i1ichael chekhov (afternoon) January 31, 1938

PERFORMANCE OF SHAKESPEARE
SCHEIES BY STUDENTS
TURYTHMY — SPRWCH

PERFORVANRCE OF SHAKESPEARE SCIIIES BY STUDINTSs New Studentg:

We have to hear our first attempt at performance,
and ve chall repecat theseo attempts after having some sugges-
tiané. Thorefore, I want those of you who have %o perform |
to go away and try to rehearso and prepares.. You have to be
very conscious of the grounds on which you have to aet, and
you rmust not ral& upon the excitement of the moment. It is
a very good thing, and very nocessary sometimes, but if we
only have cxciﬁement.'wa+ara not actors, and it can beconme
something very bade. Therefore, this oxecitenent must have
definitec srowmds. I want to see how much you will be ahlﬁ
to combinoe these thinges, atnocphere, objective, and so on,
and this is what I wvant you to preparec.

e have ©o hear the students and not only to getd
certain impressions but we have, by hearing them, to preparc
somo suggestions on the bagis of our ¥Method. VWhen I ask you
©o glve cugzestions, I ask for concrete help based on our
Method, and, therefore, vy listening try to find the best

meang with which you can help then,

1, Othello Sam and lary Lou
2, Roneco and Juliet Hurd and Jary Lou
3. lMerchant of Venies WWoody and Dennisg

e .Otrallo Hurd 2and Yalerie
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I want you first of all to remember that this is
not a porformance, but & lesson, and therefore we have to
take the whole performance from that point of view. How to
help by the means of the methods Write dowm susgzestions and
think'ﬁham through.,. I want you to say something which you

think ig the most important and most helpful for thom,

sSugzastiong and Commentss

Alang

There is something in general which sdems to me
might be helpful., Watching and liétening I felt that the
words wore not justified - that for this tremendous richness
and imagery and conceit you were rnot, as actors, justified
in gpeaking thoge words, and that more imagination must be
brought to bear to make the words live and to rake the scenes
live, It scemed very like the problem of the part where you
have a rich form which you have to make live, These scenes
must really live as drama.

Another thing which night help. It scemed to ne
that there wias a lack of objective or psychological gesture
bevtween the characterssy that very often they were just solo-
ists gpeaking, and the nsychological gegture ol objective
under the words had not been founds I noticed that espec-

ially in Romeo and Julict,

Another thing that might help would be if you would
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inagine the scenes as from the audience. II you could
git down and be the person E;H in the last row of the
zallery, listéning and watching the performance, I think
that you weuld find that many rovements were wrong, many

pauses too short. I think vou should get the audience's

view, and it would help in general,

Deatirica:

Alan has said the three things that I had in nind,
I would only perhaps add that there is gso nmuch in Shales-
pearc that is significant, that perhaps you should have been

more simple in movenent.

Faul:

Concerning the first Othello. The first voint I
have may be just considered a suggestion, When the actors
were asked %o go into the other room and prenare themselves,

I thought cspecially for that scene and also for The Her-

chant of Veniece, that it would have teen good had tho actors

been fully prepared as characters when they came in.
The second point is contact, I had a feeling as

audicnece that the first Othello was talking throurh his Des-

denona, I think I am right in imegining Sam save his 0Othello
two pointsof viow. Sometimes in his speaking he did notf
even want to include Desdemona - she vwas not there. AT

other times he was definitely tallking to her, dbut all throurh
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I got the impression he was tlking through his Desdemona,
and ghe vags not a living person to him.

The third point is just an enlargement on what
Alan s2id snd that was concerming the cnotions which Othello
in this scene has to arouse. The emotions demanded in this
scene are terrific. They arc running very near King Lear,
and for that I would suggest exercising the psychological

zasture,

The fourth noint: The Romeo and Juliet pauses,

Hurd in both his pleces of work must watch the desire to drag
vausos, This will be helped by oxercising a feeling of rhythn,
If you can cateh the rhythm underlying the scene, you would
make a pause no longer than is comfortable for the audience.
Do not fall into the trick of reecitation. Onece you are on
the stage, forget Migs Crowther, but act, and if that part of
your vechnique is not rizht by then, it is too late, Once
you are.ﬂn the stage you are an actor and not o reciter.

This next point is a question of sityles I do not

see Shakespeare's conception of Romeo and Juliet being too

such young and beautiful individuvals, Faydbe I an wrong. 1
aSK ycu to congider whether or not more fire or temperament
of an epic rather than a lyric quality could be given to

your audionce, because it is this fire which makes the trag-

ady of Romeo and Juliet, The warfare bhetween the two houses

and the fire which produces this amazing love. It is a love
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which would 7alke & charning pgin

cl

1if4ing her hand and kiesing it., Nor can I see Juliet play-

ine with hig hair. But this is entirely a question of inter-

LS

pretation. The llerchant of Venice is 2gain a question of

o

intorpretation from my point of view. At first I used to

think it was drama, but now I have come to think that Thae

erchant of Yenice is comedy. It fell shortv and went into

the rhnythm of drama nearly all the time, making it a little
too dramatics ©One other pvoint: ‘iatch your hands., You have
a habit of putting your hands over your face. I went to sae

your face.

s Chakhov:

You must define the suggsestions from the point of

view of idethod, not from the standpoint of interpretation.

s, BElnhirati

1 would suzggest Sam working for contact gquite def-
initely with Deademona in the ascene, For instance, overy
time she moves to or away from you that must have some affect
on you, and if you are really aware of her you will take
gorething from ner in thia scene. As we saw the scene today,
she mizht have been gquite non-egxistant -. thore secomad to bLe
no currenyv batween you.

The only other suggestion I could rake is to work

with objectives. When you first came into the room it was
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not clear why you had come. ‘FGur cbjective wag not clear to
+he audicnce. It was rot taken through the scene.,

Tn relation to Romeo and Juliet - I <think it was

+00 slow and too subdued., Alzo, I thought it had no quality
of death in it, Three different pecople are meeting death in
+hat scone and when the ¥riar runs in and sees Romeo - here

is sonebody who is daad -~ I.did not feel in-any way that

thera was this consciousness of death, . In The lerchant of

Venice I felt there was a very interesting begimming of char-

acter, and that probably you were working on character, both
of you, and that if you could develop what you arc doing so
that you will gzet more shades, there is the germ of something

interesting there.

In the last Cthello, I would suggest to Valerie to

7ot more feeling of contact. You seemed not o react to any-
+thing that was going through Othello's actions. I should

work quite simply on that scene just with convact.

Tordenca:

T had an impressicen that in nearly cvery case ihe
words were learned, and their a2ctions and movements placed on
top of the words. If that is done, I would suzgest that you
make sure that every action, or everything you do is fully
justified, Otherwise you will find that lots of little mean-
ingzless thinges creep in which don't amount to anything but

. e
clichos.
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There is another way of doing it: Read throuzh
the picce and find out what1at'is about them, without using
the words at all, Tind where you can apply various parts of
the Mothod very casily and slowly begin To act. Find out
«hat it is about, do it, and then as you are sure, facl
your way into the words. Another weak thing was the feeling

of truth, Tho other points have already bden mentioned.

Falicity:

In the first 0thello, the form of Sam's action

secemed to come from physical necossity rather than artistic
creation. You clenched your fist beczuse tho tension was so
strong, instead of as Terry suggested, vorking out some sig=-
nificant form and fitting your words to it. I should suggest
a feoling of form and easce [ary Lou did not steal the part
from Sam, but ag she had a good deal of radiation, she could
have been nore oxpressive.

Romeo and Juliet: Suggestion to Hurd, You had ex-

preggion in your head and neck, but the rest of your body
secned rather weak, I woulad ﬁgggest that whatever point of
the Wethod you take, use your whole tody and make everything
gsisgnificant.

For Woody I have a comment rather than a suggestion,
but it might help. You rather impressed me as a2 film which

has been stopped, Tor iary Louw, in Romeo and Juliet. What-

ever point you took in the iethod should come out more fully
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in your voice. In Zhe lerchant of Venice, my suggestions

were similar to that of irs. Elmhirast,

In the last Othellos To Valerie I would say that
your novenents were rather wealk, so that the dig movements
looked like small movements. It zave the lupression of be-
ing modern and not big enough for Shakaespeare., Therefore,l
should suﬁgest attontion to style, and takiﬁg also everyfhing

with your whole body.

Poter:

iogt of the things I wanted to say have been covered.,
I felt very much that you had all worked on them alone, and
only Tor 2 little while in your work you wvere together in the
scengs Contact was necessary and the same gtyle for the two
actors, The outstanding example was the first scene - Sam
and Mary Lou wero acting in two different styles. If you had
worked more together you would have knowvn caca other's style.

T™wo nost helpful things I feel would be objectives
for everybody. The long pauses did not hold the audience -
objectives would have held them. 'The third point: The bodies
were not sufficinetly expressive, Fourth point: FPor the fe-
male characters especially., If they had imagined more -~ if
they will imagine more the inner life Df the characters, then
they will be able to increasc their powers and hold the audi-

CNCe much noro.
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Blegnoxrs \

T +thoush®% that one of the things would have becn
more concentration so that thoy could have carried through
the line a2t a particular moment in the play, then go on to
the next thingz, I thought they were varied and therefore
thore was a certain amount of blure The cnly other sugges-
tion was +that if you could reallzc more that you rely too
rmuch on your volces, and 1if you could just realize that you
had your whole body to use as radiation and means of oXpres-

gion,

i're Cholthovs

'y suggestion is very simplo because, first of all,
I do not think we have yet the right to judge our friconds
from the point of view of interpretation. 1% is too early
for them and for uz, beczuse we do not know how they will de-
velop after getting sonme suggestions. Theorefore, I will
avoid everything about interpreotation for the tine being.,

In connection with the llethod: I think we arc no%
yet able to require from our iriends The use of psychological
sosture - it is too early. Justricaticon: T am not sure that
you are quite sure of this. Therefore, These two points are
t00 early. Feeling of truths 1 preferfnot to work with our
friends on the feeling of truth for & while.

1€ I ask myself whether it was well done or not well
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done, the answer cannot be g%vcn now because that was the
first attempt. The students have been hers for one and a
half terms, and therefore it is too carly to ask then TO be
able to say whether it is well done or not because after
this foritnight, will ghow us if they have anything. This
is the first stepe. They have done this intelligently and
for this first step there are many good thiﬁgs. But, the
second step will be absolutely decisive.

Iy actual suggestion is that each point of the
Mothod must be taken into consideration, atmosphers, objec-
tive, and others - everything you Inow already from the
lethod., All these points need to be worked upon. There-
fore, I will not say there is a lack of contact or imagina-
tion - everything ig still new, but many things are alrcady
touched upon. You nust think that you have to work on these
parts from all points of view. This is my first suggestion
and T must remind you that when I chose these scenes, T
choce +thom because they are so full of different colors of
fire, and this fire I have not secn, and this 1 regret.

Another fortnight will show us whether the fire is
there, and this ig for me tThe most lmportant thing that I am
now expecting of you. You will ask me how 10 get this fire
if you are actors. iy answer 1is: All points of our Hethod
are nothing more than the means to get this fire. rroperly

uged atmesphers, objective, imagination, - if the Tire does
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not result, either the method ia wrong or the person is not

1I"I
a2 born actor. This is one thing,.

EURHYTHNY : i :
Sccond: Your tedies, The bodies are bound more

or less in this or that scene. The rmost iree expression 1
zet from certain movements of Hurd, but sometimes I have

seen in him what Paul has seen - this movonent which you do
because you are not free enough. But 1T 1s not bad

/\because your bedics can be doveloped casily, It does not

trouble me at all but I must point out the followings \hat
e aro doing in our cymmagiume This is very important and
necessarye But, there igs another thing which is much more
artistic and'fing and appealing to the depth of our artistic
souls and spirits - and that is Eurhythmy. If you take
Eurhythmy superficially, as something which is too coft,
then you are very wronge IZurhythmy is built so that it can
avaken in us p9wer'which'nnthing else can. ZEurhythmy must
be taken with the desire and will to receive it, 3Some pa-
tients are going to a physician and are zZiven drops but they
afe not enough, and it is increased and inereased until the
rizht anount is received, and the patient knows that it is
helping him, Ve must have the lomeopathic approach. Ve
have our strong things - gymasium, and we have our fine
type of spiritual methed in BEurhythmy, and please take it

with will and with desire to discover the whole depth of

Burhythmy, which will nover come fron gymmasium, althouzh you

like it very much, It will develop cortain ability in you

but it can never be substituted for Eurhythmny. Use the
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whole method with patience. Remember that the hethed is only
\
being used when it awakens in you firg., This is the signi-

ficance of Eurhythmy.

're Chekhov to lilss Crowther:

Hurd's voice. [y impression is that Hurd has cer-
tain qualities in his appearance and his inner life which re-
quires that the voice be on the same level, but I hear Hurd's

voice here, and Hurd is there.

SPRWCH:
Misg Crawther:

Hurd hag a naturally good quality of voice, but he
has a very bad accen®t, and he has as yet no control of vow-
ols or consonants, and is not able to get any form in his
speech, He is not able to allow the warmth of his feeling
to come out because his vowels are not clear, Therefore, he
has 2 big handicap. (Fre. Chekhov: You must possess your
voicces) I feel that the natural quality would be good but
it neecds a great deal of development and much hard work for
Hurd. It will free you when you get your full ability.

I am speaking from just the amount of work we have
done - we have had such & short time. There are many things
which I feel could have come into the speech, although some
of you did try to bdbring your methed in.‘ h thing which would
help you most in your next step is the feeling and knowledge

that you are not spezking prose. The voices on the other
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hand, were very modern. Thcy\belﬂngﬂd to our present day and
not to Shakespeare. (I think Alan spoke of full conscious-~
ness.) That is, not half_nf +he words were spoken consclously.
I em afraid that as long as I work with you I will
always ask you to follow the method, and never will I ask you
to +take my interpretetion of 2 1ina, but I do not agree with
Paul. e can work through our methed, and get so much more
quality in the voipe'sn that we can get the style we want.
This must come through an understanding of the method. The
method, as far as you have gone, is to live in your conso-
nants., You must speak on the dDreath streamn. If you have the
breath through your sounds you will be able to get the stylec
and quality you want. Another +thing which perhaps we have

vorked on a 1little, not much, vowel sounds.,

1w, Chekhov spoke of fire, and it is through our
vowel sounds tha$s we are able to bring out this fire which is
inside, Ve bring a2ll our cmotions on our vowel sounds, but
they have to be carried by the congsonants. They are very, very
important, I will still +alk a2bout consonants after three
years, The consonants nust spring more and more into life,
because they help you to bring your vowel sounds into such
beauty that you can cover the conscnant sounds., Of course we
heard many many times the voices on the throat, but this is
only to be expected now, but in the next forinight try to

hring your voices more forward, SO that you are not on your
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throats. One thing which will hold you back now is accent.
While we have our impure vowel sounds we cannot have good
quality of voice. The vowel sounds must De pure and the
consonants clears IFf you have zZesture in your voice, you
can express through your voice the contact which we want to
cat, Before we speak we must have our gesture of voice very
radiant. ‘

One thing was mentioned which I %hink we could im-
prove 2 1little, and that was the hurrying over tﬁa passages,
and of course the words. Finish one phrase then grip your
next phrase. One thing which will help 2 great deal, and
which will come during the next Tew weeks, is the background
which is beohind so much that Shakespeare gives you, and this
will take away this thin, trivial quality that one hears in

the voice,

[ira Ghﬂkhﬂl

A very important question arises, When Paul found
himgelf offended by this reciting he was right. Nobody wants
+0 have that which we call "reciting'. I have found this
thing in 211 countries. There is alwayg this confusion be-
tween the real fire, when we first try to speak Shakespears.
Throuzh the fear before this bad thing ﬁe call "recitatinn;
we are afraid. ‘When this confusiocn is there then we are in
a quite hopeless state because we are afraild of this false

reeitation. Then we shut the door to very important things.
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iy tiothod, properly taken, zives you the possibility to awaken
this firo, :

Another side of this is the speech worlk which liisa
Crowther gives us - the ability to Incorporate this fire in
Iprﬁparly developed speech. All other mothods are appealing
to physical partc of the diaphragm (there are many such
mothods)s Therefore, after much personal experience we have
chﬁsen liigg Crowtheor’s method because it is deep enough to
get the fire from us. It is quite cnough to give our whole
boing fire, Ve are near snough to this method through the
gestures I give you, Therefore, if you hope to awaken your
fire by the method I gi?n you alone, and will discard your
speech work, you aro gtanding only on ono foot. liss Crowther
can teach ug real rnditatian. and this iﬂ dono at Dornach, but
we hava'ta';amhinu thege things and have really to develop
our speech mothod for the theatre. This method will-lift ug
up as mugic is able to 1ift the human being up %o a certain
lovel, which is higher than our usual level. What Nr. Oppen-
heim told us today abvout music is true of our speech, and of
the method. Without this higher level we are not able to be
actors of the new theatres As you }uiuw. our repertiory will
be very varied and we must have ability to be at home with
everything in it., Therefore, there is no contradiction,

I must say again that really in spite of all thesc

things we have to expect from you, as new students, I an on
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many points very happy,

48 nuch ability, it will be marvelous,

PROFPESSIONAL ATTITUDES;:
You must know that

ethico, ito unwritten rules.

and porhaps lator on with the falry tale
Teryence lorgan ig exploring,
is at work, tho nore vo

tho nore important this rule bacones,

not be agked to cign a papor, but ingide
sign this *"papor? ag 1t wero,

to be able to keep profesoional gecrots,

Januﬂry 31, 1938

anqiif'in one fortnight you will show

each group hag, of course, its

Ag ve are from now on going to
Work nore and nore concretely with two plays - lir,

play [?hn Pﬂnﬂnﬂﬂnél, and Henry Young®s play

sShdanoff'sg

C.Snaninh Even inp,]

Eﬁwa Kinga|which
and[ﬁﬁnn uf,ﬁﬁgjun which Beatrice
are working for oﬁ¢ future theatre,

af cﬁurﬂa. you will
ourzolves we mugt

because tho important thing is

There aro fanily gdeerctos personal gecretoy national

secretg - our playg are

friendgs, gigters,

work, but you have no right
or are going to do here for our
lesson ig that; nobody outside

properly about our work, becauge

antieipation which

here, but we arae

this judgment and criticism and vwrong ipinion

our professional seerotg, You have

brothers, parents WhQ_ﬂrﬂ_iniaxaﬂéﬂd—&n—yuur

to tell them what we are doing
future theatre. The first
of ourselves ig able +o Judgze
they will havg a certain
can only be wrong as éhey are not working

I1f we discuss our work with outsiders,

which is formed
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around us will be there, and we will pay for it later on,
\
perhaps dearly.

This is one side of the question, but there is
another which is more practical, and perhaps more dangerous.
The theatre today needs and lacks play, ideas, themes, au=-
thors, and repertory. Every theatre 1s chasing for then.
Ingofar ag we are still students 1t will be a long timo
boefore vic appear on the stage with our play, but rumors about
what we are doing, what we &re preparing, can jump to other
citles and other countries - to London, to Paris - so quickly
that before wve aru'rﬂﬁdy'tn present our plays the ideas
could alrcady be done by other groupo or theatres.

Perhaps soma of you have already guessed what
story hag becn taken as a ground for Mr. Shdanoff's play,
but it is only a ground as the play is a new conception. If
gome of you were to mention it unwittingly, it night become
Imovm and somebody might produce suchin play, the idea of
which is so énticing for every theatre, and we would be
lost.

The same is true of Henry's play. If we speak
about the idea of Thoe Spanish Bvening and the Commedia
dell®Arte, the 1ldea will be taken can be taken by others
and in a2 few weeks we will see it in London. It is too
important a theme not %o be used., Ve nmust keep our profes-
sional secrets. This is too important not to be understood

and taken seriously by all of ug,
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Then there is another point which is much sinmpler,
but it is in connection with#aur-preparatury'work for the
new theatres I refer to what we have done just now when our
young friends have performed and weo gave them suggestions.
This ig the "gchool" approach, and it is very zood and useful
in the school, but it must be stopped definitely and entirely
when we are working as actors. Only the director and his
aggistants have ears to hear and digest suggestions. The
director is happy to get suggestions and he will ask and
walt for them, but ho will be absolutely unhoppy if friends
and actors will give each other suggestions. If this goes on
then there is no need for the direcctor, and -he must be dis-
cardead.

I knew thig from my work in HMoscow - we speak very
much and love to give suggestions - everybody suggests to
everybady to do sﬂmnfhing*nlﬂu. Then the director cannot
recognizse 2 single ono of hig ideas - he becomes helpless
and the actorg become erazy. This cannot be allowed, for
the actor's sake and the director's sake.

The director is the person who leads the actor,
and each director, good or bad, has a certain plan which
must be carrled through carefully, with great patience and
understanding. The actors must follow this plan if they
belong to the group which prepares the play. All suggestions

from outside break the plan of the director, and this broken
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plan will be very painful for the actorg themselves. There-
fore, it is not possible to g}ivu guggestions or even discuss
tho rehearcalg with the other actors. If someone says, "How
beautiful you were today,” this means my actor is spoiled.
Tomorrow heo will @a to0 deep, too strong, too weaks Such
things are very diﬂ%;rhing to thedirector who may nover say
you are very good because he maj'want to say that in two
waeks tima,

If anyonie of you knowg tho source of the ground
work for Hr.IShdﬁnoff'ﬂ play, pleage do not read it at this
tinee If we read the source before we enter into the play
deeply enough, wo will make the same migtake and take sug-
gaufianu from the other side., Some ideas will sit in you
and digturb yéur'wurk. lire Shdanoff and I may want you to
read certain passages, and we will tell you to do so at once.

In the same viay, I do not think that our ilethod
should be spoken about, because 1t takes time to be worked

on, and to be lived. ,



