sichael Chekhov | sarch 18, 1935

SECORD LeSSON

SCENIC TINE

THE IMACINATION

PROJECTION _

THE ACTOR'S 1ODY ARD ELCTIUNS,

FERLINGS, OR SO0UL

ROLES THE ACTOR OREAHNS OF PLAYING

SCENIC TIWME
Problens Think ovor all the possible values to bo

gnined from the exorciso for scnoing tine Eﬁcenic timé} on

A o e e mnw mimdalams amlaa ¢ vaun da nat knewr the
o El e oy e oo -

WELTE O Yy, Tr w 4 b v T W B

value of this timing? what kind of miotakeso can you make?

IMAGINATION

Exeorcinot

Think of a word, visualize it, thon roact oxactly

ag you have geen it. For oxanmplo, "sufforing,” "joy."

Criticliom

Too nuch tine wag %taken and not onough oxXpression
ghovn. Do the game thing, but very quickly and sharply -

very cxtramc.

PROJECTION s
Criticism:

The feelings wore 211 "in.” Yoy cannot do this on
the stage. The feelings must be "out." The omotlens, Zegtures,
body, everything must alwayec be "out" in expression. OUn this

dapends whother the actor can project to the audience or not,
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Thoro are actors who feel very deeply, and yot thoy leave the
audience cold, Everything depends on tho diructinn of your
emotions, whether they aro "out" or “in. Emoticnﬂ. body,

and gesturos must always be out. hxamplnss "I an shouting.”

"Hatred." "1 bog."

THE ACTOR®S BODY AND EMGTIONS, FEELINGS, OR SO0ULq

four bedy must become the exprescsicn of your ecmo-
tiong. 1% io a2 mistake for the actor to think that right away
he must bo emoticnal, because the emotion will grow up itgelf
from sone conditions on tho stage and that thego conditions
may be preagnt, wvo have to ntﬁﬁy.

the emotions cannot be "dona® - they otro thoro in
you. 7he study of the emotions iz hov %o clear up the way
in order that the enotionc may cong through. To geo tho
"statue" or imago, for instanco, opono the door n little bit
tewards the expression of the cnotiong,

The work on the bedy 1o algo a help towards releag-
ing tho umnfienu. If, ingtead of sooing the image and thoen
making tho bedy 1like it i@upyii. incnrpuratﬂi%}. you just
force your enotiona, the whole purpose of the exercise will
be loat. If it wore enly necessary to take the ecnotions and
uge tham, there would ba no need for the exercige, fou muot
not force your emotions - you must see the image, Kepeat

the sanme oXerciges, but add the word, son®t strain your
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emotiono., Expression must be “out,” not 'in."

Exereisc:

Falling dovm a precipice. lake a statue of it,
then keop it - hold it.

It 1o a great rosponsibility for the actor to bring
what ho secesc to the stage. any an actor thinkso that if he
combines all tho pagolions and enmotions inoide himsolf, it is
enoughs A ganut of hic ovm pagsions. Thioc "aninal® work in
the theatreiqvery ocasy, but it is not art. To dbring o small
image out of your imnglnntiéh ic o grqnt roopoenolibility and
vory difficult, and thisc io art. You can run tho wholo
ganmut of animal foelingso, but thoy have nothing in common
with art,

Probleoms Know vory clearly tho scense, the meaning,
of thisc one exoercice. Absord and complotoly understand this
oxaercico an?hmrk on it Tell what tho object of the exorcise
ios. Do it slowly but oxactly.

Explanation of "in"™ and "out®: Physically you must
do things "in" and "out®™ so that you will be able to feol it.
Poychologically you cannot explain "in® and "out.™ Projection
in “out,”

The purpoge of this oxercise is: You have a soul,
and you have 2 bedy. Your soul can have imaginotion, and your
body can smbedy your imagination. The creative work is to

bring the imagination to the body life. To bring your
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imagination fron your soul to your physical 1ife, you have

always to be in a state of projocting "out."” Thiao axercise
will serve tho purpose of helping you to bring your imagina-

tion "out."”

Tho goul of the actor has to havo faith that the

body will olwayo be subordinated to tho soul., You have to
bring up o very flexible bedy and alsgso something else. You
muct bring up the assurance in your soul that your body will
obeys If tho soul ig in doubt, nothing will come out through
the body, oven if it is trained. 1If the soul i perfectly
gure and cortalin that the hody will do everything, then the

bedy willl express.
In ordor to train your goul to have faith in your
bedy, you can do very simple exorcisoo:
Take an agh tray fronm tho table. The spectators
will soe that you do it vory cacsily and loftily - like a
juzglor. In order to do thig, the actor must have this
feoling inlhim. Only because of this can he project this
feoling. Imagine that you taouch everythingwith the touch of
a magician. rfeel in yourself that you are graceful and
beautiful, and you will be.
1. Flrot handle things lightly, like 2 ma2zician. Don't
amile. Use firat light and then heavy things. React
phyoically with the whole body all tho time.

2, Legato movements - like water - every part of the body
nmoving all the time.
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3. Then stoceato movenents - to the count of 1, 2, 3,
increaaing the spced.

4, Then interchange legato and staccato movements.

5. Lezato movements slowing down like the clock until they
coma to a complote stope.

Criticisms
Boatrice ig better in legatoe things, and Deirdre

is hottor with otoccato.

Thege oxorcises may seem very simple, but they
lead to great, creative things. Only when you reach the
heights will you roalize how much hag depended on these

simple thingo. Theoe exorcises will show you quite clearly

what it meano to play a part.

ROLES THE ACTOR DREAIS OF PLAYING:s
I2 io vory important for your imaginaticn to want

to play certain roles. Search through dramatic literature

until you find the rolos you dream of playing. This ic goad

for your imagination - roles such as 35t. Joan and Heloise,
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