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"Remember: there are no small parts, only small actors."

(Stanislavski, An Actor Prepares, 1936)
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"Art is not a mirror held up to reality but a hammer with which

to shape it."

(Brecht, Brecht on Theatre, 1964)
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"Create your own inner life for the character. Without it, you

can never be real on stage."
(Stanislavski, Building a Character, 1949)
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"The actor must believe in everything that takes place on the

stage and must believe what he himself is doing."

(Stanislavski, An Actor Prepares, 1936)

afSFom afrnn ofes ¢ QAT It

6P 'efeg af @' (Substitution Technique) AT CFL@
ASAONF OF TR (R (7 OIFITe 2 | AfSoid TG 906
e Y IO, AR g ©IF T @iy, i AR gfog oo
QR (o1tR 1 (18 A HYfo—97, W7, 7e, WAN, AT 5523
o g 100 BN @TtR | AferTeR g T 2@ (13
TfotreiefiE & (@@ T4 ¢ o b@ad Afeees A e
S A1 | (TN )& Konstantin Stanislavski ©1F RU9T® 'An Actor
Prepares' &(3 IC=T:

"You must live the part every moment that you are playing it
and every moment that you are playing it you must live the life
of the part."

— Stanislavski, An Actor Prepares, 1936.
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"Substitution simply means finding something in your life that
makes you feel what the character is feeling in the scene."

— Uta Hagen, Respect for Acting, 1973.
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Stanislavski QTP 0 “Magic If"—=idie, "I oify & #AffZfsts
PO ©F (N Faor?" fefq fercare:

"What would I do if I were in this situation? The ‘if acts as a

lever to lift us out of the world of actuality into the realm of



imagination."

— Stanislavski, Building a Character, 1949.
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Lee Strasberg, &« ‘Method Acting’-99 2<%, IC:

"The actor must use his own experiences to make the imaginary
circumstances real to himself"

— Strasberg, A Dream of Passion: The Development of the
Method, 1987.
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