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S>.  “Stanislavski’s system can be understood as a psycho-technical method that utilizes the
actor’s nervous, emotional, and cognitive mechanism to achieve truthful artistic expression.
This method aligns with modern physiological understandings of how emotions are formed
and controlled.” (Simonov 1976-77 : 3)
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2.  “The actor’s work is not a technical conjuring or a game of let’s pretend; it is, on the country,
in every way a natural process, a natural creative act, resembling.” (Stanislavsky 1980a : 77)

©.  “In our art you must live the part every moment that you are plying it, and every time. Each
time it is recreated it must be lived afresh and incarnated afresh.” (Stanislavski 2003b : 19)
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The great actor should be full of feeling, and especially he should feel the thing
he is portraying. He must feel an emotion not only once or twice while he is
studying his part, but to a greater or lesser degree every time he plays it, no
matter whether it is the first or the thousandth. (Moore 1966 : 17)
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Just as a writer who neglects the rules of Language damages his work, so too
does an actor who ignores the Stanislavsky System harm his art. (Simonov
1976-77 : 3-17)

e 2ere AR eftea Reear SfEeFa Aood bR T S_AEOCT
(AR @it Aoy RWR «F S5 SeR AT Aghe Mo |
Torge ARIRE wieetE f[fNce wifvzets R[fey dvm wgiem SeRw
FRMRCE | @ FTATTTREE LA S G 7 e @iosaer FEe-
e A (Magic if
ewe AR (Given Circumstances)
I (Imagination)
TG (Concentration of Attention)
ey @I /BT (Truth and Believe)
@M (Communication)
wfewre (Adaptation)
S 8 ®W (Tempo and Rhythm)
AAS e (Emotional Memory)

S R N R

T OIRFAF TEIT (Improvisation) AT AFS0 T’Fﬁ’lﬁ? TS W PG
G I ST fipaeFe =7 |

‘e AW (Magic if) TN SR SR@Ba SIS 7T &2 FeHel | afbt
AT OF ToF T FferTeiE biaa f[fey AT = T=I0F 4199l (1te ==y
FE | O 7T FferTe! EE Nies & @S @32 red Seamreiwee et 79 |
T 9 w2 A @- e e sfie afern Swre el fes
FEATONE Tl T TGS AW I B0 o7 @ SreifCd SAfSCTor HAAC
TG I 93 ST =N et e =Ry 6 |

Agfrforrs sfa TifFe @ 5 Ml a1 ¢ e A, si7 fofers sfaa
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“An actor must have a point of attention, and this point of attention must not be
in the auditorium.” (Stanislavski 2003b : 74) SSCTSF ACACANITE G2 ©ITT I FT
¥, IA- A WA (External Attention) €32 STej@de WA (Internal
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Attention) | THFS (FI IFF BT TAICA ZET I NCACA 3R 5@ or@fe &I
AR TR AT Seea WA | IR AR $amE [ve ¢ Afve g
SO AT SAWT SPIT @ WS | STy AT T Afore! GF(o
FFe TR Tofi 03 TN Sl &7 | THFS AT TV O ST Figho Soited
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SfSTTed &= HiiteTe | T >R ST A2 (T 92 HIEe (e 4
¥ | WifwzTef¥ Jee1c=s, “In ordinary life, truth is what really exists, what a person
really knows. Whereas on the stage it consists of something that is not actually in
existence but which could happen.” (Stanislavski 2003b : 128) wiGsfemics
PRI TATT AT AF-*S ZET Ao IRANNE G2 @S FFe SAMITT
ofs SfetTera R From | SfetTer et Sfeaa e w it o s=elfis 27 |
i [ffe SyEetE e ¢ Rupmary 2em e | @9 (@5 @G
SRR =R T ST NASHTeT FFeT IO (F /ST I e A1 |
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I ey Tomie A SR @ Fifre o ©@ @ ey RS
IR (R ARTRS @ et | (CRW S5 : 83) TS FENAT (FFd ASTSIH
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€.  “The actor does not live, he plays. He remains cold toward the object of his acting but his art
must be perfection. (Stanislavsky 1980a: 22)
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[Abstract: After the Duke of Saxe-Meiningen in the 19th and 20th-century
Western theatre, a series of globally renowned directors emerged—André
Antoine (1858-1943), David Belasco (1853—-1931), Adolphe Appia (1862—
1928), Gordon Craig (1872-1966), Konstantin Sergeyevich Stanislavski
(1863—-1938), Max Reinhardt (1873—-1943), Jacques Copeau (1879-1949),
Yevgeny Vakhtangov (1883-1922), Erwin Piscator (1893-1966), Bertolt
Brecht (1898-1956), Jerzy Grotowski (1933—1999), Peter Brook (1925-2022),
and others. However, the Moscow Art Theatre played a particularly significant
role in the rise of the director figure in theatre. By analytically organizing
theatre work through scientific methods, Stanislavski clearly defined the
various working practices of the Moscow Art Theatre through task delegation.
As a result, the role of the director—previously entangled with various
responsibilities—became distinct and could be recognized as an independent
entity. As a director, Stanislavski emphasized the overall unity of the theatre.
He rejected the concept of ‘star’ actors and instead stressed the importance of
collective participation. Stanislavski himself often acted in so-called ‘minor
roles’ to allow others the opportunity to perform in the main roles. He believed
that no part or character in a play is too small to be overlooked. Alongside these
innovative thoughts and initiatives, his invention of the ‘Method of Physical
Action’ was a revolutionary contribution to the history of world theatre. This
method is a scientifically grounded approach to acting training, through which
even an ordinary actor can create vibrant performances. The invention of this
method challenged the existing norms of acting at the time, solidified the
concept of the director, and glorified Stanislavski as a director-educator.
Therefore, this method is significant not only for actors but also for directors.
The present article focuses not on the structural outline of Stanislavski’s
method but rather on its underlying intention.]
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