iiichael Chekhov (afternoon) January 78, 1938

OBJECTIVE \
CONDITIONS
I/PROVISATION
STYLE
OBJECTIVE:S
I have noticed something - we have forgotiien the
real approach to what we call our objective, and theroiore so
often whon wo have on objective to fulfill it is only partially
dene, and this is the resulv when the head does it instead of
the whole boingze. Wrat does it really mean to have an objec-
tive? Try to realize your whole body. Keep this experience,
dovelop it and make it stronger and stronger and do not forget
thia feeling of the whole body, which must be continuously
there during the whole of our rehcarsal,
Now, take tho simplest objective which is "I want
to ask some questions,” and try to experience it really as wve
have done it bofore: I, my whole being, wants to ask & ques-
tion with ecach part of my being,: It is tre whole being that
wants to ask the question. licw, Uy hﬂﬂing this objective in
your whole being, will you please say, "l Chekhov, may I ask
vou a question?”, but by saying it try to overcome the danger-
ors moment which is when we are speaking on the stage. e are
aspeaking fronm here (the throat) as it were, and we think that
thiz is cnough. Not at all, we have taispcak vith our legs,
backs, and everything,
Keep the objective with your whole Deing. iow, I

want you o say the same words but by taking wio or three steps
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fornard, and be very much ﬁwﬁ?e of whether you are really

embracing your whole being for this gimple objective. Keep
this and develop the 2bility to Xeep it as long as you want

Co.

COHDITICIS:

lHow, another way, the same objectiver ‘I want to
ask lirs Chekhov gomething, Will you please take the condi-
tion that before you are able to ask you have to wait oy
walking in to the other rcomes This is the whole wisdoﬁ and
the whole truth of this exercise - What does it mean to have
an objective? It means to have something to do with the ob-
jective, and nothing morec.

iill you please take the condition that although
your desire to ask me something is a very strong one, and
consures your whole being, you have to nretend ﬁhﬁt it iz not
very important. This is the condition. You will come to me
and your speech must express "It is not important.” Please
kXeep this continuous electric power in your bodies, as it
wores. Now, lecave the objective, but te quite aware what it
really meang to have the objective and to leave it., It is ag
important to know when to leave it as to Imow you have it,

I wvant you to take quite a different objective,
vhich is an inward one and which is very much in connection

with the head, but you must overcome this objective of the
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heads ‘When you have 1o remember somethinz, it is natural

for the hand to want to be iﬁ front of the head, but in

gpite of thizs tendency you have %o experience it ir your

whole being. Do not really try to remember somethins, but,

as actors, pretend "I wish to remember something.” To make

it more difficult I recommend you 4o use your hands and have
them near your head, By these difficult conditions, +try to
Xaep ﬁhe objective cverywhere, Ie sure that your whole being
13 occupied with this objective. ‘ihen you do like that,

then your whole body is expressing. You know, of course,

that this kind of having the objective i3 very near to another
thing we need which we call "radiation!, because radiation
comes out of tho whole being.,

Leave the objective and be aware of the difforence,
How, Take Tthe objective again. Try not to be +too slow, dut
1T pogssible try to take it quickly, which will zive you much
more encrgsy and pleasure, because an objective which is
dragged is not a beautiful experionce for +the artist,

Another objectivﬁ vhich is to a cer*ain oxtont
localized:s "I vant to have a cup of tea.," Take it, Iy vihole
being if £illed with this activity becaugse I want to have it
happen, HNow, will you please &gk me what time it is. Do
not make 1t obvious to me. Tind sone justification for +this
question, so that I won't zet the real idea that you want to

finish the lesson and have tea. Leave the objective and make
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the difference quite clear. \
IT you rcally have the objective in your whole body,

you will only have to obey it - you will not have to add any-

thing, but if you have it in ‘the head or in the intellect,

you will find yourself oxaggeorating, Ve must deny such ex-

aggeration once and for all by takingz some point in the flethod

and refusing the temptation to exaggerate. -

Scene at Chureh intrances The lady comes out of

the church and her objective is "I want to zo homa.” Pleaso
take it and cverybody will do it. Keep the same objective
whether you are sitting or standing.

Now, some conditionas Thq mother has the same ob-
Jective the whole time, but here is one of the beggars, and,
having the objective "I want to go home, she must stop and
say, "How igs your nephew?" and give the beggar some money.
Take this objective and keep it and do it in turn. ile could
take another objective, but in this case we have to do many
things. This is very important. In a play thore are often
many objectives in connection with the main objeective. Each

vlay hag one main objectiva,

Criticism;

Instead of carrying through thé objective, somo of
you have confused two things: either to hurry, or to fulfill
your objective, If it is hurried, it is not the objective,

1f you wvant to especially make an impression of hurrying; the
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objective must be put in the#words, but without this special
condition or special interpretation of the objective, you
must not hurry. Ve, as all actors, know this mistake very
well, If we allow this ruch we are beaten, we are quite
without real results. Try to remember this very imporiant
thing, ‘

How, I vant you to take the nbjec%iva which we have
heres The begsar zirl is sitting here and everybddy who is
hore in the room wantg to know who she is, vhy she calls the
generai's widow "lother'. and her connection with the son.

We nust Imow everything about her. That is your objectiva.

First cast: I want you to look at them with pro-
feasional eyes and see whether they reoally have an objective.
By sitting here try-tn fulfill your ﬂbjectivg as Tully as

possibles Kaep the objectiva,

IIPROVISATION :

Mow I come to a2 very important point which I want
to mention to you. VWhen we are going to improvise, whether
for the play or in simple improvisations, we always make &
big mistake. e speak words without having inner life for
these vords, If we say, "Vho arc you?" without having the
groumd for it, at once we are caught by‘uur*interrngatinn.
This is a very bad thing for ocur intellect and killing for

our art. There are some things which give us the right to
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speak, When creating words %F lmprovisation, these words can
be based on the different grounds of atmosphere, psycholog-
ical gesture, the objective, etcs . Therefore, first of all
bofora vie speak our words in our improvisation, we have To
have certain grounds and it is therefore, absolutely neces-
sary to have our method in c¢ur power, our will, and be able

to manage it skilfully.

lir« Shdanoff's Play,

Scene batween mother and begear zirl: llow as the

L
ol

mother you have the abjeétiva %0 Imow everything about the
begzzor girl, Will you please put questions to her, but be
absolutely sure that you put these questions because your ob-
jective leads you to the question.

Convict scenes We shall take the examplos with

two different objectives. 1. Woody: "I want to force him
to zive me the order to do something.” Take this objective,
On the basis of this objective he will speak his words. Hurd's
objective is: "I.wish to exterminate him."” Paul's objective
igy "I want to dominate.”

| Take the objective. KXeeping the same objective, act
the Convict scene., Follow the interplay of three objectives.

Repeat Convict scene with spy included,

Criticism:

Iack of certain rroumd. Do not believe that we are
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c¢vor: ableo to dispense with Dﬁ dacelve the audience - vwa are
not able Yo, The audience is much cleverer if we do not have
an objectivae. On the other hand, we are much cloversr than
tne audicnce, if we have the objective.

Again, quite a difforent objective, a very deep
one. I want to see the scene of the son's nightzare, when
the mothor ccmes to him with the candlae. Tho objcetive this
tine is % be expreosged by a gesture. low you see how NSY -
chologieal gesture can be everything - the idea, the atmos-
phere, the objective, etecs Try 1o speck your words on the
basig of %this objective - gosture., The objective rmust be
taken at ﬂnn

Think of tha two mistakes wo always do. Cne nis-

ako ig made when speaking in Gurlimnroviﬂatiﬂns - we lose
our ability to speak as from the stage, and our speech Lo-
ecnes lcwer'ﬂnd lecas intarﬁsﬁing than it is naturally. Zven
allowing for lmprovication, we must have encuzh sirensth to
Speaiks Second, by concentrating on some things in our method
like the objective, we are gotting more and rore stiff ond
slow.

Thero are two recsons for this., Ono reason is that
by concentrating on the study of that vart of the legson we
loce certain actor®s activity and we Docore rere inven stigators,
da must mow that we must never loze our activity by deinzr one-

ercices and by too much situdying. The activi Ey mugt always
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he there, This 1s not cverytbing, hoviever, Another thing

is that we are getting slowor and slower tecause we are not
yoet able to manage the objective. When we are able to do so
we will never geot stiff - quite the opposite - it will give
us nmuch more activity because it is increased life for an
artists It gives him much more interest to live, to.be.

This iz a very important proof-of how impartﬁnt it is to know
the method, and to be able to manoge it,

Here is the threshﬁld. Here, before the throshold,
the Method consumes us and we are the slaves of this Hethod
then the fethod means nothing because we must have it in us.
Thug, "I am the slave of the Method” will not be good - you

must be masters of the Mothoed,

STYLE:s

Snanish Bvenings

Try, as you are, to remembor and accumulate the
"butterfly*" novement, Tako objects and do jugglers' tricks.
Keop the "butterfly” feeling, "I am an actor.” Try to over-
coma this certain stiffness.

Run o kiss Crouwther and back. Try to get in your
bodies all the qualities we have spoken of. Try, through
the feelins of truth, to do all these things in certain har-
nony with cach other. I want you now To wailt for the pur-
pose in this spirit.

i

Bring all the costumes we have here and orzanize
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the scene in the style of thq "butterfly!. They must be
brought in dJdisorder, then made orderly. Not only keep this
"butterfly" thing but increase it.

Take the objective: "I want to act." Blair is the
manager end will give orders to cheose garments and you nust
put then on so that in a certain way they will be beautiful.
Appear before liiss Crowther carrying out the charactor of
your costume., liove with music. You are being presented to
the audience this time naively and naturally. Xeeping the
same feoling, fold your costumes and finish,

Imorovisation on the same plane. This is the de-
velopment of the scene we have tried to do with a person vho
hag to hypnotize. Young pecople and old people - masks. The
old people want the old man to be revived because he is to
be married in spite of old ages The young people are very
much afraid of the destiny of their young iriend. The tramp
is mistaken for & doctor, and tries to revive the old man and
forces hinm to walk. You nmust observe this and find some
ground for yourselves., One gZroup tries to hinder the other.
I went the tramp to start with this objective, "I am walking
throuzh the whole world without any aim." The tramp is asked
whether he is a doctor - he attends to the patient and re-
vives him by hywnotism. The young people bewitch him and he
falls dovm ag2in.

You have made the same mistake we see on the gtage
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so often from old actors., Igu have exaggerated, Therefore,
say to yourselves that through our hMethod we have other means.
You must not think that today or tomorrow we can get this
ground, but you must be brave and try and refuse to exagger-
ataes If you have the quality of this play inside you, then
c2ch event nmust be measured 2s it were with the same measure-
ment. The whole process of the reviving wes s long as for
2 Greeck tragedy. In this play it must be like a flagh, |
With your costumes you did ninety percent well -
ten nercent exaggerateds You must get form into your being,
Remember all the 1little points one by one. "I am presenting
myself," - "Wa want to act."” INow do the whole act. Don't
exaggerate - this is tho only thing that will hold us up.
Once you realize how tad it is to exeggerate you will bae free.
Relylan your artistic nature, VWhen ann‘part of our rohearsal
is not too successful never feel badly - that will hold you

back,



