liichael Chekhov larch 10, 1938

RHYTHIICAL ACTIVITIES
STYLE \
IVAGINATION - TINE
ORI
STYLE
RHYTHMICAL ACTIVITIES:
\ “entences, and how to use them. “"Now, my dear, tell
me all about it." -"Take it only as a whole, with feeling of
the whole., Will you please divide into thrée parts: "How,
my deay, (small pause) tell me all about it.”

This is not to be proved, but I appeal to this rhyth-
mical feeling. Yie have scen that this is the way to interplay
the sentences, tho gcenes, the characters. The ideal is, of
coursg, that these things must be-&urgntten. and then they
will arige inside of you as if of themselves - unconsciously.

Then we will really got the ability to use our rhythmical abil-

: itiﬂﬂ °

Now, speak the sentence again as a whola., Do a
comparatively long pause, not as a special thing, but as a
pause,

Spy: "I refuse to let you wriggle out.™ This sube
tle feeling for these fine rhythmical things must occur in
us when we are making this attempt to hear it, and to do it
more and more carefully., This attempt must be always there,
the feeliny; of rhythm will not come through the head but only
throuzh the inner contact to hear the rhythm.

Will you say the same sentence without any sharp
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divisiané between the Tirst, second and third part, but have
a feeling in general of the Quundariesl

1« I refuse

2. to let you wriggle out

3. pause

Nobody can tell you what is wrong as there are so many ways
to make it right.
Now, will you take the following sontence:

1, Becaﬁse you once meant (in this first part
there are 2 parts) (1) Because (2) you
once meant

I want you to do one long moment in which are cer-
tain parts. I would recommend yuu*tu take a simple movementd
in three parts. Try to oxpariancgrit first of all ag a whole,
Then in three parts. Then aonly first part, with two parts.

Vary the sentence, and vary your mood - hear with
your whole being. By doing such exercises we will get not
only powerful speech, we will get our "presecnce” on the stage
if we are sﬁrg that we are 1living rhythme Please do it very
quickly-- in ann.brﬂath. |

Now, we ghall taka another oxercise - three parts -

The Delugea,

ist part - enemies and animals
2nd " - coming storm = chaos
3rd " - pause

The Deluse:

de will consider as the first part, the whole scene

until the first noise of the storms Then the second part
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which includes everything until {he moment when chaos and
panlic ceases, and only WHBA the pause is turned, begins the
third part. These are the conditions I give you. Will you
inagine the whole scene go that you will anticipate the
whole as three narts. The less deseriptive the better - more
archetyral,

The only thing I want you to exﬁerience is the
three main parts, payine attention to the feeling of the
whole, without paying attention to the special divisions
which are obviously there, and try to strengthen by keeping
in your experience, in your snul,:in your emotional life only
these three parts. That means, 5f course, that each single
part must be experienced in the whole,

1 could really feel the will to get these three
parts and it was to a very sreat extent successiul, It was
difficult because the parts are so long.

In the rhysical world this chair exists ag it is,
but in the world of rhythm it exists as ve want it. Ye have
to interpret the chair as we want,

Now, we ghall g0 on with the same exercise but you
will do it %o experience as a whole, without even three di-
visions - only one part - and try o do it like o échﬂme
first, as if it ware a rhythmical gesture - compressed. The
rhythmical task is tﬁ experlience the unity, the oncness of

the whole,
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" One mistake, You have not understood the justifi-
cation of this quickness. Yéu havé acted ag if you have
very r::uqh timo. : 1If wo _lmqw we are going to do it quickly,
the jﬁﬂﬁffiﬁatinn 1g quite 2 different anee MNow, I want you
to fegcqutha schemo still shorter. Try to live in it with
your ﬁr%iﬁti; ingtinct - in a vary short archetypal schema.
Do it aa dnickly asg pSSHihla to justify it with only the
feoling of tho wholes |

Now, do it again, still shorter, Pay attention To

the boginﬁing; I want you to take it in three parts, by
acting the beginning, pleaﬁe have anticipation of the end,
ﬂnd-"byacﬁﬁng the last part, remum‘:}‘iar the bogimning. The more
yqﬁ come necax to the end, the more rises in your soul the be-
ginningj Tho middle part iﬂ the mysterlious placo-not to be
rapeateds When you will come to this middle pard, fry to
experience that we arc in the niddle part, the fine psycho-
logical parte.

STYLE: IMAGINATION - TINE:
Shdanoff Plav: ETI,'LC' Pgisng_ssed_l:

We shall try to speak some sentences from the play
based on two thingss imagination and time, We shall pay at-
tention to ‘the ép:ech only. Imagination in the style of the
play. |

Will you try to recall this time forms get it sim-
ply through your psychological effort. Try to keep your
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bodies fraee \

How, try to imagine in the style oI the play;ima~-
gination and style in the.spﬁech - this is the main idea
today. At the end of the scene when Nicholas is sitting
Epeakinélwith the invisible spy - this invisible gentlem2n in
gpectacles - about "usual and unusual® people, imagine in the
style of the play, how he speaks. After thie long torture
and psychological fizht with this image he ls extremely ex-
hausted and falls asleep sitting on the chz2ir. The door
opens and the mother appears in the room., She looks at him
and seces his pale tortured face, his tired mouth, his beauti=-
ful strange eyobrows, with a tremedﬁuus love and desire to
help him. She sees hd-is Blaaping;and she turns to leave
him, aslecp and resting., At this moment he opens his eyes
and looks at her and says, “Mother, dear.” The mother 1is
frightened and starts and says, "Yes, I only...l only wantedses
t0 see how you are. I am sorry...X have wakened you.," He
sSays, "Thatlis all right - I ?Bé aw@ke."

I wvant you to speak.absulutely cnly in imagination
and in the style., 7This gtrange kind of pulse or heartbeat is
what the author wants to have in this play. This 1s an emo-
tional idea. Thia'ia very nuch in the style that we want to
get, When the form is there, you will get the desire to fill

it. i/ithout any intellectual content - this is the actor’s

approach, Understand how important it is to find this feeling
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of tempo which exists thrﬂugP this whole play - the tempo in
the kind of life whith is the same through the whole play.
Imacine in the =tyle, then be aware of what the style is,
There must be no "hurry"” during the play unless the action
actually calls for it.

Now, this scene we have taken in the form of a
gcheme - imagine in the style. After this long and difficult
night which Nicholas has had with the convict, the bezgar
girl, the engineer and the idealist - this is one long night -
he comes back unhappy because he is always seeking for some-
thing which he cannot find. 1In tﬁiﬂ unhappy moment Liza ap-
pears without knocking at the dnn}. She appears befere him,
having apparently had instructions from the spy - the gentle-
man in the spectacles - but she rerself does not realize that
she speaks his words, that she fulfills his plans. She thinks
she speaks to Nicholas from her side.

Nicholass You! What are you doing here?

Liza: ¥y fiance hag gone away ~ to his egtate -
on business. I have been expecting you day
after day and wondering where you were.

Nicholas: But, you shall stay?...But your fiance?...

Liza: How can I tell; what does it matter?

FORDis

We are going to exerclise in the styloi you must

again imagine in the style. You must speak the sentences cor-

rectly psyuhﬂiﬂgically.. This strange dialogue seems illog-

ical but it means much to them. The form must be filled psy-



iis Chekhov arch 10, 1938

chologically - not by physical tension - fill the body with
the form. Try to find the éﬁtisfactiﬂn vwhen the form is
there - then the tempo will come at once.

Wo gpeak always of feelings and fire, but the fire
muot no? be formless or shapeless. tihen it is fire without
form and shape, it is not art, it is chaos. And iﬁ Theso
attempts which were without form, chaos and cosmos were in-
terchanging. When there 1s form there is real fire and power.
Feeling with forms. The stronger the form, the more firo you
can give. When the form 1s there we are happy to show our
fire, but when it is not thﬁrﬁ'wn are often aghamed of our
fire. Pay attention to ﬁhu¥fuﬁm w&%ﬁiyhiuh yau cover your

fire,

The liecating scene:

| The spy declar¢s the meeting open. Incorporate

the style in the speech. First of all, imﬂgine the charac-
terst Tho spy is always threatening to dbreak the form, so he
must inavlfﬁbjy experience the style in the wave form as a
breathing éulﬂe. If it becomes one straight line it will

logse the power because it becomes too even.

Beggar Girl scene: (Fairy Talo scene)

imagine that these two personalities are living in
two different worlds. She is always 1living in the world of
feiry tale unreality, beautiful,and fantastic, arnd frighten-
ing dreams., Imagine all these things in the style. DNicholas
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ig living in the reality which is always ugly. He 1is seeking
for something, but he does not know himself what it is. He
has found this strenge girl who tells hin fairy tales as if
her fﬁify tales were realities. He trles to penetrate
thruughitha fairy tales to her world of fairy tale. When

she speaks, her gesture ls to open the door into the world

in which she sees all these images. Hig gesture, by hear-
ing fhe fairywtaie._iﬂ to touch wharn this door is - he feels
the dopr_iﬂ open but cannot find 1t, therefore, by making
this ffnmdndnhﬂ effort fﬁ find fhe door which she openg for
him, he beging to tell himgelf the failry tales. He does not
interrupt har.'ﬁut he speaks cnnt}nuously becausgse he is
graaping and seeking for this doﬁr. The task is to incor-

porate your imagination in the style.

= # & # K & &

STILE

Svanish Evening:

¥ill you, through inner effort, get this style.
Start quite consciously what we have to do to awaken in us
to get this stylé. Butterflies coming from the sky and
touching the earth and flying off again - the butterfly -

changing objects.

Scenat

01d People standing before the windows with wreaths
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waiting for the bridegroom wbo is nearly ready. The 0ld
People are happy and full of expectation that the bridegroom
will appear at any moment. They will lead him To the car-
riage, and the whole group will more towards the church.
Theilr iaea is that they will thfﬂw the wreaths before him.
He appeers 2t the window to show that he is nearly ready,
then is frightened by the sound of the nusic and disappears.
There ig the music to whiech they all react. iach word, each
sound must be complete. Each rovement complete in the
"butterfly® style, but being old, they only "touch the earth’
psychﬂlﬂgiéally. The young peopla are very unhappy, and
almost crying. The old poeople’s ﬁndias arc almost breaking
they are so stiff. When the bridecroom appears with the
mother, she dominates and directs everybody. Every glance,
every movement from her affects everybody. She 1s always

busy - doing three things at once.



