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PICHAEL CHEKHOV'S FIFTH CLASS FOR PROFESSIONAL ACTORSY 

"SXERCISE ~ REPETITION IS THE GROWING POWER" 
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ATMOSPHERE 
CONCENTRATION 
IMAGINATION 
FEELING OF EASE 
SUSTAINING 
THE OBJECTIVE i 
CONTRASTS 
POUR STAGES OF THE CREATIVE PROCESS 

ACTORS AND THE METHOD 
CROWD SCENE PSYCHOLOGY 
APPROACH TO THE REHEARSAL 

QUALITIES OR CONTRASTS 
IMAGINATION 

  

It may happen that some of you will wish to make 

practical use of what we have been talking about, but this is 

impossible without exercising. Therefore, for those who want 

to exercise, I will give a suggestion about how to exercise, 

and what actually the idea of exercise is, 

EXERCISE BY REPETITION 

We know that rhythm substitutes for power, and that 

repetition is actually the growing power, and nereln lies the 

key to exercise. So to exercise means to do the seme thing 

again and again, and to know that we are doing the same thing 

again and again ls very important, because the psychology of 

one who exercises is quite diffepentfrom that of one who ex-
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ercises without knowing that repetition is actually the grow- 

ing power. 

| Therefore, it is so important to start exercising 

as if anew, That is the secret, Not to have the psychology 

that I am doing something which becomes somehow stale and dull 

for me. No, gach time we do the simple lifting and lowering 

of the arm, do it with a fresh approach and a desires to do it 

again and again, as if for the first time. This economizes 

the time and emergy very much, because if I think I have dons 

it, and then do it again without any special interest, it is 

a lose of time and energy. Sometimes we forget this while 

doing the exercises. 

EXERCISE AS ART: | 

Another point, and this is even more important, we 

must try to get the habit of regarding each exercise as if it 

were a small plece of art. For instance, lifting the arm up 

and down must not be done superficially. No. It must he done 

ag a little tiny performance. While we are exercising we are 

trying to fuse the psychology of a creative person with the 

exercise, so that the exercise will not be somewhere else and 

we, a8 creative persons, be here. The exercise must be where 

our creative spirit is. These two conditions are very impor- 

tant if one wants to exercise in our way, Each time with a 

fresh approach, and to do it so that each small thing is an 

accomplished piéce of art,



is Chekhov November 21, 1541 

ATHOSPHEREs 

We have spoken about atmospheres, and how we must 

imagine the air filled with the atmosphere chosen for the 

exercise, then we start to move and speak with the aim that 

everything we do will be more and more in harmony with the 

imaginary air around us. That is the spine of the exercise 

on atmospheres. A certain creative power and will is aws- 

kened by this exercise for atmosphere, 

CONCENTRATION 

Concentration for us means to choose an object, 

either physical, audible, or imaginary, and try to merge with 

it more and more by going out of oneself to catch, to embrace, 

to grasp, to hold, to possess and then to merge with the ob- 

ject and become one with it. That is the spine of the exer- 

clee of concentration. Just as ons can think either chaotic 

ally or in an organised way, just so the exercises on atmos- 

here or concentration can be done. 

"HATIONs 

The best way to exercise the imagination is in three 

degrees. 1. Try to imagine things which we know 
hing in ourroom. As if to remember the object, 

wt step to the imagination, 2. The next step 

‘gs which we have never seen, but have heard 

to imagine not only by means of remembering
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but by means of a certain activity which will shape for us 

certain things which we have heard about but which we do not 

know. 3. The third step is to imagine things which do not 

exist at all. Pure fantasy. Whether it is a character which 

we have never seen, or a plant, or a super-human being, but 

something which you cannot think of because you have never 

seen or heard of it, These three stages are sufficient for 

the moment: 1. The real thing which is not seen at the 

moment, but is remembered. 2. Something real which is half 

kriowm. 3. Something which is unimown « pure creation. 

FEELING OF EASE: 

The best way to start these exercises is to recall 

your state of mind when you are in a sad, heavy mood, and 

compre it with moments when you are gay and happy. Pay atten. 

tion to how differently you experience your own body in these 

two extreme moods, When you are gay, you feel your body al- 

most without weight, and when you are in a heavy, depressed 

mood, you feel the weight of your body to be very heavy, By 

this means you can distingulsh between the extremes. Then 

start to move and try to develop the feeling of ease. 

Try to speak and let the words fly out of your speech 

apparatus more easily, regardless of the content, "How" it 

is said is important, because this "how" is actually the feel~ 

ing of ease. The content can be very heavy, but the means of 

expression, the "how," that ig the feeling of ease.
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SUSTAINING 

| The "trick" of preparation or anticipation, move- 

ment or speech, and the sustaining - for this we must have 

the inner impulse, then the word or action, then the sus- | 

taining. While exercising this, it is very good to use our 

arms and hands, because this will give us a real impulse 

later on. later we will talk about our psychology and its 

connection with our HOvenatS, Instead of exploring the 

part.philesophically or psychologically, and then plunging 

into the part, knowing much about it but not being able to 

say one word, we have the means of doing the same wor, but 

starting with our actor's metns of exploring 

  

THE OBJECTIVES 

To exercise the objective means to choose the aim, 

and to imagine it as if already fulfilled. 

CONTRASTS 

There is another means for making our acting on 

the stage more expressive, The principle is a very simple 

one. Hach time we have a part, or even parts, on which we 

have been working for several months ~ these are very suitable 

material ~ we must try to find, wherever we can, the contrasts 

in the part, Contrasts in every sense, For instance, I will 

give you some different examples to show that contrasts can 

be found everywhere. Let us take two sentences as an example:
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“Do you want me to go with you?" and, *I will not go with 

you." These can be spoken in exactly the same way, and it 

will be one straight line, which means in every form of art 

that it is the poorest, weakest, most obvious expression. 

‘The atraight line is nothing for us ~ art requires 

curves, and gpirale and such forms, but not the straight 

line, unless the straight line is used consciously in the 

poy chology, the voices, ete, then, of course, it becomes a. 

very — means of expression. But if used throughout the 

whole performance, then it is a very dull business. The 

last time we exercisefl our scene it was a very straight line - 

noisy, shouting, a straight line from the very beginning, In= 

gtead of which we must try to find many contrasts, many polar 

things which are everywhere. 

For instance, you can $peak the first sentence in 

a very quick tempo and the second sentence in a slow tempo = 

immediately there is something expressive there - or try it 

just the opposite, The contrast even in tempo makes it more 

expressive. You can combine these contrasts by speaking one 

sentence in a quick tempo and a low volce, or in a slow tempo 

and a loud voice. You can give one sentence a warm quality 

and the other a cold quality. You can play with the two sen- 

tences just as a juggler does, and actually that gives a great 

pleasure not only for you but for the audience. They cannot 

tolerate a straight line too long, but if there is a variety 

3
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of polar things the audience will be absolutely with the 

actor, | 

You can do this with sentences, with scenes, with 

everything. For instance, let us take the céllar cene and 

the Letter Scene in Twelfth Night, in which the same char- 

aoters meet twice. It is very helpful for the director to 

find such contrasts, The Cellar scene can be base and heavy, 

muted, pleasure in all physical things such as eating, drink- 

ing, embracing, ete. And the Letter scene, or Garden scene, 

can be absolutely the opposite - everything unreal, like magle, 

not of this earth. Immediately the whole play gels relief. 

1t depends on the part, and the actor must know what 

he wants to do with the part. For instance, let us take the 

following contrasts from King lear. The three speeches are 

from the one scene ~ the Heath mecene, The first speech is, 

“Blow, winds, and crack your cheeks!”™, the second speech is, 

“Poor, naked wrethches, ” and the third speech is, "Why, thou 

wer't better in thy grave than to answer with thine uncovered 

body this extremity of the skles.” 

It would be a good exercise for the actor to find 

what contrasts can be used in these three speeches, For ine 

stance, the,"Blow, winds,” speech can be spoken out of the 

will. Then the, "Poor, naked wretches,” speech can be spoken 

out of the region of the heart - it comes from the heart, and 

the, "Why, thou wer't better in thy grave..." can be from the



lags 
Pra, 

\ & Tr Mee 

¢ Chekhov November 21, 1941 

nead - thinking. So the same character can use the contrast 

of these three regions of will, feelings, and thought which 

we have spoken about, Lear will be more expressive if he 

uses such contrasts. | 

Then the director can imagine the play, and find 

the contrast between the beginning and the end. This can be | 

found in every play, but we will take agein the example of 

King Lear. It begins in a stately, abstract atmosphere in 

which everything is centered on a despotic being, who plays 

with people as with puppets. A depressed, heavy, hopeless 

atmosphere of unreal activity, ag it were. The end is a 

catharsis - everything is the opposite from the beginning - 

if the beginning was heavy, the end must be as light as air. 

If at the beginning, Lear was oppressing everyone. in the end 

he ig the victim of his destiny. In the beginning he wae 

evil, and at the end he is enlightened. In the beginning he 

was sitting higher than all the others, and at the end he must 

die being down, 

Everything must be used for expressing such con- 

trasts. This will mold the characters, and then the charac- 

ters can speak more staccato or, again, more legato, or at one 

moment warm and at another cold, or muted and open, Innumer- 

able possibilities of contrasts are everywhere, and then the 

play will be much more expressive than it would be without 

such contrasts,
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ions I:was wondering about our last improvisation, based 

on atmosphere. Did you intend us to use actions, and have ob 

Jectives which we chose for ourselves, or did you intend us to 

rely entirely on the atmospheres for our improvisation? 

FOUR STAGES OF THE CRBATIVE PROCESS 

Angwers I intended the latter. Of course, we cannot switch 

off all our experience as actors, but for our present aims it 

would be better to concentrate just on the atmosphere, and 

see what will come out of it. What was wrong was that the 

atmosphere was forgotten and you started to act, becuse you 

are actors. It cannot be overcome immediately, but we nust 

make the effort again and again to drop the things we have 

become accustomed to, when we are exercising new things, 1I 

should have made it clearer to you that the basis for the 

improvisation wes only the atmosphere ~ the four stages of 

he ordative ” sphere. 2. imegination. 3.     

  

been accustomed to using, but this courage must be found, 

In what way would it have been different if we had 

  

all been aware of the atmosphere? Also, if we were not as 

aware as we Were meant to be, would we just become aware of 

the atmosphere, and stop all the impulses to act? Would that 

be the final objective?
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Angwers If we could stop all the old habits, other impulses 

would come which are much more subtle, much finer, more your 

own. more individual, more personal, because the things which 

you did, instead of the atmosphere, were very much "in gen- 

eral”. Everyone can shout, everyone can go on like that, but 

what we are trying to db is to let the individuality come out 

and sparkle, It can be done only if we discard all our habits, 

and let our individualities respond to whatever we choose ~ 

in this instance it was the atmosphere. Then you will see 

that you are not poorer but actually much richer and more 

expressive as actors, You will see that nothing will be lost, 

if you will somehow switch off your old habits. 

estion: What you say about allowing finer, more individual 

  

things to come out of me is very appealing, but I don't under 

stand how I can do it. In the improvisation for atmosphere 

the othey day, I found myself involved with a lot of things. 

So much started to happen that I could net control, in your 

sense, What is the alternative to that? Must I sit back and 

walt for something to come? 

Angwer: I understand your question. We must not git back 

and wait - that is fear which chokes us, First of all, because 

you are an actor you cannot sit and wait, except if you are 

embarrassed, then, of course, nothing happens, For example, 

let us take the moment when the sailors are drinking and talk- 

ing to sach other in the atmosphere, theres ig so much to dol
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Even the drinking alone in this atmosphere would be enough, 

As soon as you drink one imaginary glass in this atmosphere, 

you will be over whelmed by the actions which come as a 

result ¥ 

Then what happens when we have to develop and con=- 

  

tinue the problem of the plot? Something is supposed to dew 

velop, and I am supposed to take part in it. When I am taking 

part in it, I lose some of the atmosphere, How much time 

~ should we allow ourselves to sit in the atmosphere, before we 

begin to be involved in the plot? 

Answer' If we were going to reherse a play, it would be a 

different things But I have chosen this improvisation as an 

example by which I can show you what I mean by the Method ~ 

certain prinéiples, methods, and “tricks”. Therefore, it wes oo 

not a normel rehearsal. A rehearsal would be quite a dif- 

ferent thing, and this is only an attempt on my part to make 

it [the Method] ag clear as possible, by means of acting in 

this improvisation. If it is not successful we do not need 

to worry about 1t, because certain understanding of the 

Method will come, and that is my task. 
   

egtions day I say then that in the next improvisation I 

shall make it my task to walt to be pushed, rather than to get 

in there and push someone else, 

Answers If we go on with the atmospheres, then it would be 

very good, but I had hoped to take another step today, by
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giving you some lines for the improvisation. However, on 

prineiple, you are right, It would be better to walt and 

“listen” to the atmosphere. For instance, if you drink a 

glass of wine, having developed the atmosphere, there is 

no time needed to get the atmosphere ~ it will come immedi 

ately. As soon ag you know that the 2tnosphere is one of 

drunken gaiety, then you do not need any time to wait bee 

cause it is around you immediately, and you only have to 

now it, 

ions I think the only way we cen lmow whether we are 

  

right or wrong ls by criticism from you. You are the only 

one who can tell us whether we have understood your example, 

Question: I have never worked in terms of atmosphere before, 

but everything that happened in the improvisation hag happened 

to me before. We feel impelled to do a lot of action. When 

the improvisation goes wrong, I think it should be stopped, 

and we should be told where we have gone off the track. 

Angwery Fy fear was only that my criticism might be considered 

a destructive one, but if you will accept it as constructive, 

then I will do it. 

Even after all this discussion I don't imow whether 

  

1 create the right atmosphere or not, or wheather I was creat 

ing at all. 

Answer: The main mistake last time was that, as modern actors, 

we are very easily led by action on the stage, and, first of
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all, by what we are doing and speaking. Therefore, we were 

immediately enticed into doing things instead of relying on 

this new element of atmosphere which would entice us to do 

and to speak, but in a different way. 350 there comes the 

question of "how" we act and speak with the atmosphere or 

without it, because the atmosphere is actually "how" things 

happen on the stage. 

We can get up and drink a glass of wine, without 

atmosphere, but if we want to do it differently - that is 

"how" = we must find the atmosphere in which we are doing it. 

We change the atmosphere, not the action - the "how" will 

depend on different atmospheres, 350 this is the question of 

adding to the "what). the action, the "how" or the way 1 am 

doing it. And this "how" depends on the atmosphere and other 

things. Therefore, thers is no question of whether you have 

created right or wrong atmospheres. You can change the atmos 

phere while you are acting, but the atmosphere must be there. 

There "is only the question of whether you have lost the atmos- 

phere, or whether you are still in it, doing and speaking 

things through the atmosphere, because of it, in it, 

Question: Is it true that when we are working properly with 

the atmosphere, it is something which we are giving back and 

forth. If you share something, you would not be working alone, 

but you would be absorbing what is created there. 

Answers Absolutely.
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I feel the only time we got anywhere near the 

  

atmosphere was when we united in singing a song. Was that 

right or wrong? 

Answers When I say that the atmosphere was gone, that is not 

quite correct, because it was there in spite of certain wrong 

things. So I would say that not only was the song atmosphere 

there, but all the cther atmospheres, too, however, they were 

‘not strong enough for us to get inspiration from them, So it 

lg 2 question of balance. 

We may understand atmosphere, but when we start to 

  

act, our old habits overwhelm the atmosphere. Therefore; = 

without exercising this new thing, it is actually imposeible 

to produce it. In time, it will become more and mor- obvious 

that atmosphere is one of the ways - one of the most impor- 

tant ways - to get new things out of ourselves, and to be 

original and ingenious each time, We do not have it because 

of many habits and clich®s, which do not allow us to break 

through these things and create new things. It is a matter 

of having the courage to say, "No," to thege other things 

which are deceiving us. 

Let us try to investigate and rely upon this atmos- 

phere, by saying one sentence and doing a definite gesture 

which I will give you. Speak the sentence, "I lowe you," 

with this gesture, in the atmosphere of secrecy, very warm but 

very cautious,
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Because you recognized that it was simple, your 

creative impulses were jmmediately there, and it was all 

much more individual than in the noisy exercise you did the 

other day. But whether it is iamlet or some uncomplicated 

thing, it ie just the same thing if we have this simple 

technique. | 

Question: It was easler for me because I was all alone, but 

the distlrbing thing is to do it when you have to work with 

so many people. How do you keep in the atmosphere, if your 

partner is not in it? | 

Angwers The difficulty of our art is that in general we 

depend so much on other people. This problem has to be solved 

by a similar culture, 1f we are aiming at the same thing and 

nave the same training; then it will be diminished and the 

problem will disappear. 

uggtion: If I am working in a Broadway play, and am the only 

actor who knows the Method, is there any way I can lead my 

partners? | | 

Angwer: To a certain extent you cannot, but many things can 

be done, If you cannot entice everyone, some of them will 

follow you, and you can accomplish many things, being alone. 

0f course, it is difficult, and it is one of the unhappy 

things in our modern theatre. 

AQTORS AND THE METHOD»
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1 have tried certain things in Cermeny when I was 

acting with Reinhardt.l Cermsn actors are incredible from 

the peint of view of clichés...1like rocks and stones. Do 

you think that a group of German actors would come together 

ag we have? They would not even dare to ask anyone what 

they thought of this or that. It is such a polite country, 

in the wrong sense of the word. Nobody had any interest for 

what I was doing, but I used one thing, although I knew it . 

would be taking a risk. While the other actor was speaking 

certain words, I did certain things by which the audience's 

attention was directed to me. The poor actor was very un- 

happy, but he could not find the person who was doing it. 

Finally, when he discovered that it was I, he came to me, 

pale and trembling. He begged me to allow him to aet alone, 

instead of trying to find out what I was doing so that tog- 

ether we could try to do something more interesting. But he 

would never allow that. Another time, I changed the mise en 

scene while acting, and the stage EB ger whispered, “Stop 

itt You will be fined for thist® when I asked what was wrong, 

he said, "You have changed your mise en scene, and what will 

the others do?" It was very difficult to act in Germany - 

they are mo stiff there ~ like a corset, 

CROWD SCENE PSYCHOLOGY: 

We often make another little mistake - and this you 

have done in the improvisation the other day. When there ls
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a crowd scene actor's make one mistake ~ suddenly they forget 

that they are individuals, and each one tries to become a 

crowd, They try to perform the whole scene, all the noises, 

ete., instead of walting for the result, because crowd scenes 

are always the result of many things going on. But actors 

confuse this, and each one tries to act the whole crowd. If 

you will try to remain individuals in this crowd scene, you 

will get a very attractive scene. 

APPROACH TO THE REHEARSAL: 

~The first thing we have tried to apply was the atmos- 

phere. The second thing was the imagination, and I have sug 

gested that you read the text of a play, not so much for the 

content, which will happen of itself, but to imagine while the 

words are gpoken ~ see and hear them and see how the action 

goes on in your imagination while you are reading the text. 

In this way you will get the text through the imagination a and 

not through the content. 

After the first draft of the performance is clear 

enough in your imagination, then the next step will be to 

incorporate this imagination. Whether right or wrong. Rehear- 

sals are for the aim of finding better things. First imagine 

the whole thing, imegine the atmosphere, imagine the characters, 

imagine how the words are spoken. It is always important to 

be able to create one image, we can also create another and a 

better one. Read the play by imagining it.
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QUALITIES OR CONTRASTS 

Let us try to enumerate the things which we gee in 
this rooms Try to enumerate them in one long, straight line 

of speech, Now start by speaking slowly, and then increase 

the tempo. At once it becomes more expressive, It becomes 

some psychological thing at the end. Or try the opposite ~ 

nothing will come of it if it is even, equal, or straight, 

Of course, it can be made congelously even, but then it must 

‘be used very consciously. Let us speak equally, then more 
and more slowly. From this you will see that we can combine 

many qualities, 

First speak with the quality of being annoyed, then 

become more and more interested in the things you are looking 

at. Begin quickly and then become slower; it is immediately 

interesting to watch, and that ie acting, Simply the process 

of expressing is interesting, Such acting is more interesting 

possibly then Hamlet often is. If we ean do such things in 

this simple exercise, how wonderful it would be to do such 

things with Shakespeare, whose plays are full of these contrasts. 

Let us repeat the exercise, first it is quick, annoyed, and 

loud, then at the end, slow, interested, and soft, 

These qualities or contrasts will entice certain 

feelings in us. Por instance, if we imagine that our individu- 

ality is longing to express itself, but the means which we place 

at its desposal are so even, so uninteresting, that the indive 

iduality cannot use them. Let us imagine that this straight
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line is nothing that the individuality can use, but as soon 

as we give a little contrast, such as quick and glow, the 

individuality immediately tries to use it. A little exercise 

will give us ourselves, and will enrich us by means of our- 

selves, because we have everything in us as actors. 

Exercise: 
By taking a position and holding the hand, say, 

"please don't.” Then place the other hand on the chest and 

again say, "Please don't,” Another nuance will come. That 

is pure acting - no philosophy, no psychology behind it. We 

move in a certain way and that awakens our emotional life. 

Now add the fourth movement - drop the hands to the side and 

say, "Please don't.” Don't think of it consecutively - just 

go on and see what happens. 

This is the proof that our actor's nature does not 

want to stop, If we have injected our being with something - 

objective, atmosphere, or simply gesture, it must go on and 

that is acting. That is improvisation which must always be 

present on the stage. It is clich€s which make us dead and 

which stop us. 

IMAGINATIONS 

Une more suggestions I have already suggested that 

we make excersises in several ways - 1, By seeing something 

in my imagination which I mow exists, but which I cannot see
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with my physical eyes. 2. To imagine things which I have 

never seen but which I know about. 3. To create something 

which is absolutely tha product of pure fantasy. 

‘Now I suggest another exercise which is 2a guide to 

imagining the character, which you will choose or create 

anew, Try t¢ imagine this character fulfilling objectives, 

different objectives - purely in the imagination. Ask the 

character to fulfill the objective, "I want to get some 

money." Imagine some situation - where the character is, 

‘and from whom he or she wants to get the money. Try to ime 

gine the character fulfilling the objective. That will be 

the next step. Follow your imagination so that there will be 

no breaks in it. 

FEELING OF EASE: 

Recall a moment when you were gay and happy, what 

was the weight of your body? Now lift your arms and hands, 

making the movement a little plece of art, Now toss the ima- 

ginary ball from one to the other, using the body very freely, 

everyone taking part all the time. Then we will begin to feel 

something flowing in our bodies. So meny emotions will come to 

ug, if we take full part in this, Everything immediately ap 

peals to the feelings, which shows what a childlike nature 

the artist has, if we appeal to it, This feeling of ease is 

one of the four qualities which the actor must have at his dlis- 

posal all the time,


