viichael Chekhov ) isarch 2, 1938

INNER ACTIVITY
INDIVIDUALITY
WERLING OF FORK
STYLE - SPEECH

INNER ACTIVITYs INDIVIDUALITY:

OQur Phantoms [?he EpssesagiTl
Our individuality must radiate and fill the roomn
in the style of thic play. We exist on tho stare, That

means we exist in every small part, each corner, very ac-
tively, (but without strengthening the body). Inner activity
hag nothing to do with strengthening our muscles., %We are

present on the stage as artists, full of inner activity, by

which ecach controls himself. 'f

FEELING OF IFORIM

Take your own body as & form, You can bé really
relaxed, without tension, but full of feeling of form, and
out of this feeling, in the simplest way which we have just
now, we will get the 2bility to act this play,

When the spy or the engineeor appear on the stage
with the feeling of form in the body, it will be quite a
different appearance., If I carxry my body as a form on the
stage - my entrance, my exit is quite a different feeoling,
Ty £o experiencé how interesting it is to have a body of
movable form on the stage. All I noed to imow is that my
body is here, aﬁd that I can send it out, without makings any

physical effort, and through the power of my individuality.
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I oxist on the stage.

1111l you pleasce f;ll the form of your body so that
it is at the point where 3t will break, If we are able,
throuzh our activity, to increase the tempo, this is good and
this will kill wrong thinzs., Out of this preparatory work
we want to try to speak out of this inner composition which
is the feeling of form, and the form is Tilled withicurtain
kind of activity which can burst, We want to have help To
do it technically right, from the point of viéw of speoch..
My individuality is powerful enough to £ill the space withe
out any difficulties, liow, do the,eame with your spogch.

Do it by beliaeving that if’ydur gdgturo ia right, your specch
will be right? Now, will you pldaﬂﬁ £111 the form which 1is
almost bufﬂting. low, whisper, ut with the feeling that the
form is full. How, by vhispering, burst the form vhen the
play plunges into chaos.

_ Vialk tuward-tha footlizhts, (in the style of lir.
Shdanoff®s »lay), speaking, and try to appreciate as actors,
the differcnece from which corner of the gpace you speak. 1t
is s0 impoﬁiant.- Try to speak this sentence, realising where
you are in the spﬁce, aﬁd whﬂf you should psychologically do
to £ill tha_entfrq %ﬁaﬁe. | ;_ 7 |

I want you to get the abillty to do it at once,
not after mﬂny: many- preparations. I want you to réalize

that you must a2t _once get things which we have already de-
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veloped., The desire must be thare.l You must have your tech-
nique ready, from the point wﬁerE'ydu left off yesterday, and
not have to review nany days back,

The form is our work, the form is the theatre in
which we\aet, the form is the curtain rising in our souls,
the valls, everything belonzs to the form which we have to
£111 with our imner life, low, as & crovn on 2all thase

things, create your words,

STYLE -"EPEECH§
ﬁinﬁ Crowuthers

Tha ﬁﬁnrcisa, before yog;hegin, must be very nuch
bigzoer. The géﬂture muet go_on and on - more palate - and
when N¥re Chekhov a2sks you to have the form and fill your ges-
turo, the conconants and vowels must be filled to bursting
point, and then you.cannot poasibly say, "Naow,” as when you
gpeak with a flat palate. Iuch larger palatie, much bigger
vowelg, much more activity coming through the sounds, and

much blgger gesture before and after,

I're Chekhovi

Be ready to combine the style of ¥r. Shdanoff's
play and what i‘iss Crowther requires from your technique.
Irill the space just as the form belonginsg to you, your bod-
ies, are the forms moving in this space, and the crown 1is The

form of all the yviorde.
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[-isg Crowthar:

Don’t feel that iéicomes from inside your heads,
It nugt be perfectly free inside. The end nust be 2 tremen-
dous gesture. Tremendous palate - you can mold every sound

with youxr breath,

. Chokhov:

¥re Shdanoff's play nust have these hidden curves
so that you can mold into these. curves. Remember how inar-
. tlotic it is when somebody is too tensa ~ the same with the
voices The more ccnsciéun you are nov, the more subeconscious
it will be later on., This is the beautiful state ~ to be
able to rdly on your supbr-cnnsciuﬁﬂ. Please do not forget
tho differanca batwﬂqn ?ha lesson of lMiss Crowther, when we
have to deal dnly with Fiss Crowther, and then this lesson.
In this -lesgon we have to-combine iiss Crowther as well as
my ﬂuggébtionﬂ. ' o
| I yant you to break the form, and liss Crowthor
willlmaﬁa'adme suggestionsg, .ﬁﬁﬁ forward, and say the sentence,
and break the form, BEFORE YOU BREAX THE FORHM, YOU HAVE TO
FILI, IT. "Now, Ve are walking forvard,"

When everything is very expressive but without tech-
nique, it is painful. When it hag form and real talent, %then
1t has full satisfaction for the human being,

itisg Crowthor:
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Your voice nust go with your zesture. You ;nust
rely on the sounds themselvesd and not push thenm through -
they will never come., 1"'111 them out with the breath and

rnoldinz.

I'rs Chekhov:

Fill the space, take the form of the stage, your
ovn body. TO HAVEZ A FORM - TO BREAK IT.,

Get the desire to have this ability and be power-
ful on the stage because of this ability.
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