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MICHAEL CHEXHOV'S FOURTEENTH CLASS FOR FROFESSIONAL ACTORS .
"GONTINUOUS ACTING® -
CONTINUOUS ACTING
IMPROVISATION
THE ACTOR'S CREATIVE INDIVIDUALITY
THE ACTOR IS THE THEATRE
BRIDGES AND TRANSITIONS
PERFORMING ARCHETYFAL PSYCHOLOGY,
NOT PERSONAL FEELINGS
THE ARCHETYPE
RHYTHH. Bernard Shaw
Stanislavsky .
‘We must at least believe that there is something
going on in us continuocusly. Will this not increase in us
our activities, our self-confidence, our ingenuity. our
originality and our ability and desire to grow, day after
day, week after week? Of course it will. If, on the other
hand, we take the conception that we have sometimes to act
when we get 3 job, but when we are not acting, we are passive
and idle, that is nottrue. If the actor allows himself to
believe for a moment that he is an idle person, it really
kills something in him, and makes his abilities even smaller.
We must never stop. We are always going on, and
if we know it, our inner life, and power, and beauty as
artists will zrow, will show itself, and we will use our
means of eXpression better and stronger than if we are under
the impression that sometimes we are active as artists, and
sometimes we are not., If this seemingly simple and not very
important idea is digested, you will see how much it will

give you and disclose for you, and in yourself things may
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arigse from within which ycﬁ canmot get in any other way than
to change your point of view, and get new conceptions about

yourself and your art.

CONTINMUOUS ACTING:

This continuous acting can be done by means of
exercising, Do you remember when we did gestures with qual-
ities, and then we came to the moment when, after exércising
the gestures ané qualities, we went on acting and ﬁe realized
that it could go on indefinitely? That is what our nature
desires. Now let us start with some simple exercises and we
will come to different things, but you will see that we come
to the same idea, which is that we are constantly acting, and
carmot do otherwise, because if we are acteérs, then we are

actors.,

IMPROVISATION s

By this I am aiming at the process of improvisation.
Tré illusion that we must fix things on the stage is one of
the wrong ideas. [Never. We can get many conditions and exact
things from the director and author, but if we know certain
things, we shall see that nothing can stop our ability to

improvise, or deprive us of our freedom ag actors.

Ixercises
¥ake the following gzesture: the left arm is behind

the back, and the other hand on the chin. Now see what will
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be prompted psychologically by this gesture.' Consider it as
acting. Now, after you have fulfilled this gesture, make a
little pause in which you do not move, but allow things to
£0 on inside your actor's nature. After the pause, drop the
hand and érm quickly, and then look up and drop the head. In
this way, an unwritten play will be started,

THE ACTOR*S CREATIVE INDIVIDUALITY:

Cur constént actor's individuality is so rich and
unique that we cannot imltate the director or ourselves, if
we rely upen our inner créative abilities. The cliché is an
imitation of myself, or of some forgotten things which
come from the past, Realize that in this little simple exer-
cise which we have just done, our individualities had the
opportunity to live and express themselves,

MHow let us add a third thing to our simple exercise,
which will be to eross the arme sharply acroes the chest, and

take one step to the side,

THE ACTOR IS THE THEATRE:

We can zo on indefinitely, with nnthigg except our
actor's nature, which is the basis for everything. 5o, when
you have completed this little series of gestures, go on and
see what will come from your actor's nature. The person who
daea not agree with the things we are speaking about and

exploring together, would say that they are without sensge,
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but what you are doing now is really more sensible than any-
thing else. It is clever and wise. I don't know what play
it is that you are acting, but it is so attractive to watch
because I follow you and am with you, and I see how your psy-
chology grows, because it comes from the true gource which is

the only one - the actor himself.

The director, the stage designer, etc., are all

accessories, but the actor is the theatre. The actor who

believes in his constant ability to act. Then the play - even
such plays as those of Shakespeare - is for the reﬁi. true
actor only the pretext to express himself. We cannot express
Shakespeare, because we do not know what he was aiming at; we
can only express ourselves., Whoever the author is, we are
always expressing ourselves. If we think we are expressing
Bernard Shaw, for instance, we are wrong. We are expressing
ourselves on the stage. We are always ourselves, or we don't
act at all and are like puppets. If we are full of clichés
or other disturbing things, then there is no theatre. But~if
we are real actors, we are acting ourselves, from our youth
to our old age.

Therefore, it is important to have in mind that
whatever the play, we are acting ourselves. If this idea is
really digested, it will free us, even subconsciously. If we
believe it, and get accustomed to it, and if it goes into the

subconscious regions of our being, it comes back as freedom.
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I have seen many directors in other countries, who d4id not
know what to do with the actors after a few weeks of rehear-
sal., One director shouts to the actors to be free. How to
be free? To be free means to rely upon our ability to act
onst .

0f course, there are things in every play which are
"landmarks,” as it were, and very often they are without any-
thing which we are able to act continuocusly, so we jump in a
cowardly way from one landmark to the other. For instance,
let us imagine that at one moment I am shootdng someone and
the next moment I am crying. If I am cowardly, there is
nothing in between these two things. But if we really know
in our subconsciousnesa that we are continuously acting, we
can develop so many nuances in between the shooting moment

and the crying moment. How the actor will act, tgathgg our

< 0 al our divid .

BRIDGES AND TRANSITIONS
Therefore, we may call this ability acting continu-
ously and bravely, without any fear., If we, 3s actors, know

that we are continuously scting, we can never feel that we do

not know what to do next, because we can develop bridges and
Iransitions between these two landmarks. Bridges and treansi-

tions between two given moments. Whether these bridges and
transitions sre short or long, they are the things which we
are actually dreaming of. How we begin to cry, for instance,
and what happens afterwards. How we begin to shoot, and what
happens afterwards. Why we 21l instinctively anticipate the

b TR
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moment before we enter the stage, listening for our cue., It
ig the most beautiful moment. Instinctively, we want to
develop this ability to act constantly, and with bridges and
transitions everywhere.

All these landmarks are not as important as they
gseem to be. Of course, for such a director as Bernard Shaw,
only landmarks are important. JHe thinks that everything he
hag written, as soon as it appears on the stage, is a geries
of landmarks, and he kills the play. As a writen he is &

continuous one, but as a director, he kills the play.

Exercise:
| The first landmark will be that with a strong ges-

ture and a stamp of the foot you will say, "Yes," tpen leave
it to your inner life to make the bridge and transition and
go on to the other landmark, when you will say, "No," with
the quality of lovingly and a little ashamed and with the

gesture of your hand on your chest.

PERFORMING ARCHETYPAL PSYCHOLOGY, NOT PERSONAL FEELINGS:
Please don't "spy" upon yourself while doing this
exercise. Let me do that, Do it bravely and rely upon things
in your actor's nature. At the moment when I take things from
the other source and show my anger, my feelings on the stage,
it is wrong. This personal thing on the stage must be killed

in our art, and the way to kill it is to rely upon this source
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of transformed things, which we have experienced. That means

to get to the source where we can continuously act, without

any outer justification. As long as we rely upon this ability

to act continuously, we are free from our wrong personal
qualities;
While we are trying to awaken this ability to act

continuously, we are safe and gecure as actors, and are kill-

ing our personal things on the stage, which are always so -
offensive to the audience and to the actor himself7 For
instance, performing the quality of thoughtfulness is much
stronger than the actual process of thinking, which is so
personal, If I perform that I am standing there being very
thoughtful, although I have nothing in my head, it is much
more artistic and richer. MNow, try to perform it. Then try
to actually stand there and think,

Questions Let us suppose I am playing a scene with another
actor who Qays something to me, and I am really thinking of
what he says. I am really thinking about it, am I not? ‘
Answer: No., HNot really thinking.

Question: Suppose he says it in a different WAaY .

Answer: That is how,’'and you are absolutely free in that,

Questions Then what is to prevent me from falling into subtle

or obvious clichﬁs? Patterns of behaviour, rather than the

artistic impulse.

Answer: Nothing can prevent that., It depends upon the actor

whether he is full of clich&s or not. You can really think
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