由《空的空间》引发的思考
    刘立滨

一
二十世纪六十年代末，英国著名的导演彼得·布鲁克发表了他的戏剧论著《空的空间》，阐述了他对戏剧本质、戏剧创作的看法和理想，引起了世界对他的关注，并对世界产生了极大的影响。
“空的空间”是一个什么概念呢？

彼得·布鲁克在他的全书开始的第一段就表达了这样的一个思想：“我可以选取任何一个空间，称它为空荡的舞台。一个人在别人的注视下走过这个空间，这就足以构成一幕戏剧了。”①
随后他又说：“这一天来临了，那时红色幕布不再遮蔽令人惊奇的东西，我们再也不想——或需要——变成孩子，庸俗的魅力屈服于更严酷的常识；于是幕布拉了下来，脚光也移开了。”② 舞台成为空荡荡的空间。

在他看来，在这个空荡荡的舞台空间里，戏剧“与电影的灵活性相比，曾经显得笨重不堪，而且还有吱吱嘎嘎的响声。但是舞台越是搞得真正空荡无物，就越是接近于这样一种舞台，其轻便灵活和视野之大，都是电影或电视所望尘莫及的。”③ 
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因为在这个空荡荡的舞台空间里，戏剧将使无形变成有形。在这个空荡荡的舞台空间里，人们可以用自己特有的方式最直接地表达自己的思想与情感。在这里，观众会真正地感受到演员每一个动作流露出的情感和传递出的信息，“一种无形的思想被正确地传达出来。” ① 在这里，我们可以从莎士比亚的戏剧中得到更多的启示，享受伊丽莎白时代戏剧没有布景的最大的自由。
“空的空间”，是彼得·布鲁克戏剧观念的体现。

他将戏剧化为四类：“僵化的戏剧”、“神圣的戏剧”、“粗俗的戏剧”和“直觉的戏剧”。对戏剧历史、现状和发展趋势，进行了深入的剖析。
彼得·布鲁克指出：“至少僵化的戏剧的现状是相当清楚的。目前，全世界的戏剧观众都在减少，尽管戏剧界不时出现一些新的运动、新的优秀作家等等，但总的说来，戏剧不但已不能提高人们的思想，给人以精神指导，甚至也不能给人带来欢娱了。”② 而且“任何地方在文化组织中，在沿袭下来的艺术标准中，在经济组织中，在演员的生活中，在评论家的职责中，都有僵化的因素。”③ 
他认为，僵化使得戏剧没有生命力，僵化的戏剧就是劣等的戏剧，在僵化的空间里，我们几乎不能学习和欣赏戏剧艺术，这种僵化的戏剧对戏剧创作者与观众具有欺骗性。僵化的戏剧之所以能够得到流行，最根本的就是其消极的传承作用。而它所具有的社会地位也使得
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它能够作为活生生的东西流行起来。僵化的戏剧是遵照某一种观点来处理古典作品，来确定如何排演一出戏的规矩，也就是彼得·布鲁克所说的“风格问题”。
在彼得·布鲁克看来，戏剧艺术创作中的固定和重复是一种僵化模式，也是向僵化迈出的第一步。这种模式，可以使得平庸的作者写出的僵化作品永存下来，使得僵化的导演总是要运用老公式、老方法，制造陈腐的开场、场次变换和结尾，使得僵化的美术家把舞台弄得死气沉沉，使得僵化的表演成为戏剧危机的中心，使得脑筋僵化的观众象埋头研究古典作品的学者一样，把理性上的满足和所渴望的真实体验混淆，使得僵化的戏剧肆意游荡。
由此，彼得·布鲁克提出疑问：“到底为什么要有戏剧？舞台生活在我们的生活中真的占有一席之地吗？它能什么职责？能贡献什么？能发掘出什么？它的特性又是什么？”①　
面对这些问题，彼得·布鲁克把视线转向神圣的戏剧。
他说：“有一种戏剧我简称之为神圣的戏剧，它也可被称作使无形为有形的戏剧。”② 他希望我们把舞台看作是一个使无形能显现出来的场所，并将这个概念，深深地扎根在头脑中。在他看来，艺术最有力的解释是只有在将其所要传达的形式作为形状展现自己时，我们才能够开始加以辨认。就像是乐队的指挥，他不是在制造音乐，而是音乐制造他。无形的音乐通过他的轻松自如的动作传递给观众。
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彼得·布鲁克告诉我们，使无形成为有形的神圣戏剧在于给人一种满足，满足人的某种渴望。对戏剧来讲这是十分重要的问题。他认
为戏剧在我们的心中应是神圣的。因为神圣的戏剧能够将引人注目的中心人物通过最接近于神圣的东西的那些形式来表达深刻的思想。恰恰是这样，彼得·布鲁克认为布莱希特的剧本中令人叹服的地方和他作品中塑造的形象令人感到震动的，就在于舞台上的演员利用了一种形式——成为他情感冲动的容器和反射器——行动，传达出了无形的意图的信息—— 一种深刻的思想。
阿尔托和格洛托夫斯基在神圣的戏剧上的探索和实践，彼得·布鲁克是很认同的。
阿尔托把戏剧当作一块圣地，认为“只是在戏剧中我们才能从我们日常生活的公认的形式中解放出来。这使戏剧成为神圣的场所，在那里有可能找到更多的现实。”① 在阿尔托看来，最重要的是戏剧应对人类的问题产生直接的、强大的力量，用新的强力刺激去满足观众。
格洛托夫斯基把戏剧作为拯救世界的工具，自我研究、考察的手段。他要求“将演出作为一种礼仪奉献给那些愿意观看演出的人们，演员祈求于神灵，把每个人身上的一切赤裸裸地摆在观众面前——这一切是被日常生活掩盖了的。这样的戏剧是神圣的，因为它的目的是神圣的；它在社会上占有鲜明的一席之地，它满足了一种教堂所不在能够满足的需要。”② 
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据此，彼得·布鲁克称赞阿尔托和格洛托夫斯基及他的同道者们，“触摸到世界上最绚丽多彩的戏剧”。① 在这里我们可以感受到，戏剧在他们的心中是神圣的，他们把神圣的戏剧空间当作不可玷污的精神乐园。
然而，彼得·布鲁克并不满足于此，他又将视线转向别的地方

—— 粗俗的戏剧——一种比神圣戏剧更加有生命力的戏剧。
他别有意味地说：“能够保持经久不衰的总是民间戏剧。许多世纪以来，民间戏剧虽然形式多种多样，但有一点却是它们所共有的，即粗俗。”② 他知道这种粗俗的戏剧不是剧院里的戏剧，也不可能产生在文人的笔下。而粗俗的戏剧的强大生命力，在于不拘一格，它在任何情形下都能够演出，演出中允许观众参与并可同演员对话，还引入旁白、广告、笑话、实时消息等流行的东西，演出的效果很强，得到观众的喜爱。由此，我们发现，那些“一个时代接着一个时代，最富有生气的戏剧却一再出现于正统的剧院之外。”③ 而这样做的结果是，戏剧传统的一系列标准被打破。事实证明，粗俗的戏剧与大众很接近，最能活生生地表现人与人之间的关系。所有复兴戏剧的企图，所有想挽救戏剧的行动，都应有求助于民间艺术，把它作为源泉。戏剧向民间学习，丰景富自己，是获得生命力的重要途径。
为此，彼得·布鲁克提出要向对布莱希特和莎士比亚两个戏剧大师寻宝，他们是当今戏剧人需要考察的主要对象。 
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彼得·布鲁克认为，必须重视布莱希特。因为布莱希特的理论和成就影响了今天所有的戏剧。布莱希特的间离的作用，就在于它可以“吸引观众亲自做出努力，接受他所看到的东西，并逐渐对这种接受行为更加负起责任来。戏剧宗旨是是要引导观众更公正地理解自己所处的社会，以便了解该社会有可能在那些方面进行改革。”① 由此，戏剧有了新的内涵和意义。
彼得·布鲁克认为，“莎士比亚至今还是我们的楷模”。② 他发现在布莱希特和贝克特的戏剧中总是能感受或找到到莎士比亚戏剧的魅力和影响。因此他说：“在布莱希特之后的戏剧里，我们所需要的是要寻找前进的路子，以回到莎士比亚那里去。”③ 因为莎士比亚戏剧“正是通过粗俗和神圣无法调和的对抗，使我们得到作品中的令人不安而难忘的印象。”④ 这就是莎士比亚戏剧的力量，它表现了人的一切方面。
直觉的戏剧，是彼得·布鲁克戏剧理想的体现。他充满激情的说：剧场是个非常特殊和可爱的一个小天地，剧场就像一个放大镜或缩小镜，是生活的反映，表现着真实世界。他认为电影在屏幕上闪现的都是过去的事情，只有“戏剧却总是用现在来表现自己。这就是能使戏剧比一般意识流更真实的东西，也是使之那么牵动人心的东西。”⑤
戏剧的直觉，在于人与人的面对面。在舞台上，演员不仅要能
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创造出真实具有性格的角色，而且要使自己的角色能够诞生在观众面前。演员“为了使诞生的角色保持一个样子，就必须时时诞生。”①
这样的表演才具有魅力。戏剧的实践使彼得·布鲁克确信，直觉的戏剧一定是在“一次总的演出和观众使得僵化的、粗俗的、神圣的戏剧化分成为毫无意义的情况下发生。在这些罕见的时刻，欢快，净化、歌颂的戏剧，那探索的戏剧，有共赏意义的戏剧，活生生的戏剧，全都合而为一了。”② 由此来看，我们发现彼得·布鲁克所希望的戏剧和所要达到的戏剧追求，就是一种能够给人以欢快，使人得到净化，值得歌颂，激励人不断探索，有共赏意义的，活生生的戏剧。
彼得·布鲁克反复表达这样的一个意愿：这样的演出不是对过去一件事的模仿或描述，它否定和废除时间的不同，使昨天事的在今天复生，成为现在。而更为重要的是，只有在观众的直接的帮助和参与下，戏剧才能够完成。
彼得·布鲁克是一个非常敏感与具有独创见解的戏剧大师。他对二十世纪戏剧现状和发展趋势作了全面的研究与深邃的分析。他一边对阿尔托、梅耶荷德、斯坦尼斯拉夫斯基、格洛托夫斯基、布莱希特这些戏剧大师的艺术创作实践和艺术学说进行深入的研究，一边进行艺术创作实践并对戏剧进行大胆的探索，进而形成了他的戏剧理论和他的戏剧理想。他在戏剧上的实践和在理论上的探索所取得的成果，对我们是个很好的启示，引发我们思考。
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二
我们是否还在继续僵化？
对此我们不需回避，因为僵化因素总是会存在的。就像彼得·布鲁克所说，僵化在任何地方、任何情形下，甚至在莎士比亚的戏剧中，都会找到自己的立足之地，僵化的现象无往而不在。但我们必须看到僵化带来危害的严重性。在我们的艺术创作中，对僵化的问题必须时时警钟长鸣。
不能否认，在生活中和艺术创作实践中，僵化的东西在潜移默化中时时影响与干扰着我们每一个人。我们常常会被已养成的或已形成的习惯左右着我们自己，这种习惯不知不觉地妨碍和影响我们对发生的新的事物、新的情况的判断与接受。在我们的艺术创作中和在我们的戏剧教学中，我们会不自觉地按着习惯、固定的方式，沿袭老一套的方法与采用传统的观念，解释戏剧作品，指导演员排练，进行舞台艺术的创作。对此，有时我们自己也会为不断地重复感到乏味和烦恼。我们自己都曾发现和自问：为什么在不同的剧场里的演出其表现形式会很形似？为什么同一编剧所创作的剧本在结构几乎无区别？为什么有的演员所扮演的角色前后几乎都是一样？为什么有的导演的舞台处理总是离不开老的公式和老的方法？为什么有的舞美设计几台戏的布景很相像？为什么有的教师辅导和教的学生犹如一个模子倒出而缺少个性？为什么甚至一些大型的晚会节目的形式和内容都很相像？总之。这些现象足以说明，我们很容易按自己习惯、模式去做事。看来，我们要走出自己，超越传统，的确会很艰难。
那么这些，可否看作为僵化的表现？自然。
戏剧艺术的创作是创造性的劳动。我们在艺术创作中，既不要重复别人，也不要去重复自己。我们需要在心中确立戏剧的神圣目标，需要向民间学习，不断地加深对戏剧本质的认识和加深对戏剧特性的理解。同时还须思考“有目的有意志的重复就是创造性的活动”① 的含义。这也是彼得·布鲁克告诫我们的。
我们怎样去表演？
作为导演的彼得·布鲁克，是非常重视演员的表演。他认为一个好的演员应该始终在身体上常保持警醒，使自己声音、思想和动作能够产生互动，达成平衡和具有统一性。他认为对演员来说，“最困难的任务是既要真诚又要间离”。② 实际上他是要把“体验派”与“表现派”给予结合。他的这个观点是他多年进行戏剧创作实践的理论总结，也是他对他的演员的要求与标准。从某种意义上讲，要想能够达到这样的要求，确实是有相当的难度。演员要解决好真诚与间离这一对矛盾，既要解读和体味其中的道理，还需要接受系统的和严格的专业训练，并在艺术实践过程中掌握方法，进行角色创造，使之总是诞生在现在，此时此刻。我们知道，关于演员培养与训练方法，有很多。这方面的专业书籍也不少。但是能够成为真正有影响的理论和体系与方法，并不很多。关于这方面，彼得·布鲁克要我们注意：“我们唯一可行的是：从我们今天所处的现实条件出发，重新考察阿尔托、梅
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耶荷德、斯坦尼斯拉夫斯基、格洛托夫斯基、布莱希特的论断。”①
至今，这些大师的戏剧理论与创作方法，仍然在影响着我们。
关于演员的培养与训练，通常都是采用斯坦尼斯拉夫斯基的表演体系的方式与方法。其中的“演员的自我修养”“最高任务与贯穿行动”“演员创作天性的培养”“形体动作方法”“体验与在体现”等方法与理论，都反映了演员表演艺术创作的科学规律，具有很强的指导性和操作性。因此，人们认为斯坦尼斯拉夫斯基的表演体系是科学的体系，并把它当作演员掌握方法与技巧进行正确表演的有力途径。这是演员学习表演与进行表演创作的最重要的基础。
诚然，演员还应接受其他的表演创作方与技巧的培养与训练，使自己具有多方面的知识，掌握和运用不同的创作技巧，胜任创作的要求，创造出有特色的艺术形象。
在当今，戏剧创作的多元化和多样现象，对演员来讲面临很大的挑战，也对演员提出了很高的要求。演员必须具备很过硬的表演技术。即演员不仅具备很扎实的专业基本功，掌握正确的创作方法——现实主义的创作方法，还要有丰富的专业知识与娴熟的创作技能和丰富的生活修养与艺术修养。演员不仅要有很好的理解力、很强的感受力和活跃的想象力，还要有很强的创造力与表现力。能够很好地运用台词、形体与心理技巧，以及其他艺术的创作技巧，进行角色形象的创造。演员必须全面的发展自己的专业素质和能力，使自己能够适应不同戏剧流派与风格创作的需要。
____________
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这是戏剧不断探索的要求。
总之，创造鲜活的舞台人物形象，是演员的毕生追求和不断地付出努力的目标。表演能够给人带来兴奋和激动，就在于这是一个富有创造性的表现人的精神世界的工作。但表演不是一件容易做的事情，不是一下子就可以达到理想的彼岸。表演创作必须是从一点一滴做起，从基础入手，在不断的实践中使自己增长才干，成为有专业知识和掌握专业技巧的合格的演员。这是一个不断的过程，演员只有不断要求自己，像钢琴家、舞蹈演员那样，像运动员那样刻苦接受训练和刻苦的练习，克服自身存在的问题与不足，才会一步一步、扎扎实实地攀登上艺术的高峰。
我们怎样去表演？
就是要有孩子般的真诚，要有思辨者的智慧，要有诗人的激情，要有勇敢者的斗志，要有攀登者的意志，要把自己融入到生活之中，融入到大众之中，不断地锤炼自己，永远从具体做起。

在空荡荡的舞台上，在神圣的空间里，把无形变成有形。
Thinking on The Empty Space
Liu Libin

I
At the end of 1960s, the famous British director Peter Brook published his treatise on theatre, The Empty Space, expounding his views and ideals about the nature and production of theatre, which has caught the attention of the world, and made a great impact therefrom.
What is the concept of “the Empty Space?”
In the first paragraph of his book, Peter Brook uttered such an idea: “I can take any empty space, and call it a bare stage. A man walks across this space whilst someone else is watching him, and this is all needed for an act of theatre to be engaged.”①
Then, he says: “But the day came when the same red curtain no longer hid surprises, when we no longer wanted – or needed – to be children again, when the rough magic yielded to a harsher common-sense; then the curtain was pulled down and the footlights removed”② The stage has become an empty space.

In his view, in such a bare stage space, theatre “used to look too heavy in comparison with the flexibility of movies, and was accompanied by creaking. Yet, the emptier the stage is made, the closer it is to such a stage, whose lightness, flexibility and visual field is beyond the reach of movies or TV.”③
___________

① The Empty Space by Peter Brook Chinese Version p3

② ditto, p46

③ ditto, p95

Because in this bare stage space, theatre makes the intangible tangible. In this bare stage space, people can use their particular ways to express their thoughts and feelings most directly. Here, the audience can sense the emotions and messages conveyed by each movement of the actor, “intangible thoughts are conveyed accurately.” ① Here, we can get more enlightenment from Shakespeare’s plays, and enjoy the greatest freedom from no-scene plays in Elizabethan era.

“The Empty Space” embodies Peter Brook’s theatre concept.

He classifies theatre into four types: “the deadly theatre”, “the holy theatre”, “the rough theatre” and “the immediate theatre”. And he makes an in-depth analysis of the history, present status and development trend of theatre.

Peter Brook points out: “The condition of the Deadly Theater at least is fairly obvious. All through the world theater audiences are dwindling. There are occasional new movements, good new writers and so on, but as a whole, the theater not only fails to elevate or instruct, it hardly even entertains.” ② In addition, “in the cultural organizations of any place, in the artistic criterion passed down from the past, in the economic organization, in the actors’ life, and even in the duties of the critics, there exists deadly factors.”③
In his opinion, deadliness has made theatre lose its vitality, a deadly theatre is low-grade. We can hardly learn from and enjoy deadly theatre, and such deadly theatres are deceiving the creators and audiences. The most fundamental reason the deadly theatre can become popular is their passive succession. And their social function also makes it possible for them to come
____________

①The Empty Space by Peter Brook Chinese Version p53

② ditto, p4

③ ditto, p13

into fashion as living things. In a deadly theatre, classics are approached in a sterotype that defines how a play should be performed. That is the so called “style problem” mentioned by Peter Brook.
In Peter Brook’s view, the rigidity and repetition in theatre creation is a mode of deadliness, also the first step towards deadliness. The mode can sometimes help mediocre writers’ deadly works exist in such a way: deadly directors always use the old formulas and old methods to produce trite beginnings, scene shiftings and endings; deadly designers make the stage into a dead place; deadly acting becomes the keypoint of the theatre crisis, and audience with deadly brains behave like scholars diving into classics, confusing their rational satisfaction with the fresh experience they long for, making deadly theatres expanding everywhere.

Hence, Peter Brook raises doubts: “Why on earth do we have theatre? Does stage life really occupy an important position in our life? What functions can it have? What can it contribute? What can we discover from it? What are its significance?”①　

With these questions, Peter Brook turns to the holy theatre.

He says: “there is a kind of theatre that I simply call it the ‘holy theatre’, and it can also be named the theatre that makes the intangible tangible.”② He regards the stage as a place where the intangible can be seen and felt. The concept should take root deeply in our mind. In his view, art could only be appreciated when it is conveyed in some form. Like an orchestral conductor, he could not conduct music, but the music conducts him. The intangible music is conveyed to the audience through his movements.

____________

① The Empty Space by Peter Brook Chinese Version p40

② ditto, p43

Peter Brook tells us: the significance of the holy theatre that makes the intangible tangible lies in its ability to satisfy people’s some thirst. As far as theatre is concerned, this is a question of great importance. He thinks theatre should be holy in our mind. In the holy theatre the conspicuous main characters express profound thoughts by the way of the forms that are closest to holiness. So, Peter Brook thinks what excites and shocks us in the characters of Bretch’s works lies in the fact that the actors on the stage borrows a outer form, the action, as a vessel and mirror to convey and reflect his affective impulses-the profound thought.

Antonin Artaud and Grotowski’s exploration and practice in the holy theatre are highly valued by Peter Brook.

Artaud regards theatre as a holy land, and believes “Only in the theatre could we liberate ourselves from the admitted forms in which we live our daily lives. This has made theatre a holy place, where we may find more facts.”①  In Artaud’s opinion, what’s most important is that a theatre should produce a direct and great power to human problems, and use new violent shocks to meet the audience’s need.
Grotowski regards theatre as a tool to save the world, and a means for self-research and self-exploration. He requires that “we should take performance as a ritual to dedicate to those willing to watch, and the actors should pray to the gods, to present everything of them with any disguise before the audience-daily life covers. Such a theatre is holy, because its aim is holy; it takes a clear place in the society, and it meets the need that the church can no longer meet.”②
____________

① The Empty Space by Peter Brook Chinese Version p56

② ditto, p65

Accordingly, Peter Brook has praised Artaud and Grotowski and his fellow workers that “they have touched the most colorful theatres in the world”.① Theatre is holy in their mind, and they have taken the holy theatre space as a spiritual wonderland that can never be sullied.

However, Peter Brook has not been satisfied with this. He turns his sight to — rough theatre — a theatre that is more lively than the holy theatre.

He says profoundly: “What keeps lively is always folk theatre. Through the ages it has varied forms, but one factor in common – roughness.”② He knows rough theatre does not belong to playhouses, nor from the pens of playwrights. The great vitality of rough theatre lies in their patternlessness. They can be performed in any circumstances; during the performance, the audiences are allowed to participate in, even talk with the actors. Voiceover, advertisements, jokes, real-time messages and other popular things can be introduced into the performance; the effect is very strong and the audience enjoy a lot. Thus, we find “one generation after another, those most lively theatres have appeared over and over again beyond the doors of the orthodox theater.”③ And the outcome is: the standards of theatre traditions have been broken one after another. Facts have proved that the rough theatre is close to people, and it embodies people’s connection to each other lively. All the attempts to revive theatre and all the actions to remedy theatre should resort to folk art and take it as the source. A valuable approach for theatre to gain vitality is to learn from folk arts to enrich themselves.

Therefore, Peter Brook suggests we should learn from the two great theatre masters, Brecht and Shakespeare, as they are the major objects for our study now. 

____________

① The Empty Space by Peter Brook Chinese Version p65

② ditto, p71


③ ditto, p72

Peter Brook thinks Brecht must be valued. As Brecht’s theories and achievements have influenced all today’s theatre. The function of Brecht’s “alienation effect” is that, it “ attracts the audience to make their own efforts, to accept what they’ve seen and be more and more responsible for it. The tenet of theatre is to lead its audience to understand the society in which they live more fair, so to know in what way the society should be renovated.”①Hence, theatre has got new connotations and significances.  
Peter Brook thinks, “Shakespeare is still our model”.② He finds that in Brecht’s and Beckett’ plays he can always feel or discover the charm and influence of Shakespeares’ works. Hence he says: “In the theatre after Brecht, what we need is to find out the way to advance, so as to return to Shakespeare.”③The reason is that Shakespeare’s plays “has given us disturbing and unforgettable impressions  through the irreconcilable confrontation between the rough and the holy.”④ That is the power of Shakespeare’s plays, as it shows every aspect of human beings.

The immediate theatre is the embodiment of Peter Brook’s theatre ideal. He says soulfully: theatre is a very special and lovely small world; it is just like a magnifier or minifier, being a reflection of life, showing the real world. He thinks the events flashed on the screen of films are things of the past, only “theatre always represents itself by showing the present. That is the truth of theatre compared with the general consciousness stream, which also touches our hearts so much”⑤
The immediateness of theatre lies in the face-to-face relationship between people. On the stage, actors should not only be able to create the real roles with full characteristics, but also bring the roles to life before the audience. Actor 
____________

①The Empty Space by Peter Brook Chinese Version p79

② ditto, p79

③ ditto, p93

④ ditto, p93
⑤ ditto, p110
“have to be born all times, to maintain the state of the newly born roles.”①
Only such performance can be fascinating. Theatre practice has assured Peter Brook that the immediate theatre must “occur when a total performance and audience has made the classification of deadly, rough and holy theatres become meaningless. At these unusual moments, all kinds of theatre merge into one: joyful theatre, katharsisian theatre, eulogistic theatre, experimental theatre, generally-appreciated theatre, and lively theatre.”② In this respect, we have found the theatre and the theatre pursuit that Peter Brook hopes for is such: They give people pleasure and cause katharsis , worthy of praise, encourage people to make continual explorations. It produces common appreciation, and is fresh and lively theatre.
Peter Brook expresses such a wish repeatedly: Such performance is not an imitation or description of a past event. It negates and abolishes the difference in time, making yesterday revive and become the present today. More importantly, only with the audience’ direct help and participation can theatre be completed.

Peter Brook is a great master in theatre, with a highly sensitive soul and original insights. He has carried out an all-round research and profound analysis on the existing condition and development trend of the 20th century’s theatre. While doing in-depth research on the art works and art theories of the theatre masters such as Artaud, Meyerhold, Stanislavski, Grotowski, Brecht, etc., he has made his own artistic creation and bold exploration on theatre and established his own theatrical theories and theatre ideal. The achievements he has made in theatre practice and theories are good enlightenments to us, prompting deep thought.
____________

① The Empty Space by Peter Brook Chinese Version p127
② ditto, p149
II

Is the deadliness still continuing?
We do not need to evade this question, as the deadly factors always exist. Just as Peter Brook says, deadliness can find its place anywhere in any condition, and even in Shakespeare’s plays, the presence of deadliness is pervading. However we must note the seriousness and harmfulness of deadliness. In our artistic creation, we must always be on guard against deadliness.

There is no denying that in life and art practice, deadly rigidity is affecting and disturbing everyone of us in a subtle way every moment. We are often controlled by our existing habits, and such habits often impede and influence our judgment and acceptance of new things and new conditions insensibly. In our artistic creation and in our theatre education, we tend to use our old habits, fixed ways, and conventional viewpoints to interpret theatrical works, direct actors’ rehearsal, and create stage pieces. Sometimes, we may also feel dull and worried about our continual repetition. All of us have once questioned ourselves: Why do the performances in different theatres have almost similar forms of expression? Why is there hardly any distinction in structure between the plays written by the same playwright? Why are the roles played by some actors almost the same in different times? Why are some directors always unable to approach stage works without old formulas and old methods? Why are the stage settings very alike in several plays? Why do the students coached and taught by some teacher look just like products out of the same mold, without individuality? Why are the forms and contents of some large-scaled events very similar to each other? In short, these are sufficient to show how easily for us to follow old habits and routines.It is really hard to take a different path to surpass ourselves and break conventions.

Then, can these be regarded as manifestation of deadliness? Indeed.

Theatre art is a creative job. In art creation, we should neither repeat others, nor repeat ourselves. We must set a holy goalof theatre in our mind and learn from the folk origin, always deepening our understanding of theatre and its characteristics. Meanwhile, we must ponder over the meaning of “Purposive and willful repetition is a creative activity” ①. That is also what Peter Brook has admonished us.

How should actors perform?

As a director, Peter Brook makes much account of actors’ performance. He thinks that a good actor should always be watchful at the physical level and enable mutual interaction between voice, thought and movement, so to reach a balance and uniformity. In his opinion, for an actor, “the most difficult task is to be both sincere and alien”.② As a matter of fact, he wants a combination between “experientialism” and “expressionism”. This viewpoint is a summary of  his theatre practices for years, and it is also his requirement and standard for actors. In a sense，it is indeed quite difficult to meet such requirement. Actors must be good at handling the contradiction between sincerity and alienation. They need to receive professional training in a systematic and strict way, and practise in art creation to master this method and the way how to create characters, making the roles always being at present. As we know，there are many approaches for actor training. Books in this area are too many to mention. Yet, there are not many theories, systems and approaches that can be really influential nowadays. In this regard, Peter Brook asks us to notice: “The only possible way is: proceeding from the reality that we live in, we should reconsider the arguments of Artaud, Meyerhold, Stanislavski, Grotowski and Brecht.”① 

____________

① The Empty Space by Peter Brook Chinese Version p152
② ditto, p128

These masters still influence us today by their theatre theories and approaches.

As for actor training，we usually use the methods of Stanislavski’s system. Such techniques and theories as “actors’ adaptation”, “super objective and through line of actions”, “actors’ inner creative state/mood”, “method of physical actions”, “experiencing and representation” have reflected the technological rules of character creation and acting, as a source of great practical guidance. Hence, Stanislavski’s system is regarded as a scientific and effective approach for actors to master the methods and skills so as to perform in an appropriate way. It is the most important foundation for actors to learn and practise acting.

Truely, actors also need training of other acting skills, so as to gain knowledge in different aspects, master and apply various techniques, and as a result develop distinctive characters.

Nowadays, diversification on theatre has posed a great challenge to actors, and high expectations are placed on them. Actors must be good at acting skills with not only solid foundation in the basic techniques, appropriate way of creating characters, namely, the realistic method of acting, but also abundant professional knowledge and skilled approaches as well as inner preparation in life and art. Being an actor, one needs to develop great understanding, sensibility, imagination, creativity and representability. They should be able to use dialog, physical movements, psychological techniques and other artistic ways to build upcharacters. Actors must develop their professional quality and skills in all aspects so that they can adapt themselves to different theatre genres and styles.

___________

① The Empty Space by Peter Brook Chinese Version p93

Theatre requires us to be ready to know more.
In short, to create lively stage characters is actors’ lifetime pursuit which needs constant efforts. Acting can always bring excitement and thrill to the audience for it is a creative job representing the spiritual world of people, . However acting is not an easy task to accomplish, and you cannot reach your ideal in one move. One need to take efforts step by step in a careful and earnest way, improving his ability through practice and expecting to be competent and professional one day. It is a constant process. Only being strict with oneself, diligent in training like pianists, dancers and athletes , can we reach the artistic heights bit by bit.

How should actors perform?

He or she should be honest like a child, wise like a philosopher, passionate like a poet, fearless like the brave, and resolute like a climber. They should immerse themselves in the life, in the public, keep working diligently, and always take efforts in practice.
On the bare stage, and in the holy space，actors make the intangible tangible.

PAGE  
16

