TO THE READER

A HISTORY OF THE SEVERAL VERSIONS OF TO THF ACTOR;
ON THF, TECHNIQUR OF ACTING, BY MICHAEL CHEKHOV,
TOCGZTHER WITH A HISTORY OF THE SHORTHAND NOTES
OF LESSONS AND LECTURES GIVEN BY HIM DURING THE
LIFRTIME OP THE CHEKHOV THEATREZ 8TUDIO FROM

1930 to 1942; TAKBN FROM THE RECONDS OF

DEINDRE HUNST du PREY AND INCORPORATED IN THE
MANUSCRIPT, THRACTOR N THR THEATRR.

TO THFE ACTOR: Ol THR IRCHNIOUR OF ACFIIIG

If my momory and rccords scrve mao, tho initial work on tho English

vorsion of Michaol Chokhov's To tho Actor: On tho Technicua of Acting was

commonced at Dartington Hall in Caveonshiro, England, in 1937, whon Chekhov

1
bogan dictating to mo oo notoo which wero handwritton in Rugsian., Thio

I considared to be Vornion No. 1 of tho work, until I was adviged that thero
had bacn an carlior manucocript, written in German. Mllo, Georgatte Boner,
a closo friend and theatro aococtato of Micheol Chokhov, wroto to mo in
March 29, 1972: "You know that I havo beon working for about five years,
from 1930-35, with Michaol Cholkthov. But porhapa you do not knows that al-
rcady then, that is to say whon tho Chekhov-Bonor Company, Le Theatre
Tchokhoff, wago producing plays in Paria, Chaokhov and I wanted to write to-
gother a book on tho acter’s art. It novor was finished, but I havo tho manu-
script, mootly handwrzitton by Chokhov, and somo of his drawings.”

 This sot mo on a courso to try to establish tho poried in Chokhov's life
when ho bagan his initial exporimonts with his own ideas for a technicuo of

2

acting mothod, as voll as his first attompts to write down such ideas.

It is probably safo to say that in 1919 Chokhov wap still werking with



ldealltm ~nd his concept of tha theatre as 2 spiritusl exXperi-
ncee wer? nighly objectionable to soviet authoritias,
in 1022 the “irst “tudlo of the ..uscow Art ‘heatre

laft Russia on o uropean tour, with a production of

Strindber:®s _ric XTIV, in which .ichzel Chexhov nlayed the

titls role. The brilliance of Chekhov's perrormanca, raveeline
the 1lmmense renge of his talent, tosethar with the vivid
theatricality of _ugene VYakhtangov's startling, stylized
production, created a gansation in Serlin. his firat contact
with the -uropean *theatre world proved orovidential in that
1L acquainted Chekhov with dii'ferent arﬁ trends, opened for
nim new vistas, and confirmed him in his regolution to nurcue
his own intuitive conception of s theatre in which cormposition,
narmony, =nd rhythm were, Tor him, fundamental alements,

AL this perlod in chexhov's artistic evolution other
lorces were at wori, sprincinge from nis discovery of the
writings of .udolf Steiner, austrian vhilogsopher, sciontiss,
&énd educator, whogse inrTluence wag Deing felt in the *uscinn
artistic and literary world of the time. Stainer's »hilosophical
concepls served is & source of inspiration for chexhov, indi-
cating 2 new direction - one for which he had lons teen probing
and searching - in which %o develop his own artistic convictionsg.’
In this search he was ancouraged by sStarnislevsky, his aueh loved

See notes of June 8, 1938, o, 1879, suz-astions

for an article (unpublished) about .ichael Chekhov and the

Tajor influences which affected his “othodr <Zonstantin
Stanislavaky, =“udolf >teiner, and the turopean theatre,



mantor and fricnd., Althouzh Stanislavsky did not goroa wi
shelkhov®s disavownl of naturzlism and 1ts analytical zopurotc:,
he recormized the valldity of Charzhov'®s searcn for a technique
~ora suited %o the demands of the "new theatre," Uor Lhekxhov,
ag for VYakXhtanzov and other ¢ifted younser artists of the tiue,
the theatre held many more possibilitinsg, Stanislavsky wigsely
urced Chekhov to Follow the »ath of nisg own intuition which

led him into the realms of the creetive inzsinstiony the inner
1Jifo of %the irmase; the four stares cf the creative nrocess
leadins to inspiration; the {ivided consclousnass of the

actors the rhythmic harmony Vetween speech and movaement; the
vsycholoslcal sestures the atnmosphere; the pausep the composi-
tion oi charzeters; the rhythmical comoosition of the
nerformance; the perception oi the whole; and other subtle,
intanzible, ya2t vowerful means of axprossior to whileh Chekxhov'e
artistts nature vag so profoundly drawvn.

Coming 2t this cruciol juncture of kis 1liYe, the
moral and spiritual support which Cheknhov received from thesa
two sincular forces - Stanislavekxy by his mersonnl devotion
and understonding of Chekhov's uniqus artistic ~irts, and
steiner By his nhilosophic2l teachinsg - 2xaerted the reatest
influence on nhis develooments heir support save him the

detarnination end the fortitude to follow, from than on,

r
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without compromise, his vision ol “the Theatre of the
to the creation of which he was to devoie his dymanie moral

2nd Splritual enerpciaes for the remainder of his 1ife.



“he hwostility shovm Ly those in pover towards
ciickhov beczuse of his icdeals - expreased throuizh his teachini,
Nis own brillient verformances, and the prﬂduntinnﬂ}“le
directed - continued and worsened., re was condemned for his
orincinles and methods, and was accused of being a "reaction-
ary idenlist."

In 1928 Chexhov fied Trom Husgla, where the
suppreasion ol any roeflerence to his brilliant career has
voargigted up to very recent *times., Zven the Hussian edlition

of his book, ‘0 the Actor: Un the “achniaque of Acting, which

he published vrivately in 15456, vas not permittad into that
country as late 2s 126G, although thers i1s evidence that
conles had sntered and heen passed "nand to hand.”

“ithin the nast Tew years, There nas been a prowing
rasursence of interast in Thexhov'e ideas in Russian theatre
cireleyg, nromptod by enquiries from insistent young actors
concernad about the artist whose zenius 1s now being
acknewledszd, so helatedly, in his native land, In a atudent®s
thesis, nublished in oscow in 1969, the following statement
appeared: “to have no rizsht to izrnore the enormous treasure
of creative accompllishmont left us by ... Chexhov." Yictor
Cromoff, a rnupll who followed ~hckhov to :urone and daezme

nls agsistant for a number of years, wrote a bBook antitled

wdchael Chexhov, which was published in .‘oscew in 1971. ore

racent raports indicate a dafinite clhange in oificial
attitudes, tha most simificant bhelng that the ventral State
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toxether with other official organizations, 2re preparing a
history of +he theatre career of .ichael Chakhov &nd his
ideag of acting, directing, and teaching. The purpose of
such a monumental work 1ls to "eternelize the name of this
genlug actor.”

Ag 4 Ruseian'ﬁmigfﬁ artist, Chekhov performed for
a nunber of years in the theatres of Western Zurvpes. In 1928
he joined i Mfax Reinhardt®s company in 3erlin and YVienna,
ereating 2 number of roles (among them his famous portrayal
of 5kid, the clowvn, in Artisten) which caused Reinhardt to
write of him: "iidchael Chekhov ig a genius," In 3erlin, in
1930, Chekhov directed the ilabima Players (who by this time
were also Emigrﬁn from Soviet Rugesia) in their famous
production of Shakoespecare®s Twelfth Nigsht, In 2 number of
Gorman filmg his acting was highly acclalmed, in particular
thu character of the tramp iIn Troika.. In 19230-31 Chekhov
gought to create Lo thé2tre Tchekhoff and a school of acting

In Parig., ith the Chekhov-Boner theatre he appeared in

Ii"mle® with his company of [ugsian actors, and in collaboration

with Georgetie Soner he presented a Symbolist adaptation of

a Tolotdy fairy tale, Lo_Cheteau s8'@veoille (The Castle ﬁﬁgkenpa).
it was during this period that he firat began to work on a

book concerming his moethod for an acting techniquﬂ.S

2 M1le, Georgette Boner, an 2minent theatre historian,
collaborated with Chekhov on the manuscript. It was written
in German, with nany illustrations by Chekhov, but was never
publiayfed,



“yom 1932 to 1935 Chexhov performed, directed and
tauzht in ratvia and Lithuania, Turning more and nore to

oroducing, he presented Hamlet, iwelfth Night and The Inspector

Jeneral at the Lithuanian otate Srana Theatre in Kaunas.

t2ter, in Tatvia, he directed and performed the title role in

L
/,

'amlet, and played perhaps his greatest role ag Czar Ivan in

he Tolotoy's The Death of ivan the Terrible, which ho also

directed. Durinz his stay in nigza he produced the opera,

rargifal, and orzanized a Theatrs School where he had the

onportunity to carry on experiments with the principles of
his “ethod, which his theatre productions helped him to
verify.

In 1935 Chekhov dame to Amerlica with his company of
Sussian actors, the .oscow Art Players, 2ppearing in Gogol's

The _Ingpector General, f‘ho Ueluze by Henning Berger, and A

Chekhov Zvening. Il{is performances received high pralige from

the critice who acelaimed him as an exceptionally zifted zctor.
¥y long and closo aggsociation with ifdchael Chekhov
began in 1935 when he vas invited by my friend, Zcatrice
Stralzht, to establish the Chnkhnv Theatre Studio at Dartington
ilnll in Devonshire, ingland. Thero I &esgisted in the practical
work ol organizing the Studlo, auditioning students, and
helping Chekhov to acquire a knowledge of inglish do that he
could teach. 1In those early dayo, Chokhov began with me the
initizl work on the first inglish version of his book on the

technique of actingz.,



AT This particular period in Chekhov'®s career, his
concepts of theatre, his insight into the elusive nztures o<
the creative process, and his nractieal approach to the
actor®s technique were being synthesized, dorking with his
Zroup of talented young students in mngland and America, ho
was able to explore and define his :ethod, free from tho
restrainte which had shadowed his creative efforts in Russia,
ChekXhov®s highly oripinal insisht and creative ideas provide
a significant contribution, not only to the art of the dctor
28 he Interpreted that art, but to the theory and practice
oY other theatre techniques. “he univﬂrﬂalityszhekhuv'ﬂ
ideas have 2 gtrong appeal, not only for the artist in the
theatre, but for the artist in opera, nusle, dance, a2nd stagre
deaigmn.,

The technique of acting in an extraordinarily
conplex aubject, and Constantin Stanislavsky and ichasl
Chekhov are among the very few innovators in tho theatre +o
have propounded and developed a2 System or vethod, stemning
from their theories and practiecal experiences, and to have
succeecded in having their ideas published and widely accepted,
“he influencer:of the methods of Stanislavaky and Chekhov on
the training of students of acting in America has been, and
still is, of enormous importence o the theatra art of this
country. They souzht to strengthen and deepen the under-
standing and 2appeal of theatre by 2 more vicorous trainine
of The Iindividuasl actor, of the srouv, the desimer, the

Tﬂuﬁiﬂiﬂh' and the diractor himEEIfr 20 that all the alements



could be fused into a2 narmonious whole - into total tTheatre.
speaking about the aﬁtnr of the future, Chekhov
declared, "The audience does not yet know that the actor is
the theatre."” In another lecture he said, "I think the
theatre consists of the 2ctor, and that is all. Nobody else
is important in the theatre, from my point of view. If the
actor is not there, then there is no theatre. All that the
director, the author, the designer will do will not make a

theatre." Ulany actors acknowledge their debt to Chekhov's

6
teaching, and to his ilethod., In Actors Talk About Acting,

Carnovsky wrote: “liichael Chekhov was a great actor, and one
who understood the nature of the actor more than any person
since, and possibly including, Stanislavsky."

Anthony ~ulinn wroto, tn, a lotter conserning my WOoriit
“unwing expuricncod inspiration frea tho spiritunlity which
siehael Chokhov®s phlilosophy tngtilled in his Jollowers, i
ind it heuriening o sta tho youth aqaatins his 2poroach in
ordar to Zind tTruth shrougn our mediun.” “han+re astudoenis
arg qAger O A1owW novdy abhaut o hazhov 73 a crsative Joreo in
the Lmoricin theatra, 4nd one wvho avolwvad sn scting languddc
which apeaxs dlrzetly 1o the aator's natura.

c smrinced that the thentre 0 fors = meansz Tor ths

' sxted = a wWriltten
gtudy of social sroblama, ¢ hakrov atated In an articla writien

6 Yul Brynner, iorris Carnovsky, usa 4Zsa Gabor,
Hurd Hatfield, Burt izncester, arilyn (onroe, Jack Palance,
iala Powers, Gregory Peck, Anthony Quinn, ILeatrice Straight,
Paul Rogers in fngland, 2nd many more.



in 1942: “In these troubled times it 1s necessary to
amphasize that artistic work for young people has %o be

more than ever =2porociated 28 a ineans of developing and
freeing their inner life. ‘the more the talent of a young
verson is discovered, doveloped, 2nd freed, the more the
person himself will find his connection with the great mysteri-
ous world-drana that is being anacteds To be able to enrich
ona®s creative scul! throuch the 1life around one, the source
of the creative impulse must be found in oneself, The youth
of today does not neced to have its way dictated; it needs to
be helped to develop 2nd free its creative Iimpulses, which
will lead it in the direction in which the individual is
dravne. The right means must be found for developing the
creative nature of young people, thus preventing them f{rom
dissipating their talents, leaving them indifrerent to every-
thinge The nafure must be freed, and here we come again to
the necessity for individﬁﬂl developnent, and training.”

This is typical of Chekhov®s philosophye.

It ig in the gpirit of what i‘ichael Chekhov himself
hag said concerning young people®s artlistic aspirationes -
which .is° no lesg true in our ovn time-~ that these transcribed
notes are offered, in the hope that they will foster an
understanding of the creative 2cting process ags Chekhov
concaived it, and will perpetuate his ideas for future genera-
tiong.

The heart of my fhrEE}part atudy remzing that of

Chekhov®s sulding principles for the theatre, so cozgently



axpressed by him in his hitherto inaccessible verbel

statementse.

June 1977 Deirdre iHurst du Prey
':‘.'uﬁ'tbury', Lele, veXo



