“ichael Cnekhov September 27, 1937

CLD AND NEW STUDENTS - RELATIONSIIP
ADVICE TO TEACHERS

THE FEELINGS

THE OPEN HEART - THW FEWLINGS
INMPROVISATICH -~ RHYTHMICAL IMPROVISATION
ARCHETYPE

Chaliapin
King Lear

Let us spend a few minutes enjoying the new studio
and greeting one another. At this moment I feel 2 greatl res-
ponsibility for the future. Having been given everything by
iire and lirs. Elmhirst and Beatrice, I feel we must give
everything we have, and we must give them our warm thanks.,
iow that we have a new group of young people I must give you

some instructions with regard to them.

Concerninz the old students helping the new students:

First of all, you, as old students, must feel
yourselves older than they are; and you must believe that
you know more than they do, and that you can do more than
they can. #Without this feeling you will not be able to help
the new students. DBut you must help them. You have a big
responsibility towards them because they do not enter =
studio which is empty, but a studio which is full of atmos-
phere, and you are the atmosphere of the studio. Therefore,
you must have a responsible feeling towards them, and you
mﬁst lead them. You must be very careful with yourselves.

I mean they can be very friendly with you, tut this is only

one part of their consciousness. %With another part they
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will look at you with hidden eyes which you will never notice,
and they will take lessons flrom you, subconsciously and uncon=-
sciously.,

Therofore, especially during the first months, your
behavior is very important: your attitude towards the theatre,
our gchool, our friendship, etc. ¥We must be serious enough,
humorous enough -~ everything must be shown %hem. They must
understand that we are not a cloister, but neither z2re we a
superficlal crowd of people. Everything must be shovm thenm
in a very concrete form. Therefore, how they will progress
depends not only on what you will teach them, because you will
teach them as well, but it depends very much on who you are.,

I nust repeat that I am absolutely against the famous "cath-
edral” atmosphere; but I do want you to realize that our
work 1s a ground and basis for 1life, not only a period of
temporary theatre life, We have laughter and humor in our
natures, and these we must use as well, This is the first
point.

The second point is that we must teach theme I will
give you cartain simple exercises which we have done last year,
and these exerclses we will lead in turn. For instance, I will
give you some lessons and then some of you will also give les-
songy knowing who 1ls able to teach what, we will teach then
Together, I will tell you now what kind of exercises I want
you to zive themj and you must think over aach exercise very

carofully from the point of view of "I am giving 2 lesson
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on 4+ « « o' Don't assunme th%t you know the exercises. Think
them through carefully and then you will be able to zive them,
fou must not only zive the technical lessons, but
you must be able to give explinations 2s to why the exercise
is necessary, in which form, how to do 1%, hoew to understand
1%, how to apply it in the future, etc. Don®t be 2 r:id to
tell them things which they will not understand &t the mo-
mente  They will not understand it with their heads, but with
their hearts. If you repeat the exercises many times, the

understanding in them will grow with time. The right order

of the exercises will be found by our assistants.,

A _list of these exercises

l. Concentration,

2. Imagination - not only images to see, but images

to hear as well.,

3o Incorporation of the most simple images.

%o vovements Ybegin by being conscious of the body, etc,

5 Exercises for justification of the gimplest charac-
terizations Give them the most simple things, such
ags keeping the hands in the pockets 2ll the time
while they move about, and justify this as their
characterization; or a character who is 2lways look=-
ing for very small spoits; or a character with a very
stiff neck. All such characterizations must be jus=-
tified; and you nust help them by explaining to then
that each justification is a psycholozical thing,

6. %*~nsphere exercises.

7. The actor’s march exerciset the march can be used
in 2 much wider sense than we used it last term,

In giving this exercise, try to give it in its
widest sense. .

8., Legato and Stacatto.

9¢ Originality and Ingenuity: bezgin this in the sim-
plest way.,

10. Objectives: In %eaching the objective please use
The term in our sense, and not as we find it in
Stanislavsky's books - that is the foundation - but
how we apply the objective, in our sense, that isg
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by taking the activity with the whole vody.

11, Exercise with groups: with given music and a given
idea, without explinatinn - this will come in the
future. Let them build the sroups instinctively,
w#ithout analysis,

Y

You nmust think through thezs eXerclses and prorare yourselves
inside before giving them to the neaw students.

There 1s another thing which we must give them:
they will act, 2almost from the very Lesinnins, certain Xinds
of exercisez which consist of acting small sketch2s no longer
than nﬁu ninute, perhaps even less. Such sketches, althoush
short, must be Mull of meaning., They must contain a few

short sentences. Each sketch nust have a very strong atmo-

sohere, very clear objectives for =ach psrson, and all the

other means which we have learmed throusgh our exercises nust
be incorporated in these sketches,

In this way, after you have given them lessons in
concentration, imagzination, incorporation, etc.,, you will bhe
able to gsive thom the sketches and ask them to act them as
freely as they like, Ly trying to exercise their understar d-

ing of atmosphers, objectives, etes This means that they

they will be able to 2pply at once in a professional way the

J

things they will be taught in the exercises, Of ecourse, thoy
need not only bYe used as exercisos, ‘Thay can becong ﬁuch
mors than that, but that will depend upon the tazcher., For
instance, a teacher may wish to awaken some specizal thing in

a new student, and that is ©The teacher®s husiness. liaturally,

1 should like you always to s0int out the HMethod whon working
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with them lecauce without consciously using the Method, thoy
will flounder and will never ove a basis.

We must cling to the Method, becazuse this is the
only way in which we will in time have a cround., ‘ithout a
Method it is sometimes much imore nleasant to flounder, bui
it iz uselessy therefore, I want you to noint out that we havse
2 Mzthod. You must work with the method carefully and pa-
tiently bYecause this is the zround for your future work, and
we will nover be allowed to flounder in our school. OCur
school ig the enemy of such flounderinz art, cr "as-it-were"
arta

Therefore, please prepare 25 Soon 23 possible a lot
of such 3mall one-minute sketches which contain very exores-
sive texts. You will recall the exercize we did last year
in connection with a sudden shock or rﬂacfinn to 2 gudden sen-
sation. It is a very good exercise because it awakens nany
thinzs which want to sleep in the actor®s soul, bui we were
afraid of this exercige and we stopped it because I was too
lenient with you. These zmall sketches must be a3 if a little
bit extended, that is, they must have a2 Iittle more power
than tThe avent in ecverydey life. Each mu~* be an sxercise

£

for awckenin:~ cortain 2abilities in %i:e souls of cur students,
I should like to have a little 1library of such siaevenes fop
our new students,

You must lead the new students in twe ways. 3Sonme

0T you will be "nurses” for (eridin sztudgnts for a fortnight,
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and then the 'murses" will be changed. Then there will te
another ¥ind of helper who +1)1 =ive lassons here in the

gtudio.

tiow the work with the old students:

During the summertime I was able to think back on
our work last year and I zot many impressions; I am sure you
did the same. I made many reproaches to myself because until
now my work has always been with Russian, Jewish, Latvian,
Lithuanian, and a little with German peonle. The meeting with
you was guite a new experience for me. .Ia you . met qualiiies
I had never met before. On the othsr hand, I could not find
in you some qualities which I had been accustoned to find in
young students in other nations. This was a very wonderful
experience for me, but was 21lso responsible for some of the
wistakes which I made, They were small things which are very
soed to see 2nd To knaovie
THE OPEN HEART: TH® FERLINGS:

T have nade an examination for nyself and, &g a
result of thig sumner®s thinking, I find tThat we lack two
thinzs very nuch, and these things will be 2 trizl for us.

I¥ wo are able to aweaken these thinzs in us, then we 2re ac-
tora, we are a tuture theatre., If not, then ve have nothing
t0 show our future audiences, It is vary soerlous dut very

simplae.
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find in our souls feelingzs, emotions, human vibrctions - tThis
open heart, the heart which s not afraid to be hurt. iithout

these things we are not able to be actors. ‘/ie must show our

audience something which is precious. And what is precious
in our life? ¢Cnly our hearts. e have so many thoughts, we
are 30 clever and everyone in the audience is so clever, and
nows much more than we doe S0 that we are.not able to make
2 persuasive impression on them only by showing our outward
ability and knowledge. In zach noment of our performance we
must show them that we are human beings who nave a center
which is our 1life, our physical 1life and psychological 1l1life,
Without this we are nothing for our audience., If we are not
able to awaken this part of our human teing, we are not able
to be actors in the rezal sense. 'To be actors. "ag=-it-were”
is quite a different thing and we do not prepare such kind of
actors. It is not interesting for me or for Yyou.

You have heard this before from me, but we must
speak about it aga2in, because this is what we are going to
ret or not zoing to get, in which case it will, of course, be
trazice Don®t think that I ask you to call {rom your souls
your person2l blood temperament. fiot at all. I speak about
your artistic 2motions and feelingse. If you are not able to
understand now what I mean by thls, it does not matier., Iou
w111 understand with time. I will always point out which is

the right feeling and why., You must oven vour hearts, with-

ocut this symnasticg, without this heroic act, you will never
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get the artistic feelinzse. You must open your hearts with pain
and tears - but you must do 1% - otherwise your heart will be
a nice box, but nobody will see vhe jawel that is lying there.

Y0 open the heart - this expression is toc general -
but on the other hand, it need not be too general because
averyone xnows what il means to open the heart. That is why
we don't open it, because we know what 1t means. Therefore,
don®t think you don't understand me - you do. xou must open
your heartg, not only in our rehearsals and our work together,
but you must try to do it in your everyday 1life. LI your
heart opens to those you like and love, it is no great wondsers
It will clogse a2{ter that person has left. Xut if you are able
to onen your heart tTo everyonae, then you will awaken your ac-
tor's 2bility. You must exercise your heartis in your private
1ives and then we will have the results here. It is inevituble
to speak about thesgse things: noil only to open your heart to
averybody, but to do it with an effort, because what you do
without effort means you can already do.

You must take this suggestion concretely: our prob-
lem is no:t to use wvhat we alrecady have, tut ©o add to our
abilities. Az an exerclse, try To think about your enemy ir
you have one, or about somebedy whom you do not lixe. Or
+hink about the people to whom you are gquite indifferent.

Vou must concentrate on this rerson, and ftry %o make a DSy-
cholozical resture %to open the heart, havings this image before

vou. Then try to touch tnis nerson with your heart, vhnich 1s
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not only physiecal. and then try to fin~ in nim or her seod
abilities and ~ood sides to s or her soul, which you did

not noticas before Lecause your heart was closed before them,

Somotines when you do this exercise, you will reecl
somethins like ceasickness, tecause your heart will protest
asainst this thing. Pay no attention to this sickness, but
=0 nearar and nearer %o this person whom you don't like. 7Iou
will hear many orotests around you, suzzesting that if you do
not stop you will become almost crazy and unnatural. Do nov
listen to these protests. They are small devils which try %o
gtop you, but £o on and in time you will gew something which
is not o Lo deseribed. This something will give you what 1
mean by artistic emotions. Then you will zet something which

we call feelines. Of course, they are feelings and cmotions,

but quite a different kind of cmotions from those we gxperi-
once in our everyday life., If you will do this exercise Ior
five minutes every day, it will te enouzh for the beginning.
/hen you have penetrated more and wmore into the soul
of the person you do not like and have found geod gualities
and abilities and intentions in them, you will set another
feeling, Instead of nausea, you wiil be ied by touchinyg this
soul which you do not like. It is quite another Teelinz. You
will rael yourself, [irst of 311. "mirhty" in a certain way.
ot that you will ve miznty in the accepted sense, Lut you will
feel yourself more free in your feclinss., You will not be

afraid of showing your ifeelings or of hasin; Shem., oany of
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the locked doors in you will te conaned and you will have the

£eys In your hands. \

This i3 a conerete exereise which I 23X you not to
forgot, because it is a very crucial point in our work. Ue
must take the problem of our feelings very seriously and
tackle the problem this yeoar. How long we will require for
this work dencnds on us, but we nust begin to work and not
leave it imtil we reach some result,

There is only one thing which you must be adble to
hate, and +thatils when you sce actors en the staze as enpiy
Tilgures jwaping thero without feeling., This you pust hate.
Then you will zet from one side positive things arising in
your congsciousness, and from the other side a hatred. for the
actor on the stage who is only shallow and ampty and leas
than a2 human being,

INMPROVISATION

There 13 another thing we nmust develop which is as
important as the question of feelings. It is a moro profeg-
3ional thing and cone which we nust develon consciously. a
will have many pleaszant hours developing it. “This is the

ability to immrovise. If you will look hack on your past

rehearsala and performances, you will realize that you have
done many things - not only in the proper way, but very clear,
very: sharp, vory clever - but almost without any improvisza-
tion. You have not added anything from yourselves %o *he
zivon secaffoldinz. You were very honest and conseciontious

with %he tasks you wers siven, very careful and atientive,
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2ut not yet creative,

ahen I think back, 1 get the impression that they
(the creative forces) are gleepins - and from a certain point
of view it is a xind of sleep» not %o be able to improvise,
vecause the improvisation iz the ability to zee at the moment
and to hear at the moment cverything which is £01ing on around
you, inside you, in the real factse. It means o be awake.
In an extreme case, not %o Le able to improvise is +to ba con-
centrated on a small whinrg, winich makes you very concenirated
out very zleopy, and the whole world inside you and around
you is getting small, You wust be free enoush to have %he
wholg world around you, and not to show at the moment <hat
you are thinking of something else.

Yo ve free enouzh to enlarge your world. Iif you
are able to do this on the stage, you will zet many sparksz as
if you have been struck by lightning and everythingz is pos-

3ible for you. This is thoe real vleacure, to Le on the stase

I..Ji
O
o
"

when you feel you are able to do everythingz. This
real life and the reason why all of us have cum&i%his nrofes—
sion - because somewnere this desire to te {ree and to create
on the staize is sitting in us. We will have special exercises
for improvisatlon, and I hope with time we will develop &this
abllity, until the nonenst when the li;h;.in; will =ztrike you,
and you wilil set a revelation as %o wnat ig really the zctor's
art. Then you will understand what I meant when I said the

art on the stago is more life than the lifa wo live.
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‘he two problems we are faced with are the develon-

ment of the feelings more asya hunan problem, and developin:

the ability to improvise more 23 2 professicnal problem. You

must not tg a2fraid of the faet that we will confine ourselves
to these two problemns. ‘tThey afﬂ =20 important for us that
aven if it is difficult for us and very tirinzg and tiresomne,
wo nmust go throush with it and cross the threshold, because

everythin- without these +two things will only be an 1llusion

&

two things

that we are doing somethingzg, e must et these

and then all other things around will jsrow and 7lourish by

Improvisation, as I mean 1%, has nothing to do with
license on the stage, lLast year we had two very good exarnles
of this. L[o you remember the very happy improvisation with
the dancing couples, and the less Tortunate one of the Italian
gecne? Why was this? liccause one lmprovisation was acciden-
*ally built on a certain subeconscious zjround, and the other
cne was without any rround. iut both afltham were license,
of course - cone hacny and the other unhappy. “hat we are
coing to do to escape this kind of improvisation iz te do
everything consclously until this conzclous work will disap-
pear in our subgeongclous, as sverything must in our profession.

verythin;s we have done so rar with atmosghere, ob-

jectives, irazination, stc., is nothins other than the bvasis

o
Ui

- - s - - -Ilill -~ - - L] e . : —_— L] . F o » a
for imprevisation, YWhen you are 50lnyg ©0 imuprovide and you
have the theme and objectives, 1t means thatl you have 2 gilck
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in your hand which will really Zive you 3supporte each oment,
vou will never flounder. Yo Xnow that you must take an ob-
jective, or atmosphere, ., With the means at our command
you will never be lost during the improvisation., Your soul
will be so Tlexible and accustomed to this.kind of work on
the stage that you will be able, for instance, to take an
objective, and then on entering the stage you will change to
the psycholozical zesture or atmosphere, etc. You must have
a handful of different things that you can jugcle with inside,

Ly ideas is that you will develop sSo much tThat you
will be able, beins invited tu_impfovise and being given some
themes, to stop me if I tell you to take an nbjﬁctive. for
instance, because you will Xnow what to do. If you need im-
azination, you will take it, or if you need an objective you
will take it, so that you will never be lost during an improv-
isation, Your soul will be so flexible and so accustomed to
this kind of work on the staze that you will take an objective
on entering the staze, or psychological gesture, or atmospiners,
cte., Therofore, at the beginmning you must be pedantic with
wrourselves, Don't allow yourselves to Pe h2apdy because you
are happy. You must lmow why you are happy: Ovecause you have
taken a psycholozical gesture, or objective, ctc.
RHYTHMICAL IMPROVISATION: . g ) .

1 you succeed in such improvisations as 1 will give
vou, then I will zive some small things in rhythimical improv-
isaticn, but this will come later and it will not maxc the

nroblen more difficult. Therafore, our rhytimical attempts
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of last year, which wers wvery airall and hunble, will be post-
poned, ‘e must set some oth;r things first: the ability to
have our Teslings (this is the wrong word, but vou must under-
stand) and the ability to improvise, If we zet some rosulis
in this way, we will come back to the rhythm, which is much
more complicated than it was last year. In connection with
the sketches we worked on last year, I want you to forget, or
almost forget, all the things we have spoken about in connec-
tion with settings, colors, costumes, cte., 2nd concentrate
on the actor 2s a beling who is able to master his own inner
life and forpget all the accessories.

Our problem now is to find the things inside of you
and not outside, and this question is comnected with the set-
tings, costumes, lights, and other problems which we will be
speaking about. There are some exercises which I want all
gtudents to continue with mej; there are very few, because
other exercises you will get by teaching the new students,
ixercises wit! rhythmical and musical things which are part
of our sketches, you will continue with Beatrice and Alan,
Then we have to do exercises for radiating and flying and
moldingz, and exercises for the rhythmical sesture, and for
justification, legato and staccato, etec. Yery few, but they

are noecessary ior us.
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I would like you to glve me some suggestions for
the coning year, in whatever ‘direction you wish, FPerhaps
you will be able to suggest some new things which will helo
us to find a bettor way to work together, because we are
really crecating ocur school together. Ly idea has always
been not to be a despotic leader, but to lead with your help.
I will consider your sugzestions and drew conclusions, and

if necessary change ny plans in order to find the right

annrcach.,



