism was meant to unwittingly underline the natural
— coming from the natural science — foundation of the elements of the system being
the laws of real life, the laws of the organic nature of man-actor.

Let us remember that Stanislavski got familiar with Ramacharaka’s books during the
analytical period of the creation of the system when he seemed to be collecting the

existing elements of the creative state — the laws, describing the natural functioning of
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the human organism. In the manuscript The Program of an Article: My System (1909)
— that very piece where the term system appears in Stanislavski’s work for the first
time — among the elements necessary for the genuine creative state, muscle release
and muscle tension, communication, creative concentration and circle of
concentration are mentioned.*™ Yoga provided Stanislavski with precise techniques

to develop these qualities of an actor.

We are going to look at the main elements of the system, the formation of which was
to a great extent influenced by yoga, in the order of the ascending line of self-

perfection, suggested by the structure of classical yoga with its eight steps.

Let us start with Hatha Yoga where Ramacharaka, without touching on the first two
steps, yama and niyama, lays out the third and fourth steps of classical yoga: asana —
the knowledge of how to unify the mind and the body through physical exercise and
pranayama — the skills of controlling prana through rhythmic breathing. From here
Stanislavski borrowed the technique of relaxation, muscle release, and, as it was
already noted in the analysis of Stanislavski’s work in the Opera Studio, the technique

xliii

and principles of rhythmic breathing.
1. Muscle Release (Relaxation of Muscles)™"

Stanislavski, although he did not practice asanas, positions of yoga (Ramacharaka,
however, does not describe them directly either), paid much attention to the release of

muscle tension as the first step on the path to the achievement of the creative state.

In Chapter XXII “The Teaching about the Release of Muscle Tension” Ramacharaka
says that “when guru, hatha yogi, lectures on the release of muscles, he often draws
the attention of his students to a cat or other felids — for example, a panther or a
leopard”. ™ This pedagogical approach was picked up by Stanislavski. Thus in the
chapter “Muscle Release” in An Actor's Work on Himself a domestic cat becomes the
principal teacher of Nazvanov who was injured as a result of muscle tension and had
to miss Tortsov’s lessons. And Tortsov’s assistant Ivan Platonovich (Soulerzhitsky’s

alter ego), who visits Nazvanov, instructs him about the following:
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“The Hindus teach, my dear, that we should lie in the same manner as little children
and animals lie. As animals!” repeated he to sound more convincing. “Be sure of
that!”

Further Ivan Platonovich explained why that was necessary. It turns out that if you put
a child or a cat on the sand, let them relax and fall asleep, and then lift them carefully,
an imprint of the body will be left on the sand. If you do the same experiment with an
adult, the only imprint will be that of the strongly pressed blades and rump, because
the other parts of the body due to the constant, chronic, habitual muscle tension will

not have such a close contact with the sand and therefore will not leave an imprint.

In order to lie like children and leave an imprint on the soft soil you have to
completely release all your muscle tension. Such state allows the body to rest in the
best possible way. A half an hour or an hour of such rest gives better results than the
whole night of your usual rest. Not surprisingly caravan leaders use such resting
methods. They can not spend too much time in the desert so they have to minimize
their sleep. Their reduction in sleep time is compensated by complete release of
muscle tension which helps to revitalize the tired body. "™

In the next, XXIII chapter of Hatha Yoga, titled The Rules for Releasing Muscle
Tension, Ramacharaka presents the whole string of “releasing exercises” after which
he moves on to the exercises on stretching, exercises on the relaxation of mind, the
exercise “momentary rest.” Stanislavski gives us a lot of examples of exercises as
well. However, we will dare to express an opinion that these exercises are presented
in quite a general form. This part of Stanislavski’s work remains one of the most
unfinished, open, calling for development and hospitably allowing addition of most
diverse methods — both coming from yoga and totally different. Therefore it is not by
accident that in the part of the modern acting training, intended to help release muscle
tension, more and more exercises are added to the original set of exercises — some of
them coming from martial arts, others from bioenergetics, from medical gymnastics,

xliii

etc., etc.

2. Communication and prana rays
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The concept of prana has become one of Stanislavski’s most important loans from
yoga. This Sanskrit word (translated as wind, breath, life) is used in the philosophy of
yoga to define the living part of a person, his or her soul. According to yoga, the rays
of the energy of life (prana) are subject to conscious control, and it is prana rays that
become for Stanislavski the medium of true communication — with the fellow actor,
with oneself, with an object, with the audience. Sharon Carnicke justly observes that
for Stanislavski prana rays became “the vehicle for infecting others [fellow actors and
audience] with the emotional content of the performance”.xIiii

According to Ramacharaka’s definition, familiar to Stanislavski, «by the name of
“Prana” we define the universal energy, the essence of every movement, power or
energy, manifesting itself in the law of gravity, in electricity, in the rotation of planets
and all the forms of life, from the highest to the lowest. Prana is so to say the soul of
every power or energy, in whichever form the latter manifested itself. It is the
principle that, acting in a certain known way, gives birth to the form of activity

inherent to every living being.

Prana, although contained in all forms of matter, is not matter itself, and, although it is
in the air, it is not air, nor is it one of its chemical components. Prana is in the food we
eat, but it is not one of the nutritious substances of food. It is contained in the water
we drink, but it is not one of the substances, comprising water. It is in sunlight, but it
is not the warmth of the sun nor is it the light of its rays. It is just “energy”, inherent to
the matter, and every matter is the conduit of prana.*™ And, according to yoga
principles, it is prana rays that are emanated during spiritual or non-verbal

communication.

We can only assume how happy Stanislavski was, having found the parallels between
the yogic statements about prana and the already absorbed by him ideas of the French
psychologist Théodule Ribot, who “donated” to the system not only the notion of
“affective memory”, but also the terms “emanation” and “imanation”, as well as
“radiation” and “irradiation”, paramount for the description of communicative process
according to Stanislavski. In their commentary to the manuscript The Work on a Role.
The Woe from Wit (1916-1920), Christie and Prokofyev write that these terms have
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been borrowed by Stanislavski from Ribot’s book The Psychology of Attention,
abstracts from which are preserved in Stanislavski’s archive." And, despite the fact
that Ribot does not employ the notion of prana, his idea of radiation is nothing else
but a description of a similar phenomenon in different words. In his introduction to
The Psychology of Attention, which Stanislavski learned about in 1908, i.e. earlier
than he read Hatha Yoga, Ribot says that the mechanism of the spiritual life of man
«consists of always replacing each other inner processes, of the range of sensations,
feelings, thoughts and images, subject to either mutual association (unification. —
S.T.) or mutual repulsion according to certain laws. Actually, this is not a chain or a
range, as they often say, but more like radiation (italics mine. — S.T.) in different
directions, permeating various layers. ™

It should be mentioned that a lot of representatives of the Russian art at the beginning
of the 20™ century were concerned about the idea of rays, permeating the space
around us. This hardly comes as a surprise, because in 1897 Alexander Popov for the
first time transmitted radio waves, and the ideas about the possibility of emanation
and reception of invisible rays started to appear in everyday life. And in 1913 roay
artist Mikhail Larionov (1881 — 1964) published the manifesto of the new movement
in painting — “Rayonism” (“luchism” in Russian), the goal of which was “to convey
the fourth dimension”, to grasp, to depict on the canvas rays as the reflection of “the
inner essence of objects”. ™ Thus a technical discovery at the turn of the 20™ century
added a new dimension to the centuries-old yogic knowledge about the nature of man.
And contemporary science has experimentally proved the existence of human bio-
energy, available for research. Thus fundamental notions of Stanislavski’s system -
“radiation”, “irradiation”, “emanation” — are no longer perceived as purely
imaginative, and, as L. V. Gracheva observes, “they no longer appear supernatural in
contemporary scientific context”. XM

Let us look at the examples of use of the concept of prana in Stanislavski. In the
chapter “Communication” of the first part of An Actor's Work on Himself Stanislavski
defines the principles of communication — with an object, with himself, with the
fellow actor, with the audience — and refers the stage monologues, spoken when the

fellow actors are absent from the stage, to the second form of communication, “self-
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communication.” However, as a matter of fact, the actor who does not have a fellow
actor is most often incapable of creating in himself two “communicating centers” and
holding in himself “divided, not focused attention”, and, as a result, degrades to the
theatrically stylized declamation in front of the audience. The problem seems almost
unsolvable...

“How to justify on stage something that I can hardly find justification for in real life?”
Tortsov asks as if preparing an impressive stage denouement. ™"

“However, I was taught (italics mine. — S. T.) how to solve this problem”, Tortsov
goes on. “As a matter of fact, besides the usual center of our neuro- psychic life —
cerebrum, | was pointed to (italics mine. — S. T.) another centre located near the heart,
where the solar plexus is. For the conversation | tried to draw together both centers
mentioned. It seemed that not only were they detected in me, but even started
speaking. | could feel the centre at the cerebrum as the representative of the conscious
and the centre at the solar plexus as the representative of the emotion. Thus, according
to my feelings, it turned out that the mind was talking to the feeling”. "

It is interesting who this person was who “taught” Stanislavski and “pointed” him to
it? It is easy to reveal what is hidden behind the apophasis — of course, the person in
question is Ramacharaka. In his Hatha Yoga Stanislavski read about the solar plexus
as «an important part of the nervous system» and “the main centre where prana is

accumulated” "

It seems that he has not missed Ramacharaka’s statement that «in one important
question, concerning the nervous system, the teaching of yoga left the Western
scholarship behind; we are talking about the thing that in the Western terminology is
called “the solar plexus” and that is considered by the Western science just one of the
many sympathetic nerve plexi, coming from the ganglions scattered around the body.
However, yoga teaching considers the solar plexus the most important part of the
nervous system; it is a special kind of the brain, playing one of the crucial roles in
human organism».*™ Ramacharaka justly points out that yogis consider the solar
plexus «the main center where prana is accumulated», and “the name “solar” can be

used to describe this “brain” which radiates power and energy into every part of the
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body; this organ, as a center where prana is accumulated in the body, is what the
activities of the cerebrum depend on” il

The knowledge Stanislavski gained refracted in a peculiar way in the chapter of An
Actor’s Work on Himself in the Creative Process of Experiencing. According to
Stanislavski, the exchange of energy between the actors taking place during radiation
and irradiation is perceived by the audience as the proof of the instantaneous truth of
experiencing. Besides that, there is an exchange of energy rays between actors and
audiences. “If we could see — with the help of a certain device — the process of
imanation and emanation, which the stage and the house exchange at the moment of
the upsurge of creativity, we would be surprised by the fact that our nerves manage to
endure the pressure of the current (another synonym of the word prana used in 1936;
italics mine. — S. T.), which we, the actors, send out to the house and receive back
from a thousand of living organisms sitting in the stalls!”, Tortsov exclaims™™,

And in March 1912 it was no longer Tortsov but Stanislavski himself who wrote
down that he performed the sixth performance of A Provincial Lady according to the
system and “thanks to the communication with the solar plexus [he] felt well and the
acting went well”. "

Let us note, by the way, that Tortsov-Stanislavski’s dreams about “a device” were
also destined to come true. At the end of the 20" century the human biofield becomes
available for exploration with the help of devices. One example: L. V. Gracheva
reports that at the Institute of Precision Mechanics and Optics «a group of St.
Petersburg scientists lead by K. G. Korotkov created a device named Corona TV,
which allows to register the changes of the psychophysical states on the basis of the
analysis of the space, color and defects of the radiation around the human body — the
so-called “aura” " It is this device that helped the fellows of the Laboratory of the
Psychophysiology of Performing Arts of the St. Petersburg State Theatre Arts
Academy not only to measure certain parameters of “radiation” around the creating
actor, but even come to some interesting conclusions about the dynamics of the

changes of the psychophysical characteristics of students in the process of study."Iiii
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Prana, according to Stanislavski, takes part not only in the process of actors’
communication on stage. All its plasticity, its spirituality is connected with prana.
Remember how in his commentary to the third volume of the collection of works G.
Christie writes about replacing the word prana with a more “scholarly” word energy.
Thus he gives us a clue, a key to the whole book. And, reading An Actor’s Work on
Himself in the Creative Process of Incarnation, we understand that when Tortsov says
“that in the basis of movement we should place not the visible external, but the
invisible internal movement of energy....This inner feeling of the energy moving
through the body we call the feeling of movement (i.e. prana, if we turn to
Stanislavski’s initial yogic terminology. — S.T.)”"™, it means that here and further we

deal with the yogic foundation of the system.

And in the manuscript of 1930s The Program of the Theatre School and the Notes on
Actors’ Training Stanislavski marks one of the unwritten sections whose contents are
yet to be developed in the following way: “The feeling of movement (prana)”. " He
points out: “Actors should feel (italics by Stanislavski — S. T.) their feelings, will,
emotions and thoughts so that their will would force them to perform this or those
movements (prana), so that the movements are not senseless”. ™ Thus whenever
Stanislavski speaks about the movement training of an actor, about developing in him
the feeling of movement, he approaches this question from the positions initially
adopted from yoga.

Let us once again give the floor to V. N. Galendeyev. Using an example from
Stanislavski’s rehearsal practice of the late period, when an actor’s movement and
even his very existence on stage were connected with prana rays, Galendeyev says:
“We know and understand so little about the ways long-term human affections are
developed — their “source is mysteriously hidden”. Indeed, why was Stanislavsky so
attracted to cantilena, the uninterrupted melodious line in sound, word, movement,
action?.. We can assume that this uninterrupted line was in his mind that very channel
through which the spiritual energy — prana — could pass and freely pour out”. "™

Thus yoga, “having united” with Ribot’s theory, joins the list of the scientific sources

of the system. At the same time we should fend off possible accusations of
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eclecticism brought against Stanislavski’s views — he does not draw into his arms all
of the scientific information available. Moreover, even the word science sometimes
raises his suspicion. According to O. A. Radishcheva’s account, during the lectures in
November 1919 for the Moscow Art Theatre actors Stanislavski explained «that
science would not be able to help the art of experiencing. “Science is already reigning
in art completely”, said he, meaning “all of those triangles which Meyerhold draws.”
They, in his opinion, only created obstacles to the freedom of creation (of course,
Stanislavski was only attracted to the science of humanology. — S.T.) Stanislavski
sought help in other areas of science: psychology, physiology and teaching of yogis.

13

In that period of development of Stanislavski’s “system” of special significance was
the knowledge he adopted from yoga teaching. At the first lecture he said: “It turns
out that a thousand years ago they were searching for the same things we are
searching for, with the only difference that we delve into art and they — into their

other world X"

Let us move on to the theses that attracted Stanislavski’s interest in Ramacharaka’s

Raja Yoga, which deals with the sixth and seventh steps of yoga Patanjali.

3. Attention

It is in Raja Yoga that Stanislavski found the specific ways of improving
concentration of attention and observation. The centuries-old yogic training
techniques of multiplanar attention, the practical devices for developing focus seemed
to ask to be used for the development of actor’s psycho-technique. In their exercises
on attention training, yogis taught to overcome the action of distracting stimuli. They
taught to control one’s attention, not to allow absentmindedness, manifesting itself
both in the fact that a thought is constantly jumping from one object to another and
the fact that a person who is totally focused on one thought or object does not notice
anything else.

Stanislavski includes yogic exercises in Chapter Five of An Actor’s Work on Himself
in the Creative Process of Experiencing titled «Stage Attention». The unwitting
coincidences between the texts start to look symbolic — the fifth lesson (or fifth

reading) of Raja Yoga is titled «Attention Training». Both Stanislavski and
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Ramacharaka start with traditional yogic exercises which include focusing on the
object and preserving in the memory the details about its appearance and qualities
after the moment when the object is removed from your field of vision. Further
Stanislavski develops these exercises adjusting them to the needs of the stage and
introduces the already developed notion of “the circle of attention”, necessary for
achieving concentration and “public solitude” of an actor in the presence of the
audience. It was essential for Stanislavski that an actor would not think about himself
nor about the impression he made on the audience, but would fully concentrate on his
task and the fellow actor. Excessive self-control is the source of many troubles of an

actor.

It is surprising, but Ramacharaka is also aware of this problem and writes in his
Chapter Five... about an actor’s work! He gives advice to everyone who has to work
in front of the audience: “An actor, a preacher, a public speaker or a writer — they
have to lose the idea of themselves in order to achieve the best results in what they are

doing. Do not be distracted from the subject and do not take care of you “ego™”. i

In the same chapter — speaking about the circles of attention and public solitude —
Tortsov retells “a Hindu fairy-tale” (at this point we picture Stanislavski smiling when

this word-mask, serving as a disguise for one of yogic sutras, comes to his head):

“Maharaja was choosing a minister. He will choose the one who can walk along the
top of the wall around the city and carry a big jar overfilled with milk without spilling
a drop. Many tried, but during their walk they were called, frightened and distracted,
so they spilled the milk.

“These are not ministers,” maharaja would say.

However, one man came. Neither shouting, nor scaring, nor tricks could distract him
from the overfilled jar.

“Shoot!” maharaja shouted.

They shot, but it did not help.

“Now this is a minister!” maharaja said.

“Did you hear shouts?” he asked the man.

“NO",
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“Did you see how they were scaring you?”

“No. I was watching the milk.”

“Did you hear the shots?”

“No, Your Majesty! I was watching the milk.”

— This is what it means to be in the circle! This is what the true attention is — and not
in the dark, but in the light! — Tortsov finished his story”. ™

What is this yogic example about, if not about the public solitude in the circle of

attention?

It is worth paying attention to a similar episode from Yogananda’s book where a
young man, having achieved the same feeling of being “in the circle” amidst the
hustle and bustle of Calcutta finds himself suddenly enveloped in «a transforming
silence» when “pedestrians as well as the passing trolley cars, automobiles, bullock

carts, and iron-heeled hackney carriages were all in noiseless transit”. "

4. Visions (Mental images)™"

This important element of the system is connected with the meditative techniques of
yoga. Stanislavski’s ideas about the necessity of “inner visions”, about the creation of
“the filmstrip of visions”, about the significance of artistic “dreams” are inseparable
from another element of the creative state — “imagination”, which is analyzed in

Chapter Four of An Actor’s Work on Himself in the Creative Process of Experiencing.

Out of many examples from this chapter let us pay attention to the following task
given to the students — to imagine oneself being a tree. Consistently specifying the
kind of tree, its height, color and size of its leaves, making the students imagine
insects and birds in the branches of the tree, feel the roots going deep into the soil and
the branches reaching to the clear sky, Tortsov is demanding that the vision becomes
precise. Further, sensory feelings are added which are connected to the weather, the
sounds of the woods around, the height of the hill on top of which an ancient oak is
standing reclusively, the time of the year, and even the time in history. And so the

student, merging in his imagination with a strong oak, sees himself surrounded by the
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knights, sees a noisy celebration, an enemy’s attack, and is seriously frightened by the

enemy’s attempt to stump and burn him!

Itemizing the visions, Stanislavski — Tortsov lures the students’ imagination into the
territory beyond the limits of their personal experience, into the world unknown to
them which they would not be able to explore otherwise than through their
imagination and visions. "

It may not be an accident that the choice of the subject for this focused dream, for this
meditation is connected with the Hindu conceptions about “the interosculation
between our existence and everything that surrounds it”. According to Tagore, “in the
west the prevalent feeling is that nature belongs exclusively to inanimate things and to
beasts, that there is a sudden unaccountable break where human-nature begins.
According to it, everything that is low in the scale of beings is merely nature, and
whatever has the stamp of perfection on it, intellectual or moral, is human-nature. It is
like dividing the bud and the blossom into two separate categories, and putting their
grace to the credit of two different and antithetical principles. But the Indian mind
never has any hesitation in acknowledging its Kinship with nature, its unbroken

relation with all” X"

Today, when we are so used to conducting exercises in which the students
impersonate animals, plants, objects and even stones, ™ we sometimes do not even
think how revolutionary this extension of the thematic territory of actor training,
undertaken by Stanislavski at the First Studio under the influence of the Eastern

outlook, was.

I would like to draw your attention to the fact that Stanislavski’s ideas about the
thinking through inner visions, about the existence of the chain of such visions which
he names “the filmstrip of visions”, without the creation of which it is impossible to
create the through line of an actor’s existence in the role, anticipated the ideas of
modern neurobiology. A representative of this field of science of the late 20" century
Antonio Damasio, discussing how “the brain gives birth to inner pictures which we

name images of objects”, writes: “Quite candidly, this first problem of consciousness
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is the problem of how we get a “movie-in-the-brain,” provided we realize that in this
rough metaphor the movie has as many sensory tracks as our nervous system has
sensory portals—sight, sound, taste, and olfaction, touch, inner senses, and so on Xl
Carnicke, entering the dialogue with Damasio, widens the limits of this “so on”:
“Stanislavsky would find emotional memory implicit in this list of senses as wel]” X

Let us point out here another source of Stanislavski’s ideas about visions: the views of
the Roman author of the 1% century A.D. Marcus Fabius Quintilianus who, like
Aristotle, assumed that the process of thinking happens through the sequence of inner
images i
Giving this example, let us once and for all underline that, although in this article we
are searching for the proximity between the elements of the system and yoga, the
elaboration of almost every element of the system could have been influenced by
many sources. And the main source which we are not discussing here, but which we
should not forget for a moment is actors’ practice, multiplied by the unique

pedagogical talent of Stanislavski, one of the greatest actors of the 20™ century.
5. Superconscious

Besides the aforementioned elements — muscle release, communication, attention,
visions — familiarization with the theory and practice of yoga enriched the system
with the element that had not been present in it before. From Raja Yoga Stanislavski
picked up the conceptual idea of the connection between the creative state and the
unconscious borrowing of the idea about the superconscious as a source of creative
intuition and transcendental knowledge. This idea permeates all of Stanislavski’s
pursuits starting from the mid-1910s. The motto “the unconscious through the
conscious”, declared at the first rehearsal of The Village of Stepanchikovo after F. M.
Dostoyevsky (1916), was later on repeated by the creator of the system multiple times
as a spell. And at the end of his life, in the introduction to An Actor's Work on Himself
(1938), Stanislavski will be pointing at the quintessential meaning of the Chapter

Sixteenth of the book which, in his opinion, contains “the essence of creativity and the
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whole system”. The title of this chapter is “The Subconscious in the Inner Creative

State of an Actor.”

According to the conceptions of yogis, the unconscious life of man breaks out into
two components: the subconscious that exists in every man and the superconscious
that is bigger than the individual, a higher conscious if sorts, the area of
transcendental. In Stanislavski’s opinion, art makes contact with this superior
component, half-opens it, and that is why it can speak above cultures, centuries and
individual differences. All the emotional and, we dare say, religious pathos of
Stanislavski concerning “the mysteries of the vivifying nature”, all the understanding
of theatre is connected with the discovery of this wondrous phenomenon of the human
psyche.

At the same time the role of the superconscious in the system of elements of the inner
creative state is, according to Stanislavski, so significant, that many theatre
researchers who are not familiar with the connections between Stanislavski’s system
and yoga teaching, believe that it was Stanislavski who introduced this notion and the
very term “superconscious” to psychology and studies of actor’s creativity.

We come across such statements in the works by N. Manderino® and J. Sullivan.
The latter argues: “The term “superconscious”, which appears in Stanislavski’s
writing, is a genuine original. It does not appear in any well-established system of
psychology” Xt

However, Stanislavski himself, speaking about this most important for him subject as
early as in the manuscript of 1916 — 1920 The Work on a Role. The Woe from Wit,
immediately reveals the origins of his views and chooses yogis as his allies. Thus,
arguing in the chapter “Superconscious” that “the only approach to the unconscious is
through the conscious» and that «the only approach to the superconscious, the unreal
is through the real, through the ultra-natural, i.e. through the organic nature” ™
Stanislavski half-opens the source of his understanding of the matter: “The Hindu
yogis, achieving miracles in the areas of sub- and superconscious, give quite a bit of

practical advice in this area. They also approach the unconscious through the
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conscious preparative devices, from the material to the spiritual, from the real to the

unreal, from naturalism to abstract. And we, artists, should do the same”. "
At the same time Stanislavski never gives strict definitions of what superconscious
and subconscious are. The reason for that might be that every artist, at least once in

his life, experienced the great power of inspiration when the subconscious claimed its

rights. And the one, who has never experienced it, will hardly understand it.

In the conversation about this element of «our miraculous nature» Stanislavski prefers
the image-bearing approach. Thus, the final chapter of the American edition of in An
Actor's Work on Himself (1936), titled “On the Threshold of the Subconscious” (in the
Russian version — “The Subconscious in the Inner Creative State of an Actor”)
contains a number of Tortsov’s comments, Which were edited out of the Russian
edition either by the censors or by Stanislavski himself because of their apparent
spiritual tonality. When Nazvanov is working on the etude “Burning the money” and
deeper and deeper immerses in the given circumstances, he, as Tortsov says, finds
himself on the shore of «the ocean of the subconscious», the tides of which are rising
and rolling on him. Tortsov employs metaphors to evaluate the work of his student,
speaking about these tidal waves. When Nazvanov, absorbed in his thoughts,
mechanically twisted a bit of string around his fingers, Tortsov says that the student is
on the threshold; when an accidental glance at the watch sharply activates the rhythm
of the performer’s life, Tortsov speaks about “the big wave”; when the inner
monologue of Nazvanov, rushing about in search of an exit from the situation, bursts
with separate words, Tortsov comments that “the water is up to his waist now”. And
when Nazvanov unexpectedly immerses in the concentrated immobility, Tortsov
whispers to other students: “That is the very depth of the ocean”. "

As S. Carnicke points out, “in the Western context, this image easily calls to mind
Freud’s analysis of religiosity as an “oceanic feeling,” and, in fact, the connection to
religious sentiment is apt. While Stanislavsky would reject a dark, Freudian view of
the subconscious, he would embrace this spiritual association. Tolstoyan
“experiencing” as the desired state of the actor in performance shares much with

Eastern spirituality; recall Yogananda's description of his meditative moment as
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“oceanic joy.” The actor, like the yogi, engulfed by the creative state of mind,
undergoes something akin, when mind, body, and soul unite in communion, not only
with each other, but also with others on stage and those present in the audience "
For a long period of time Stanislavski’s commentators have been trying to make it
look as though the terms “superconscious” and “subconscious” are synonyms. Thus,
the comments to the fourth volume of the collection of works published in 1957
inform us that ““‘superconscious” is a term, non-critically borrowed by Stanislavski
from the idealistic philosophy and psychology... At the end of 1920s Stanislavski
rejected the term “superconscious” and replaced it with the term “subconscious”,
which expresses his views of the nature of actor’s creativity more precisely and is in
correspondence with modern scientific ‘[e:rminolog/”.xIiii

However, A. M. Smelyansky is right, saying that today “not only theatre scholars, but
psychologists, too, are trying to conceptualize in a scientific way some of
Stanislavski’s practical observations, in particular his persistent tendency to divide the
notions of “the subconscious” and “the superconscious” of an actor” M A, M.
Smelyansky quotes P. V. Simonov, whose point of view is that “Stanislavsky in this
case not only uses synonymic words, but also comes across a very deep and essential
difference between the two mechanisms involved in the creative act. The
superconscious, the scholar says, is a special kind of the unconscious psychic. If “the
subconscious” governs, so to say, strictly individual adjustments of the organism,
automated skills, shades of emotions and their outward expression, «the
superconscious participates in the forming of hypotheses, “unselfish” (cognitive)
motivations, the superconscious deals with those areas of reality whose pragmatic is
doubtful, unclear”™ The superconscious of an actor is the area of discoveries,
inventions, news. The superconscious discovers the unknown, the subconscious
comes up with a cliché. In the source of the superconscious the craziest creative
projects are formed, the most unexpected artistic hypotheses, which to a great extent
resist the conservatism of the conscious, guarding us from everything accidental,

suspicious, not having passed the practice test”."
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It is worth mentioning that the question about the balance between the conscious and
unconscious is central for yoga teaching, too. It is not for nothing that at the end of the
19" century, Indian humanist philosopher Swami Vivekananda (1863-1902), whose
charismatic appearance at the World's Parliament of Religions in Chicago in 1893
triggered the boom of American infatuation with yoga, interpreted yoga (trying to
bring it closer to the Western mentality) as “the method of changing relations between
the phenomena of conscious (vritti) and psychic phenomena, pertaining to the sphere
or the unconscious (sanskari vasana)”. " This might be the reason why the dialogue

between Stanislavski and yoga turned out to be so fruitful in this matter.

However, not only yoga teaching brought Stanislavski closer to the understanding of
psychic life of man and the balance between the conscious and unconscious life.
Along with yoga the source of Stanislavski’s ideas about the unconscious could be the
works of German philosopher Eduard von Hartmann (1842-1906) whose book The
Philosophy of the Unconscious (1869) was incredibly popular in Russia for many
years. According to Hartmann, there are three levels of the unconscious:

. the absolute unconscious which constitutes the substance of the universe and is the
source of the other forms of the unconscious;

2. the physiological unconscious, which is at work in the origin, development and
evolution of living beings, including man;

3. the relative or psychological unconscious, which lies at the source of our conscious
mental life. ™

It is not hard to draw parallels: Stanislavski’s superconscious corresponds to
Hartmann’s absolute unconscious, Stanislavski’s unconscious— to Hartmann’s
physiological unconscious, and subconscious — to the psychological unconscious. And
although some of the scholars are sure that Stanislavski borrowed the notion of the
“superconscious” solely from yoga, ™" we see that a similar structuring of the
unconscious existed in the European thought at Stanislavski’s time. It must not be
ruled out that such “mixing” from different sources becomes possible for Stanislavski
because, creating Ramacharaka’s books, Atkinson also mixed yogic traditions with
liii

more contemporary ideas.”™™ And such jointing of the Western and Eastern views of

the phenomenon of the unconscious turned out quite fruitful. In Stanislavski’s private
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library there are excerpts from S. Sukhanov’s article of 1915 titled The Subconscious
and its Pathology (this selection was prepared for Stanislavski by the Moscow Art
Theatre actor V. G. Gaidarov). X" Sukhanov’s article is about the relations between
the conscious “I” and the subconscious in the context of information, received from
the exploration of the pathologic conditions. It is curious that the image of “the sack
of the subconscious”, which, as we already know, was borrowed by Stanislavski from

Hatha Yoga, is present here as well.

As a result, Stanislavski really draws from many sources. Thus, considering the
phenomenon of memory, he, like von Hartmann, considers memory the storage of the
unconscious and, like 1. M. Sechenov (1829-1905), considers that memory collects
the traces of impressions from the influence of the world around us which we receive
through the sense bodies of our nervous system.™ This is, for instance, what
Stanislavski writes about his childhood meeting with opera when the child was
finding “the music boring”: “The power of the impressions itself was huge, not
realized then, but perceived organically and unconsciously, not only spiritually, but
physically as well. | understood and appreciated these impressions only afterwards,
based on the memories”. ™

One way or another, but today, following the connection between “the system”, and
yoga, and German philosophy of the 19" century, we can inlaw Stanislavski’s initial
thought. As P. V. Simonov argues, “having insightfully grasped the infeasibility of
gathering under the term “subconscious” everything that is hard to realize — from the
activities of the inner organs to the creative insights, — great and deep thinker K. S.
Stanislavski felt the true need in some other notion, which would signify only the
highest and most complex mechanisms of creation. The last category of the

unrealizable processes he called “superconscious’™”. ™"

Stanislavski regards the subconscious as a way to the superconscious: “in order to
make contact with his superconscious, an actor (as well as a yogi. — S. T.) should be
able “to take certain clusters of thoughts with the purpose of throwing them into his
sack of the subconscious.” The food for the superconscious, the material for creation

is contained in these “certain clusters of thoughts™” ™ This example from yoga is
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found both in the manuscript The Work on a Role. The Woe from Wit and rehearsals

of Dostoyevsky. "

A large fragment from The Work on a Role. The Woe from Wit which we are going to
quote below gives us the notion of the practical use of the ideas about the existence of
the unconscious. Of course, Stanislavski was particularly interested in the
mechanisms of control of the unconscious activities of mind, which does certain work
of thinking and imagination, resulting in the birth of ideas and artistic images.
Stanislavski writes: “The practical advice we are given by Hindu yogis regarding the
superconscious sphere is in the following: take a certain cluster of thoughts, they say,
and throw it into your sack of the subconscious; | do not have time to deal with this,
therefore you should deal with it (i.e. subconscious). Then go to sleep, and when you

wake up, ask: is it ready? — Not yet.

Take a certain cluster of thoughts and throw it into the sack of subconscious, etc., then
go for a walk and, coming back, ask: is it ready? — No. And etc. Eventually the
subconscious will say: ready and will give back what it has been ordered to do (the

above-stated is the retelling of Ramacharaka’s thoughts. — S. T,

How often we, going to bed or for a stroll, try in vain to remember a forgotten
melody, or a thought, or a name, or an address, and tell ourselves: “The night brings
counsel”. Indeed, waking up in the morning we seem to regain our sight and feel
surprised at what happened in the evening. It is not for nothing that they say — every
thought has to spend the night in the head. The work of our subconscious and
superconscious does not stop at night (when our body, our nature are having rest) nor
during the day amidst the hustle and bustle of everyday life, when both thought and
feeling are distracted by other things. However, we do not see and do not know
anything about his work, as it is outside our conscious (modern psychology confirms
that a certain part of our mental activities may not be realized, but it does not mean

that it ever stops. —S. T.).

Thus, in order to establish communication with his superconscious, an actor has to be

able “to take certain clusters of thoughts with the purpose of throwing them into his
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sack of the subconscious”. The food for the superconscious, the material for creation

is contained in these “certain clusters of thoughts”.

What are these clusters of thoughts and how can we find them? They are in the
knowledge, information, experience, memories — in the material, preserved in our
intellectual, affective, visual, auditory, muscle and other memory. That is why it is so
important for an actor to supply constantly these wasting materials, so that the storage
is never left without supply (it would not be an exaggeration to say that in these lines
the meeting between the most important concepts of the systems happens, the yogis

superconscious and Ribot’s affective memory. —S. T.).

That is why an actor must constantly replenish the storages of his memory, learn,
read, observe, travel, be informed about modern social, religious, political and other
life. From this material the clusters of thoughts emerge, which are then thrown into
the unconscious sack in order to be processed by the superconscious. Providing the
superconscious with work, one should not hurry it; one should be patient. Otherwise,
as yogis say, what will happen is the same that happens to a silly child who, having
thrown a seed into the soil, roots it out every half and hour in order to see whether it
has taken root (the example with a child is also a retelling of a fragment from
Ramacharaka’s Raja Yoga. " — 5. T

Thus, Stanislavski’s ideas about the subconscious are rooted in the Western European
philosophy of the mid-19" century in combination with the ideas of Sechenov and
Ribot, and are endorsed by his reading on yoga philosophy and practice. His own
performing experience lead him to the belief that a lot of creative problems might be
solved if an actor stops thinking about them constantly and lets the answers appear by
themselves. As examples of such fruitful flashes of subconscious we could regard
both the happy story of Stanislavski’s creation of the role of Dr. Stockmann and a
more private episode from Chapter Eight of An Actor’s Work on Himself in the
Creative Process of Incarnation, where Nazvanov unexpectedly found the character
nicknamed “faultfinder” as a result of accidentally spoilt makeup. As a matter of fact,
all the literature about theatre is full of stories about such creative epiphanies. The

mechanisms of the emergence of inspiration through the preparatory work of the
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subconscious are being described by Sukhanov, Ribot and Ramacharaka (they do that
in different ways, but the contents of what they are saying are coordinated). As a
result of “the dialogue” with them, Stanislavski, although without providing a strict
definition of the subconscious or the theory of its mechanism, actively includes the
concepts of the unconscious, subconscious and superconscious in the practical work
of an actor. For him it is a mystery, governed by the nature and indirectly available

thorough the conscious psycho-technique of an actor.

6. “I am”

In The Work on a Role. The Woe from Wit Stanislavski, referring to the authority of
European scientists (“Professor Elmar Go6tz says: “At least ninety nine percent of our
mental life is subconscious.” Maudsley argues that “the conscious does not have even

9999

a tenth of those functions which are normally ascribed to it””’), says what is most
important for him from the things found in yoga and deeply coincides with his
personal, gained through suffering actor’s experience: “Superconscious elevates the
human soul more than anything else, and therefore is should be most valued and
guarded in our art” X"

Perhaps, this is where the main intersection of “the system” and yoga is located. For
yoga superconscious is in fact a sacred state through which an aspiring candidate
eventually reaches the eighth and last step of yoga Patanjali, called samadhi. As A.
White points out, “multiple levels of samadhi exist; and the highest state of
consciousness is that in which the aspirant is aware of the object of meditation alone.
For the Yogi, the object of meditation is God. For Stanislavsky, the object of
meditation is the role”. ™

In order to convey this transcendental state of unity with the role Stanislavski
introduces the notion “I am” (“ya esm”). In a sense, Stanislavski’s “I am” is a
synonym of the inner creative state of an actor in the process of true experiencing. It
IS typical that in contemporary editions of Ramacharaka’s Raja Yoga the notion “I
am”, crucial for him, is translated into Russian as “ya esm”. It turns out that now the
language of Stanislavski, today known to everyone at least through hearsay, helps to

become familiar with the texts of Hindu wisdom.
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This is how Ramacharaka introduces the division in the inner essence of man:
“Teachers of yoga say that there are two degrees in the awakening of the true essence
of man. The first degree called the conscious “I” is the full awareness of the real
existence, which comes to a student and makes him know that he is a real creature,
having a life which does not depend on the body, - the life that will last despite the
fact that the body will be destroyed. The second degree, which is called “I am”, is the
awareness of the unity with the universal life, the kinship and constant contiguity with

life as a whole, both expressed and unexpressed”. "

And here it looks as though Stanislavski finds a partial answer to the question that
bothered him as early as in 1906 when he was thinking about the impossibility for an
actor to separate the means of expression from the reality of his physical body. Yogis
describe the inspired state of the conscious, when a student sees the truth that the
conscious not only exists separately from the material body, but will outlive it. And as
for Ramacharaka in the state of “I am” the spiritual unity of a student with the
universal energy of life happens, for Stanislavski in the state of “I am” the unity of an
actor with his role happens, and in this state the feeling of awkwardness and concerns
about his physical body go away. When an actor finds himself in the state of “I am”,
“the psychic and physical apparatus of an actor works on the stage normally,
according to all the laws of the human nature, exactly like in life, in spite of the
abnormal conditions of public creativity”.X"ii

And here are the words of Stanislavski from 4n Actor’s Work on Himself in the
Creative Process of Experiencing. It seems that the voice of Tortsov-Teacher sounds
solemnly, when he is answering the questions of his students, craving for initiation,
and he leads them along the path where, ascending the steps, they «should find a
small, true, human, life truth, giving rise to faith, creating the state “I am”.

“And what will happen then?”

“It will happen so that you will experience vertigo caused by several moments of the
unexpected and complete merging of the life of the character you portray with your
own life on stage (italics mine. — S. T.). It will happen so that you will sense the

particles of yourself in the role and the role — in yourself.
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“And then?”

“And then — what I have already told you: truth, faith, ‘I am” will put you in the realm
of the organic nature with its subconscious”. "

Here Stanislavski’s “I am”, in which the complete merging of an actor and a role
happens, has something in common with the yogic samadhi, where the complete
merging of a student with the divine takes place. Thus, in the sole term of “the
system” whose title is taken from the Church Slavonic language we can hear

overtones of the sacral sound of yogic meditation — “om”.

Let us summarize. If we compare the list of elements of the system that has appeared
during our analysis in which yogic “flavor” is present with the list of contents of An
Actor’s Work on Himself in the Creative Process of Experiencing, we will find out
that we have listed about one third of the elements, discussed in this book. This is

quite a lot!

Creating the system of an actor’s creative work, for the first time in the history of
world art based on the laws of the living nature and not on the aesthetic postulates of
theatre, Stanislavski drew information from the whole body of knowledge,
accumulated by the humankind at that moment. The range of the database, analyzed
by him, is truly impressive — from the school of Michael Shchepkin and the realistic
traditions of the Russian theatre school to the practice of hatha-yoga and raja-yoga,
from the works of Roman philosopher Quintilianus to the psychological researches of
Théodule Ribot and treatises of classical German philosophy.

And when Stanislavski came across similar ideas in various sources, he saw in that
one more confirmation of the rightfulness of his pursuits. The same ideas circulated at
the end of the 19th—beginning of the 20™ century in the science, philosophy and art.
Let us remember aforementioned characteristic message of yoga Ramacharaka to the
Western science with the appeal to realize the significance of the solar plexus. At the
same time Ramacharaka himself was open to collaboration. Not only did he quote
Ribot in Raja Yoga, but also argued that «The Theory of the East, wedded to the
practice of the West will produce worthy offsprings».*™ Probably that is why
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borrowing ideas from both Ribot and yoga was so organic for Stanislavski, and he did
not oppose yoga to science. Moreover, they were brilliantly unified in Stanislavski’s
theory and practice. Stanislavski himself was well aware of this continuum:
«Everything | say is taken from psychology and physiology and proved by yoga».
Thus, in the crucible of the ideas of French philosopher Ribot and American yogi, the
system of the Russian theatre reformer was forged. The contribution of philosophy
and practice of yoga to the system is great. Yoga to a great extent defined the
vocabulary of the system and the structure of its development and narration.

Yoga provided the system with multiple training exercises on the internal and external
actor’s technique. Perfection of a significant number of elements of the inner creative
state of Stanislavski’s system up to date is accomplished through the methods, going
back to the many ages of yogic tradition. Yoga helped to formulate the core concept
of the system about the unconscious and its division into sub- and superconscious.
“The subconscious creative work of the nature through the conscious psycho-
technique of actor”. ™ Yoga suggested the practical ways of realizing the
fundamental principle of the system: from the conscious to the unconscious. As
opposed to the Western mentality, juxtaposing the body and the conscious, yoga
offered Stanislavski an integral, holistic view of man. Stanislavski used yoga
exercises in order to help the actors to cross the boarders, created by the rough
materiality of the body, and, using the superior levels of the creative conscious, to
break through to the transcendental, the superior. Yoga provided Stanislavski with a
model which answered the questions of the system about the interrelations of the body
and the spirit to a greater extent than the psychology of Stanislavski’s time. Yoga
anticipated synthesizing discoveries of Stanislavski in his late period: the concept of
the indissolubility of the psychophysical existence of man, the method of active
analysis and the technique of etudes in which the system was eventually presented as
an integral approach to actor’s creative work directed toward all the aspects of his

apparatus — the conscious, the body and the spirit.

Today, having lived through the historically grounded period of the concealment of
the yogic component of the system and rejecting the exaggeration of its significance

(as a tribute to Perestroika fashion), we can attentively, step by step analyze the
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mutual intersections of yoga teaching and the system. The practice of modern theatre
life itself demands this realization and consideration of one of the sources of
Stanislavski’s methodology. The present article only proposes the directions of such

analysis and makes first steps on this way.

It goes without saying that the future exploration will give us a lot of intriguing
surprises. In its time the meeting with Craig and Duncan made Stanislavski formulate:
“I understood that in different parts of the world, in account of conditions unknown to
us, different people, in different fields, from different sides are searching in the art for
the same recurrent, naturally born creative principles. When they meet, they are struck
by the community and kinship of their ideas”. ™

We can only imagine how Konstantin Sergeyevich himself would be surprised,
finding out that the books, brought to his attention in France by a student of a Buryat
Buddhist from St. Petersburg and containing the narration of the teaching of Ancient
Indian yogis, were written by an American author from Chicago. And his own books
about the system published in Moscow and New York will inspire the whole
theatrical world of the US and cause a major clash of opinions. And almost a hundred
years later theatre scholars and practitioners on both sides of the ocean will engage in
parallel reading of Ramacharaka and Stanislavski, surprised at their anticipation of the

discoveries of contemporary neurobiology.

Indeed, this almost detective-like circulation of ideas is not deprived of theatrical

expressiveness.
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Cepreii Yepkacckuii

OCHOBbBI CUCTEMbBI CTAHUCJTABCKOI'O
u PUJITOCOPUSA U ITPAKTUKA HOI' (Yacts 2)

Cratbst BHepBble Oblla omnyOsiMKoBaHa B JKypHane «Bompockl Teatpa.
Proscaenium» 3a 2010 rog Ne 1-2. B tekcr Hacrosimed myOnukanuyd BHECEH psif
YTOYHEHUI U JTOTIOJTHEHUM.

B npeovioyweii cmamve «OCHOBbBI CHUCTEMbBI CTAHUCJIABCKOI'O u
OUIIOCODHA U [IPAKTUKA HOI My, onybnuxoeannoii ¢ Stanislavsky Studies No.
1. 2012 ((http://stanislavskistudies.org/issues/issue-1/fundamentals-of-the-
stanislavski-system-and-yoga-philosophy-and-practice/) Mbl ocnopuiu
HeonpagoaHuvie MHeHus, ompuyarwue euuanue tozcu Ha CMAHUCIABCKO20 UMY
noaazalowue Mo GIUAHUE KPAMKOBPEMEHHbIM U Oblcmpo  usdcumolM. Beow
3HauumMocmv  @uusAHUA toeu Ha cucmemy CmMAHUCIABCKO20 8  COBEMCKOM
meampogedeHuy NoCMosHHo npunudxcaiacs. B.H. I'anendeesé cnpasednuso 3amevaem:
«O Cmanucnasckom noouiu nucamos, 0CoOOeHHO 8 namuoecsimole — wecmuoecsmole
200bl, YMO OH, 0eCKamv, nepedxcusl Ha pybedxce 6exoe u 6 nepsoe (‘‘0exadenmckoe”)
oecamuiemue 6eKa KpamKo8peMeHHOe U He makoe yce 2nybokoe yeieuenue
@unocoghueii uHOULICKUX 110208 C UX YUEHUEeM O NPaHe — MAUHCMBEHHOU 6HYMpeHHell
OVUWIEeBHOU CYOCMAaHYyuy, KOmopas CAyicum OJisl C85A3U Yeloseueckou Oyl ¢
KOCMOCOM (Unu, eciu nepesecmu HA S3blK 0Oonee ONUSKUL PAHHEMXAMOBCKOMY
muposozspenuro, ¢ Mupoeoii oywoii). Cuumanoce, umo Cmanucnasckuii dblcmpo u
yCcnewHo npeoooienl iusHue uiocogpuu 0anekux uHoyco8 u 6ce npemeopull 8
Mamepuanucmu4eckom HOHAMUU Oelcmeus, 20e ydce Hem Mecma HUKAKOLL
“nucmure”y ™,

Iymaemcs, umo  Kponomauso coOpaHubie YNOMUHAHUSA UOSU 8 MEeKCMAax
Cmanucnasckozo pasuvix jiem, pacuu@posantvle U CKpblmvle OMCbLIKU K Ulo2e, He
yrazauuvie camum CmMaHuciasckum no yeH3ypHulM NPUYUHAM, d MAKdice CPABHeHUe
NON0JCEHULl cucmemvl ¢ KHueamu toza Pamauapaxu «Xamxa-vioca» u «Paooxca-
tioea», Hawamoe 6 Nepseoll Yacmu cmamvlu, 00KA3vlearom obpamuHoe. B mou owce
nYyoOIUKaAyuUu Mbl paccKazanu, 4mo noo ncesOOHUMOM toza Pamauapaku ckpwigaucs
amepuxkauckui aemop Y. AmMKuHCOH, KOMOpbLL 6 C80UX MEKCMAX HAMePEeHHO
npubIUdNCANl OpesHee UHOULICKOe YYeHUe K 3ana0OHOMY COSHAHUIO, 4mO, HeCOMHEHHO,
CKa3an0ch Ha yceoeHuu npunyunog tocu Cmanuciagckum.

Hacmoswas cmamvsa noceéawena paccmompeHuro 371eMeHmos meopuecKo2o
camouyecmeus cucmemvl CmManucia8cKo2o, KOMopvle UMeom C653b ¢ Y4eHUuem Uo2u.:
0c6000dCOeHUe MblUY, OOujeHue, JYYeUCnyCKanue u Jyyeeocnpusmue, usiydenue
npauvl, @Humanue, suoenus. Ocoboe eHumanue Oyoem YOeneHO CPABGHUMETbHOMY
amanuzy 63214006 kuaccuveckou uoau, Pamauapaxu u  Cmanucnasckoeo, Ha
cmpykmypy — 6ecco3HamenvbHOU — OesamelbHOCmU — Yelo8ekd,  GKIYds — e20
C6epxXCO3HaHUe.

TTonpo6GyeM CPaBHHUTH CXeMy CHCTEMBI, HAPHCOBaHHYI0 CTaHHCIaBckuM™, ¢
JIPEBHEUHIUNUCKAMU CXEMaMH, PHUCYIONIMMH PACIOJIOKEHHE HOTHYECKUX Yakp
(LIEHTPOB 3HEPrUm), JEKAUIUX BIIOJIb TO3BOHOYHMKA yeroBedeckoro tena. Kaprtunka
CTaHUCTaBCKOTO HEBOJIBHO HATIOMUHAET OPTaHU3M YeNIOBEKa, e MHOTOYHCICHHBIC
BOJIHUCTbIE JIMHWM, MEHSIOIIME LBET M O0O3HAYAIOIIHWE Ppa3TUYHbIC AJIEMEHTHI
BHYTPEHHETO U BHEIIHETO TBOPUECKOTO CAMOUYYBCTBHS aKTepa, HAIOMUHAIOT JIEBOE U
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npaBoe Jierkoe uenoBeka. OHHM pacloyioKeHBl MO0 00€ CTOPOHBI OT BEPTHKAIN —
xpebta (Ha cxeme CTaHUCIIAaBCKOrO 3Ta BEPTHUKAIb O00O3HAUEHA KaK HepCcHekmusd
POU — CKBO3HOE OeliCmauUe).

Ha 5Ty BepTukans HaHW3aHbI TPU Kpyra, TPU JBUTATENS ICUXUYECKOHN JKU3HU —
yM, 6071, 4yecmeo. OHN U300paKEHBI TAKUMH K€ KpyramMu, Kak Ha HOrHYecKoi cxeme
n300pakeHbl 4Yakpbl. Tak dSTW JABUraTeslid TMCHUXWYECKOM KHU3HU HAIJIATHO
YIOJOOJSAIOTCS YaKpaM YeIOBEKa, BBICTYIMAIOT KaK CBOETO PO/Ia «AKTEPCKHUE YaKphI»,
WCTOYHUKHU aKTEPCKOU SHEPIHH.

Hymaercs, rpaduka 3Toi cxembl IIIyOOKO He ciydaifHa Uit CTaHHCIaBCKOTO.
CxolcTBO € OpraHM3MOM 4EJIOBEKa HEBOJBHO JIOJDKHO ObUIO TMOJYEPKHYTH
€CTECTBEHHOHAYYHYI0, INPUPOIHYIO OCHOBY 3JIEMEHTOB CHCTEMBI, SIBISIOLIUXCS
3aKOHaMU KUBOH )KM3HU, 3aKOHAMH OPTaHUKHU YEJIOBEKA-apTUCTA.

Hamomuum, 4To 3HaKoMcTBO C KHuUramMu Pamauapaku HOpouCXOAuo B
AHAIUTUYECKUN TEpPUOJ CO3JaHUsl cUCTeMbl, Korjna CTaHUCIABCKUN CJIOBHO
KOJUIEKIIMOHUPOBaA  OOBEKTUBHO  CYILIECTBYIOUIME  AJIEMEHTHI  TBOPYECKOTO
CaMOYYBCTBHSI — 3aKOHBI, ONUCHIBAIOIIME MPUPOJHOE  (YHKIIMOHUPOBAHUE
yenoBedyeckoro opranusma. M B pykonucu «lIporpamma cratbu: Mosi cucreMay
(1909) — Toii camoii, rae TepMHH cucmema nosiBisieTcss y CTaHUCITaBCKOTO BIIEPBBIC,
— Cpeau DJIEMEHTOB, HEOOXOAMMBIX JJIsi BEPHOIO TBOPYECKOI'O CaMOUYyBCTBUS,
yKa3aHel  ociabneHue U HANpAJICEHUe — Mbly,  OOweHue,  mMEOpuecKas
COCPeO0OmMoOYeHHOCIb UNU KPY2 cocpedomoqeunocmuX"". Wora nana CTaHHCIaBCKOMY
KOHKPETHBIE TEXHUKHU ISl pa3BUTHUSA 3TUX aKTEPCKUX KayeCTB.

MpbI paccMOTpUM OCHOBHBIE RJIEMEHTBI CUCTEMBI, Ha ()OPMHUPOBAHHUE KOTOPBIX
Jiora oOKasajga CYIIECTBEHHOE BIMSHHME, B IMOPAJKE BOCXOJAILICH JIMHHUU
CaMOCOBEPIICHCTBOBAHUS, MPEIJIOKEHHOW B CTPYKTYypE KIIACCMYECKOW HOTM C €€
BOCEMBIO CTYIEHSMHU.

Haunewm ¢ «Xarxa-iioru», rae Pamadapaka, He kacasch IEpBBIX JBYX CTYIICHEW,
AMbl M HUSMbL, U3]1araeT TPEThIO U YETBEPTYIO CTYNEHb KJIACCUYECKON MOTH: acany —
HayKy OObEIMHATh YM U TE€JO MOCPEACTBOM (U3UYECKOTO YIPAKHEHUS, U NPAHAAMY
— HaBBIKM KOHTpOJIS MpaHbl yepe3 puTMudeckoe Abixanue. Orcroga CraHucIaBCKU
M103aMMCTBOBAJI TEXHUKY pellaKCcalluy, paccaabieHus: MBIIILL, a Tak e, KaK y»ke ObLI0o
OTMEUEeHO Npu aHanu3e paborel CraHucinaBckoro B ONEpHON CTyAUH, TEXHUKY H
MPUHITUATIEI PUTMHYECKOTO gerxaHus

1.0c¢B000KI€eHHE MBIIIIIX

CraHuclaBCKUW, XOTSI W HE NPAKTUKOBAJ aCaHbl, MO3bl HOTH (BIOPOYEM,
Pamauapaka To)xe He ONUCHIBAET UX BOPSIMYIO), YIS OOJIBIIIOe BHUMAHHUE CHATHIO
MBIIIEYHBIX HANpsLDKEHUM Kak MEepBOMY IIAry Ha IMYTH JOCTHXKEHHS TBOPUYECKOTO
CaMOYYBCTBHUSI.

B XXIl rmaBe «Hayka 00 0CBOOOXIEHHH MYCKYJIOB OT HaIlpsDKEHUS
Pamauapaka mumier, 4To «rypy, XaTxa-for, mpernojaBas HayKy O MOKOE€ MYCKYJIOB,
9acTo oOpamaeT BHUMaHHE YYEHHMKOB Ha KOIIKY WM Ha KMBOTHBIX M3 KOIIAYbei
MOPOJbl — HAIMpUMEpP, MAHTEPy WU neonapz(a»x"”. OTOT MeAarormuecKkuil npuem
nonxBadeH U CramuciasckuM. M B rmmaBe «OcBOOOXKIeHHe MBI «PaboTel Haxg
co00if B TBOPYECKOM TMpOIlecCce IMEPEeKUBAHUS» TIABHBIM yuuTelneM Ha3BaHoBa,
MOJYYHUBIIETO TpaBMY B pPE3yJbTaTe 3aKMMa Ha CIEKTaKJ€ W BBIHYKJICHHOTO
MpOMyCKaTh 3aHATUS TOpLOBa, CTAaHOBUTCA... JOMAIIHUM KOT. A HaBeIIAIOMIHI
HazBanoBa momomtauk TopmoBa MBan IlmatoHoBuu (alter ego CynmepiKHIIKOTO)
HACTABJISIET €0 CIEAYIOIHUM 00pa3omM
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«AHaycel yyaT, 1OpOrod MOM, 4TO HAJO JIEKATh, KaK JIEKAT MaJCHbKUE JE€TU U
)uBOTHbIE. Kak >XMBOTHbIE! — MOBTOPWJI OH A YOCAMTEIbHOCTH. — bynbpTe
yBEpEHbI!

Hanee MBan IlnaToHOBHY OOBSCHWI, U1 4eTO 3TO HYXHO. OKa3bIBaeTCs, 4TO
€CJIM TOJIOKUTHh peOSHKA MM KOIIKY Ha MECOK, JaTh UM YCIIOKOUTHCS WIIH 3aCHYTh, a
MOCJIE OCTOPOXKHO TPHUIIOAHATH, TO Ha TECKe OTTHCHETCS ¢opma Bcero Tena. Ecnm
MpoJIeNIaTh TaKOM K€ OMBIT CO B3POCIBIM YEIOBEKOM, TO Ha MECKE OCTAHETCS CIel
JIMIIIb OT CHJIBHO BJIaBJICHHBIX JIOMATOK M KPECTIa, OCTAJIbHBIE K€ YacTU Tea,
Onarojaps MOCTOSTHHOMY, XpPOHUYECKOMY, IPUBBIYHOMY HAMPSHKEHUIO MBIIIII, clabee
CONPUKOCHYTCS C MECKOM M HE OTIEYaTalOTCSl Ha HEM.

UTo0B!I YyNOMOOUTHCS TIPU JISKAHUH JICTSAM H TIOJTYYUTHh (OpPMY Tela B MATKON
MOYBE, HY’KHO OCBOOOAMTHCS OT BCSIKOTO MBIIIEUHOTO HampspKeHUs. Takoe cocTosiHue
JMaeT Jy4Ymuid OTABIX Teiy. Ilpu TakoMm OTAbIXe MOXXHO B IOJYaca WIM B dYac
OCBEKUTHCS TaK, KaK MPH JAPYTUX YCIOBUSX HE YAACTCSA 3TOTO JOOUTHCS B TEUCHHE
Houn. HemapoMm Bokaku KapaBaHOB MpHOEraroT K TakuM mnpueMamM. OHH HE MOTYT
JIOJITO 3aJ€P’KUBATHCS B MYCTHIHE U MPUHYKIEHBI 1O MHUHMMYMa COKpAalllaTh CBOU
coH. [IpofomKUTENbHOCTh OT/ABIXa BO3MEINAETCS y HHUX IOJHBIM OCBOOOXKIEHHEM
TeJa OT MBIIIEYHOTO HAIPSKEHUSI, YTO AaeT OOHOBJICHHUE YCTATIOMY opraHI/BMy»X"”.

B cnenyromeit  XXII  rmaBe «Xarxa-iiorn», Ha3BaHHoW «IIpaBuia
OCBOOOXKICHHMS MBIIIIl OT HaNpsDKEHUs», Pamadapaka MNPUBOIUT IICNBIA P
«OCBOOOXKIIAIOIMINX YIPAKHEHHI», TOCJIE€ YEro NEPeXOAUT K YIPAKHEHHSIM Ha
BBITATUBAHUE, YIPAXKHEHUSIM B OTABIXE yMa, YIIPAKHEHUIO «MUHYTHBIM OTABIX». ECTh
MHOTO TNpPUMEpPOB ympakHennit u y CranuciaBckoro. Bmecte ¢ Tem pucKHeM
BBICKa3aTh MHEHUE, YTO YMPAXKHEHHs 3TU JaHBI B IOCTATOYHO oO0Imiei ¢opme. ITOT
paznen CTaHHMCIABCKOTO SIBISIETCS OJHUM M3 CaMbIX HE3aBEPIICHHBIX, OTKPBITHIX,
TpeOyIOIIMX pa3BUTUA U TOCTENPHUUMHO JOMYCKAIOIIUX BKIIOYCHHE CaMBbIX
pa3IMYHBIX METOAUK — KaK MOTOBCKHX, TaK M COBCEM MHBIX. He ciaydailHO mosToMy B
COBPEMEHHOM aKTE€PCKOM TPEHUHTE PACKPEMOIIEHHUs MBIIII K U3HAYaIbHOMY HaboOpy
YIPa>KHEHUH PHCOEINHSIOTCS BCE HOBBIE M HOBBIE — U3 BOCTOYHBIX €IUHOOOPCTB, U3
GHODHEPIeTHKY, U3 JIe4eOHOM TMMHACTUKHY, ¥ T.1. U T.IL "

2. O0menue U U3JIy4eHHE IPAHbI

OnuuM u3 Hamboliee BaKHBIX 3aMMCTBOBaHMiT CTaHMCIABCKOrO M3 MOTH cTajia
KOHLENIMS MpaHbl. DTUM CAaHCKPUTCKUM CJIOBOM (B NEpPEBOAE — BETEp, JbIXaHUE,
XHU3Hb) B (uiocopuun Horu oOO3HaAUaeTCs KUBOE HAYaJo B ueloBeke, Aymia. Jlydu
KU3HEHHOW »5SHepruu (IpaHbl), COMNIACHO HOre, NOAJAIOTCS CO3HATEIBHOMY
VIOpPaBIEHUIO, U HUMEHHO WU3JIy4eHHe IMpaHbl cTaHOBUTCS i (CTaHUCIABCKOTO
CpeACTBOM oO0ecleyeHHs MOJIMHHOIO OOLIeHHs — C TapTHepoM, ¢ coboil, c
obovekToM, co 3purenem. IlI. Kapuuke cnpaBennmBo 3amedaeTr, dYTO JJIA
CraHuCIaBCKOTO WU3JIy4yeHUe LDAHEL CTANO «CPEJCTEOM 3apaXEHMA NAPTHEPOB H
3pUTENIEH YyBCTBAMHU apTHCTa»

Ilo onpenenenuto Pamauapaky, 3HakoMOMy CTaHHMCIIABCKOMY, «HMEHEM
“IIpanbl” MBI 0003HaUYaEM MHPOBYIO SHEPIHUIO, CYLITHOCTh BCSIKOTO JIBUKEHHS, CHIIBI
WM SHEPTUH, IPOSBISIONICICS B 3aKOHE TATOTEHUS, B AJIEKTPUUYECTBE, B 0OpaIlleHUH
TUTaHET M BO BceX (hopMax >KU3HH, OT CaMOii BhICIIEH 10 camoii Husmei. [Ipana — 31o
Kak OBl Jylia BCSKOW CHJIBI WJIM SHEPTUH, B Kakol Obl GopMe MOCIEIHSsT HHU
MPOSBISIACh. JTO MPUHIHUI, KOTOPBIA, AEHCTBYsS M3BECTHBIM 00pa3oM, MOPOXKIAeT
BUJ] aKTUBHOCTH, IPUCYIIUN BCIKOU JKU3HU.
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[Ipana, XOTs M HaxXOgUTCA BO BceX (opMax MaTepHH, OJHAKO XK€ OHA HE
MaTepHsl; XOTs HAXOQUTCA B BO3JyXe, HO HE BO3JAYyX M HE OJHA U3 XUMHUYECKUX
COCTaBHbIX ero yacted. IlpaHa ecTtp B muiie, KOTOPYHO Mbl €JUM, HO OHAa HE
IIPEJCTaBISACT U3 ceOs HU OAHOM U3 MUTATENbHBIX CyOCcTaHIMM nuiy. OHa HaXOIUTCS
B BOZIC, KOTOPYIO MBI IIb€M, HO HE €CTh OJHAa M3 COCTABIISIOUINX BOAY CYOCTaHIIHIA.
OHa cyIecTByeT B COJTHEUHOM CBETE, OJHAKO € HE €CTh TEIUIO MJIM CBET €ro Jy4eH.
Ona — ymmb ‘“SHeprus”, NpUCYILAs MaTEpUU, U BCsAKas MaTepus sBISETCA
TIPOBOHAKOM TIPAHB .

U cornacHO npUHIMIIAM HOTHM UMEHHO JIy4YH IpaHbl — 3TO TO, YTO HUCIYCKAETCs
Y IIPUHUMAETCS B TyXOBHOM MJIM HEBEpOabHOM OOIIEHUH.

MOHO TOJIBKO TPEIONI0KNTh, Kak pagoBaics CTaHUCIABCKUN, OOHApPYXHUB
napaieNld MeXJ1y HOJOXEHUSAMU HOTHU O IpaHe U YK€ YCBOCHHBIMU UM HJIESIMU
¢bpaniy3ckoro ncuxoyora Teomrons Pubo, «momapuBIIero» cHUCTEME HE TOJBKO
NOHATHE «apPEKTUBHON MaMATU», HO U TEPMHHBI «BIYUECHUE» U «U3ITYyYCHHUE», WU
«JTy4EUCIIyCKaHHE» U «JIy4eBOCIPUATUEY, IPUHIMIINAIIBHBIE Ul ONUCaHUsI IIpoliecca
obmenus no Cranucnasckomy. Kommentupys pykonuch «Pabota Hax poisio. “I'ope
or yma’» (1916-1920) Kpuctu u IlpoxodppeB muuyr, 4TO0 3TH TEPMHUHBI ObUIM
3auMcTBOBaHbl CraHucinaBckuM u3 kHuru T. Pubo «llcuxomorus BHUMaHHS»,
BBIIMCKH U3 KOTOPOH XpaHstcs B apxuBe CraHuciaBckoro™ . U, HecMOTps Ha To,
yro Pubo He ynmorpelbiisieT MOHATHS MpaHbl, €ro Uies JIydeHCIyCKaHUs €CTh HE UYTO
WHOE, KaK ONHCAaHHWE CXOXero (eHOMEeHa IpYrMMu cioBamMu. Bo BBeneHUM K
«IIcuxonorun BHMMaHuA», ¢ KoTopoil CraHucnaBckuil 3Hakomuics B 1908 rony, T.e.
paHbiie urteHus «Xarxa-lorm», Pubo dopmynupyer, 4TO MeXaHH3M JyXOBHOMU
KU3HU YEJIOBEKA «COCTOUT M3 HENPEPHIBHO CMEHSIOUIMX JAPYr Ipyra BHYTPEHHUX
MpOLIECCOB, M3  psia  OIIYIIEHWH, YyBCTBOBaHMM, MbIcieil U 00Opa3os,
MOJIBEPralOIINXCsl TO B3aUMHOU acconuanuu (0o6veouneruro. — C.4.), TO B3aUMHOMY
OTTaJKMBAHUIO TOJI JEWCTBUEM H3BECTHBIX 3aKOHOB. COOCTBEHHO TOBOps, 3TO HE
LENb U HE psfl, KaK 4acTO BBIPAKAIOTCS, HO CKOPEE JIyueucnycKkanue (Kypcus Mou. —
C.Y.) B pas/IM4HbBIX HANPABJICHUSX, IPOHUKAIOLIEE PA3IHYHbIC CITOM» .

Hano ckazare, 4yTo mzes ay4ei, MPOHMU3BIBAIOIIMX MPOCTPAHCTBO BOKPYT Hac,
BOJIHOBaJla MHOTUX IpPEJCTaBUTENEH PYyCCKOro MCKyccTBa Hayana XX BeKa. JTO He
MyzpeHo, Beab Tonbko B 1897 rony A.C. IlonoB ocymiecTBWII MEpPBYIO Iepenavy
PaZMoOBOJIH, M MPEACTaBICHUS O BO3MOXKHOCTU M3JIy4YEHHs] U IpHUEeMa HEBUAMMBIX
Jy4yell CTaau BXOJUTh B NOBCEIHEBHYIO >kM3Hb. A B 1913 romy xynoxuuk M.O.
Jlapuonos (1881-1964) ony6nukoBan MaHHU(ECT HOBOTO HAIPaBJICHUS B )KUBOIHCH —
ayuusma (WM, Ha QpaHIy3cKUi MaHep, pallOHM3Ma), CTaBSILEro 3a7auy «epeaadyu
YEeTBEPTOr0 HM3MEPEHUs», 3aJady YJIOBHTb, 3aledyarieTh Ha XOJICTE Jy4H Kak
OTpaXkeHHEe «BHYTPCHHEl CYIIHOCTH NpeaMeroB»’. Tak TeXHHYECKOE OTKPBITHE
pybexa XIX—XX BekoB COOOIIMIO HOBOE H3MEPEHHE MHOTOBEKOBOMY 3HAHHUIO
JOTOB 0 IPUPOJIE YEJIOBEKA. A COBpEMEHHAs HayKa HKCIEPUMEHTAIbHO MOATBEPANIIA
CYLIECTBOBaHME OMO3HEPTUU 4YelloBeKa, AOCTYNMHOM misi u3nydeHus. W OGa3oBble
NOHATHSL cucTeMbl CTaHUCIABCKOTO — (IYYEHUCITyCKaHHUe», <JTy4eBOCIPUSITHEY,
«U3ITyYeHHE» — MepecTall BOCIPUHUMATHCS KaK YUCTO OOpa3HbIE M, IO 3aMEYaHUI0
JLB. TI'paueBoil, «B COBPEMEHHOM HAy4yHOM KOHTEKCT€ HE  KaxyTcd
CBEPXbECTECTBEHHBIMU» .

[IpuBeaemM mpuMepbl MCMOJIB30BAHUS KOHIIENIMU MpaHbl y CtaHuciaBckoro. B
rnaBe «OOmieHne» mnepoir yactu «PaboTwl akrepa Haj coOoit» CTaHHCIABCKHIA
oTpeiesieT TUIMBI OOIIECHUS — C OOBEKTOM, ¢ COOOH, ¢ MapTHEPOM, C 3aJlOM — H
OTHOCHUT CLIECHUYECKNE MOHOJIOTH, IIPOM3HOCUMBIE B MOMEHT OTCYTCTBHS MapTHEPOB
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Ha CIIeHEe, KO BTOpoii opme obmieHus, «camoobmenuto». Ho ieno B Tom, 4ro akrep,
JUIIECHHBIA TapTHepa, Yalle BCero HE MOXKET CO3llaTh B ceOe JBa «OOINAIOIIMXCS
LEHTpa» M yIepkaTh B cebe «paszberaromieecs, HE HANpPaBICHHOC BHUMAaHHE», a, B
UTOTE, CKAaThIBACTCS K TeaTpalibHO-YCIOBHOM JCKJIaMallMd TIepEel 3PUTEISIMH.
[Tpobnema kaxeTcs MOYTH HEPA3PEIIUMON. . .

«Kak ompaBnaTh Ha CIIeHE TO, YeMy B TOJJIMHHOMW >KU3HU s MTOYTH HE HAXOXKY
OIpaBIaHUA?» — 3amaeT Bompoc ToOpLOB, CIOBHO NOATOTaBiIUBas 3(PGHEKTHYIO
CLEHHYECKYIO Pa3Bs3Ky ™,

«Ho mens naywunu (kypcus moiti. — C.4.), Kak BBIXOIUTHh M3 IMOJIOKCHHS, —
npoaomkar Topios, — Jleno B TOM, 4TO, KpoMe OOBIYHOTO IICHTpA Halllel HEPBHOM
MICUXUYECKON KHM3HK — TOJIOBHOTO MO3ra, Mmue ykazaiu (kypcus mou. — C.U.) Ha
JApyroi IEHTp, HaxXoIsIMiics Onu3 cepiana, Tam, TIe COJHEYHoe ciuieTeHue. S
nornpoOoBaji CBECTH MEXIy co00il Iisi pasroBopa o0a yINOMSHYTHIX IIeHTpa. MHe
MOYYIIIOCh, YTO OHU HE TOJIBKO ONPEICIHINCh BO MHE, HO M 3arOBOPHIIU. [ 0JIOBHO
HEHTP TIOYYBCTBOBAJCS MHE MPEICTABUTEIEM CO3HAHHUS, a HEPBHBIH IICHTP
COJIHEYHOTO CIUIETEHUs] — IpeJCcTaBUTeNIeM SMoLUH. TakuMm o0pa3oM, MO MOHM
OLLYILEHHSIM, BBIXOHIIO TAK, 4TO YM OOLIANCS C TyBCTBOM» .

WHTEepecHO KTO K€ ATO «HAydwi» M «ykazam» CraHuciaBckomy? PackpbiTh
BBIHY)KJICHHYIO (PUTYpPY YMOJTUAHUS JIETKO — KOHEYHO K€, pedb uaer o Pamauapake. B
ero «Xarxa-ilore» CTaHUCIABCKUM YHMTAJl O COJHEYHOM CIUIETCHHM KaK «BaXKHOU
YaCTH HEPBHOI CHCTEMBI» M «IJIABHOM LICHTPE HAKOIUICHHS IPAHB» .

JlymaeTcs, OH TaKkke He MPOIYCTHIJI yTBepKAeHue Pamadapaku, 4To «B OTHOM
BXHOM BOIIPOCE, KACAIOIIEMCSI HEPBHOW CHCTEMBI, yYEHHE WOTOB OIEPEIHIIO
3amaHyI0 HayKy; Mbl IMEEM B BUIY TO, YTO I10 3aIIaJJHON TEPMHHOJIOTHH Ha3bIBACTCS
“COJIHEYHBIM CIUIETeHHEM W 4YTO 3alajHas HayKa CYHMTAeT IPOCTO OJIHUM U3
MHOTOUYHUCIICHHBIX CIUIETEHUH CHMITATHYECKUX HEPBOB, MAYIIUX OT PACCESHHBIX IO
TEJy Y3€JIKOB. YUEHHE X€ WOTOB CUMTAET COJIHEYHOE CIUIETEHHE CaMOW Ba)KHOM
YacThI0 HEPBHON CHUCTEMBI; 3TO OCOOBII BHA MO3ra, UTPAIOMINI OIHY M3 TIaBHBIX
poleil B YeT0BeYeCKOM OpraHi3Me» . PamMadapaka CIIPaBeIMBO MOI4EPKUBACT, UTO
HOTH CYHMTAIOT COJNHEYHOE CIUIETCHHE «TJIaBHBIM LIEHTPOM HAKOIUICHHS TpaHB», a
caMO «Ha3BaHUE “‘COJHEYHOE” BIIOJHE MPUMEHUMO K ITOMY “MO3Try”’, KOTOPBIH
U3JIy4aeT U3 ceds CHIy U PHEPTUI0 BO BCE YacTH TeNa; OT HEro, Kak OT LEHTpa
HAKOIUICHHS [IPAHbI B TeJIe, 3aBUCHT B CBOCH AESATEILHOCTH U TOJIOBHON MO3r» .

3HaHus, nouepnHyTbie CTaHMCIABCKUM, CBOEOOPAa3HO IMPEJIOMIIINCH B TJIaBe
«PaboTtbl Hag coboii B TBOpUECcKOM Ipoliecce nepexkuBanus». [lo CranuciaBckomy,
OOMEH »JHeprued Mexay aKTepaMH, NPOHUCXOMSANIMHA TPH JYyYEUCITYCKAHUU H
JYYEBOCIPUATHH, CUHTHIBACTCS 3PHUTEIBHBIM 3aJIOM M BOCIPUHUMAETCS, Kak
MOJITBEPXKICHUE CUIOMHUHYTHOM npagowl nepexcusanusi. Kpome Toro, CymecTByeT u
OOMEH JIydaMH SHEPTUU MEXIy aKTepaMu U 3putensiMu. «Eciu OBl yaanock yBUAETh
C TOMOLIbIO KakKoro-HHUOyIb NpUOOpa TOT TPOLECC BIYYCHUS M H3IIydCHUS,
KOTOPBIMH OOMEHHBAIOTCSl CIICHA CO 3PUTENBHBIM 3aJIOM B MHHYTY TBOPUYECKOTO
MoJbeMa, Mbl yIUBHJIMCH Obl, KaK HAIM HEPBBI BBIACPKUBAIOT HATIOP MoOKa (euje
00un cuHoHum obpasya 1936 2o00a ons npamnwl; Kypcus mou. — C.U.), KOTOPBIA MBI,
apTUCTHI, OCBUIAEM B 3PHUTENIBHBIA 3271 U BOCHPHHUMAEM Ha3aj OT TBHICSUHM JKUBBIX
OPraHU3MOB, CHSIMX B naprepe!», — Bockmmuaet Topuos .

A B mapte 1912 roga yxe e Topuos, a cam CTaHHUCIAaBCKHI 3alMCBHIBAET, YTO
urpain Iecroe mnpeacraBieHue «[IpOBUHIMANKKM» IO CHUCTeMe U «Oiaromaps

OGLLEHHIO C COTHEUHBIM CIUICTCHHEM, YyBCTBOBA Ce0S XOPOLLO, HIpanocs» .
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3aMeTHM, KCTaTH, 4TO ¥ MeuTaMm ToprioBa—CTaHHCIABCKOTO O <«IIpudope»
CyXJ1eHO ObL10 cObIThes. B koHIIe XX Beka 6Monose yenoBeka CTAaHOBUTCS JOCTYITHO
npubopHomy usMmepenuto. Oxaun jumbs npumep. JI.B. I'paueBa coolmiaer urto, B
MHCTUTYTE TOYHONM MEXAaHUKH U ONTUKHM «KOJUIEKTHB NETepOyprCKUX YUYEHbBIX IOA
pykoBoactBom K.I'. KoportkoBa co3man npubop “Kopona TB”, mo3Bomstomuit
(bukcupoBaTh M PETHCTPUPOBATH H3MEHEHMs ICUXO(DU3MYECKMX COCTOSIHMM Ha
OCHOBE aHaJIM3a IUIOLIA/U, OKPACKU U JE(PEKTOB CBEUEHUsS] BOKPYT Tella UeIOBEKa —
TaK Ha3bIBa€MOU “aypbl”»X“". NMeHHO ¢ moMOoIIpl0 3TOro mpubdopa COTpyIHUKAM
nabopaTopuu MCuXo(pU3N0IOTUN UCTIOTHUTENBbCKUX UCKyccTB CankT-IlerepOyprekoit
aKaJIeMUU TeaTpaJbHOIO HCKYCCTBA YAAJIOCh HE TOJBKO H3MEPUTh HEKOTOphIE
MapaMmeTpbl «U3JIy4EHUs» BOKPYI TBOPSIIETO akTepa, HO U CAEJaThb HHTEPECHBIE
BBIBOJIbl O TUHAMUKE U3MEHEHUH ICUXO(PU3HOIOrMYECKUX XapaKTEPUCTUK CTYIEHTOB
B rporiecce 0oydeHus

[Ipana, mo CraHuClIaBCKOMY, 3aJleficCTBOBaHa HE TOJBKO B Ipolecce
CLIEHMYECKOro oOIleHus axkTepoB. Bces miacTtuka, ee 0JyXOTBOPEHHOCTH CBSI3aHA
UMEHHO C mpaHoil. I[ToMHuTE, Kak B KOMMEHTapusiX K TPETbeMy TOMY COOpaHMs
counHenuit I'. Kpuctu numer o 3aMeHe ciioBa MpaHa Ha 0oJiee «HAYYIHOE» CIOBO
sHeprusa. Tem caMmbIM OH JaeT HaM IOJACKa3Ky, KJIIOY Ui Bced KHUrH. W, uuras
«Paboty Hax coboif B TBOPUECKOM IpOLIECCE BOIUIOIIEHUS», Mbl MOHHMAaeM, 4YTO,
korga TopLoB TOBOPUT, «umo 6 OCHO8Y HNAACMUKU HAOO HOCMABUMbL COBCEM He
sUOUMOe BHeulHee, a HeGUOUMOE GHYMPEHHEe OBUIICEHUE IHEPUU. ...DMO GHYMPEHHE
owyujenue npoxoosaujeli N0 meiy SHepeuu Ml HA3bl6AeM YYECMBOM 08UdICEHUs (M.e.,
6 UCX0OHOU Ti0206cKkoti mepmunonozuu Cmanuciasckozo, npanoi. — C.H.)» ™ 1o
3/1€Ch U J1aJie€ MbI CTAJIKUBAEMCS ¢ HOTOBCKOM OCHOBON CHUCTEMBI.

A B pykonucu cepeaunbl 1930-x ronos «lIporpamma TearpaibHON IIKOJIBI U
3aMeTKM O BOCHMTaHUM akTepa» CTaHMCIABCKUM IMOMeuYaeT OAMH W3 HEHAMCaHHBIX
pas3fenoB, CcoJepikKaHHe KOTOPOro MPEACTOUT Pa3BUTh, CIEAYIOIUM 00pa3oM:
«UyBcTBO IBIKeHHs (mpaHa)» . OH ykasbiBaeT: «APTHCTBI JIOIKHBI Oufyuyamb
(kypcue K.C.Cmanucnasckoeo. — C.4.) CBOU JBHXCHUS, BOJIIO, SMOLIMH U MBICIH,
4yT0oOBI BOJS 3acTaBjsUla J€JaTh T€ WIM UHbIE IABWXEHUs (IpaHa), 4ToObl HE ObLIM
JBUSKeHHs OeceMbicieHHb» ", Takum 00pasom, Besfe, rae CTaHWCIABCKUM TOBOPUT
O TUIACTUYECKOM BOCIUTAaHUU AKTEpa, O Pa3BUTUM Yy HEro 4YyBCTBa ABUXKCHMS, OH
MOAXOJIUT K BOMPOCY C MO3ULINNA, N3HAYAJIBHO YCBOCHHBIX UM U3 HOTH.

Hagum omsate cinoso  B.H. TanenneeBy. IlpuBons mnpumep u3 mo3aHen
peneTUIMOHHOM MpakTuku CTaHUCIIaBCKOTO, I/I€ TJIAaCTHKA aKTepa M JlaXke caMo €ro
CYLIECTBOBAHME HA CLIEHE YBS3BIBAINCH C W3JIIYYEHHEM IIpaHbl, OH MHIIET: «MBbI
IJI0XO0 3HAeM M MOHMMAeM, KaKUMHU MYTSAMHU CKJIAJIbIBAIOTCS TITyOOKHE U JJIUTENbHbIE
YeJI0BEYECKHE MPUCTPACTHS — UX “UCTOYHUK TaMHCTBEHHO CKpHIT . B camom xere,
otyero CraHuciaBckuil ObUI TaKk MPUCTPACTEH K KAHTUJICHE, HEMPEPhIBHON NeByuei
JUHUM B 3BYKE, CIIOBE, IBIKEHUM, NEHCTBUHU?.. MOXKHO INpEANONOKHUTb, YTO 3Ta
HenpepbIBHAs JTUHUS ObljIa B €ro MPEJCTaBICHUU TeM €IUHCTBEHHBIM KaHaJOM, IO
KOTOPOMY MOKET IPOWTH, HE PACIUIECKaBIIUCh, HE PACTPATHBLIMCH HA 3alIMHKAX H
CGOSIX, TIPOHTH M CBOGOIHO M3ITHTHCS JyXOBHAS JHEPTHS — IIpaHan™ .

Tak #ora, «0OBEAUHUBIINCEY ¢ Teopueld Pubo, BXOAUT B KOPITYC HAayYHBIX
UCTOYHHUKOB CHUCTeMBL. IIpu 3TOM CTOMT OTBECTH BO3MOXKHbIE OOBHUHEHHS B
9KJIEKTUYHOCTH B3MIA0B CTaHMCIABCKOTO, — OH NPUHHMAET B OOBATUS CUCTEMBI
OTHIOJIb HE BCIO JIOCTYIHYIO €My HayuHyio mHpopmanuio. boiee Toro, camo cioBo
HayKa MHOTJA BBI3bIBACT ero mnomo3penus. [lo marepmanam O.A. PagumeBoi, Ha
nexiusax HosOps 1919 roma mis akrepoB MXT CraHucnaBCKUil OOBSACHSII, «4TO
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HayKa HCKYCCTBY IepeXuBaHUs He noMoxeT. “Hayka B mckyccTBe Temepb LApUT
BOBCIO”, — TOBOPWJI OH, CYMTas €0 “BCE OTH TPEYrOJbHUKH, KOTOPBIE PUCYET
Metiepxonp”. OHU, IO €r0 MHEHHUIO, TOJBKO MPEMSTCTBYIOT MPUPOJE TBOPUECTBA
(koneuro oice, CMaHUCIABCKO2O Y6IeKad MOIbKO HayKa uenosekosedenus. — C.U.)
Cebe Ha mnomomp CTaHUCIABCKMM NpU3BaJI JApPYyrM€ HAyKU: IICUXOJIOTHIO,
¢uznonoruto u yuyenue iHoro. OcobeHHO MHOro nouyepnHyin CTaHUCIABCKUN B 3TOT
IIEpHOJ] Pa3BUTHUS CBOEH “‘crcTeMbl” U3 yueHus Horos. Ha nmepBoii ey OH cKa3ail:
“Oxka3spIBaeTCs, THICAYY JIET TOMY Ha3aJ OHM MCKAJld TO XXE CaMO€, YTO MbI HIIEM,
TOJIBKO MBI YXOIUM B TBOPYECTBO, 4 OHH — B CBOI II0TYCTOPOHHMIT MEp”™» ",

Ilepelinem Tenepb K IOJOXKEHHUSAM, 3auHTepecoBaBIIMM (CTaHHUCIABCKOIO B
«Pamxka-iiore» Pamadapaku, KoTOpas MMEET AENO0 C LIECTOW M CEIbMOW CTYIEHBIO
voru Ilaranmxann.

3. Buumanue

N3 «Pamxa-iiorn» CTaHHUCIaBCKUN MOYEPIHYJ KOHKPETHBIE IYyTH 00OCTpEeHUs
KOHIIGHTpPAaLlMd BHUMaHMig M  HaOmronaTenpHOCTH. Bekamu  pa3paboTaHHbIE
HOrnyeckue TPEHUHTW MHOTIOIJIOCKOCTHOTO BHMMAaHUS, IMPAKTUYECKUE MPUEMBI IS
pa3sBUTHSL COCPEJOTOYECHHOCTH CJIOBHO MPOCHIMCH OBITH MCIIOJb30BAaHHBIMH IS
pa3BUTHA NICUXOTEXHUKHU aKkTepa. B CBOMX ynpakHEHHSX Ha BOCHMTAHWE BHUMAHMUS
HOTrM y4YMIM IIPeoAoJeBaTh ACUCTBHE OTBJICKAIOUIMX pasapaxkeHud. OHM y4ywin
YIOPaBIsATh BHUMAaHUEM, HE JOIYCKaThb PACCEIHHOCTH, MPOSBISAIOIIEHCS KaK B TOM,
YTO MBICIb HENPEPHIBHO IEPECKAKUBAET C OAHOIO Ha JPYyroe, TaKk U B TOM, 4TO
CHJIBHO COCPEIOTOYEHHBIH Ha OJHOM MBICIM MM OOBEKTE 4YEJIOBEK HE 3aMedaeT
HUYETO JIPYroro.

CraHucnaBckuil BKIJIIOYAeT HOTOBCKHE YNpaXHEHHs B IATYIO InaBy «PaboTsl
Haj co0oif B TBOPYECKOM IIpoliecCe MEepeXUBaHMsS», Ha3BaHHYIO «CleHndeckoe
BHUMaHUe». HeBonbHBbIE COBHANEHUS TEKCTOB BBIMJISAAT YK€ CHUMBOJUYHBIMU —
MMEHHO IATHIN ypok (miM naroe uTeHue) «Pamka-ilorm» HasbiBaeTcst «Bocnuranue
BHuMaHus». W CranumcnaBckui, u Pamadapaka HauyWHAIOT € TPaJAUIIMOHHBIX
HOTOBCKMX YNPaXKHEHUH, KOTOpbIE BKIIOYAIOT COCPEAOTOYEHHE Ha OOBEKTe H
yAepKaHHE B MMaMATH MOAPOOHOCTEH ero BHEIIHEro BHUia U CBOMCTB IOCJE TOTO, KaK
npeamer OyneT ynajeH W3 mosst Bamiero 3peHus. Jlanee CtaHuCIaBCKUM pa3BUBaeT
9TH YIPa)KHEHUS JUIS HYKJI CLIEHBI U BBOJIUT YK€ pa3pabOTaHHOE UM MOHATUE «KpyTa
BHUMaHH», HEOOXOUMOE €My JUIsl CO3/aHUsl COCPEAOTOYEHHOCTH M «I1yOJIHMYHOTO
OJIMHOYECTBA» aKTepa B IPUCYTCTBUM 3PUTEIBHOrO 3ana. Beap s CTaHUCIABCKOTO
NPUHIUIHNAIBHO, YTOOBI aKTep HE JyMald HU O cebe caMOM, HM O BIIC€YATICHUH,
MIPOM3BOJIMMOM UM Ha 3pHUTeliel, a OblJI COCPE0TOUEH Ha CBOEH 3a/1ade, Ha apTHEpeE.
Benb u3nuiHuii CaMOKOHTPOJIb — MPUYMHA MHOTHX aKTEPCKUX Oe/I.

VY auButenbHo, HO U Pamauapaka 3HaeT 00 3Tol mpoOieme, U B CBOEH MATOM
rJIaBe OH MUMIET... 0 paboTe akTepa! OH JaeT COBET KaXKJOMY, KTO JOJDKEH paboTaTh
nepesl 3pUTENIbHBIM 3aI0M: «AKTep, IPOMOBEIHUK, OpPATOp WM MHCATENb JIOJKHBI
HOTEPATh UACI0 CaMUX ceOs A JTOCTHKEHHMS JIy4dIIUX Pe3yJbTaTOB B TOM, YTO OHH
nenaror. He oTBIeKaiiTech OT MpeMeTa i He 3a60ThTeck 0 BameM “s”»

B ToOli xe riaBe, roBops O KpyraXx BHUMAaHHs M IyOJIMYHOM OJMHOYECTBE,
TopuoB mepeckasblBaeT «MHIYCCKYIO cKka3ky» (Tak W BHUAWTCS  yJbIOKa
CTaHUCIaBCKOTO B MOMEHT, KOTZAa €My B TOJIOBY IPHUILIO 3TO CIOBO-MAacKa JUIs
OJIHOM U3 MOTOBCKHUX CYTp):

«Marapamka BeiOupan cebe MuHHCTpa. OH BO3BMET TOTO, KTO MPOHICT IO
CTEHE BOKPYT Topoja ¢ OOJBIIUM COCYJOM, JOBEPXY HANOJIHEHHBIM MOJIOKOM, M HE
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MpOJIbET HU Karuii. MHOrue XOAWIH, a MO NyTH WX OKJIUKAIW, UX Iyrajid, uX
OTBJICKAJIU, U OHU MPOJIUBAIIH.

“2TO HE MUHHUCTPBI”, — FOBOPUJI Marapajpxa.

Ho Bot nomien ogun. Hu Kpuku, HU myraHusi, HUI XUTPOCTH HE OTBJIEKAJIH €ro
IJ1a3 OT EPENOJHEHHOIO COCYAA.

“CrpensiiTe!” — KPUKHYJI IOBEJTUTENb.

Crpensnu, HO 3TO HE IOMOTJIO.

“OT10 MUHHUCTP!” — CcKa3zaa marapajmxa.

“Tl crplIIa KpUKU?” — CIIPOCUII OH €TO0.

“Hert!”.

“TeI BUACI, KaK T€Os myranu?”’

“Her. S cMoTpen Ha MOJIOKO™.

“TBI CHBINIAN BBICTPEIBI?”

“Her, moenutens! I cMoTpes Ha MOJIOKO™.

— Bort 4ro Ha3piBaeTcs ObITh B Kpyry! BoT uTo Takoe HacTosllee BHUMAHUE U
[IPUTOM HE B TEMHOTE, 4 Ha CBETY! — 3aKIoum pacckas TopLos» .

Uro kak HE nyOIuuHOe 00UHOYeCm8O 6 Kpy2e 6HUMAHUS  OIHUCAHO B 3TOM
HoroBckom npumepe?

Crout oOpaTuTh BHMMAHHE HA CXOKMH SIH30] M3 KHHTHM MoOraHaHmbl, rie
MOJIO/ION 4YETIOBEK, JOCTHTIIMI MOAOOHOrO K€ CaMOYYBCTBHUSI «B KPYry» B LIEHTpE
myMHOM KanbKyTThl, OKa3bIBaeTCs «B KOKOHE IMpeoOpa3yrollield TUIIMHBI), KOrja
«TemIexXo/bl, a TakKe MPOeKAIIINe TpaMBau, aBTOMOOWIIM, BOJIOBBH YIPSKKUA U
HAeMHBIE DKHUIIAKU Ha KEJIE3HBIX KOJIecaX — BCE MPOILIBIBAIM MUMO B OECIIyMHOM
nBrKeHIn»y ",

4. Bunenns

DTOT BaKHBIA 3JIEMEHT CHUCTEMBI CBSI3aH C MEIUTATUBHBIMH TEXHHUKAMU HOTH.
[IpencraBnennss CTaHUCIABCKOTO O HEOOXOAMMOCTH «BHYTPEHHHX BHICHHI», O
CO3JJaHUU «KUHOJICHTHl BHMJACHHUI», O 3HAYUMOCTH aAPTHUCTHUYECKUX «MEUTAHHI
HEpa3phIBHBI OT IPYTOro 3JIeMEHTa TBOPUECKOTO CAMOYYBCTBHS — «BOOOPaKEHUS,
KOTOPOE aHaM3UpyeTcss B ueTBepToi TiiaBe «PaboThl Hax co0Ol B TBOPUYECKOM
MpoIIeCCe MEPEKUBAHUSY.

W3 MHOTHX TIpUMEPOB ATOW TJIaBbl OOpaTMM BHUMaHWE Ha 33/IaHHE YUYCHHKaM
B0OOOpa3uTh cebs nepeBoM. [locienoBarenbHO YyTOUHSS MOPOY JAEPEBA, €ro BBICOTY,
IIBET W pa3Mep JIMCTHEB, 3aCTaBIIsIA NMPEJACTAaBUTh HACEKOMBIX U TITHIl B BETBAX JEPEBa,
MOYYBCTBOBATh yIITYOMBIIHECS B TIOYBY KOPHH U MPOTSHYTHIE K ICHOMY HeOy BETBH,
ToprioB goOuBaeTcsi OT yYEHHKOB KOHKPETHOCTH BMjCHHS. [lamee moOaBisioTCs
YYBCTBEHHBIE ONIYLIEHUS, CBI3aHHBIE C MTOTOJI0M, 3BYKH Jieca BOKPYT, BHICOTA XOJIMa,
Ha KOTOPOM YEAMHEHHO CTOMT BEKOBOW 1yO, BpeMs Troja, U Jake HCTOPUYECKOEe
Bpems. M BOT yke Y4EHHK, CIMBAsCh B BOOOpPaXEHHH C MOTYUYUM IyOOM, 6uoum
phIlIapeil BOKPYT, WIYMHBIH Mpa3gHUK, BpakecKuil HaOer, U BCepbe3 Hamnyzau
MOTBITKON HETIPUATENS CPYOUTH U CHKeub ero!

Heranuzupys BuneHusi, CtanucnaBckuii — TOpIIOB 3aMaHUBaeT BOOOpaKEHUE
YYEHUKOB Ha TEPPUTOPHIO, BBIXOASILYIO 3a TPEebl UX JIMYHOTO OIbITa, B MUDP, UMU
HEWU3BEJAHHBIA, U MHA4Ye 4YeM 4epe3 BOOOPAXEHUS U BHMJCHUS HE MOTYLIUH OBITh
no3HAHHBIM .

Br16op croxkeTa A 3TOT0 COCPEAOTOUEHHOTO MEUTAHUS, ISl TOW MEIUTAINH,
BO3MOXXHO, HE CIy4allHO CBSI3aH C MHIAYUCTCKMMM MPEICTaBICHUSIMH O
«B3aUMOTIPOHMKHOBCHHH HAIIETO OBITHS BO Bce cyliee BOKpyr». Kak mumier Tarop,
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«Ha 3amnajie MpeBaMPYeT OLIYIICHHUE, YTO MUP MPUPOIbI COCTOUT UCKIIIOUUTEIHLHO U3
HEOJIYIIEBJICHHBIX BEUIEH M >KMBOTHOTO MHpPA, U YTO IMPOMCXOJMUT BHE3AMHBIA M
HEOOBSICHUMBIN C/IBUT, KOTJIa BO3HMKAET Y€JIOBEUYECKas CYITHOCTh... Ho mHIuiickuii
YM HHUKOI'ZIa HE UCIIBITBIBAET KOJIECOAHUH B IIPU3HAHUU CBOETO POACTBA C HPUPOIOH,
CBOEH HEpa3pBIBHOI CBS3MU ¢ HEf»™

CeroziHsi, Korga Mbl TaK IPUBBIYHO MPOBOJUM YIPAKHEHUS, B KOTOPBIX
CTYICHTBI IIPEACTABIAIOT HA CLEHE JKUBOTHBIX, PACTEHUS, IPEIAMETBl WM JAXKe
KaMHI/IX““, HaM MOpOM Jake HE MPUXOJIUT B TOJIOBY CTEIEHb PEBOIIOIMOHHOCTH
TaKOTO  pACIIMPEHUS  TEMATHUYECKOM  TEPPUTOPUU  AKTEPCKOIO  TPEHUHIA,
npeanpunsToro CranucinaBckuM B llepBoil cTyauu moja BIUSHUEM BOCTOYHOTO
MHPOCO3EPLIAHUA.

OO6patum BHUMaHUE, YTO MbICIM CTaHHCIABCKOTO O MBIIIJICHUH BHYTPEHHUMU
BHJICHHUSIMHU, O CYIIECTBOBAHUHU LIEIOYKH 3TUX BMJICHUN, HA3BAHHBIX UM «KHHOJICHTOU
BHJICHUI», 0€3 co3JaHusi KOTOPOM HEBO3MOXKHO CO3[aTh CKBO3HYIO JIMHHUIO
CYIIECTBOBAHUS AaKTe€pa B POJH, MPEABOCXUIIAIM IO3UIMU  COBPEMEHHOMU
Heripoobuonoruu. IlpeacraBurens 3Toi Hayku KoHIa XX Beka AHTOHHO Jlamasuo,
o0cykasi, KAKUM 00pa3oM «MO3T TMOPOKJIAeT BHYTPCHHUE KAPTUHKH, KOTOPBIC MBI
Ha3bIBacM 00pazamMu 0O0BEKTOB», MUIIET: «OTKPOBEHHO TOBOPS, MEPBOM MPOOIEMOi
CO3HaHM SIBJIAETCA IpodjieMa CO3aHusl “KMHO B MO3ry’, MpHU YCIOBHH, YTO MbI
MOHUMAEM, 4TO B 3TOU Ipy0oil MeTadope KHHO UMEET CTOJILKO CEHCOPHBIX KaHAJIOB,
CKOJIBKO CEHCOPHBIX BXOJOB HMMEET HAallla HEPBHAs CUCTEMa — 3pEHUE, CIyX, BKYC,
00OHsHHE, Ocs3aHNe, BHYyTPEHHE YyBCTBA U npoqee»X“”. KapHnuke, BcTynas B guanor
¢ Jlamasuo, pacmupser 31o «u npodee»: «CTaHUCIABCKUM, HABEPHOE, HalIel Obl, YTO
SMOLMOHAJIbHAS MTAMSTh TAKXKe MOAPA3YMEBAECTCS B 3TOM CIIUCKE OPTraHOB quCTB»X“”.

OTMeTHUM 371eCh U MHOW BO3MOXKHBIA MCTOYHUK g uaei CTaHHCIABCKOTO O
BHJICHUAX. OTO B3MJISAAbI puMckoro aBTopa | Beka Hamedt spel Mapka ®abus
KBunTHIMAHA, KOTOPBIM, KaK U APHCTOTEIb, IOJArajl, YTO MBIIUICHUE IPOUCXOAH
Yepes uepesly BHYTPCHHUX KApTHHOK .

[TpuBoOAs 3TOT MpUMEP, MOTUYEPKHEM Pa3 U HABCETJA, YTO, XOTS B IAHHOM CTaThe
MBI HIIEM COMMKEHUSI SJIEMEHTOB CHUCTEMbI C HOTOM, pa3padoTKa MOYTH KaKIOTO U3
3JIEMEHTOB CHCTEMBI MOTJIa OBITh BJIOXHOBJICHA MHOTHMH HCTOYHUKaMu. M camplid
TJIaBHBIN MCTOYHHK, KOTOPBII MBI 3/IeCh HE 00CYXKIaeM, HO KOTOPHI HM Ha MUHYTY
HEJIb3d BBIYCKATh W3 BHUAY, — OJTO aKTEpCKas IMpaKTUKa, ITOMHOXEHHAas Ha
YHUKaJbHBIA Tiegaroruyeckuii TananT CTaHUCIABCKOrO, OJHOTO W3 BeIWYaNIINX

akTepoB XX BeKa.

5. CBepxco3Hanue

Kpome srneMeHTOB, MepedncIeHHBIX BBIIIE, — OCBOOOXKICHNE MBI, OOIIEHUE,
BHUMaHUE, BUJICHUS, — 3HAKOMCTBO C TEOpHUEH W TPAKTHUKOW HOrm 000raTHio
CUCTeMY »JJIeMEHTaMH, paHee B HeH oTcyrcrBoBaBmIMMU. M3 «Pamxa-iiormn»
CraHHCIIaBCKUN TIOYEPIHYJ KOHIETITYATbHYIO HCI CBSI3HW TBOPUYECKOTO COCTOSHUS
1 0ecCO3HATETbHOTO, 3aMMCTBYSI TIPEICTABIICHUE O CBEPXCO3HAHWU KaK MCTOYHUKE
TBOPYECKON MHTYUIIUU M TPAHCLIEHICHTAIILHOTO 3HAHMsI. JTa HUJesl MPOHU3BIBAET BCE
nouckn CraHHMCIaBCKOro, HaumHasi ¢ cepeaunbl 1910-x  romoB. Jlo3yHr
«becco3HaTeNnpHOE Uepe3 CO3HATENbHOEY, TIPOBO3IIIANICHHBINA HA TIEPBON PEMETUIINN
«Cena CrenanumkoBay mo ®.M. JlocroeBckomy (1916), Obul B manbHeHIeM
MOBTOPEH CO3/IaTeJIeM CHCTEMbI OECUMCIIEHHOE MHOXKECTBO pa3, KaK 3aKIMHAaHUE. A B
KOHIIE )KM3HH, B TIpeaucioBun K «Padote akrepa Hax coboit» (1938) CranucnaBckuii
OyZeT ykasbIBaTh Ha KIIOUEBOE 3HAUEHUE MISCTHAMANATON TJIaBbl KHUTH, B KOTOPOU
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JUISL HEr0 — «CyTh TBOPYECTBA W BCEM CHUCTEMBbI». OJTa TIJlaBa Ha3bIBACTCS
«Iloaco3Hanue B CLIECHUYECKOM CAMOYYBCTBUU apTUCTa».

CorymacHO TmpeacTaBiIeHUsIM HOroB, Oecco3HATENIbHAs JKU3Hb YEJIOBEKa
pacnajgaeTcss Ha JB€ COCTaBIAIONIME — IOJCO3HAHUE, KOTOPOE €CTh B Ka)XJIOM
YeJIOBEKE, U CBEPXCO3HAHME, KOTOPOE IPEBOCXOAMT HHIMBHMIYyMa, CBOETO pPOJa,
BhICILIEE CO3HAHHUE, 00yacTh TpaHcueHAeHTHOro. [lo CraHuciaBCKOMY, MCKYCCTBO
MPUKACAETCS] UMEHHO K 3TOW BhICIIEN COCTABIAIONICH, IPUOTKPBIBAET €€, © HUMEHHO
IIO’TOMY MOXET TOBOPUTH NOBEPX KYJbTYP, BEKOB, MHIUBUIYAIbHBIX Pa3IudHil.
Becy sMouMOHANBHBIA M, CMEEM CKa3aTh, PENIUrHO3HBIM madoc CTaHHCIABCKOTO
OTHOCHUTEJIBHO «TallH YXWBOTBOPSAIIEH MPUPOJB», BCE TEATPOIOHMMAHUE CBS3aHO C
OTKPBITUEM 3TOTO YyJECHOTO (DEHOMEHA YEJIOBEUECKOU MCUXUKH.

[Ippy »3TOM pOJIb CBEPXCO3HAHUS B CHUCTEME 3JIEMEHTOB TBOPYECKOTO
camMouyBCTBHUS, 10 CTaHUCIIABCKOMY, HACTOJIBKO BEJIMKA, YTO MHOTUE HCCIIEI0BATENN
Tearpa, HE 3HAKOMBbIE CO CBS3SIMU CUCTeMbl CTaHUCIABCKOIO C YYEHUEM HOTHU, Jaxe
yBepeHbl, u4T0 HWMEHHO CTaHUCIABCKHI BBEJI HJTO TOHATHE W CaM TEPMHH
«CBEPXCO3HAHME B IICUXOJIOTHIO U HAYKY O TBOPUECTBE aKTEpa.

Takue yrBepkaeHus MOKHO BcrpetuTs u y H. Mangepuno™, u y JIx.
Camnuana. [Tocneanuii numer: «TepMuH “cBepXco3HaHue”, KOTOPBIN MOSBIAETCS B
counHeHusAX CTaHMCIaBCKOro, a0COIIOTHO OpUrMHaIbHbIA. OH HE BCTPEYaeTcs HU B
OJIHOM yCTAHOBUBLIEHCS CHCTEME neuxomorumy !,

Opnako cam CTaHHCIABCKUM B ATOM Ba)KHEWIIEM JUIs HEr0 BOIPOCE €LIE B
pykomucu 1916—1920 romoB «Pabota nHanm ponbro. “I'ope oT yma’» cpazy xe
BBISIBIIIET UCTOKH CBOMX B3TJISAZIOB M OepeT HOTroB B COIO3HUKU. Tak, yTBEpKIas B
rinaBe «CBEpPXCO3HAHUE, UTO «EIMHCTBEHHBIN MOIX0] K OECCO3HATEIBHOMY — Yepe3
CO3HATEJIbHOE» U UYTO «EIUHCTBEHHBIN MMOJX0Jl K CBEPXCO3HATEILHOMY, UPPEATTLHOMY
— 4yepes E)_eaanoe, yepe3 yJabTpaHaTypalbHOE, TO €CTh Yepe3 OpPraHuyvecKyro
npupoxy» ", CTaHHCIaBCKMH HPHOTKPHIBAET HCTOYHHK CBOETO  IOHMMAHUS
npenvera: «MHIycckue #oru, JOCTHrarouige uyjaec B 00MacTH TMOA- W
CBEPXCO3HAHMS, Jal0T MHOTO IPAKTHUUECKHUX COBETOB B 3TOW obOsacTtu. OHM Takxke
MOAXOJIAT K O€CCO3HATEILHOMY Yepe3 CO3HATENbHBIE MOATOTOBUTEIbHBIC IPHUEMBI, OT
TEJIECHOTO — K JYXOBHOMY, OT PEalbHOIO — K HPpPEaJIbHOMY, OT HaTypalu3Ma — K
OTBJIEYEHHOMY. Y MBI, apTUCTBI, JOJKHBI 1€1aTh TO ey

I[Ipu »tomM CraHUCTAaBCKU HUTAE CTPOrO HE OMNpEeNeNsieT, 4YTO TaKoe
CBEpPXCO3HaHUE U Mnojco3HaHue. HaBepHoe, MOTOMY UTO Ka)KIblil apTUCT XOTh pa3 B
JKU3HH J]a UCTIBITHIBAT MOTYYYIO CHJIy BJOXHOBEHHS, KOT/Ia B CBOM IIpaBa BCTYMaeT
MMEHHO OHO, CBEPXCO3HAaHHE. A TOMy, KTO 3TOTO HE HUCIBITHIBAJI, BCE PAaBHO HE
OOBSCHUTD.

B pasroBope 00 5TOM »3leMeHTE «HAIel YyJOJeHCTBEHHOW MPUPOIBDY
CraHucinaBcKoMy OKasbIBaeTcsi Onmxke oOpasHbId moaxoxa. Tak, WTOroBas TIJiaBa
amepukaHckoro uzianus «PaboTsl akrepa Hag coboit» (1936), HazBanHas «Ha mopore
M0/ICO3HaHU» (B pycckoM BapuaHTe — «lloico3HaHne B CLIEHMUECKOM CaMO4YyBCTBUU
aKTepay), COACPKUT psij 3amedaHuil TopiioBa, KOTOPBIE U3 PYCCKOTO M3/IaHUS ObLIH
U3bATHl 1IEH3ypol wuiaum camMuM CTaHUCIAaBCKUM U3-3a HUX SBHOW JYXOBHOM
toHasnibHOCTH. Korma HaspanoB pabGoTaer Haj 3TIOOM «CKUTAHUSA JEHEr» U BCE
riIyOXe TMOTpy’KaeTcss B MpeljiaraeMbie OOCTOATEIhCTBA, OH, MO clioBaM TopIoBa,
OKa3bIBaeTcs Ha Oepery «okeaHa Mmojico3HaHus». TopioB MeTapOpUUYECKH OLICHUBAET
paboTy ydeHuka, TOBOps 0 BoiHaX »Toro mpuinuBa. Korga 3agymasmmiics Ha3BaHoB
MEXaHWYeCKH HaMaThlBaeT Ha TMajell IMOomaBiIylocs Moj pyky OeueBky, Topios
TOBOPUT, YTO YYEHHK — «HA IOPOre», KOTJa CIydalHbIM B3IJIAJ HA Yachl PE3KO

xliii

227



AKTUBHU3UPYET PUTM >KU3HU HCIIOJIHUTENS, TOPIOB TOBOPUT O «OOJBIIOW BOJIHEM,
KOrJla BHYTpeHHMH MoHosior Has3BaHoBa, Meuyierocs B IIOMCKaxX BBIXOJA U3
CIIOKMBILEHCS CUTYyalluM, NPOPBIBAETCS HapyKy OTAEIbHBIMU CJOBaMH, TopLoB
KOMMEHTHUPYET, 4YTO «BOoJa JoOpanack 10 ero mosicay. A korga Ha3aHos
HEOXHUJIaHHO IIOTPYXKAETCS B COCPEAOTOYECHHYIO HEMOABHKHOCTb, TOPLIOB LIENYeT
IpyruMm ctyneHtam: «Bot ceifuac oH B camoii r1yOHHE OKeaHa OICO3HAHISY .

Kak 3ameuaer I1I. Kapuuke, «uig 3amagHOro 4yuTaresis 3TOT 00pa3 MOT JIETKO
HAallOMHUTHb (PEUIOBCKUN TICUXOAHAJIM3 PEJIUTMO3HOCTH KaK ‘‘OKEaHHYECKOTrO
YyBCTBA, 1 Ha CAMOM JI€JI€ aCCOIMAIIMU C PEIUTHO3HBIMU YYBCTBAMHU 3/I€Ch BIIOJIHE
ymectHbl. U xors CraHHMCIaBCKUM, HABEpPHOE, OTBEPr OBl TEMHBIH, CKPBITHII
(bpelaucTCKUil B3I HA MOACO3HAHKE, OH BIIOJHE MPUHSUT OBl BBIMICYITOMSHYTYIO
JIyXOBHYIO accoluanuio. ToJICTOBCKOE “TiepeXuBaHHe”, KaK >KeJIaeMOe TBOPUYECKOE
COCTOSIHME aKTepa Ha CLIEHE BO MHOI'OM IEPEKIMKAETCSI C BOCTOYHOW JyXOBHOCTBIO,
CTOMT TOJBKO BCIIOMHHMTH OIMCAHHE MEIMTAllMM VIOraHaHMOH KaKk MOMEHTa
“okeaHMuecKOll pagocTu”’. AKTep, Kak M HOI, 3aXBauy€HHbI TBOPUYECKUM
CaMOYYBCTBHEM, HCIIBITHIBAET HEUTO MOAOOHOE, KOrJa ero ym, Tello M Jyiia
O0BEAMHAIOTCA HE TOJNBKO JAPYr C JIPYroM, HO M C IApTHEpaMHU Ha CIEHE H
IPUCYTCTBYOLIMMH B 3a1e» .

Ha mporsbkeHu#n A0Aroro BpeMeHH KOMMEHTATopbl CTaHHMCIABCKOTO MBITANUCh

IPEJCTaBUTh JEJI0 TakuM o00pa3oM, 4YTO TEPMHHBI «CBEPXCO3HaHUE» MU
«IIOJICO3HAHUE» — CHUHOHUMBI. Tak, NMpUMEYaHHUs K UYETBEpPTOMY TOMY coOpaHus
counHeHuit 1957 roga cooOIaroT, 4TO «’CBEPXCO3HAHUE” — TEPMUH, HEKPUTHUYECKH
3aMMCTBOBaHHBIM ~ CTaHUCIABCKUM W3  HACATUCTHYECKOM  Quiocodpun  u
ncuxoyiorud.... B konme 1920-x romoB CTaHMCIABCKUN OTKa3ajics OT TEpMHUHA
“cBepXCO3HaHUE” W 3aMEHUJI €ro TEPMUHOM “‘TIOFICO3HAHUE”, KOTOPHIA 00Jiee TOYHO

BBIPakaeT ero B3IVIAbl Ha IPHPOLY TBOPUECTBA AKTEPA M HAXOAUTCS B COOTBETCTBUH
C COBPEMEHHOI HAyYHOI TEPMHHOIOTHEIH» .

Opmnako npaB A. M. CMeNsSIHCKUH, YTO CETroJHS «HE TOJIBKO T€aTPOBEIbI, HO U
IICUXOJIOTH TBITAIOTCS OCMBICIMTh B HAyYHOM IUIAHE HEKOTOPBIE IMPAKTHYECKHE
HaOmoaeHnss CTaHMCIAaBCKOrO, B YaCTHOCTH, HACTOMYMBOE pa3eleHUe UM IOHSATHH
“noaco3HaHus’” U “‘CBEpXCO3HaHUA™ apTI/ICTa»X“". A.M. CMmenstHCKU# IpUBOANUT TOUKY
3pennst [1.B. CumoHOBa, KOTOpHIN cunTaeT, 4To «CTaHUCIABCKUW B JAaHHOM ClIydae
HE MPOCTO YNOTPeOJIieT CHHOHUMUYECKHE CII0BA, HO HATAIKUBAETCS HAa YPE3BBIYAHO
riy0OKoe M CYIIECTBEHHOE pa3juuue JBYX MEXaHU3MOB, YYacTBYIOLUIMX B
TBOpUueckOM akTe. CBepxco3HaHMe, TWHIIET YYeHBIH, €cTb OCOOBIH  BUJ
HEOCO3HaBaemMoro mncuxudeckoro. Ecnm “nmopco3Hanue” 3aBenyeT, TaK CKas3aTh,
Cyry00  HMHIMBHUIYaJbHBIMH  TPUCIOCOOUTETHHBIMU  PEAKIMSIMH  OpPraHUu3Ma,
ABTOMATHU3WPOBAHHBIMA  HAaBBIKAMH, OTTEHKAMH OMOIMA ¥ WX BHEIIHUM
BBIpQ)XEHUEM, TO “‘CBEpXCO3HaHME Y4acTByeT B (OPMHUPOBAHUM THIIOTE3,
"OeckopbICTHBIX" (TIO3HABATENbHBIX) MOTHBAIMI, CBEPXCO3HAHUWE OCBAWBAET TE
cepbl 1€HCTBUTENBHOCTH, NparMaTudeckas LEHHOCTb KOTOPBIX COMHHTENbHA,
nesicna™ ™. CepXCO3HaHME apTHCTa — 3TO O00JAacTh OTKDBITHH, H300peTeHuit,
HOBOCTeW. CBEpXCO3HAHHE OTKPBIBAET HEM3BECTHOE, IOJCO3HAHHE MOJ0pachIBaeT
mraMn. B UCTOYHHMKE CBepXCO3HaHHUS (QOPMHUPYIOTCS CaMble CyMAacIIeIIIne
TBOPUYECKUE MPOEKTHI, CAMBIE HEO)KUJIAHHBIE XYA0KECTBEHHBIE TUIIOTE3bI, KOTOPHIE B
0O0JIBbIION CTETEeHU MPOTUBOCTOSAT KOHCEPBATHU3MY CO3HAHUS, OXPAHSIOIIEr0 Hac OT

€ Lsiol
BCETO CIIy4aifHOT0, COMHUTEIBLHOTO, HE aPOOUPOBAHHOTO MPAKTHKOI» .
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Ctoutr OTMETUTh, YTO BONPOC O COOTHOIIEHWH CO3HATEIBHOTO U
0ecco3HaTEeNbHOTO — LEHTPaJIbHBIA U JUIsl caMoro ydeHus horu. Hemapom B KoHIe
XIX Beka, MBITasICh cleNaTh OJMM3KON 3amagHOMy pa3yMy HICI0 WOTH, WHIUHCKUI
¢bunocop-rymanuct CBamu Busekanmanga (Swami  Vivekananda, 1863-1902),
XapuU3MaTUYECKOe MOSIBICHUE KOTOPOro Ha MupoBoM mnapiameHTe penauruii B 1893
rogy B UYwukaro mOJOXKWIO Havago OyMy aMEpUKaHCKOTO YBJIEUEHHUs MHOroi,
WHTEPIPETUPOBATI €€ HUMEHHO «KaK METOJ W3MEHEHHS B3aUMOOTHOILIECHUN MEXIy
SBJICHUSIMH CO3HAHUs (BPUTTH) U IICUXUYECKUMU (EHOMEHAMH, OTHOCAIIUMHCA K
cepe Gecco3HaTENbHOrO (caHcKapu BacaHbl)» . MoXKeT ObITh, HMEHHO IOITOMY
nuanor CTaHUCIaBCKOTO U MOTH 0KAa3aJICsl B 3TOM BOIIPOCE CTOJb TIOJJOTBOPHBIM.

OnHako HE TOJBKO ydeHWe HWoru moaBoAmio CTaHHCIABCKOTO K MOHMMAaHHIO
MICUXMYECKON JKM3HM 4YelloBeKa M OalaHca ero COo3HaTelbHOW U 0ecco3HaTeNnbHOU
xu3Hu. HapaBHe c #oroil MCTOUYHHMKOM i IpencraBieHU CTaHMCIABCKOIO O
0ecco3HaTeIbHOM MOTJHM OBITh M TPyAsl Hemeukoro ¢uiocoda Dayapna don
I'aptmana (1824—-1906), ubst kauTa «@mmocopus OeccozHarenpHOro» (1869) ObLTa
HeoObuaiftHo momnynsipHa B Poccum B Tedenue Muorux user. [lo Taprtmany,
CYILIECTBYET TPH YPOBHS OECCO3HATEIHHOTO:

1.abcomoTHOE OEcco3HATENBbHOE, KOTOPOE CO3/1aeT U COCTABIIAET BCEICHCKYIO
MaTEPHIO U SBIISIETCS UICTOYHHUKOM MHBIX (hOpM OECCO3HATEIHHOTO;

2. hpu3HONIOTHYeCcKOoe Oecco3HaTeNbHOE, KOTOpOE JeiCcTByeT npu
BO3HUKHOBEHHH, PA3BUTHH M SBOJIOIIMH BCETO )KUBOTO, BKIIIOYAs YEJIOBEKA;

3.peNATUBHOE, WX MCUXOJIOTHYECKOe OECCO3HATENIbHOE, KOTOPOE HAXOIUTCS B
OCHOBAHMH HALICH CO3HATENBHOI [ICHXUIECKO KU3HI .

HerpynHo mnpoBectu mapamienu: cBepxco3HaTenbHoe (CTaHHMCIaBCKOTO
COOTBETCTBYET a0CONIOTHOMY Oecco3HarenbHOMY ['apTmana, Oecco3HaTeNbHOE

CTaHUCIABCKOTO —  (DM3HOIOTMYECKOMY  Oecco3HaTelbHOMy LapTmana, a
MOJICO3HATENFHOE — TCUXOJOTHYECKOMY Oecco3HaTenbHOMy. M, XOTS 4acTh
uccnenosareneil yBepena, uto CTAHUCIABCKUM B3sUI TEPMUH «CBEPXCO3HATEIHHOE)
MCKITIOUMTENBHO M3 Horm™ ', Mbl BHAMM, 4YTO CXOXee CIPYKTyPUPOBAHHE

0eCcCO3HATENbHOTO CYIIECTBOBAJIO M B  €BPOIEHCKONW MBICIH, COBPEMEHHOM
Cranucnasckomy. He uckitoueHo, 4TO Takoll «3amec» M3 pa3HbIX HCTOYHUKOB
CTaHOBHUTCS BO3MOXXHBIM i1 CTaHUCIABCKOTO TIOTOMY, YTO, cCO37aBas KHUTHU
Pamavapaku, cam ATKMHCOH CBOOOJHO CMEINUBAIl MJEH HOru ¢ Oonee OIN3KHMU IO
BpeMeHH TeopusMu™. W Takoe cpalMBaHHE 3anajHBIX H BOCTOYHBIX B3IIISIOB Ha
(¢eHoMEeH O0ecCO3HATENBbHOTO OKa3aJoCh BIOJHE IUIOAOTBOPHBIM. B  nuuHOM
6ubnuoreke CTaHNUCIABCKOTO XpaHATCs BHIMUCKH U3 ctatbu 1915 rona C. CyxaHoBa,
Ha3BaHHOW «[loico3HaHMe M €ro mnarojgorus» (3Ty MOAOOPKY HOATOTOBHI MJIs
Cranncnasckoro akrep MXT B.I. Taiinapos)". Crares CyxaHoBa 06CYykKIacT
B3aMMOOTHOIICHUST MEXIy CO3HATeIbHBIM «SI» W TOJCO3HAHWEM B KOHTEKCTE
uHbOpMaINY, TOTYYeHHOW U3 M3Y4YEeHHUs MATOJOIMYECKHX COCTOSIHUN. JIF0OOMBITHO,
yTo o00pa3 «MelIKka MOJICO3HAHUS», KOTOpBIM, KaK Mbl YK€ 3HaeM, OblI
no3auMcTBoBaH CTaHUCIABCKUM U3 «XaTxa-Horm», BCTPEYaeTcs U 3/1€Ch.

B pesymbrate, CraHuCIaBCKMI JEHCTBUTENBHO 4YepmaeT M3 MHOTIHX
UCTOYHUKOB. Tak, paccmarpuBas (PeHOMEH MaMmsATH, OH, Kak M (oH [apTMmaH,
moJjiaraeT IMmaMsTh CKiagoM Oeccos3HarenbHoro u, kak .M. Ceueno (1829-1905),
CUHUTAET, YTO MaMATh COOMPAET CIIe/Ibl BIEYATICHUN OT BO3AEHCTBUI OKpPYKAIOLIETO
MHpa, KOTOPBIC MBI IIOJY4aeM 4epe3 OpraHbl YyBCTB Halleil HEPBHOH crcTeMbr.
Bor, x npumepy, kak numer CTaHUCIABCKUA O CBOMX JETCKUX BCTpEUYax C ONEpOH,
Korga peOeHKy emie «Oblla CKyyHa My3sblkay: «Camasi cuia BredarieHuid Oblia
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OTPOMHA, HO HE OCO3HaHA TOTJa, a BOCIIPUHATA OPraHUYECKH M OECCO3HATEIbHO, HE
TOJIBKO JYXOBHO, HO M (u3M4ecKd. S MOHSI M OLEHWI STH BIEYATICHUS JIUILb
BIOCJIEICTBUH, [0 BOCTIOMUHAHUAM»

Tak wnu wHAYe, HO CEroJHs, MPOCIEKHUBAsl CBSI3b «CHUCTEMBD» C MOrod u C
Hemeukoi ¢uinocodueir XIX Beka, MbI MOKEM BOCCTaHOBHTH B IpaBaxX HCXOIHYIO
Mbiciib CranucnaBckoro. Kak mnumer II.B. CuMOHOB, «IIpOHMIATEIBHO YJIOBUB
HEIOMYCTUMOCTb OOBbEJUHEHUSI TEPMUHOM “TIO/ICO3HAHUE™ BCETO, YTO HE OCO3HACTCS
— OT JIeATeNbHOCTU BHYTPEHHUX OPTraHOB JO TBOPUECKUX O3apPEHUU, — BEIUKUU U
rnyookuit mpiciurens K.C. CTaHUCIABCKUN OIIYTHI HACTOSTENBHYIO HYXKIY B
KaKOM-TO JIPYrOM MOHSTHH, KOTOpOoe 0003Hayasio Obl TOJBKO BBICIIME W Hambosee
CIIO)KHBIE MEXaHU3Mbl TBOpYecTBa. [lOCIENHIO KaTeropul HEOCO3HABAEMBIX
IIPOLIECCOB OH Ha3BaJl “CBepXco3HanneM » .

CraHucnaBcKui BUIUT MOACO3HAHHWE KaK MYTh K CBEPXCO3HAHUIO:  «UTOO
3aBs3aTh OOIIIEHUE CO CBOUM CBEPXCO3HAHUEM, HAJ0, YTOO apTUCT (kak u tioe. — C.U.)
yMen “B3ATh HEKHE IIy4KH MBICICH Juis TOro, 4rod uX OpOCHTH B CBOit
noJco3HarenbHbll Memok”. Iuma 11 cBepxco3HaHus, MaTepuan Uil TBOpPYECTBA
3AKII0YACTC B OTHX “HEKMX Iydkax MbIcaei”™» . Dr1oT mpuMep u3 iioru
BCTpeuaeTcss U B pykonucu «Pabora Hag ponbto. “I'ope oT yma”», U B peneTULMAX
Jlocroesckoro™.

bonbmoit gpparment uz «Pabotel Han ponbio. “Tope oT yma’», KOTOPBIA MBI
MPOLUTUPYEM HUXKE, AaeT MPEACTABICHUE O MPAKTUYECKOM HCIOJIb30BaHUU UJEH O
cyliecTBoBaHMM  Oecco3HarenbHoro. KoneuHo, CTaHHCIaBCKOMY — OCOOEHHO
MHTEPECHBbI ObUIM MEXaHU3Mbl YIpaBJIEHUsS] OECCO3HATENbHOM NEATEIbHOCTBIO YMa,
KOTOpas BBINOJHIET ONpEAETICHHYIO pPabOTy MbluLleHus W 8000padceHus,
MPUBOJIALIYIO K POKICHHUIO UIEH U XY/10KECTBEHHBIX 00pa30B.

Cranucnasckuii numer: «lIpakTuueckuii coBeT, KOTOPBIN JalOT HaM UHAYCCKHE
HOrM 1O OTHOIIEHHIO K CBEPXCO3HATENbHOM OO0JACTH, 3aKII0YAeTCS B CIEIYIOIIEM:
BO3bMH HEKHH Iy4OK MBICIEH, TOBOPAT OHU, U OPOCh UX B CBOW IOJICO3HATEIbHBIN
MEIIOK; MHE HEKOI/Ia 3aHAThCSA 3TUM, U TOTOMY 3aliMHCh ThI (TO €CTh MOJCO3HAHUE).
IToToM nau cnate, a Koraa NpocHebes, crpocu: rotoBo? — Her eme.

Bo3bMu onsITh HEKUH My4OK MBICIEH M OpOCh B MOJICO3HATENIbHBIN MEIIOK U T.
J. U UM TYJISATh, @ BEPHYBIIUCH, cipocH: rotoBo? — Her. I T. 1. B koHIIE KOHLOB,
MOJICO3HAHNE CKaXeT: TOTOBO, M BEpPHET TO, 4YTO €My OBUIO IIOPY4YEHO
(8viuteusnodcennoe — nepeckas muicieu Pamayapaxu. — C. g iy,

Kak gacTo u MbI, 10’%kach criaTh WIK WS TYJSTh, TIIETHO BCHOMHHAEM 3a0bITYIO
MEJIO/INIO, WIIK MBICIIb, WIIK UM, aJipec U roBopuM cebe: “YTpo Beuepa mynpenee”. 1
NeHCTBUTENBHO, TPOCHYBIIUCH TOYTPY, TOYHO MPO3PEBAEM U YAMBISIEMCS TOMY, YTO
ObuT10 HakaHyHe. Henapom ke TOBOpST, YTO BCSKask MBICIb JIOJDKHA MEPEHOYEeBaTh B
rojioBe. Pabota Hamero no/ico3HaHusl ¥ CBEPXCO3HAHUS HE MPEKPAIIAeTCs HU HOYbIO,
KOI'Zla TIOKOWUTCS M OTIBIXaeT TEJO W BCs Halla NPUPOJAA, HU JHEM CPENU CYETHI
MMOBCETHEBHOM JKM3HU, KOT/1a MBICIIb M UyBCTBO OTBJI€UEHbI ApyruM. Ho Mbl HE BUAUM
Y HUYEro He 3HaeM 00 3Toi paboTe, Tak KaKk OHa BHE HAIIETO CO3HAHUS (CO8peMEeHHAs
ncuxono2us noomeepacoaem, 4mo U38eCmHas 4acmy MblCIUMENbHOU 0eamelbHOCU
MOJICEm He 0CO3HABAmbCsl, HO He npekpawamocsi npu smom. — C.U.).

Takxum 06pazom, AJist TOTO, 9TOO 3aBsA3aTh OOIIEHHUE CO CBOMM CBEPXCO3HAHHEM,
HaJ0, 4TOO apTHCT yMeNn “B3ATh HEKHE MYYKH MBICJICH I TOTO, YTOO MX OPOCHUTH B
CBOM TOJCO3HATENbHbIM Memok’. [luma Uit cBepxco3HaHus, MaTepuan i
TBOPUYECTBA 3AKJIIOYAETCS B ATUX ‘‘HEKHUX ITyYKaX MBICTICH .
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B uem ke 3akio4aloTCs ATH IMYyYKH MBICIEH W Tae uXx A00bBaTh? OHuU
3aKJIIOYAIOTCS B 3HAHUAX, CBEIACHUSX, B OINBITE, B BOCIOMUHAHUSAX — B MaTepuale,
XpaHAIIEeMCsl B Halled HHTEUIEKTYalnbHOH, ap(eKTUBHOM, 3pUTENBHOM, CIyXOBOi,
MYCKYJIbHOM M HMHOM maMmsATH. BOT moueMy Tak BaXHO IJIsi aKTepa IOCTOSHHO
MIOTIOJIHATH BCE ATH PACXOIYIOLIHECS MaTepHalIbl, IS TOrO YTOOBI KJIa10Bast HUKOT/a,
He ocraBajach Oe3 3amaca (6e3 npeysenudeHus MOJNCHO CKA3amb, YMO 6 IMUX
CMPOKAX NPOUCXOOUM 6CMPedd BAMCHEUWUX KOHYENYUll CUCmeMbl, U0208CKO20
ceepxcosnanus u agpgpexmusnoi namsmu Pubo. — C.U.).

Bot nouemy apTucty Haj0 0€30CTaHOBOYHO NOMOJIHSTH CKJIaJlbl CBOEH NaMSTH,
YUUTBCA, 4YHUTaTh, HAOIIOJATh, IYTEIIECTBOBATh, OBITh B Kypce€ COBPEMEHHOM
OOIICCTBCHHOH, PEIMTHO3HOM, MTOJIMTUICCKON M WHOMW >ku3HH. 13 3TOT0 MaTepuana u
COCTaBJISIIOTCS T€ IMYYKH MBICIIEH, KOTOpble OpOCaroTCsl B MOJCO3HATEIbHBIA MEIIOK
Ui TIepepaboOTKU CBEPXCO3HAHWA. 3amaBasi paboOTy CBEPXCO3HAHHMIO, HE HAJO
TOPOIUTH €r0; HAJ0 YMETh ObITh TEPIETUBLIM. B MpOTUBHOM cilydae, TOBOpAT Hory,
CIIyYUTCS TO €, UYTO CIIYy4aeTcs C IJIyNbIM peOEHKOM, KOTOpBIH, OpOCUB 3€pHO B
3eMJII0, Yepe3 KaXK/Ible 1M0I4aca BhIPhIBAET €0, YTOO MOCMOTPETh, HE MYCTUIIO JIH OHO
KOpDHU (npumep ¢ pebenkom — moodice nepeckas ¢pazmenma «Paodca-iiocuy
Pamauaparu. ™™ — C.4.)»"",

Takum oOpazom, wuaen CTaHUCIABCKOTO O TIOJCO3HAHUM YKOPEHEHBI B
3amagHoeBponeiickoil gunocodun cepenuubl XIX Beka B COCAMHEHUU C UACSIMH
CeuenoBa n Pubo u moaTBepKI€HBI €r0 YTCHHUEM 10 QHIIOCOPUH U TPAKTUKE HOTH.
Ero coOCTBEHHBI HCHOJIHUTENBCKUH OIBIT NpPUBEN K YOSKIEHHIO, YTO MHOTHE
TBOpUYECKHE MPOOJIEMbI MOTYT OBbITh PELIEHbI, €CIIU aKTEp MEpecTaHeT AyMaTh O HUX
MIOCTOSIHHO M TIO3BOJIUT OTBETaM BO3HUKaThb caMuUM co0oil. IIpumepoM Takux
IJIOJJOTBOPHBIX BCIHBIIIEK MOJCO3HAHUS MOTYT CIYKHUTh KaK CUacCTJIUBas HUCTOpPUSA
coznanust CtaHucinaBckuM poiu JokTtopa Llltokmana, Tak U ©osiee 4aCTHBIN 3MHU307
13 BOCbMOM rinaBbl «PaboTsl Haj co00l B TBOPUECKOM IPOLIECCE BOILIOIIEHUS», TIE
Ha3BaHOB HEOXHMIaHHO IIOYYBCTBOBAJ IIEPCOHAka IO HMMEHH  «KPUTHUKAaH» B
pe3ysbTaTe ciydailHo ucrnopyeHHoro rpuma. CoOCTBEHHO TOBOps, BCA JIUTEpaTypa o
TeaTpe II0JHA pacCKa3oB O TaKUX TBOPYECKUX O03apeHMsIX. MexaHU3MBI
BO3HHUKHOBEHHS BJIOXHOBEHHS 3a CYET IPEABAPUTENHBHON pabOThl MOJCO3HAHMS U
OIUCBIBAIOT — KAX/BIH 10-CBOEMY, HO coryacysch o cyt, — u CyxaHos, u Pubo, u
Pamauapaka. B pesynbrare «auanora» ¢ HUMuU CTaHHMCIIABCKUN XOTS M HE IIpeJIaraet
CBOETO CTPOTOro ONpPENEIEHUS MOACO3HAHUS WM TEOPUIO €0 MEXAaHU3MOB, aKTUBHO
BKJIIOYAeT  MpEACTaBlIeHUs O  OecCO3HATEeIbHOM,  IOJICO3HATEIbHOM U
CBEpXCO3HATEIbHOM B IPAaKTHYECKyl0 paboTry aktepa. [[ns Hero sTto — TaiiHa,
yrpasisieMasi IPUPOI0H, U KOCBEHHO JOCTYIIHAs YePe3 CO3HATEIbHYIO IICUXOTEXHUKY
akTépa.

6. «51 ecMb»

B «Pabore mam ponwio. “Tope or yma”»  CTaHUCIABCKHI, COCIABIIMCHh Ha
aBTOpHUTET eBporneickux yueHbix («IIpodeccop Dnpmap ['eTc TOBOPUT: “TIO0 MEHBIIIEH
Mepe JIeBSTHOCTO TPOLEHTOB HAallel YMCTBEHHOW >XM3HU — IOACO3HATEIbHBI .
Mopcnu yTBepKaaer, 4yTo ‘‘CO3HaAaHWE HE WUMEET W JECATOM YacTh Tex (YyHKIIHH,
KOTOpbIE €My OOBIKHOBEHHO TPHUITMCHIBAIOT '»), CKAXET camoe JIsi HEro TJIaBHOE U3
MOYEPIHYTOro B Hore M IIyOOKO COBMAJAlolIee C €ro JHMYHBIM, BBICTPaJaHHBIM
ombIToM akTepa: «CBepxco3HaHHWE OOIbIIE BCEro BO3BBIIIACT AYIIY YEIIOBEKa, U
MOTOMY MMEHHO OHO JOJDKHO OOJIbIIle BCEro LIEHUTHCS U OXPAHATHCA B HAIIeM

HCKyccTBe» .
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3nech, MOXKalyd, U HAaXOIUTCS caMblii TJIABHBIM NEPEKPECTOK «CUCTEMBI» U
vorn. g HOrM CBEpPXCO3HAHUE CYTh  CBAILIEHHOE COCTOSIHUE, 4Yepe3 KOTOpoe
NPETEHAYOINUN KaHAUAAT B KOHIIE KOHI[OB JIOCTUIacT BOCBMOW U IIOCIIEIHEH
crynean Woru Ilatanmpkamu, HaspiBaeMon — camaoxu. Kak 3ameuaer D. VYaWr,
«camaoxu UMEET MHOTO YPOBHEW, HO BBICIIEE COCTOSHUE MEAWUTALUU B TOM, YTO
KaHAUJAT TOJIHOCTBIO IMOMIOMEH 00beKTOM cBoedl Meaurtaumu. it florm  oOBeKT
meauTauun — bor. Jiis CTaHHCIABCKOTO 06BEKT MEAUTALIH — POIB»

VIMeHHO 11 epeiayu 3TOr0 TPAaHCLEHACHTHOTO COCTOSIHUS €IUHEHHUS C POJIbIO
CraHucliaBCKUM BBOJUT IMOHSATHE <« €CMb». B KakoM-TO CMbICHE, «I €CMb»
CTaHMCIIaBCKOTO — CHHOHHUM TBOPYECKOI'O0 COCTOSIHUS aKTepa B MPOLECCEe HCTUHHOTO
NepeKUBaHUA.

XapakTepHO, 4YTO B COBpEeMEHHbIX wu3gaHusAx «Pamxa-iiorn» Pamauapaku
KOpEHHOE 1 Hero moHsThe «l am» mepeBoauTCcss Ha PYCCKMM MMEHHO Kak «l
ecMby. llomyudaercs, uro Tenepp yxe s3bIK CTaHHCIABCKOrO, 3HAKOMBIM CErOJIHSA
BCEM XOTsI ObI TOHACJIBIIIKE, TOMOTAET OCBOUTH TEKCThl MHIYUCTCKON MYIPOCTH.

Bor kak Pamauapaka BBOIMT pa3jielieHHUE€ BHYTPEHHEM CYTH 4YeJOBEKa:
«Yuutensi-ioru rOBOPSIT, YTO €CTh JBE CTEIICHU B MPOOYKICHUU CO3HAHUS PEATbHOU
CYILLHOCTH 4elsioBeKa. [lepBas cTeneHnb, KOTOPYIO OHU Ha3bIBAlOT CO3HaHHEM “S”, ecTh
[IOJIHOE CO3HAaHUE pealbHO20 CYIIECTBOBAaHUS, KOTOPOE MNPHUXOAUT K YUYEHUKY H
3aCTaBJISIET €r0 3HAmMb, YTO OH €CTh PEaJlbHOE CYILECTBO, MMEIOLIEE >KU3Hb, HE
3aBUCSILYI0 OT Teja, — JKU3Hb, KOTOpasi OyAeT AJIUTHCS, HECMOTPSl Ha pa3pylLleHHE
Tena. Bropas crenenp, KOTOPYIO Ha3bIBAIOT CO3HaHWEM ‘S ecMb’, €CTh CO3HaHUE
€IMHCTBA C MUPOBOW JKU3HBIO, POJCTBA M IOCTOSHHOTO COIPUKOCHOBEHHS CO BCEH
JKU3HDBIO, BBIPAKEHHOI M HEBBIPAKEHHOM» .

N 3nech, moxoxke, CTaHUCIABCKHM OTYACTH HAXOJUT OTBET Ha BOMPOC,
KoTopblid eme B 1906 rogy Tak Mydusl €ro HNpH OCO3HAHMM HEBO3MOXKHOCTHU IS
aKTepa OTAEIUTh CPEICTBA BBIPAXKEHHUS OT PEAJIbHOCTH CBOEro (PU3MYECKOIro Tena.
Morn omyuchIBalOT BIOXHOBEHHOE COCTOSHHME CO3HAHMS, KOTJa YYEHHK IIPO3peBacT
HCTUHY, YTO CO3HaHHE HE TOJIbKO CYIIECTBYET OT/AEIbHO OT MaTepUalbHOIO Teja, HO
u epexuBeT ero. U kak 1y Pamadapaku B cocTostHUH «| @My MpoUCXoauT T1yXOBHOE
€IMHEHHE YYEHHKa C MHUPOBOH >XKU3HEHHOW sHeprueil, Tak ansi CTaHUCIABCKOIO B
COCTOSIHUM «I €CMb)» IMPOUCXOJUT €IMHEHHE aKTepa C pOJIbI0, B KOTOPOM YXOJIAT
OLIYII[EHUE HEJIOBKOCTU U 03a00YEHHOCTh CBOMM (u3nueckum tenoM. Korma akrep
MOTA/IaeT B COCTOSIHUU S €CMbY», «TOT/Ia TYIIEBHBIN U (PM3MUYECKUH anmapar apTHCcTa
paboTaeT Ha ClE€HE HOpPMaJbHO, IO BCEM 3aKOHAM YeJIOBEYECKOW MPHUPOIbI,
COBEPIIEHHO TaK »K€, KaK B JKM3HM, HEB3Mpas Ha HEHOPMAallbHBIE YCIOBHSA
IyGIMYHOTO TBOpYECTBay .

A BOT cnoBa CranucnaBckoro u3 «PaboTel Haj co00i B TBOPUECKOM IpOIECCEe
NMepekuBaHus». Tak W Kaxkercs, 4YTo rojoc TopuoBa—YUHTeNlsl CTaHOBUTCA
TOP>KECTBEH, KOTJa OH OTBEYAET Ha BOMPOCH YUYEHUKOB, JKAXKIAYIIUX MOCBSIICHUS, U
OH BeJIeT MX IO MYyTH, Ha KOTOPOM, BOCXOJ MO CTYNEHSIM, TOJDKHO «HAXOIHUTh
MaJICHBKYIO, TTOUTHHHYIO, YEJIOBEYECKYIO, )KU3HCHHYIO MPaB]y, BHI3BIBAIOIIYIO BEPY,
CO3/AIOIIYI0 COCTOSIHUE ‘Sl €CMb .

— A 4ro Torna 6yner-To?

— byzner TO, uTO Yy Bac 3akpyorwcumcs 20106a OT HECKOJIBKUX MOMEHTOB
HEOMCUOAHHO20 U NOJHO20 CIUAHUA JHCU3HU U300padicaemMoco uya ¢ eauiell
cobcmeennoll dcusHbio Ha cyene (kypcus mou. — C.U.). Tlpousoimer 10, 4TO BbI
MMOYYBCTBYETE YaCTHUIIbI ce0sl B POJIM U POJIU B cele.

— A nocine 4ro?
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— To, 4TO 5 y’Ke BaM rOBOPHIL: IIpaBJa, Bepa, “d eCMb”~ OTJaAyT Bac BO BJIACTh
OPTaHMYECKOi IIPUPOIBI C €€ TI0ACO3HAHIEM»

3neck «1 ecMb» CTaHUCIABCKOTO, B KOTOPOM IPOUCXOIUT «HOIHOE CAUSHUEY
aKTepa U pOJIM, TMEPEKIMKaeTCsl ¢ HOrOBCKOM camaoxu, B KOTOPOW MPOUCXOAUT
MOJTHOE CIIMSHUE YYEeHUKa C O0XeCTBEHHBbIM. Tak, B E€AMHCTBEHHOM TEpMHUHE
«CHCTEMBI», HA3BaHUE KOTOPOTO B35TO U3 LIEPKOBHOCIABSIHCKOTO S3bIKa, 00€PTOHAMU
3a3Bydall CaKpaJIbHbIN 3BYK MOTrOBCKOM MeauTanuu «Om.

ITonsenem uroru.

Ecnu cpaBHUTH BO3HUKIIMKM B XOJAE HAILIErO aHalu3a CIMCOK 3JIEMEHTOB
CUCTEMBbI, B KOTOPBIX OLIYTUM HOTOBCKUUN «IIPUBKYC», C orjaBieHueMm «PaboTel Han
co0OH B TBOPUECKOM IIPOLIECCE TMEPESKUBAHUSY, TO BBIICHUTCS, YTO MBI TIEPEUUCIIUIN
OKOJIO TPETH 3JIEMEHTOB, 00CYk/1aeMbIX B 3Toi KHUre. OTHIOIH HE MaJio!

CozniaBasi cCUCTEMY aKTEPCKOTO TBOPUYECTBA, BIIEPBHIE B UCTOPUU TEATPAIbHOIO
HCKYCCTBAa OCHOBAaHHYI0 Ha 3aKOHAX HMBOM IPUPOJBI, a HE HA 3CTETHUYECKHUX
nocrynarax rearpa, CTaHuCIaBCKUN yeprian HHPOPMALIMIO U3 BCEro KOopIlyca 3HaHU,
HAaKOIUIEHHOT'O YeJIOBEYECTBOM K TOMY MOMeHTY. IllupoTa npoaHann3upoBaHHON UM
0a3pl JaHHBIX BIEYATIseT — OT MmKoJAbl Muxamna lllenkuHa M peaMCTHYECKUX
TpaguUUi PYCCKOM TeaTpalbHOM LIKOJIBI 10 MPAKTUKU XaTXa-Uoru U pajka-loru, ot
TPYAOB puUMcKoro ¢uiocopa KBUHTHIMAHHA A0 MCHUXOJOTUYECKUX HCCIICAOBAHHMA
Teontons Pubo u TpakTaToB HEMEIKON KJIacCHUecKoi ¢unocoduu.

U xorna CraHuCIIaBCKUI HATAJIKUBAJICS HA CXOKUE UJIEU B Pa3HBIX UCTOYHHUKAX,
OH BHUJEJ B 3TOM €I1I€ OJHO MOATBEPKIECHUE IPAaBOTHI CBOMX NMOUCKOB. ONIHU U Te K€
uaen uupkyiaupoBanu B KoHie Xl|X-nauane XX Beka B Hayke, ¢uiaocopuu u
UCKycCTBE. BCHOMHUM MNpOLMTHPOBAHHOE BBIIIE XapaKTEepHOE oOpalleHue iora
Pamauapaku Kk 3anmagHOW Hayke C NPHU3BIBOM OCO3HATh 3HAYEHHE COJIHEYHOIO
criereHus. Ilpu 3Tom u cam Pamauapaka Obul OTKpBIT Ui coTpyAaHuyecTBa. OH He
ToJbKO IuTHpoBan Pubo B «Pamka-iiore», HO M yTBepxkaai, 4yTo «reopus Bocroka,
oOpydeHHasl ¢ IpakTUKOM 3amajaa, co31acT JOCTOHHOe Haceue» . Moxker GbITb,
MO3TOMY 3auMCTBOBaHMe uae u wu3 Pubo, u u3 Horm mnpoucxogmyio Jyis
CTaHuCIaBCKOro0 CTOJIb OPraHWYHO, Hora M Hayka MM HE NPOTHUBOINOCTABISINCH.
bonee Ttoro, B Teopunm u mnpaktuke CTaHMCIABCKOIO OHM HAllIM OJecTsiiee
coequHenune. Cam CTaHUCIABCKHMI XOPOILIO OCO3HABal ATOT KOHTHHYYM: «Bce, uTto s
CKaXxy, B3ATO W3 ICUXOJOTMH W (HU3MOJIOTUM M MOATBEpkKAeHO Horoi». Tak, B
TOPHUJIBHOM OTHE HJel (paHIiy3ckoro mncuxojiora Pubo u amepukaHckoro iora
BBIKOBBIBAJIACh CUCTEMAa PYCCKOIo peopmMaropa CLEHBI.

Bxuag punocoduu u npakTHKH HOTH B CUCTEMY BEITHUK.

Mora BoO MHOTOM OINpEJeIHIa JIGKCUKY CHCTEMBI H CTPYKTYPY €€ PasBUTHS H
U3JI0KEHUS.

Mora nana cucTeMe MHOTOUMCIICHHBIE TPEHHHTH BHYTPGHHEH M BHeIIHEH
TEXHUKH akTepa. (COBEpIIEHCTBOBAaHME 3HAYUTENIBHOIO  UHUCJA  DJIEMEHTOB
TBOPUECKOTO  CaMOYyBCTBUSI cucTeMbl (CTaHHUCIAaBCKOTO M 1O Cced  JEHb
OCYILIECTBIISIETCSI METO/JaMHU, YXOJSLIUMHU B MHOTOBEKOBYIO HOTOBCKYIO TPAIUIIUIO.

Mora momorna copMyTHpOBAaTh CTEpPKHEBOE NPEICTABICHHE CHCTEMBI O
0ecco3HaTeNbHOM U Pa3JIelIeHHH €ro Ha MoJ- M cBepxX- cozHaHue. «lloxco3HarensHoe
TBOPYECTBO TIPUPOIBI YEPE3 COBHATEIBHYIO ICHXOTEXHUKY apTHCTa» .

Mora mojackasama npakmuueckue nymu pPealu3allid OCHOBOIIOJArAOIIEro
IPUHLIMIIA CHUCTEMBL: OT CO3HATENbHOIO — K Oecco3HaTeNbHOMY. B
MIPOTUBOIOJIOKHOCTh 3alaJHOMY MBIIUIEHUIO, MPOTUBONOCTABISIIONIEMY TEIO U
co3HaHue, Hora npennoxuia CTaHUCIABCKOMY LEJIOCTHBIN, XOMUCTHUYECKUN B3I
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Ha 4yenoBeka. CTaHMCIIaBCKHI BOCIIONIB30BAJICS YIPAKHEHUSIMH HOTH, 4TOOBI IIOMOYb
aKTepaM TEepedTH TpaHUllbl, IMOJOXKEHHbIE TIpyOOH MaTepHaJbHOCTBIO TeNla, W,
UCHOJIb3YSl  BBICHIME  YPOBHM  TBOPYECKOIO  CO3HAHMUS,  IpOpBaTbCcs K
TPaHCUEHICHTAIbHOMY, BBICIIEMY.

Mora npemocraBmna CTaHMCIABCKOMY MOJENIb, KOTOPAs BO MHOTOM IIOJIHEE
OTBEYaJla BOIPOCAM CHUCTEMbI O B3aMOOTHOILECHUHU TeJla U JAyXa, YeM COBPEMEHHas
CraHucinaBcKOMY IICUXOJIOTHSL.

Mora HmOArOTOBHIA CHHTE3MPYIOLINE OTKPHITHS Mo31Hero CTaHMCIABCKOTO —
KOHIICTILMIO HEPa3PhIBHOCTU TCUXO(U3NOIOTHUECKOTO OBITUS YEIOBEKa, METOJ
JNEUCTBEHHOI'O0 aHaJIu3a U JTIOJHYIO TEXHUKY, B KOTOPBIX CHCTEMa OKOHYATEIbHO
IpeJicTana Kak LIEJOCTHBIM MOAX0J K TBOPYECTBY akTepa, OOpaleHHBbIH KO BCEM
CTOpOHAM €ro anrapara — CO3HaHHIO, TeIIy U AyXY.

CeronHsi, mHpoWas HCTOpUYECKH OOYCIOBJICHHBI NEpUOJ 3aMaluyMBaHUs
HMOTrOBCKOM COCTaBJISIOLIEH CUCTEMBbI M OTKA3aBLUIMCh OT MPEYBEIUYCHUS €€ 3HAUCHUS
B JlaHb IEpPECTPOCYHON MoOJ€, Mbl MOXXEM BHUMATENbHO, LIar 3a LIarom
MPOAHAIU3UPOBATh B3aUMHBIE [EPECEUEHUsT YUYEHUS HOTM M CHCTEMBL. ITOrO
OCO3HAaHUS U PAaCCMOTPEHUS OJHOTO W3 MCTOKOB MeToAoioruu CTaHHCIaBCKOIO
TpeOyeT cama MpakTUKa COBPEMEHHOM TeaTpalbHOM ku3HHU. JlaHHas paboTa JUIIb
IpeiaraeT HarpaBJeHHs TAKOTO aHAIM3a U JIeJaeT NepBbIe Iarkd Ha TOM IIyTH.

besycnoBHo, Oyayliee ucciaenoBaHUE MOJAPUT HAM €Ill€é MHOTO HMHTPUTYIOLINX
cropripu3oB. B cBoe Bpems Bctpeua ¢ Kparom u Jlynkan 3actaBusia CTaHUCIABCKOTO
chopMynupoBaTh: «S MOHAJ, YTO B pa3HbIX KOHIAX MHUPA, B CUIIy HEBEIOMBIX HaM
YCIIOBUH, pa3HbIe JIOAM, B Pa3HbIX 00JacTIX, C pa3HbIX CTOPOH MIIYT B HUCKYCCTBE
OJIHUX U T€X K€ OYEPEIHBIX, ECTECTBEHHO HAPOKAAIOIIUXCS TBOPUECKUX IIPUHIIAIIOB.
BeTpeuasich, OHI MOPAXKAOTCS OBIIHOCTBIO M POACTBOM CBOUX HACH»

MOXHO TONBKO MpeACTaBUTh, Kak nopasuicsa O0bl caMm Koncrantun Cepreesud,
y3HaB, YTO KHUTH, MPEAJIOKEHHbIE  €ro BHUMaHHIO BO DpaHIMHM YYEHHKOM
Oypsarckoro Oynaucra u3 IlerepOypra u conepxaiiue H3JI0KEHHE YYEHHUS HOroB
npeBHed MHauu, HamucaHbl aMEpPUKAHCKUM aBTOpoM U3 Uukaro. A ero coOCTBEHHBIE
KHHTH IO CHCTeMe, m3jaHHble B MockBe n Hpio-Mlopke, BIOXHOBAT M HEpPECCOpST
BCIO TeaTpaibHyl0 AMmepuky. U mouru depe3 cro JeT uccienoBaTed W MPaKTUKU
TeaTpa 1Mo o0e CTOpPOHBI OKeaHa 3aiiMyTCs MapajulelbHBIM YTeHHeM Pamadapaku u
CTaHUCIaBCKOTO, YIUBIAACH MPEIBOCXUIIEHUIO HMH OTKPBITUH COBPEMEHHOMU
HeiipoOuonorum.

IToucTuHe, 3TOT NOYTH IETEKTUBHBIN KPYTOBOPOT MJIEHW HE JUIIEH TeaTPAIbHON
BBIPA3UTEIBbHOCTH.
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BOOK REVIEWS

In Depth Acting, by Dee Cannon (Oberon Books)

David Matthews

Dee Cannon's In-Depth Acting, published by Oberon Books, is a concise, accessible
and straightforward introduction to Stanislavskian technique. Cannon borrows from
Stanislavski's system, as well as the Method and more recent developments in actor
training; and sifts and discards any elements which are felt to be less useful to the
developing actor. The fine detail and more opaque elements of the system are glossed,
for a pared-down and simple approach to text and action, developing character,
audition technique and so on. Whilst the intended audience for the book is broad, the
opening pages and chapters throw the focus onto younger untrained actors who are
seeking to enter the theatre industry. This begins at the beginning - with childhood
play, acting in front of family members and at social events - then follows these
motivations into young adulthood and the options open (in the UK) to 'young
hopefuls' entering into the profession. Cannon's approach to this task is pragmatic
and goal-orientated: - 'l strongly believe that the actors who apply the system
correctly are the actors who stand the better chance of nailing their audition and
booking the job' (12). This is not, then, an abstract study of the naturalistic in-and-of-
itself acting but a guide which balances process with practical outcomes, skills with
achievements, the craft of acting with concrete performance. Alongside her
professional practice, Cannon has a long association with drama school instruction in
the UK, (as a Senior Acting Tutor at RADA), which underpins the value, if not pre-
eminence, afforded to it here. In-Depth Acting is written in an informal, often

conversational register, which is suited to a younger readership but which may jar
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with more experienced practitioners when told about 'this actor Konstantin

Stanislavski in Russia who had founded a fresh methodology' (17)

Cannon's advice for young actors is wide-ranging - from the hobbies they might
pursue in order to implicitly improve their craft to the type of clothes and mannerisms
they should or should not seek to adopt. There is a slightly generic and reductive view
on what youth culture consists of and why the young actor should avoid immersion,
which essentially boils down to approaching parts and auditions with a degree of
objectivity; to not be playing a part before entering the rehearsal room or audition.
The history of Stanislavski, Adler, Strasberg and the Method (17) is also dealt with
quickly and in little depth - although key terms are picked out in bold throughout the
book, and lists of playwrights and directors offer a steer toward further

reading. Stanislavski and his American disciples are dealt with in a blended fashion,
which underplays much of the historical and social context, but promotes a holistic
approach (developed over the course of Cannon's career) to acting. The middle
section of the book, which examines 'how to develop a character in depth’ comes
closest to describing a methodology for work, and probably adheres most closely to

Stanislavski.

There is much good and focused advice here for young actors approaching unfamiliar
tasks and unfamiliar texts. Cannon offers exercises on demystifying the 'scary'
language of Shakespeare for a young actor, for example by re-writing monologues in
contemporary language to unlock meaning (36). This is potentially a useful exercise
for any actor of any level of experience, but perhaps underestimates the level of

exposure to Shakespeare among young adults and the degree of anxiety that a budding
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actor may feel towards canonical text. The practical task of approaching and audition
provides more solid ground, and Cannon includes some superbly clear and practical
advice on the selection of monologues (39); for example, to choose age appropriate
texts in as much as this is possible, and to look for monologues that have their own
emotional or narrative arc without needing to rely on the wide context of the play
from which they are taken. This leads into more detailed text-focused work in the
form of a list of questions, discussed in detail, that might be used for accessing a
character - who am 1? When is it? How will | get what | want? (46) It is from this
point on that point that the practical and theoretical aspects of Cannon's approach are
at their most cohesive. An appraisal of ‘inner and outer' characteristics and
motivations - wherein the commonalities and contrasts of confident/vulnerable or
charming/insincere are used to create a true, human and accurate portrayal - leads into
a section entitled 'Script Breakdown' and which offers a detailed and focused example

of how a monologue text can be turned into a blueprint for performance (94-95).

In-Depth Acting is clearly intended to be a practical guide for the young actor, honing
their skills for a drama school or professional audition, working independently and
intelligently on unfamiliar materials; and building confidence in their presence and
performance. This makes for an accessible and flexible account, but there are points
where the theory has been curtailed, simplified or re-phrased to detrimental effect.
Aside from the very brief handling of the actual history of Stanislavski and the
Method, the conflation of 'naturalism and realism [as] the same acting style (just two
different names...)' is inaccurate and potentially misleading, especially when Cannon
exacerbates this by stating: - 'l will differentiate the two terminologies by using the

term naturalism as a style of acting that we usually see on TV... I will use realism
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here to define a heightened reality style of acting which is what you need for acting in
the theatre' (126-7). This is not a definition | have encountered in other scholarship
and appears to be a personal perspective. There is no harm in stripping extraneous or
overly complicated theoretical or academic aspects of the system in order to facilitate
the development of young actors but there is a danger that, having passed the practical
test of their drama school audition, the realities of the theory encountered in their first
term will come as a rude awakening. However, this should not detract from the value
of this book as a record of and plan for the practical process of acting in the
Stanislavskian tradition, and how this might be communicated to relative novices in

an efficacious and practicable way.

«Ilorpyxenue B poab» Iln Kannon («O0epon bykce»)
Penensus /[PBuaa Marrhro3a

Kuwra JIu Kannon «llorpyxenue B poib», BblllIeIas B u3aarenbcrse «O0epoH
Byxkcy, npeacrasiser co60if KOMIIAKTHOE, TOCTYITHO U JJOXOAYMBO HAIICAHHOE
BBezieHHe B MeTol CTaHucaaBckoro. K9HHOH 3aMMCTBYET M3 CHCTEMBI
CranucnaBckoro, a Takxe u3 «vmerona» JIu Ctpacbepra u 60see COBpeMEHHBIX
METOAMK aKTEPCKOT'O BOCIIUTAHUS, OTCEHBAst U OTOpPACHIBas 3JIEMEHTHI, KOTOPHIE
MIPEJCTABISAIOTCS MEHEe MOJIE3HBIMU JJIS aKTepa B MEPUO]T €r0 TBOPUYECKOTO
craHoBiieHUs. 711 0OBSICHEHUS] TOHKOCTEH 1 O0JIee CIIOKHBIX AIIEMEHTOB CHCTEMBI
COCTaBJIEH IJIOCCAPHIL, YTO MO3BOJIAET 00ECIIEUUTh KOPOTKUN U MTPOCTON IMYTh K
TEKCTY W JIEHCTBHIO, PA3BUTHIO XapaKTepa, TEXHUKE TPOXOKACHHUS TPOCTYITHBAHUN
T.1. XOTs MpeArnonaraeMas ayJuTOpHsl KHUTH IIHPOKA, IIEPBbIE CTPAHUIIBI U TT1aBbI
npeaHa3HaueHbl, B OCHOBHOM, MOJIOIBIM HETOITOTOBJICHHBIM aKTe€PaM, CTPEMSIIIIUMCS
MIOTIaCTh B Te€aTpaJIbHYI0 HHAYCTpHUI0. HaunHaeTcs Bce ¢ caMbIX a30B: € IETCKUX UTD,
CO CTIEKTaKJIeH, pa3bIrpaHHBIX MIEpe] JOMAITHUMHU U Ha Pa3HBIX MEPOMPUSATHSIX;
MIOTOM MBI BUJTUM, KaK IOHBIE aKT€PhI CTAHOBATCSI MOJIOBIMU JTIOABMH U KAKUE
BO3MOKHOCTH (B BemukoOpuTaHum) CYIIECTBYIOT JUTSl «ITOTAFOIITUX HAJICKIIBD)
JIeBYIIIEK U IOHOIIEH, JKearoIuX OCBOUTh akTepckylo npodeccuto. [Toaxon Kannon
K TOH 3a/1a4e MparMaTu4eH U MpeciieyeT YeTKue elu: «5l yBepeHa, uTo y akTepos,
MPABUIILHO MPUMEHSIOIUX CUCTEMY, OOJIbIIE IIAHCOB YCIIEUTHO MPOUTH
MPOCIYIIMBAHUE U TONYIUTh posib» (12). Takum 0Opazom, 3To He aOCTpaKTHOE
UCCIIeIOBaHHE OBITOBOTO METO/Ia AKTEPCKOTO CYIIECTBOBaHMS KaK TaKOBOTO, a
nmocodue, rjae rapMOHUYHO COUYETAIOTCS MPOLIECC U MPAKTUYECKUI pe3ynnbTaT, HaBbIKU
U IOCTHXKEHHUS, aKTEPCKOE PEMECIIO U KOHKPETHBIE CIIEKTAaKIU. B mocmyxHOM crincke
KsHHOH, moMuMo npodeccnoHanbHOM MPaKTUKU, — MeJarornieckas AesiTeIbHOCTD B
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BenukoOpuTtanuu (B KauecTBE CTApIIEro MIPENoJaBaTelis aKTEPCKOr0 MacTepPCTBa B
Koponesckoii akageMun ApaMaTHYeCKOro UCKYCCTBA), TO3TOMY B KHUTE TPUACTCS
oco0oe 3HaYeHrEe OPUTAHCKOM TeaTpalibHOM MeIaroruke, a BO3MOXKHO, 32 Hel Jaxe
3aKpEIUIEHO ONpeeIEHHOE NpenMyniecTBO. «llorpyxeHue B posb» HanucaHo B
He(hOopMaTbHOM, TIOPOU PA3rOBOPHOM CTHIIC. DTOT CTHJIb YCTPAUBACT YUTATEICH
IIOMOJIOXKE, HO MOXKET BbI3BATh BO3PAKEHHUSI Y ONBITHBIX PAKTUKOB Te€aTpa — K
IIpUMEpY, KOI'/1a OHU IIPOYUTAIOT, yTO «OblI B Poccun takoi akrep Koncrantun
CTaHHCIIaBCKUN, OCHOBABIINI HOBYIO METOI0JIOTHION(17).

CoBetsl K3HHOH MOIIOJIBIM aKTE€paM UMEIOT MIMPOKUI JHaIa3oH: OT X000u n
YBJICYEHUH, KOTOPbIE KOCBEHHO IIOMOT'YT UM YJIYYIIMTh CBOE MaCTEPCTBO, 0 CTUJIA B
OJIC)K/IE WIT MaHEPbI MOBEJCHNUS, KOTOPBIX CTOUT WIHM HE CTOUT IPHUICPKUBATHCA.
3/1ech npeICTaBIeH HECKOIbKO OOOOIIEHHBIN U YIIPOIIEHHbIN B3IJIA]] HA TO, U3 YEro
COCTOMT MOJIOJIC)KHAS KYJIBTYpa, a TAKKE Ha TO, TOYEMY MOJIOABIM aKTepaMm JIydlie
n30eraTh MOJIHOTO MOTPYKEHUS, YTO, B CYITHOCTH, CBOJUTCS K CIIEIYIOLIEMY:
HAYMHAIOUIEMY aKTepy CIeyeT OTHOCUTHCS K POJISIM U IIPOCITYIIMBAHUIO C J0JICH
O6T)€KTI/IBHOCTI/I, T.C., HC UTpaThb pPOJIb 40 TOr'0, KaKk OTKPBUJIMCh ABEPU peHeTHHHOHHOfI
KOMHAThI WM Hadanoch npociymmusanue. Vctoputo CranuciaBckoro, Auiep,
CrpacOepra u «merona» (17) aBTop TOXke paccka3blBaeT KOPOTKO U 6€3 0coO0i
TITyOHMHBI, XOTS KJIFOYEBBIE TEPMHUHBI BBIZICTICHBI )KUPHBIM MIPH()TOM Ha MPOTSHKEHUH
BCEHl KHHTH, a CIIUCKHA C UIMEHAMH J[PaMaTyproB U PeXKHCCEPOB 3a/1al0T HAIPABIICHHUE
nanpHeimero yreHus. Hacnenue CTaHUCIIaBCKOTO U €r0 aMEPUKaHCKUX YYEHUKOB
MIPETIOTHOCUTCS B CMEIIAHHOM CTHJIE: OOJIbINIAsi 9aCTh HCTOPUIECKOTO U COITUATEHOTO
KOHTEKCTa MpeyMEeHbIIIEeHa, 3aTO MPONaraHAupyeTcsl XOIUCTUYECKUN TTOAX0]T K
aKTEPCKOMY MaCTEPCTBY, KOTOPBII COBEPIICHCTBOBAJICS Ha MPOTSHKEHUN BCEH
nesirenbHOCTH KoHHOH. LleHTpanbHas 4acTh KHUTH, /1€ aHAJTU3UPYETCs, «KaK
TOOHUTHCS TITYOMHBI CO3aHUsT 00pa3ay, OJIMKE BCETO MOAXOIUT K OIIMCAHHIIO
METO0JIOTUH PabOTHI U, BO3MOKHO, Hanbosee 6im3ka MeToy CTaHMCIaBCKOTO.

B kHMre HEMANIO XOPOIINX U SICHBIX COBETOB MOJIOABIM aKTE€PAM, CTOJKHYBIIMMCS C
HE3HAKOMBIMH 33/1a4aMH M HE3HAKOMBIMU TeKcTaMH. K9HHOH npeasaraetr MojioiomMy
aKTepy yrnpakHeHUS Ha AeMUCTU(DUKAIHIO «aTyraorieroy» s3pika [llexcrupa:
HampuMep, MOXKHO MEPENUChIBaTh €Tr0 MOHOJIOTH COBPEMEHHBIM SI3bIKOM, UTOOBI
PacKphITh UX cMbICI (36). DTO yIpakHEHHE TOTEHIMAIBHO MOJIE3HO JUTS aKTepa
JI000T0 YpOBHS MOATOTOBKU, HO, BO3MOXKHO, B HEM HEJOOIICHUBAETCS CTENIEHb
3HakoMcTBa ¢ lllexcriupoM MOJIOABIX JIOJEN U BOJTHEHHUS, UCIIBITBIBAEMOTO
HAYMHAIOIIUM aKT€POM Mepe]] KAHOHMUECKUM TEKCTOM. Y MPaKTHYECKUX 3a/1a4 10
MOJIFOTOBKE K MTPOCIYIIUBAHUIO OCHOBA OoJiee npoyHas, 1 KaHHOH JjaeT HECKOIbKO
WCKJIFOYHUTENIBHO SICHBIX U MMPAKTUYHBIX COBETOB IO BBHIOOPY MOHOJIOTOB (39);
HarpumMmep, BBIOMpATh Jy4Ille TEKCThI, KaK MOXHO 0o0Jiee MOAXO0IAIINE aKTepy 1o
BO3pAacTy, U UCKaTh MOHOJIOTH, 00JIajatonirie COOCTBEHHON SMOIMOHATILHON WU
MTOBECTBOBATEIbHOM HUTHIO, YTOOBI HE MPUXOAMIIOCH OMUPATHCA Ha O0Jiee MIHPOKU
KOHTEKCT IbEChI, U3 KOTOPOIl OHU B3STHI. ABTOp HOJBOJUT HAC K MOAPOOHOI paboTe
HaJ TEKCTOM, BBICTPOEHHOM B (hopme crucKka JeTaabHO OMMCAHHBIX BOIIPOCOB,
IOJIE3HBIX JUIsl BXKUBaHUA B poib: «Kto 17» «Koraa 3to npoucxoant?» «Kak s cMory
I0OUTHCS TOTO, Yero Xouy?» (46) BOT B 3TOI 4YacTH MPaKTUYECKUE U TEOPETHUECKHUE
acreKThl noaxoaa KoaHHOH, NeHCTBUTENBHO, CBA3aHBI MEX Ty co0oii. OneHka
«BHYTPEHHHX M BHEIIHUX)» XapaKTEPUCTUK U MOTHBOB — I'Jie OOIIHE YEPThI U
pa3IuYus MEXIy YBEpEHHBIM/PAaHUMBIM WIIH 04apOBATEIbHBIM/HEUCKPEHHUM
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WCIIOJIL3YIOTCS JJISL CO3IaHMSI HICTUHHOTO, YSJIOBEYHOTO M TOYHOT'O MOPTPETa, —
MIPUBOMT HAC K pa3Jieny 1moj HazBaHueM «Pa300p TekcTay, Tlie HaM IpeIosKeH
MOAPOOHBINA U SICHBINA TPUMEP TOTO, KaK TEKCT MOHOJIOTa MOXHO MPEBPATUTH B TUIAH
ero ucnoaHenus (94-95).

Kuawnre «[lorpyxeHue B posib» SIBHO CYKIIEHO CTAaTh MPAKTHUYECKUM MTOCOOHEM JIsI
MOJIOJIOTO aKTepa — JJIsl TOr0, KTO COBEPIICHCTBYET CBOM HABBIKH, YTOOBI IOCTYIHTh
B T€ATPAIbHYIO IIKOJIY WJIM MPONTH NPOCIYIIMBAHKUE B TeaTpe, paboTaeT
CaMOCTOATEJIbHO U BIYMYHBO HAaJl HE3HAKOMBIM MaTEPUAIIOM, 1, KOHEUHO K€, XOUEeT
OBITh YBEpPEH B ce0e M CBOEM MACTepPCTBE. DTy KHUTY MOXKHO PacCMaTpPUBATh KaK
JOCTYITHOE ¥ MHOTOLIEIIEBOE TOCOOME, HO B UHBIX €€ YaCTSIX TeOpus MPe/ICTaBICHA B
TaKOM COKPAIICHHOM, YITPOIIEHHOM WJIH IepedpasupoOBaHHOM BHJIC, YTO Y UATATEIIS
MOXET CIIOKUThCS IpeBpaTHOoe MHeHHE. KpoMe Toro, uro uctopus CTaHUCIABCKOTO
U «METOJIa» paccKazaHa 0YeHb KPaTKO, COCIMHEHNUE «HATypajIu3Ma U peain3mMa [Kak|
OJTHOTO U TOTO K€ CTHJIS aKT€PCKOM UTPhI (MPOCTO HA3BAHUS PA3HBIE. .. )» SBISETCS
HEBEPHBIM U MIOTEHITHAIBHO JIE30PHUCHTUPYIOIINM, B 0COOCHHOCTH, Kora KoHHOH
yCYTYOJISIET 3TO CIEIYIOIINM 3asiBieHneM: «YToObl pa3rpaHuyuTh JIBE ITHX
TEPMUHOJIOTUH, TEPMHUH “‘HATYpaAJIU3M~ UCIOJIb3YETCS 371€Ch TPUMEHUTEIHHO K TOMY
CTHJIIO UTPBI, KOTOPBII MBI OOBIYHO BUJUM TIO TEJIEBU30PY... TepMUH “peanusm’
WCIIONB3YETCS 3/1eCh, YTOOBI 0003HAYUTH MOAUYEPKHYTO PEATHUCTHYECKUN CTUIIh UTPHI,
HE0OXOIMMBII BaM Ui BBICTYIUICHHS Ha ciieHe» (126-7). S He cTalkuBayics ¢ TaKUM
oTpeJieJICHUEM B JPYTUX UCCIEIOBAHUSAX — ITO-BUIMMOMY, 3TO JINYHOE MHEHHUE
aBTOpa KHUTH. HeT H1uero cTpanrHoro B TOM, YTOOBI OUUCTUTH CUCTEMY OT
MMOBEPXHOCTHBIX WK YEPECUyp CIOKHBIX TEOPETHUECKUX M HAYKOOOPa3HBIX
aCTEeKTOB, €CJIH 3TO CIIOCOOCTBYET Pa3BUTHIO MOJIOJIBIX aKTE€POB, HO CYIIIECTBYET
OMAaCHOCTb, YTO, KOTJa OHU MPOUIYT MPAKTUUECKUN TECT HA IK3aMEHaX B
TeaTpaJIbHYIO LIKOJY, IIepBas )K€ BCTpeya C TEOPUEH B €€ MOATMHHOM BUJIE CTAHET
JUTSl HUX HETIPUATHBIM CIOpIIpU30M. Tem He MeHee, 3TO 00CTOSATETHCTBO HE TOIKHO
yMaJsTh EHHOCTH KHUTH B Ka4eCTBE OCOOUS 10 MPAKTUKE aKTEPCKON UTPHI B
Tpaguiuu CtaHuciaBckoro. PacckasaTs HOBUYKaM 00 3TOM TpaJUIIMK B IEHCTBEHHOM
Y IPaKTHYHOU (popMe MOKHO M TAKHM CIIOCOOOM.

Physical Actor Training by Andrei Droznin (Routledge)
Reviewed by David Matthews.

Andrei Droznin’s Physical Actor Training is a mixed-media introduction to Droznin’s
work consisting of a DVD of workshop footage and interviews, and an accompanying
booklet containing two translated essays and an introduction by Paul Allain; who
conceived and edited this project. The workshops recorded here took place at the
University of Kent in 2009, included student actors from Rose Bruford College, and
were led by Natalia Fedorova; who also translates for Droznin in the filmed interview.

It is produced by Routledge.
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Andrei Droznin is a director and movement coach whose distinctive and integrated
system of actor training combines Meyerhold’s biomechanics with Stanislavsky’s
Method; as well as drawing on the influence of other directors and practitioners.
Droznin’s career began in the 1960s in Russia, although his working profile is now
international. He was a founding member of the International Stage Movement Centre
in Moscow and teaches as Professor of Stage Movement at the MXAT School and the

Vakhtangov School.

Paul Allain provides an introduction to the booklet, in which he discusses the thematic
background to Droznin’s work. In the modern world, performers (as people) are held
to be losing touch with the body, and with a sense of craft/skill, as this relates to
performance. This is related to advances in technology and to an ever-decreasing
reliance on the body as a condition of work. Droznin’s approach is both analytical and
holistic — he examines the body informed by his training in engineering and
recognises the interdependence of systems (muscles, skeleton and so on). Droznin
also borrows and melds seamlessly from Stanislavski, Meyerhold and other
practitioners. In the ‘practical essays’ which follow, these ideas are explored in
Droznin’s own words. The first essay, The place and role of physical training in
developing an actor’s body culture, introduces a key theme of Droznin’s work — the
need to remove blocks or brakes that have been placed on the body. This is achieved
through integrated training of the body. An example of this is in the Stanislavskian
notions of psychological and physical actions, which Droznin conceptualises as
cohesive ‘psychophysical integrity.” The holistic aspect is key — according to Droznin:
‘the actor’s body has no single quality that can be developed separately from other
qualities.” This essay concludes with a detailed plan/scheme of workshops and
exercises — ‘The Physical Training of the Actor’ — which serve to anchor abstract
theory in concrete performance outcomes. Built around nine key themes (flexibility,
strength, endurance, speed-training, movement coordination, balance, joint-muscular
memory, dexterity and breathing) this section is a self-contained and very valuable
performance resource in its own right. The second essay in the booklet focuses on
Stage acrobatics in Droznin’s method of physical actor training. Droznin identifies
the extra demand which acrobatics place on an actor’s movement quality and

‘psychophysical apparatus.” There are further links here to Stanislavski, in terms of
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developing the actor’s awareness and readiness to perform. The use of acrobatics to
develop the actor’s onstage working condition is tied to such Stanislavskian tropes as
control, peace of mind and absence of busyness. Droznin also explores the specific
application of acrobatics in performance by discussing the difference between
acrobatics in stage schools and as an athletic discipline. The student actor should
employ his acrobatics training as a means of developing his ‘physical apparatus of
embodiment’ as opposed to mere physical development (although this is also
valuable). This subtle difference is highlighted by the dual aims of a Droznin
acrobatics class, which is divided into strategic tasks (which, for example, raise an
actor’s self-esteem and confidence) and technical tasks (which might expand the

dynamic range of the actor’s movement).

The DVD comprises extensive edited workshop footage. Subtitles and title cards are
employed to identify specific exercises and techniques, whilst a voiceover provided
by Fedorova — alongside live sound from the workshops - serves to explain and
amplify key points. It would appear that the footage has been gathered with this
package in mind — there is extensive use of close-up and slow-motion filming. This
careful framing ensures that the workshop footage is both relevant and accessible to
the viewer. Indeed, this DVD could be used to develop and practice a Droznin-
inspired workshop for actors or students. The exercises are organised into sections:
preparation and stretches, locomotion, basic acrobatics with furniture/objects and
partner work. The format here is linear but the DVD is divided into clearly labelled
chapters, so the viewer can locate specific exercises easily. Concluding the DVD is an
interview with Droznin, with Fedorova providing translation, in which he describes
his earliest influences — a desire to dance to jazz music and seeing Marcel Marceau
perform in 1957. Droznin also discusses his background in engineering and how this
is in dialogue with his work on the mechanics of the body (which is distinct from
Meyerhold’s biomechanics). This interview is narrative and biographical and there are
number of illuminating vignettes relating to Droznin’s artistic development from the
insightful (the collaboration which he formed with the initially insular and reluctant
jazz musicians) to the humorous (navigating a beuroccracy whereby in order to gain
the Diploma in Theatre required to teach at a stage school, he was made to enrol as a
first year student on the same course which he was teaching!)
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This DVD/booklet blends practical and theoretical, primary and secondary sources to
provide a rich resource on Droznin and his work. It has great potential for use as a
teaching or training tool. The mixed-media format also represents an example of best
practice in communicating practical/physical knowledge and ideas — and suggests a
model for the documentation of practice-research. The most logical application is an
aid in running Droznin-inspired courses or workshops, probably in groups owing to

the nature of the exercises.

«®Pu3nyeckuii TpeHUHT akTepa» Anapes [Apo3auna («Paytienx»)
Peunensus I3Buga MaTThI0O3a

«Du3nyecKuil TpeHUHr akrepa» Anapes J{po3HHHAa — MyJIbTUMEANITHOE BBEACHUE B
JesTeNbHOCTD Ie1arora, npeacrasisomnee cooboit DVD ¢ Buaeosanuceio macrep-
KJIACCOB M HHTEPBBIO, a TAKXKE CONPOBOAUTENbHBIN OYKJIET C IByMs CTaThsIMH Ha
aHTJIMICKOM s13bIKe U npenuciosueM Ilona Annena, 3agymaBuiero u
OCYILIECTBUBILIETO 3TOT MPOEKT. MacTep-Ki1acchl, 3alMCaHHbIE HA BUJEO, IPOXOIWIN B
Kenrckom ynusepcutete B 2009 r., 1 B HUX y4acTBOBAJIM CTYJIEHTHI Kosuieka Poy3
Bpydopa. Bena macrep-knaccsl Haranus denoposa; oHa ke epeBouiIa UHTEPBBIO C
JIpO3HUHBIM, BOLIEAIIEE B 3TO U3/IaHNUE.

«DU3NYECKUN TPEHUHT aKTEPa» BBINYILIECH U3AAaTeIbCTBOM «PayTienk».

Anapeii JIpo3HUH — pekuccep U NeAaror CHEHHYECKOTO IBUKEHUS, Ybsl
OpUTMHAJIbHAS! KOMIUIEKCHAsl CUCTEMAa aKTEPCKOTro 00yueHusl coueTaeT OMOMEXaHUKY
Meiiepxonbaa ¢ MeTo1oM CTaHUCIIaBCKOIO; UCIIBITAja OHA BIUSHUE U APYTUX
peXHCCEpPOB U MPAKTUKOB Teatpa. JlestensHocTh [[po3HnHa Havanacsk B 1960-¢ rT. B
CCCP, a Teneps ero kapbepa craia MeXAyHapoJHOU. OH SABJISAETCS COyUpEIUTEIIEM
Me:x1yHapOIHOTO IIEHTpa MO CLEHUYECKOH TutacTuke B MOCKBe, a Takxke
npodeccopom cuennyeckoro apwkenus Hkonsi-ctyaun MXAT u TearpanbsHoro
nHctutyTa uM. bopuca lllykuna.

B cBoem npenucnoBuu k Oykiety [Ton AnsieH TOBOPUT O TEMAaTHIECKOM KOHTEKCTE
nesite’nbHOCTH J{po3HnHa. CoBpeMeHHas TEeHICHIIUS TAKOBA: T€, KTO 3aHUMAETCS
AKTEPCKUM MCKYCCTBOM, TEPSIOT KOHTAKT CO CBOMM TEJIOM, a TAKKE MEPECTAOT
0CO3HaBaTh, YO €CTh PEMECIIO/ MACTEPCTBO B CIIEHUYECKOHN ACATEIHHOCTUH. DTO
CBSI3aHO C TEXHUYECKHUM IPOTPECCOM M C TEM OOCTOSITEIILCTBOM, YTO MBI BCE MEHBIIIC
royiaraeMcst Ha COOCTBEHHOE TeJIo B KauecTBe opyaus Tpyna. [Togxon JIpo3auna
OJTHOBPEMEHHO AHAIUTUYECKUI U XOJMCTUUYECKUN: OH UCCIIEAYET TEJIO C NO3UIUI
Yell0BeKa C MH)KEHEPHBIM 00pa30BaHUEM U OTMEUYAET B3aUMO3aBUCUMOCTb CUCTEM
(MyCKYIBI, CKEJIeT  T.1.). JIpO3HUH TaKkKe 3aMMCTBYET U TAPMOHUYHO O0HEIUHSCT
MeTouku CTaHHCIaBCKOTo0, MeliepXxob/ia U Ipyrux NpakTUKOB Tearpa. B
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«IIPAKTHYECKHUX CTAThAX» Mejaror caM GopMyaupyer 3Ty uaeu. Ilepsas craTbs,
«MecTo U posib (PU3MYECKOr0 TPEHUHTa B COBEPIIEHCTBOBAHUY IJIACTUYECKOM
KYJIBTYpBI aKTepay, 3HaKOMUT Hac ¢ KJIIOUEBOH TeMOIl esiTenbHOCTH [Ipo3HuHa —
HE00XO0AUMOCTBIO N30aBUTHCS OT 32KUMOB U TOPMO30B, MIPUCYILUX TEIy. ITO
JTOCTUTaeTCsl KOMIUIEKCHBIM TPEHUHTOM. [IpuMepoM Takoi paboThI ABISIOTCS UACH
CTaHHCIaBCKOTO O MCUXUYECKOM U (PU3UYECKOM aclieKTax JAeHCTBUS, OTKYIa
JIpO3HHH BBIBOJAHUT KOHIIETIIIUIO «TICHXO(PHU3MUECKON IIEIOCTHOCTUY. XOIUCTUIECKUN
acIIEKT SIBJISIETCS KIFOUEBBIM: [10 MHEHHIO N1E€arora, «y akTepcKoro OpraHn3Ma Het
HU OZIHOTO CBOMCTBA, CIIOCOOHOI0 pa3BUBATHCS HE3aBUCUMO OT APYTHX CBOWCTBY.
Cratbs 3aBepiuaeTcs MoApOOHBIM IIJIAHOM MacTep-KIacCOB U YIPaKHEHUN
«DPU3NYECKUN TPEHUHT aKTepay, O3BOJIAIOLINM IIPUBS3aTh A0CTPAKTHYIO TEOPHUIO K
KOHKPETHBIM IIPAKTUYECKUM JOCTHXKEHUSAM. [IoCTpOeHHBbIN Ha 1€BATH KIIFOYEBBIX
TeMax (rMOKOCTh, CHJIA, BBIHOCIMBOCTb, CKOPOCTHAS IOJArOTOBKA, KOOPAUHALUS
JBUKEHUM, paBHOBECHE, CYCTaBHO-MBbIIIIEYHAs aMsTh, JOBKOCTb U JABIXaHUE), 3TOT
pa3fes SBISETCS CAMOCTOSITENIbHBIM U BECbMa [IEHHBIM UCTOYHUKOM JJIsl aKTEPOB.
Bropas craThs OykiieTa mocBsiieHa CHEHHYECKOH aKkpoOaTuke B PHU3NIECKOM
TpeHuHre akrepa no meroauke A. /Iposnuna. [lenaror paccyxnaer o
JIONOJTHUTEbHBIX TPEOOBAaHUAX, KOTOPBIE aKpOOATHUKA IPEbSIBIIAET KAaUeCTBY
aKTEpCKOT0 JBMXKEHUS, U O «IICUXO0(U3NYECKOM amnmnaparey. Bo3HUKarOT JanpHeimme
cBs31 co CTaHUCIIABCKUM B TOM, YTO KacaeTCsl akTEPCKOro MOHUMAaHMsI U TOTOBHOCTHU
K neiictButo. Mcnonp3oBaHue akpoObaTuku JUIsl MOAIEp KaHUs akTepa B popme
CBSI3aHO C TAaKMMHU MOHATHUAMHU CTaHUCIABCKOTO, KAaK KOHTPOJIb, TyLIEBHOE
CIIOKOWCTBHE U OTCYTCTBUE CYETIMBOCTHU. J[pO3HUH TaK)Ke pacCMaTpUBAET
KOHKpETHbIE Cllydau PUMEHEHUs akpoOaTUKy, oOpalliasi BHUMaHUE HA pa3inyus
MEX]y aKpOoOaTHKOH B TeaTpaJIbHBIX IIKOJIaX U aKpOOATUKOM KaK aTIeTHYECKOM
JUCHUIUIMHON. CTyIEHT, M3y4aroluil aKkTEPCKOE MacTEPCTBO, JOJIKEH UCIIOJIb30BATh
CBOU aKpoOaTHUECKHEe HABBIKU, YTOOBI Pa3BUTh «(U3NUYECKHN anmapaT BOILUIOIECHUS,
a He IPOCTO Ui (PU3UYECKOT0 Pa3BUTHUSA (XOTSA M OHO MMEET 3HaueHHe). ITa TOHKas
rpaHb NOYEPKUBAETCS JBOMHBIMU 3aauaMy akpoOaTH4ecKoro kiacca /[po3Huna:
OHH TOJIPA3/EINIAIOTCS Ha CTpaTernyeckue 3ajauu (K npuMepy, HarnpapieHHbIE Ha
MOBBIIIEHNE AKTEPCKOI0 CAaMOYBaXEHUSI U YBEPEHHOCTH B ce0€) U Ha TEXHUYECKHE
3a/1auu (CIOCOOCTBYIONINE PACIIMPEHUIO TMHAMHYECKOTO TUara30Ha aKTepa).

Ha DVD npezcrasien oOmIMpHBIN MaTeprall, CMOHTUPOBAHHBIN U3 BUA€03anuceit
MacTep-kiaccoB. CyOTUTPBI U 3aroJIOBKU UCIOIB3YIOTCS 1711 0003HAUYEHUS
KOHKPETHBIX YIPaKHEHUI 1 METOMIMK, a 3aKa/ipoBbiii rosioc denopoBoii (BMecTe co
3BYKO3aIUChIO CAMUX MacTep-KJIacCOB) MPU3BaH Pa3bsCHUTD U MOAYEPKHYTh
OCHOBHBIE TeMBL. Cyzsl 10 BCEMY, BUJEO3AMCH OCYIIECTBIISIIUCH CIIELUAIBHO JUIS
BBIIYCKA 3TOTO U3/IaHHUS: 3/16Ch MHOTO KPYIHBIX IJIAHOB U 3aMEIEHHON ChEMKH.
bnarogaps Takomy TIIaTEIbHOMY MOAXOAY K ChEMKE, 3aIIMCH MacTep-Kiacca

coJiep KaTeNbHbI U yIO0O0HBI A1 mpocMoTpa. Ilo cyTu nena, 3TOT JUCK MOXKHO
HCIOJIb30BATh C LENbIO IPOBEACHUS MacTep-Kiiacca AJIsl aKkTEPOB WIH CTYAECHTOB 110
Metoquke J[po3HuHa. YpakKHEHUS ENATCS Ha HECKOJIBKO YacTel: MOArOTOBKA 1
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PaCTSKKH, aKTUBHOE JABM)KEHHE, OCHOBBI aKpOOAaTUKU ¢ MeOeIbIo /00beKTaMU 1
pabora ¢ maptHepoM. Dopmar 3/1ech JMHEHHBIN, HO MaTepuaibl Ha DVD monenensr
Ha 4eTKO 0003HAYEHHBIE IT1aBbl, YTOOBI 3PUTEIIO OBLIO YI0OOHO HUCKATh HY)KHbBIE EMY
yIpakHEHHsI. 3aKIIOYUTEIbHBIM MAaTEePHAIOM Ha IUCKE CTAJI0 HHTEPBBIO C
Jpo3uunsiM (riepeBo ocyiiectieH denopoBoit), B KOTOPOM IEaror pacCKa3biBaeT
O TOM, YTO MOBJIUSUJIO HAa HETO B HaYasle €ro Kapbepbl: 3TO U JKEIaHUE TaHIeBATh MO
JDKa30BYIO MY3BIKY, U BeICTyIuIeHue Mapcens Mapco, yBuneHnHoe B 1957 rony.
JIpOo3HUH Takke TOBOPUT O CBOEM MHKEHEPHOM 00pa30BaHUU U O TOM, KaK OHO
COOTHOCHUTCS C €0 UCCIIeI0BAaHUEM MEXaHUKHU Tela, OTIUYAIOIIUMCS OT
OoroMexaHuku Meliepxonb/ia. ITO HHTEPBBIO MOJAaHO B (hopMe pacckaza U COACPKHUT
ouorpaduyeckue AeTaiu, B TOM YUCIIE PsiI YBIEKATENbHBIX H30/10B
XYA0KECTBEHHOTO pa3BUTHs J[pO3HMHA: OT MO3HABATEIBHBIX (COTPYIHUYECTBO,
KOTOpPOE Mearory yiajioch 3aBsi3aTh C J)Ka30BBIMU MY3bIKAaHTAMH, H3HAYAIIEHO
3aMKHYTBIMH U HEJTIOJAUMBIMH) 10 FOMOPUCTHUYECKUX (OIyX/1aHue 1o Ae0psam
OIOPOKpPATUH — YTOOBI TIOIYYUTH AUTUIOM I10 T€ATPAITbHOMY MaCTEPCTBY,
HEOOXOAMMBIN ISl TIPETNOAaBaHus B T€ATPATBHOM HHCTUTYTE, J{pO3HUH ObLI
BBIHYK/ICH ITOCTYIUTH Ha TOT CaMblil IEPBBI Kypc, Iie caM Ipernoaasan!).

B DVD/6yknere coueTaroTcsi MPaKTHYECKUE U TEOPETUIECKUE, IEPBUYHBIC U
BTOPUYHBIE UCTOYHUKH, JAIOLIME TOAPOOHYI0 HH(pOopMaIHIo 0 J[po3HuHE U ero
pabote. Y 3TOro u3aaHusi — OrpOMHBII MOTEHIIMAI JJIs UCIIOJIb30BaHMS B
MPEToIaBaHUM U TPEHUHTe. MynbTUMeIUHHBINA (opMaT U3JaHus ABISETCS JIyYIIUM
IIPUMEPOM TOTO0, KaK MOKHO MepeaBaTh NpakTuyeckue/ GU3ndeckrue 3HaHus U HJIeH,
a TakyKe 00pa3loM JOKYMEHTAIMH [TPAKTUYECKOT0 HccieloBaHus. Jlornunee Bcero
OBLTO OBI UCTIONB30BATh «DU3MUECKUI TPEHUHT aKTepay» I POBEACHUS KypCOB WIIN
MacTep-KiIaccoB Mo Metoay [po3nuna. Bo3aMoXHO, Takue 3aHSITHS TOHKHBI OBITH
TPYIITOBBIMH, UCXO/S U3 XapaKTepa yIpakKHEHUH.

Victory over the Sun: the first Futurist Opera
edited by Rosamund Bartlett and Sarah Dadswell
(University of Exeter Press)

Reviewed by Kevin Stephens.

This collection of source materials and essays documents the curious anti-opera
Victory over the Sun, staged in St Petersburg's Luna Park in December 1913, with
music by Mikhail Matiushin, libretto by Aleksei Kruchenykh, prologue by Viktor
Khlebnikov and designs by Kasimir Malevich. It was the first futurist opera and very
nearly the only futurist opera, only Pratella's L'Aviatore Dro of 1920 adding to the
limited canon. A context-setting introduction by the editors is followed by a

substantial collection of texts and scores including a facsimile of the original
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published libretto, a full annotated translation by Rosamund Bartlett (quite different,
especially in the prologue, from a 1971 translation), a transcription of the music (of
which more later), biographies of the creators and some contemporary criticism. The
most substantial section is the essays encompassing a wide variety of viewpoints and
extending up to the 1999 Barbican production of the opera as part of its Romance and

Revolution St Petersburg festival, which inspired the production of this book.

Though this 'opera’ has made a big impact in the worlds of visual arts and futurism in
general, its impact on the somewhat enclosed world of opera has been limited. The
main opera reference books fail to mention it, or even futurism, and music reference
books do only a little better. Hardly surprising when all that survives of its music is a
few bars of Matiushin's original music printed in the libretto plus a transcription of the
rest of the music (fifteen pages) by Matiushin's pupil Maria Ender which Catja
Gaebel, in her excellent chapter on the music, assesses as “doubtful that [it] is a true

transcription of the original score”.

This makes the chapter by Margareta Tillberg, Be a Spectator with a Large Ear,
which examines the opera in the light of Matiushin's experiments and theories about
sound, colour and vision, doubly useful. Matiushin was an artist as well as having a
30-year career as a professional violinist. Tillberg examines the opera as a 'public
laboratory experiment' which begins with a spotlight pointing straight at the audience
from the stage thus inducing after-images on the retina. This was intended to “make
visible the 'path' of the image and its 'route of transformation' from the exterior world
to the interior of the brain”. Matiushin hoped that this would “lead to new forms of
artistic experience”. The theory is fascinating and well expounded, but there remains
the slight problem that most of the research mentioned here seems to have happened

after the opera rather than before.

Tillberg has a neat conceit, relating the black-and-white abstract sets by Malevich to
charts in Goethe's On Colour Theory of 1810. These sets are acknowledged in John E.
Bowlt's chapter Darkness and Light as the precursors of Malevich's famous Black
Square and Black Circle of 1915 and thus of suprematism, and he relates the black

circle to the total eclipse of the sun, a different kind of victory over our life source.
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Christina Lodder in her chapter Kazimir Malevich and the Designs, helped by lavish
illustrations of Malevich's sketches in black and white (the sets) and colour (the
costumes) plus two press photographs of the original production, provides detailed

analysis and creates an effective image of how the original must have looked.

Aurora Egidio has some fun with the relationship between Russian futurism and the
initial Italian variety. Marinetti, the author of the original Futurist Manifesto of 1909
visited Moscow and St Petersburg in 1914. It seems there was little meeting of minds,
rather a mutual mistrust tending to rivalry, even though Marinetti's lectures were
wildly successful, attracting large audiences, as had Victory over the Sun a few
months earlier. Certainly Matiushin's music had nothing to do with the intonarumori
or noise machines developed by the Italian futurist Luigi Russolo as his vision of the

future of music.

The Italians, though making waves in visual art, poetry and instrumental music, had
made little impact on the world of the theatre, despite ambitious aims. Here the
Russians were definitely innovators, though in their self-marketing they uninhibitedly
borrowed the Italian techniques of provocative futurist evenings, intensive leafleting
and the creation of scandal. All this helped secure full houses for the rather expensive
opera tickets, as described by co-editor Sarah Dadswell in her entertaining chapter,
Branding the Futurists. Part of the futurists' theatrical intent was to make the audience
part of the performance. As Dadswell describes it, many of the audience were
“already buoyed up for Futurist shenanigans and scandal. [...] they responded to
Victory over the Sun with laughter, whistling, heckling and swearing, their noise at

times drowning out the sound on stage”.

Michaela Bohmig (translated by Rosamund Bartlett), gives a detailed analysis of the
opera and explores its literary background, including its cubist connections whilst
Robert Leach is incisive in his discussion of the work's distinctive dramatic approach.
There are two valuable chapters on the background of Russian theatre by Murray

Frame and Laurence Senelick.

The documentary evidence of the first production, text, music, set and costume
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designs, form the backbone of this superbly produced book, leading inevitably to the
final chapter, a conversation on the 1999 Barbican production between Sarah
Dadswell, its director Julia Hollander and composer Jeremy Arden. The production
was a re-imagining of the original rather than an attempt at recreation, especially the
music which Arden created afresh as Matiushin's fragments were, in his eyes, “pretty
conventional”, though the original text in Bartlett's translation was used and the

overall aim was equally to involve and shock the audience.

Futurism was all about overturning the existing order and reflecting in the arts an
exciting new age of machinery, electricity and power. In Victory over the Sun there
appears a character called strong man of the future. Italian Futurism sadly became
entangled with the future strong man Mussolini, whilst in post-revolutionary Russia
another kind of strong man emerged, Josef Stalin. A rather sad chapter by Anna
Wexler Katsnelson describes how Malevich hung on to the radical image of the black
square, originating in this opera, through all the changes in style forced on him by
Socialist Realism, right up to his death in 1935. Matiushin seems to have survived the
relentless purges through his researches into human perception. One wonders what the
author Kruchenykh, who survived “in obscurity” until 1968, made of the man of steel,
and just how he survived when so many other radical artists fell. Despite his obscurity
Kruchenykh provides probably the best chapter, a full description and analysis of the
opera, dating from 1960.

«Ilodena nag CostHuem»: nepsasi GyTypucTHUYECKas onepa
Ilon penakumeii Pozamyna Baprier n Capsi laacysinn
(M3parenbcTBO yHHBepcuTeTa Jk3erepa, 2012: ISBN 978 0 85989 839 3)

Penenzusa Kesuna CtuBenca

DTOT COOpPHUK CTaTel M MaTepuasoB MOCBSAIICH HEOObIYHON aHTH-omiepe «[lobena
Hajg ConHIlemM», TocTaBleHHOH B ieTepOyprckoM Jlyna-mapke B nekadpe 1913 roxa;
My3bika Muxanna MartomuHa, Tuoperto Anekcest KpydeHbIx, XynokecTBeHHOE
opopmienue Kazumupa ManeBuda. 1o Oblia miepBasi ¥ IPAKTUICCKUA €TUHCTBEHHAS
byTypucTiHUeckas onepa, BeAb TOJIBKO €Ile OHO Mpou3BeaeHue — «ABuarop Jpo»
[Tparennsr (1920) — MO’KHO OTHECTH K CTOJIb pekoMy KaHOHY. COOPHUK OTKPBIBAETCS
BCTYIUICHHEM, B KOTOPOM PEIAKTOPbI-COCTABUTEIN PACCKA3BIBAIOT O KOHTEKCTE
BO3HHUKHOBEHUS OTIEPHI, 3aT€M CIIeAYeT 3HAYUTEIbHBIM KOPITYC TUTEPAaTYPHBIX U
HOTHBIX TEKCTOB, B TOM YHCIIE (PaKCUMUIIE OIMYOJIMKOBAHHOTO OpUTHHAIIA JTHOPETTO,
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IIOJIHBIM aHHOTUPOBAHHBIN IIEPEBOJ, BBINONHEHHBIA Po3amyny baptier,
TPaHCKPHUIIIIKSA MY3BIKH (TIoApoOHEee 00 ToM HUKe), Onorpadun co3marencii u
paboThl cOBpeMEeHHBIX KpUTUKOB. Hanbomee cymiecTBeHHBIM IPEACTABISIETCS pas/el
CTaTei, Iie OCBELEeH NPOKHUI uana3oH MaTepuasoB, BIUIOTh JJO IOCTAHOBKH OIEphI
B bapOukan-uentpe, ocymectsieHHoi B 1999 1. B pamkax ¢ectuBais Ha
nerepOyprckue TeMbl «POMaHTHKa U PEBOIIOLMS U BJOXHOBHUBILEH aBTOPOB Ha
CO3aHMUE 3TOM KHUIU.

Xota «Ilobena Hax ConHiiem» BHeca 00JIbIION BKIIaA B H300pa3sUTeIbHOE UCKYCCTBO
B IIEJIOM ¥ (PyTYpH3M B YaCTHOCTH, €€ BIIMSHUC HA B OOIIEM-TO 3aKPBITHIA MUP ONIEPHI
OKa3aJ10ch HeBeNMKO. OCHOBHBIE ONIEPHBIE YKA3aTeIH HE YIIOMUHAOT HUA O HEH, HU O
byTypHu3Me, 1a U B My3BbIKaJIbHBIX CIPABOYHHUKAX CHTYAIMsl HE HAMHOTO JTy4IIe.
CTouT M YAUBIATHCS, YTO B MY3bIKaJIbHOM IIJIAHE OT 3TOW ONEpbl OCTAIUCH JIUIIb
HECKOJIBKO TaKTOB OpHFHHaHLHOﬁ MapTUTYPLI MaTIOIHI/IHa, BKJIFOYCHHBIX B JII/I6peTTO,
IUTIOC TPAHCKPUIILIUS OCTaIbHON MY3bIKH (IISITHAILATh CTPAHHULL), OCYIECTBICHHAS
yuenuuel Marrommna Mapueit Ouzep. B cBoeii npekpacHoit riase Kars I'ebens
nuieT: «COMHUTENBHO, YTO 3TO MOIMHHAS TPAHCKPUIILMS OPUTMHATBHOM
IIapTUTYPBD.

B cBsA3u ¢ 3TUM BIBOIHE MOJIE3HOM MPECTABISIETCS HanMcaHHass MaprapeToit
TunsOepr masa «byap 3pureneM ¢ GOJIBIINM YXOM», TJI€ Ollepa UCCIEAYETCS B CBETE
9KCIIEPUMEHTOB U TeOopuii MaTIOInHA, TOCBALEHHBIX IBETOBOMY 3peHHMI0. [loMrmo
TOTO, 4TO MaTIONIMH B T€UEHUE TPUALIATH JET ObUT IPO(PECCHOHATBHBIM CKPUIIAUOM,
OH elle U XyAoxHHUK. Tuiab0epr paccMaTpuBaeT onepy Kak «IyOIHyuHbIN
nabopaTopHbIi SKcTIepuMeHT». HaunHancs oH Tak: mpsiMo Ha MyOJIMKY CO CLIEHbI ObLI
HampaBJIeH MPOKEKTOP, YTOOBI BHI3BATh MOCIEAYIOIIEE MOSIBIICHNE HA CETYATKE APKUX
n3o0paxxkeHunid. TakuM 00pa3zoM, cO3aTeNn CIEKTAKIISA CTPEMHIIUCH «CIENaTh
BUJIUMBIM “IIyTh” 00pa3a u ero “mMapuipyT npeodpaxeHus” IO IyTH U3 BHEIIHETO
MHUpa BHYTPb MO3Tra». MaTIOINH HAAESJICs, YTO 3TO «IIPUBEJET K HOBBIM (popMam
XY0’)KECTBEHHOTO OIbITa». Teopus yBIIEKaTelIbHA U XOPOILIO U3JI0KEHA, HO €CTh OJIHA
3arBo3/jKa: OOJBIIMHCTBO UCCIEIOBaHUN MaTiolrHa, YIIOMSIHYTBIX B 9TOH IJ1aBe,
MIPOBOJWIIMCH YXKE nOC/e TOU ONEpHl, a HE JI0 Hee.

Tunp6epr BbIABUTAET U3ALIHYIO KOHIIETIIHIO, CBSA3BIBAIOIYIO UePHO-0elble
abcTpakTHble Aekopau Manesuya ¢ Tabnunamu u3 kauru Iere «K Teopun niseta»
(1810). B cBoeii rmaBe «Tema u cBeT» [[koH boynT numier 06 3TUX AeKOpanusax Kak o
MpeBECTUN 3HAMEHUTHIX paboT ManeBnuya «HepHslil kBagpar» u «UepHbIi Kpyr»
(1915), a cnenoBarenbHO, U cynipeMaru3Ma. boynT cBs3bIBaeT YEPHBII KPYT € MOJHBIM
COJIHEYHBIM 3aTMEHHEM, HHBIM BapUaHTOM 1100OE/IbI HaJ HCTOYHUKOM HallleH XKU3HH.
Kpucrtuna Jlonnep B mase «Kazumup ManeBud v 3CKUA3bI», MEAPO
MPOMILTIOCTPUPOBAHHOM YepHO-0EIBIMU SCKU3aMU JIEKOpPaUi 1 LIBETHBIMH —
KOCTIOMOB, a Takxe IByMs (oTorpadusiMu nepBoi IOCTAHOBKH, B3SITBIMU U3
MIEPHOANKH, co3aaeT d3PGEeKTHBIN 00pa3 TOro, Kak JOKHA ObLIa BBITTISICT
MIOCTAHOBKA C YEPHO-OEIBIMH JEKOPALIUAMH, MEHSIOIIUMUCS B KaX /10 cLieHe
O1aromapsi IBETHOMY OCBEICHHUIO.

Aypopa Orunuo He 0e3 yIoBOIbCTBUS PACCMOTpEa OTHOILIECHHS MEX Ty QyTypru3MOM
B Poccuu u npeaniecTBoBaBIleld €eMy UTaIbIHCKOW pa3HOBUAHOCTHIO. MapuHETTH,
coznarens nepsoro «Manudecta pyrypuzman (1909), mocernun MockBy u CaHKT-

251



[etepOypr B 1914 roxy. [Toxoke, eAMHCTBA B3MISAIOB y PYCCKUX U UTAJBSIHCKUX
(GbyTypuCTOB HE BO3HUKIIO, CKOpee, ObLII0 B3aUMHOE HEAOBEpHE, MEPEXOsiee B
COIIEPHUYECTBO, HECMOTPSI HA TO, YTO JIEKIIMM MapUHETTH N0JIb30BAINCH ITYMHBIM
yCIEeXOM M COOMpaIN OTPOMHYIO ayTUTOPHIO — ITOJ00HO TOMY, KaK 3TO ObLIO C
«ITo6enoii Hag ConHIleM» HECKOIBKUMH MECSIaMH paHbliie. be3ycioBHO, MKy
MY3bIKOM MaromnHa 1 «<MHTOHAPYMOPW» WA IIYMOBBIMA MOAYJIATOPaMH,
pazpaboranabMu Jlynmxu Pyccono u oTpaskaBIIMMU €ro IpeACcTaBIeHre O OynymemM
MY3BIKH, HE OBLJIO HUYEro 001Iero.

XOTs UTANBSHIBI U OBLIIM BOBMYTHTEIISIMU CIIOKOMCTBUS B cpepe n300pa3uTeIbHOrO
HCKYCCTBA, I033UU U HHCTPYMEHTAJILHON MY3bIKH, UX BIUSHUE Ha MUp TeaTpa — Ipu
BCEX MX aMOMIIMAX — OKa3aJ0Ch BeCbMa HEBEIHNKO. B 310l cdepe 6e3ycnoBHBIMU
HOBAaTOpaMu CTaJIM PYCCKUE; IIPU 3TOM JJIsl IPOABHKEHUSI CBOETO UCKYCCTBA OHU
CBOOOTHO 3aMMCTBOBAJIM UTAIBSIHCKUE TEXHOJIOTUN (DYyTYpUCTHUYECKUX BEUEPOB C
AJIEMEHTaMU MPOBOKALIMM, aKTUBHOM pa3Jauu JIMCTOBOK U CO3/1aHus cKaHaana. Bee
3TO MOMOTAJI0 COOUPATh MOJIHBIE 3aJIbI, XOTSI OMJIETHI HA OTIepy CTOUIIU HEJIEIIEBO,
CyJsl IO TOMY, UTO MUIIET copenakTop uznanusi Capa Jlaacysin B cBoei
yBIleKkaTenbHOU TaBe «[IponBmkenue QyrypuctoB». OT4acTu TearpajibHbIe
HamepeHust PyTypUCTOB 3aKITFOYAIUCH B TOM, YTOOBI 3PUTEIH CTAJIN yIaCTHUKAMH
npencrasienus. Kak numert /{aacyain, MHOTHE 3pUTeNn ObUTH «yXKe pa3orpeTsl U
TOTOBBI K (YyTYpUCTHUECKUM MPOJEIIKAM U CKaHAaly. [...] OHU pearupoBajiu Ha
“ITo6eny Hax ComHIIEM” CO CMEXOM, CBUCTOM, BBIKPUKAaMH U PYTaHblo, U 3TOT IIyM
MOPOI MEPEKPHIBAIT 3BYKOBOU AT CIIEKTAKIISD.

Muxasna bemur (nepeBon Po3amyna baptiier) npeacrapiseT HalieMy BHUMaHHUIO
NoApOOHBIN aHAIN3 OEPhI U U3yYaeT ee JIUTEPaTyPHbIN KOHTEKCT, B TOM YUCIIE CBSI3U
¢ kyousmom. Kpucruna Jlonaep croins ke 1eTallbHO aHaIM3UPYET ICKU3bl ManeBnya,
a Pobept JIny nmpoHUIIaTENbHO MUILET O CAMOOBITHOM T€aTpajbHOM METO/IE
ITOCTaHOBKH. 3/1€Ch TaK)Ke MPECTaBIICHBI JIB€ BakKHbIE T1aBbl Mioppes dpeiima u
Jlopenca CeHenuka, BOCCO3JAOLINE PYCCKUN Te€aTpaabHbId KOHTEKCT.

JIOKyMEHTaJIbHBIE CBUIETENBCTBA IEPBOM NOCTAHOBKH — TEKCT, MY3bIKa, SCKU3bI
JIeKOpaluii 1 KOCTIOMOB — (QOPMHUPYIOT OCHOBY 3TOM MPEKpacHO W3JaHHOW KHUTH, U,
KOHEYHO e, TIOABOJIAT HAC K 3aKIIIOUUTENbHOM TIaBe, I7ie MOCTaHOBKY bapOnkaH-
nentpa (1999) obeyxnaror dancysmn, pexxuccep xymust Xommauaep U KOMIIO3UTOP
Jlxepemu ApzieH. D10 OB CKOpee CIIEKTaKIb [0 MOTHBAM PYCCKOM MOCTaHOBKH,
HEKEJH TOIBITKA €€ peKOHCTpyKumu. Hanpumep, ApAeH Hanucan COBEPIIEHHO
HOBYIO MY3BIKY, IOCKOJIbKY COXpaHUBIIHECs (hparMeHThl MapTUTypbl MaTiomuHa
MOKA3aJIMCh EMY «IOBOJIBHO TPAAUIUOHHBIMIY. [TpH 3TOM OBLT HCTIONB30BaH TEKCT
OpUI'MHAJIA, IEPEBEACHHBIN bapTiieT, Takke He 0TKa3aJIuCh aBTOPBI CIIEKTAKIISA U OT
UJIeN BOBJIEKAaTh U IMIOKUPOBAThH 3PUTEIIS.

@yTypUCTBI CTPEMHIIIUCH CBEPTHYTH CYIIECTBYIOLIUI CTPOI U CTapanuch NpUOIU3UTD
YAUBUTENBHYIO 3I0XY MalIMH, 3JIEKTPUYECTBA U HOBBIX BO3MOXKHOCTEH. «[lobena Han
ConHilemM» U SBJISIET HAM TAKOTO CUIIBHOTO YyesioBeka Oyayiiero. UtanbsHckui
GbyTypH3M, K COXKAICHHIO, OKa3aJICs CBSI3aH C CHIIBHBIM 4eJI0BEKOM MyccolnHy, Toraa
KaK B IIOCJIEPEBOJIOIMOHHON Poccuu nostBUIICS Ipyroi CHIIbHBIN yenoBek — Mocud
Cranun.

B cBoeil noBonpHO rpycTHOM cTarbe AHHA Bekcnep KanHenbcoH pacckas3biBaeT, uTo
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ManeBud He OTKa3bIBAJICs OT paAUKaJIbHOIO 00pa3a YEPHOIO KBapara, BIIEPBbIE
BO3HUKIIETO B 3TOM omepe, 10 camoil cMepTu B 1935 1., HECMOTps Ha BCE U3MEHEHHUS
CTHWJIS, K KOTOPBIM €r0 IPUHYKJaJ COLMaINCTUUeCKui peanu3M. Komnosurop
MaromuH, 1o-BUIUMOMY, yIIeJen Oyiarofapsi CBOUM HUCCIIETOBAHUSIM YEJIOBEUECKOTO
BocupusTus. [loneBose 3aaenibcsi BOIPOCOM, KaK BOCIIPUHSI CTAJIbHOTO YEJIOBEKA
BO BJIACTH aBTOP JHOpeTTO KpydeHbIX U Kak OH, CKOHUYABIIUICS «B 3a0BEHUN» B
1968, cMor BBIKUTH B TO BPEMsI, KOIZla MHOTUX 3KCIIEPUMEHTAIIBHBIX XYI0KHUKOB

YHHUY

253



