The Second Eavolution in Eussia
occurred in February 1917; the
Taar was forced to abdicate and a
Provislonal Covernment was
formed. Then, on the night of the
25th of October, the Bolshevik
uprising began in St. Fetersburg.

Un the 2&th of Uctober, the Art
Theatre performed The Cherry
Orchard. There was an air of
tension in Moscow, and soldiers
wEre massing outside the Rremlin
Yet, at this revolutionary times,
the theatre was performing a play
that sympathetically portrayed

the life of the landed gertry, the
very class the Kevolution was
directed against. The actors
backstage were worried They
wouldn't be able to finish the
performance. " They ll drive us off
the stage,” they said.

In fact, the audience sat
spellbound. It was as If,
Stanislaveki said, they wanted to
wrap themselves up in the play's
atmosphere, and say farewell to
the old lite forever. The
performance ended with a

tremandous ovation




Stanislaveki was never very politically aware; but it
seems he welcomed the Esvolution - although it
maant the family business was taken into atate
ownigrship, and his personal fortune was lost. He
dlways belisved that theatre should have a social
and educational function. Now he saw the Revolution
as the opportunity to spread knowledae and
enlightenment. New audisnces were flooding to the
theatre | and they cames “expecting something
important, something they had never seen before”
During the Civil War that followed the
E=volution (betwesn the
"REads” and the counter
revolutionary “Whites®),
Lhare was severs

sconomic hargship ;
but Stanislavak
arguad that art
must b preserved,
He declared:

Theatre is not a luxury in the life of the
people, but a necessity.
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The years following the
Esvolution saw an explosion of
theatrical activity, and
experiments in new forms such
as futurism and conetructivism,
but the Art Theatre iteelf
seemed to be stagnating.
Stanislavski feared it had lost
ite purpose and direction. There
were rumours that it would be
forced to close. The company
had split in two when a group of
actors, touring in the Ukraine,
were cut off from Moscow by
the Civil War. This included
Fachalov and Enipper. They wers
only reunitéd with the main
company in 1922. Fartly as a
result, between 1917 and 1922
the theatre staged only one new
production, Byron's Cain. This
kiblical drama was a strange
choice for this revolutionary
era, and the play only

I£ Hheve is one
theatve from Hhe

past, which we wust .
save and presevve - it | L&"
is, of course, the Avt

Theatve!
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lasted for sight performances.
The repertoire was stuck in the
past, and the company was
increasingly attacked as
outmoded and even “counter-
revolutionary.” The critic Viadimir
Blyum said that it represented
the best in Euselan bourgeois
culture - but it had died a
natural death on the night of
the October Eevolution, when
the bourgeois class was
overthrown,

Some left-wing critics, indeed,
wanted to see the abolition of
all “pre-Revolutionary™ art. But
Lenin aaid,

|
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In 1218, Stanislaveki was asked to work with the Bolshol Opera, to help
singers to develop as actors. He agreed to form a Studio for young
artists. He wanted to show that a singer must aléo be an actor, and

five through the role.

Stanislaveki himself in his zarly years had hoped to become an opera
singer, but his voice was not strong enough. He had trained with Fyodor
Komissarzheveki (one of the co-founders of the Society of Art and
Literature), and together they explored the idea of movement in rhythm.

Now in the Opera Studio,

Stanislavekis Interest in
""'n-.\' e rhythm was renewed. The

O_ focus was not only on the

rhythm of outward
movemeant, but also - and
more importantly - on
inner rhythm.

There is a “femipe” and a
“rhythm” in everything
we do. You experience
quite a different tempo-
rhythm when you are
sunbathing on a beach,
Chan when you are
waiting for a job

IEaryiesn

A sense of tempo-rhythm on stage, Stanislaveki argued, makes you act and
even breathe differently. Thie was an important development in the Stanislaveki
"system”; in his work with actors, he increasingly emphasised the need to find
the right tempo-rhythm for every moment in a scene.
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I March 5 1921,

s

Stanislavaki was given a new

home at © Lzontvevsk
Lare, On the -I:..-_-_ floor thers

wag a8 |arae Pallroom that
Stanislavski determinad to use for

“chamber” productions by the Upera Studio,

g — - . s 1SFFD & - S -
B -q-. :1 with | __..I.Fr"a Cinegin it ".I.-"._" .\__.:r:: -:? the opera of « I-_u-:l
Lo s 1 - & =
Stanislavski created a real sense of the world in which the characters
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macharsk] sansesd an l',-"-" - T_':. BEtwesn the .--.:I-1:|-|.-|-. -4 the mus

the inneEr Fivthm of the actors
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n 1921, the Firat Studio stageé:
trindberg s Erik XV, directad by Evgen
4
BENTANG Ehtanaoy was one of __i
'_-:'_J' =1 el H fEd the Art "':;‘
Theatrs in 1211, and beaan to act and E
t. e T i AlA fact =

>tanislaveki declared that he could =
yatem better than | can™ -‘i
g

he &= askad Vakhtangoy © ach him

wr B .'_'J-rr-" whzrn he was working
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Up Fo wow, the studio, true ]

bo Skamislavski's teaching,
has dogaedly aimed for
tHhe wmaskery of inner

expevience 'pevezhivanie”.
Now the studio is entering a
peviod of seavch For new
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He wanted a vivid and theatrical “grotesque.”

|  style of performance - or, as he Stanislavski debated the concept

| termed it, “imaginative realism.” with Vakhtangov and later

| Inthe search for “new forms,” he recorded their corversation. He

| became interested in the concept argued he had seen few real
of the “grotesque,” which he “grotesque performances in his
defined as acting which went time (Salvini's Othello was one
beyond “realism” into new realme exampile). The “grotesque” does
of fantasy and exaggeration. In not mean external exaggeration
Erik XI¥, non-naturalistic make-up with no internal justification.

was used to créate a sense of the

o I
No, a real grotesque is the outward, most vivid and bold '

Justification of a tremendous inner content, exhoustive to the |
point of exaggeration. An actor must not only feel and live

through human passions in all their component elements - they |
must be condensed and made visible, irresistible in their
expressiveness, oudodous ond bold, bordering on coricature.

— f’ .;"_
-
"
/ﬁj
N
Simg ticking a8 crooked
Fl.l:r A " |-'|_'-_._""__|‘J -
a8 Vakhtangov did in Erik
4 k) i doeEs Aot rEgte The
arotasag =
'IL.
\
A
b1
P
(A

To inflate something, which is not there,
to inflate emptiness - that makes me
think of blowing soap bubbles.
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Did you believe them? |

always demand that they
really live on the stage -
cry, laugh...

Three months later,
Vakhtangov died.
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Stanislavski and Meyerhold have been portrayed as theatrical opposites:
pne concerngd with inner “content,” the other with external “form™: one
celebrating “truth of feeling,” the other “theatricality” But this is

Birr p1i51:i|:.

Meyerhold was one of the Art Theatre's most persistent critics, though
he continued to profess his admiration for Stanislaveki personally. *| am
Stanislaveki's pupil,” he declared ; and Stanislaveki called him hm

“prodigal son” Meyerhold observed:

The assertion Huat Meyerhald
and Stamnislayvski are smbpodes is
wreng. This wolion is weamingless in
such am ossified and stabtic Fovm,
| Meither Stamislavski wor Meyerheld
vepresents something completed.
Both are in & constant process of |

change.

Whan Meyerhold saw Sta v Bk i f
= B g Heart he aald that b AT Y '
gy ] f B rhat et Ll '_ . [k ¥
wr Today at the Art "r-.-ll_.a-" =t anialavek mush
idmirad Meverhold's production of The Warrant
1925): he said that in the third act, Meyerhold
had achisved “what | have dreamed of” :
asnas oF the “asrnuine _:I =" In later
. | r - - r PO -
JEAFE, ¥ £y Fcla M ided that the two mear
werd ultimately working towards the same
goal: combining the actor's creativity, with
3 E g1 At TN, -
the demand: f theatrical Frvemm “|.-..-\.._I R s

- ke Hae puilders of & Fumuel under Hae

Alps: ke is coming From owe side, and | From Hae otbler, but
sovEwhere tn Hae widdle, i-li.ull-"..r3|-|-..m,'ln;.l':,.-f we wath ek
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i 1922, the Art Theatre began a new tour abroad, to
Europe and America - partly in order to ralse much-
negded incomé; but it also gave The company the L

chance to regroup, and reflect on te future E

When they sailed into New York in January 1923,
they were greeted with suspicion in some ,"-,h
quarters; indeed, before their arrival, the (| 1
¥
A

American Defence Society protested against L~y

the wvislt, declanng that the company wers 15
a ¥ (fir *..H'JE'*.

Soviet spies and would use profite from the T il
j L
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hod been sold ond written in Europe - that we
had chosen Tear Fyodor to show o weak tsor,
The Lawer Depths to demonstrate the tirength of
the proletoriat, and Chekhov's plays to llustrate

We've brought the plays we were asked to bring, and no
others. They were asked for becouse they are the most typical
of an earlier period of the Art Theatre, and because we
performed them in Europe in 1906 and just recently. And

America wants to see what Europe already knows.

eft a lasting inf
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ritice and audiences
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mportant lessons for American actors - “trying to play together instead of
competing”; Jamh:rpmg the art of axpressive listening”. and “learning the
technique of playing spontansously after long experience with their roles.”
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American theatre practitioners
wanted to know more about
Stanislaveki's methods. Richard
Boleslavsky had been an actor
and director with the Art Theatre;
he appeared in A Month in the
Country and directed The Wreck of
“The Hope™ at the First Studio. He
emigratad after the Eavolution,
and he was Iin New York to greet
hig former collzagues when they
arrived in 1923, Articles by him
about the Stanislavaki “system™

It was marvellous training. It was thorough
and complete, well rounded and systematic,

appeared in magazines, and they
were later assembled in the book,
Acting: The First Six Lessons. In
1924, he founded the American
Laboratory Theatre.

Among ite early

mMamPers wers
Stella Adler,
Harold Clurma
and Lee
Strasberg
Adler said :

-

at an unmatchable level. And remember, we all

had the recent model of the Moscow Art

| STELLA ADLER

Theatre players to goad us, and to inspire us.

z - N LEE STRASEERE

e'

The programme included work In
affective and sense memory.
Clurman said that thie was “the
element that most excited many
of the Lab's actors™ - it was so
novel,

In 1931, Clurman, Lee Strasberg
and Cheryl Crawford founded The
Group Theatre. From the
beginning, Strasberg hoped to
develop a shared approach to
acting in the company, through
improvisation, and through
exercises in affective mamory.

CMHERYE
CAR AR L
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Clurman recalled:

The fivst effect on Hhe actors was
Humt of o mivecle.. Heve at last was &
| key bo Haat elusive inavedient of the
| stmae, brue ewohion. And Shrasbers was

o Famabic on Hhe subject of brue
ewotion. Everything was secondary bo it

But more than one actor i
with the Group came to |
éi resist this emphasis on

affeactive memory. Fhosbe
Brand sald ;

| lewt wyseld be i for a while - it is valunable for a young actor bo 90
Harouah ik, buk ik is koo sublectve. Ik wakes For a moody, personal, selé-
inﬂ.ulﬂchb- nﬁih:. ghvle, e Mgt o mckor 1f an @mconn] e clumeine
Haab o just oe Fuwrmed ow. Emobon coan't e wirked For i Humk sy

it is venbher o result of rutful action in given civcumshances. Lee
mfighed on wovking each litHe moment of affective mewory | we were
always going backwards inke cur lives. b was painful to dig back... Lee
| crippled a lok of people.

e
S - - - B F - - & - - r = 2
Another actor, Margaret Barker, recalled how Strasberg, to prepare her
al )
o rrale i The A . ars by 11951 o - s
D 8 | Fi- - A ¥ il | ], FTLE a ¥ Arga Chvicr 8
[ ] r'r__| R E S My F mmats R 1 DEEF K | Thne WEAr DETOM® - Uft

thought | was going to crack.”
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In 1234 Stella Adler met Stanislavski in Farls and told him that in using
the “Method™ she had stopped enjoying her acting. She did not like

affective memory at alk "l aaid | thouaht it was sick.” He replied:

H my System
doesn’t help you,
don't use it ... but

-' - - - - - - -
Stanislaveki told her that he now only used

affective memory when all eles failed, He stressed,
natead, the importance of action, and creating a

" 4 1]
seore of the character's objectives

that we absolutely “howled” with delight.

Adler returnad to the States and shared what she had learmt

with the Group. Strasberg’s response was uneguivocal.

Stamislaviki said we've Ading it

kl'l.ﬂ'l.h.l.
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he debate led to a historic split. Adler
q4r - . i r q
Atiriued T PPUSE SaTECEHYE MErmory,

wWTICH &nE ma .-‘”a nEa INJUGEd m .',T_F-r' a

I It's polluted water, and yet Americans, typically,
continue to drink it. Stanislaveki himsalf went
beyond it. He was like a scientist conducting
experiments in a lab; and his new research
superseded his earlier ideas: the affective
memary belongad to the older, worn-out ideas.
But Lee always thought it was the cornerstons
of the Method, and in this way he became a
la ughingnm:k.

Bt Strasperg & influsnce on a A TAcT, IF uRgerstanaing

gensration or a Tt Adm S EAnNSavskl Ras Pesn warpsd Iy
- # ks i - T . a con i @ - A .

WO 81 Ne ACLOre otdla A = L ADPETE & T&asnng e P

s E F—— & e 1 - - -
il 1 = 5 Fia =il 3 it the !FET—H‘I‘F‘I

attenadea the STudio, such a WILn a particular atyle o acting -

James Dean and Marilyn Monroe, "moody, personal, self-indulgant”
helped to build his reputation as seen at its best in the work of
the guru of the American ictors such as Marlon Brando

nas very ICHe TO a0 wmth
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The Russian director, Georgi

Tevatonogov, once attendad some
% of Strasberg's classes. He
':g cbserved that Strasberg
F.
E &
h -’-':.:?;.:4: ¥ ~
ity ; / v
- d‘:r o " .r'i‘
e "'
i y

. 15 contideved a Famous pupl of Skanitlavski amd | would have
believed that if | hadn't seen Hhose lessons wiyseld, Buk in
actuality everything he Aid was in complete oppesition bo

Stamislavski: building ow mood and abwmosphere, dewmanding an
evactionn) state all Hie e, That's just what Stoamislavski Fought
againgt. Strasbers rock all of Shamislavski's Fevminelegy... buk he
Aldn't possess Hhe essence of Stamislavski at all.

After some two years abroad, problems. Hemirgwich, who had stayed
Stanislavald finally returmed to behind in Eusséla, continuad 1o worry
Moscow in August 1924, Some of about ite role .

. - i -.'I.-r'_ —
the compary remained in America What would it be P

The tour had only postponed and ke i future?
Aot resobved the theatre s

This question, Hhis momento movi, is becowming

| ever wmove wraent, acube and Frightening... What
plays should we put on? Whe should act in Haew?

How sheould Hhey ack in Hagw?
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1925-5, Stanialavaki was he would agive his Ll ldgh e

responglble for ning productions thanking the company, and noting

at the Art Theatre. They were the things he liked. Everyone would
ally assigned ¢ young wait for the “But”™ - which could

director ipErassd by him: he mEan, Sorap the whole thing ang

then reworksd The resuilts SLart agaain

After 22ing A run-th T | .

e LAy T e 15 IAEEr=-rey T are
W lirected by llya while othe aid, “Thank
Sudakov. On 26 March for the truthl” T
1 "-. . NEr i ] f CREaTre 2T-wana T
thr Ll - | ISl A Wore traged ity a8 pLany that
he watched ha P I EfmeEd T pport The Whits

- v 14 A FEEAFERTe e | x T f N EWICW

it lavahing and & 1 bitina | Bulaakoy ited SEE £ il
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The moming after the premisre, the Theatre from Stalin's secretary : “Stalin
young actors in the play woke up famous.  warts to know when Days of the Turbine
They came to see Days of the Turbing as  will be playing” The Great Leader liked the
the Seaguil of their generation. But in play and had seen it a number of times.
1923, it was bannsd, The story goes - The marager said the play had been
and it may be apocryphal - that thres taksn out of the repertory. Within
vears later, there was 8 call to the Art minutes, Stalin himsetf called and said,

Today is Tuesday; | will

come teo see Hhis play on
,?' Saturday; put it back in

Hhe repevtoive.

The theatre worked frantically to reassemble the cast and
sets in time. With Stalin's blessing, the play stayed in rep for
the next nine years. .

— _v —
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Stanislaveki followed The Daye of the Turbins
with The Marriage of Figaro by Beaumarchais
(1927). This was one of his most famous
productions. During rehearsal, he sald that
every scene should “sparkle like champagne™ and
“pulsate with riythm and tempo.” The colourful
designs by Aleksandr Golovin helped to turn the
evening into a festive celebration of theatre.
One spectator wrote to Stanislaveki: “All
arpund us there is monotony and tedium, but in
your production of The Marriage of Figaro

everything is radiant and light, joyful

and alive. One is amazed above
all by this senae of the joy
of life..”
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play. It shows tThe
capture of an armoured

erain from

unter-revolutionary
o g The -
naracter begine as a

pegsant farmer and sngs
d Rerr + the E=nlution
i ! = e

he Whites are portrayed

as sadists and fools

Flaygoers at the time thouaht that,
through this production, the Art Thestre
was trying to prove its loyalty to the Soviet
Union, and atone for Turbine. During
rehearsal, the company was forced to make
a number of changes to the secript, and
Stanislaveki reported to his wife that..

Armoured Train has been
half-banned. Pity they

didn’t ban it completely.
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On the thirtieth anniversary of the theatre (27
October 1928), Stanislaveki made a speech, in
which he thanked the Government for
allowing the Art Theatre to come to
an understanding of the Eavolution

in Ite own way, and its own time.

@ into pseudo-revolutionary hackwork.

—_——

n an apparent reference to the campalgn
that had been waged against Bulaakow,
I | he declared:
|

— Two days later, There was a gala svening to mark the
. theatre's jubiles. Extracts were performed from past
productions, including Act One of Three Sisters,
with Stanialaveki as Vershinin, During the
performance, he felt sharp paing in his chest
Somehow he managed to carry on to the end, but
then collapaed, A doctor diagnosed an attack of

angina pectoris

It was the last time he appeared on stage.
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