Michael Chekhov february 1, 1937

REHEARSAL GF SKETCHES
TENPO )
INTENSITY ¢F LIFE Clv STAGE
AISE Eit SCEKE -= COSTUMES

. PSYCHOLCGICAL GESTURE

Prom today on we must do some new wWwork. There are
some people who are able to do more in a day thai: other in-
dividuals., This is one fact. Another fact is tempo., Ro=-
call our experience and you will see that wo start our work
in one tempo, and if the rchearsal is successful we begin to
increase the tempo unwittingly. «hen and where do we lose the
tempo? This is a very fine point because tempo in this sense
is not a question of doing something quicker. It has to do
with the feeling of 1lifa - the intensity of life, the value
of life., If wo wish to be prnfeﬂ?iunal people wo must start
every rehearsal with this feeling of the full intengity of
1ife. You can do this, or you can begin with part of your
life active and the other part sleepy. You must make an

of fort to overcome this go that we will gain very auch tinme,
INTWNSITY OF LIFF ON STAGW:

Why do we need this tempo? At the opening of our
school I mentioned somethinz., I said that our aim must be To
find the connection to the whole world around us., iie must
never be a separate group - a secl. i@ are working for humanity
and for society. How can we give what we are preparing here
with such love and activity, how can we give this to humanity?

It means nothing to be an cgotistical group. e will discover

how to ba useful to society, and we will grow in this way.
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But one thing must be taken as a first gtep - we
must work in tempo. If we Tose pAEt of our activity we will
not be able to join the social life. If wo appear before
society with a twenty-five percent tempo when soclety is
moving at ona hundred percent, we will be gmashed., ‘e are
preparing socmothing for the suffering world around ug., Tempo
ig the first step to be taken towards the social 1ifs,

Ag long as you bolieve that your body ig all that
you have to f11l1 the stage space with, you will alwayag sufferxr
on the gstage. The audience will not be able %o understand
you if you are confined by your real bdody. You nugt create
another body which is your artistic projection. Then you will
discover what it means to f£ill the srace on the stage. Try
to feel that your btody is enlarged so that you are taller,

blgzer, eto,

Balladinas

Goplana ig very much in contact with the elements.
tier connection ig with the earth. The earth is drawing
Goplana down, down, down, to itc centor. It is like the win-
ter when (oplana ig under the earth. Then with the spring she
comes up and becomes alive and full of love. With 21l her
povwer she drives forward to the object of her love. She is
drawn dowvn into the center of the earth,-cnntranting more
and nore until she can contract no further. Just like a
grain of sand, ‘'hen she beging to expand., She zathers strength

from the earth all the time, until she can drive anything
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before her. 1he object of her love is a very simple earthy

peasant boy.

(Dircctor's exercise:)

3alladina, with her hand on Alina's head forces
her down sradually as they walk around in a cirele, 3alladina
behind Alina. Then Goplana's outstretched arms behind Balla-
dina, driving both Balladina and Alira on., After Alina falls
on the szround, Goplana continues to drive Balladina on, and
when ghe stops she is drawn backwards by Goplana, “oplana
iz partly oleuesntal, partly human and she is used by +the

author to explain the evil forces in the play.

-Critiqiﬁm:

The gestures and thelr cnmpnﬂitinn were very good
and very important for this play. They represent the spine
of the play. But it was done too quickly. «#hat was good was
that the director had taken the whole play, and embdbraced it
in her exercises. All directors must do this from time o
tine. You must remind your cast that the whole playis to be
done. «hen you give exercises for small moments, you must
also zlve exercises for the whole play se that the results
will conme 3scdner,

Joplana should not be so close behind 2alladina,
Lf there ls more space 3dalladina will feel the elemgntal

Iorces bettor. Alina must have a zestura %o do when she is
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zoing down, fhen trying to show weakness on the stage do
not drag the hand - this is very common with actors and it
ig not true. It must Le the opposite - try to 1if¢ your

hand, The directory #irs. E£lmhirst, has found very clear

exerciges for the spine of the gcene.,

‘The Fishinz Scones

Tho real tempo or activity has not yet baen rcached.,
You lose so much enerzy in this way. Tempo will awaken certain
things in the actor’s soul which are necessary for creative
powers. It was right to try to use nany wordg, but you nmust
tell your actors absolutely clearly which way you wish then
to zo. The psychological gestures musi be given by the

director.

The Caveo _of Salamances

| To explain tho play to your cast many times without
ziving any special direction is a loss of time. The actlors
mugt do this azain and again in their own time. If the director
spends hig time for this ho will never o forward. If he
wants his cast to imasgine something, it means that he nust
zive them a special point of view, a new event which will ine
flame in their imaginations some speclal aim. The director
must speak to the imagination of his ac%q:s! ag John does,

otherwigse it ig zood for nothing.

MIS® =N SCENF: _ s
the director nmust begin his work In a positive way,

for ins*ance, by reminding his cast that "we are artists!
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This phragse may be apoken for the hundredth time, but it must
be more alive cach tinme, théh it will really be stimulating.
The working tempo is not yet right. A4s the director you

must come with definite aims and tasks., This will help %o
Xeep the tempo and the activity of your cast. 9<he miszse en
scéne axercise was wrong. 1t was not mlgoe on séﬁnu. it was
action but action without objsctives. You Udid not zive ob-
jectives. For mise en seone it was too lonz, and neant
nothing,

You must show mige on scene if you have to lead
your cast somewhere, and you c¢an show it with some indication
of what kind of style you wish the play to Lo in, ote. ior
atmogphere you gzave some pictures out of which no atmosphere
could grow. This means that they were not clear for you,
They must be much clearer. The atmosphere was not necessary
for doing the first nmise en suann. Thé director was trying
to bring two forces together - atmosphere which was not at-
nmosphere, and mise en scene which was not nise en scono.

The director is like a conductor - he cannot be
dependent on hig notes. By doing many experiments which
may ba wrong, the direetor will find the risght way. A voor
director will cling to some of his ideasr but the pgood director
will try overything. Don't be afraid of experiments which
can be wronsg, The nore experience you zet in the theatre
the less mistakes you will make, and the freedom will always

remain with you = the joy in your work.
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COSTUMES::

why have you been\aakﬂd.tu choose some cogtumnes?
Seccause it wlll help you to express what you want with your
inage for one thingz, and for another your costumes willl
speak to your audience. You must.chnﬂae somathing of which
you are sure, '‘To put on a costume does not just mean that
the actor is goling to wear 1t - it must be-.-part of his charac-
toer. lo nust seo 1t clearly in his imarination and sce hilsg
character and adjust his costune to fit in with hisg character.
He nug®t adapt it to the needs of his character, and in this
way it will become part of him and an expression of hig charac-

ter, rather than just material which he wears,

‘Tho_Goldon_Staod:

Wwo have tried rehearsing for various thinzn - for

feeling the spaco, for paychological gestures, and today
for incorporating our images when we have cogtumos, etc. e
vi1ll ugse them a1l in turn, as a gpiral form. Today we will

try to experience our »lay, Thg islden Stocd, as if con-

g3istinz of three main partsi three main atmospheres, The
Tfirst rart is the vassionate ono - tho Copper kKider - the

red carth ~ flames and smoke. The second part is the Silver
fider - light - air - spirit, nothing heavy, nothing material,
everything flying very hizh., The third part is the Jclden
hider. It has the quality or the shining sun, It is all

the colors of radiant sunshine, but at the same time it is
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sarthy. In our interpretation, iolden means to be firmly on

the earth - the herolc moodf

The Meetinz:

for the incorporation of images you must have theo
foelingz of truth! You must find some new, §rigina1 qualities
about your character - gome original way of expressing the
qualities. Contorting the body is nnthing-which has not been
done again and agaln by actors in the past. You must see the
imaginary character and try to fit into it with your body.
Slight zestures will create the illusion of the figure if you
really see it, whereas any amount of eﬁtraordinary distortions
will only be superficial, cheap and uninteresting. Through

your fseling of truth you will find your image.

Balladina: (Director's exercise:)

Koostrin has the head of evil, and Balladina the heart
of evil in this play. - Kostrin is all ovil - his purpose never
wavers, He is a stealthy charactor, steidinZ behind doors
and creeping along walls, He io as cold as stone an& ags ro=-
lontlesa, He giveé this quality to 3alladina., They walk to-
zather vith their wrists ghackled - the mind of evil and the
heart of evil become one. Gralon ig a widﬂ-ﬁpen freae, inflated,
happy character in comparison with the élnsed. wicked charac-

toers of the others. lie £ills the space around him,

Critician:
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PSYCHOLOGICAL GRSTURFE:

The director's psychological gestures are not always
nure zZasture, They are sometines Eymbolical as well, As a
director ydu must bo nore carerul about action. HWith you the
zesture remains a syrbel rather than & zegture, Tha gestures
are zood but you must zive more action. Tlhe psycholozy is
sood, but the zesture ls weak, For instance, wWhen Balladina
and “opirin are shackled, You must tell yqur actor what she
must do to be stonc-likae. After the psycholosical gesture
has been donn 1t can be dono internally.

In ziving psychological zestures, the director must
elaborate them more and more. <for instance, sicadng by the
door. In doing this the dircctor can tell nlg actor that he
ig trying to ponotrate into the room, while tryins with his
shyaical body to bo out of the room. The director can ask
him to +try to be some feot beyond his body, and try to push

it forward as a very small thing., At once the figure will

be right,



