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THE ACTOR'S USE OI' OUR METHOD1
lilchael Chekhov:

I must say that I was very impressed by the scene.
I don't wish to analyze, but in view of our work here I will
try., First of all, I will try to analyze from the point of
view we have spoken about. It was very interesting, to my
mind, because there were four definite levelss 1. The person
who speaks - thelchﬂracter. 2. LEvents about which the char-
acter speaks., 3. The atmosphere covering avérything.chaEThe
mood of the person. The impression of these changaabié and
subtly interwoven things - this we seldom see. There was the
atmosphere which didn®t ﬁelung to the character, and the dlif-
ferent mood of the character changed several times, although
the atmosphere remained the same all the time. Nay I ask
whether you did any work according to the tWethod?

Peter Fryo:
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I tried to use certain things., I +tried fo find the
psychologicel gesture of the man, and to work with it. I
gave him a center. It helped me tremendously to find differ-
ent things to do with myself during the long narrative period.
I tried to find colors and qualities.

ilichael Chekhov:

There was behind this little performance much more
than was showne You knew and felt much more, and gave us
just a2 suggestion, which is always better than to show every-
thing and try to pretend that there is more. It was in good
taste, and rich enough by just touching upon it. If ynulhad
ever scen Chaliapin, you would realize that that was his
ahiiity - always to indicate, but not to show everything he
had. That always makes a most fascinating impression, and
keeps us spellbound,

Let us take another example - if you enter a cathed-
ral and see different priests celebrating the maASS,. you will
see that the whole secret is whﬁthar the priest:knhows more than
he does, whether he believes and knows the spiritual events
more than he is going to show - then it is stronz. But when
he does everything completely and fully, but nothing more, then
you feel that he does not know what he is doing. I remember
éeeing 2 priest in Itaely who was christening a child, The

priest was happj and somewhere in his own soul he felt that
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he was not a2 priest at all, but was making a certain business
and joking a little to justify this strange ceremony. He
trled to persuade us, by means of these little jokes, that
there wag something more than he shuwed.

It cen be taken as an absolute rule so that the part
has to be claborated with such care, and long intensity, so
that as actors we will always be richer than the play requires.
You will see that with “stgra,f what pleases the audience is
that behind them there is something more which is ﬂnlatﬁrac-
tive and fascinating, and we can always develop this quality

by digging deeper into the part,

RADIATION 3
There was another positive thing in thig scene, and

that was a very strong radiation., What was good about it was

that the actor did not do anything outwardly to help it in

the wrong way. You withdrew to such an extent that the outer
means of expression became almost a pause. You could make'it
still more covereds, and it would be a complete pause in

outer action. In the real pause, the radiation becomes stronger
than at any other time. !y I ask whether you had in mind to
perform 2 Russian character? If you had not spoken some words
to indicate this, I would have guessed that it was a Russian
character., It was not a Russian actor, but an American actor

producing a Russian charactor. A most beautiful contradiction,

It was a fine thing,
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Questiony I felt that at the beginning, the actor was a
little too glib, and the scene went along o little too
smoothly for the man's faelingp. Looking for the archetype,
I felt that you did not have iﬁ mind the archetype of a per-
gon ﬁhﬂ has had this child. In my own experience, 1 saw my
best friend die, and when I went to explain what had happened,
the words came out, but in a way I was Inarticulate. It was
not gso easily narrated.s I felt the load on this man®s shoul-
ders, but somehow he explained it a little too easlily. The
inarticulateneqﬂ of the eulogy was beautifully'duné in com-
parigon with thetbeginning. which was just a little too zlib,

tichael Chekhovs The actor managed the psychological gesture

and the outer gesture very well. It was hidden and yet thero.,
Question: I think Peter should do another piece of.work in
which the problems are such that he gives of himself completely.

liiehael Chekhov: It is very good for us because it gives us

so much to duscusg,.

PSYCHOLOGICAL GESTURE:

Peter Fryes I worked out the psycholorical gegture for myself,

and then I didn®t know whether to make it physical or not. I
like the idea of it.

Question: Asg I understand i%, the psychological gesture is

for the actor to work upon when he is working out a part, He
uges it to help himself find the character. Does that mean

that he incorporates the gesture into his performance?
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vichael Chekhovs No. The psychological gesture is your ovmn

seeret. It is the basis on which you stand, but how you act
ig quite a different thing., If you act without the psycholog-

ical gesture, it may seem that you can act freely, without

paying attention to the fact that it is showvn outwardly or

not. In almost all cages the psychological gesture must not

be shovm outwardly, because then it has more charm, more powers.

peter Frye: But you do have the choice of making it a physi-

cal gesture and showing 1it.

Question: It still is the gesture which the actor finds for

the character, which he can put into a physical gesture which
will give him inspiration. Yet in its outward physical form
the gesture might be a very crazy one, although for the actor
it gives him a feeling of the character. But.thé audience
might not like it at all.

liichael Chekhovs: About the psychological gesture. For instance,

if you look at different persons in your everyday life, you
will see that each person has a psychological gesture, although
the person does not know what it is. When we are acting on

the stage, we cannot rely upon this natural kind of psycholog-
ical gesture which everylhuman being has. We have to create
the psychological gesture, because the character is not the
real being, until we give it life. Therefore, it is necessary
because it is just what happens in the psychological life of

everyone of us. You will see that the simpler the character
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of the person is, the more primitive the psychological ges—
ture is. For ingtance, the political agitator of a very
cheap kind would produce a very crude gesture, In another
example, the Englishman is a person filled with will which
he has to cover even from himself. You can very often sce a
typical Inglish gesture when an Englishman puts his fist in
hig palm. Very often, fhey uge the same gesture. Italian
people have a similar gesture, but up in the air, because
they are much lighter. The gestures of Iatvians and Lithu-
enians are very small and short. |

Question: I don'’t believe in a psychological gesture in a

psychological sense. The actor®s desire is much richer and

more emotional than just to convey an idea. In the case of

Tthe psychological gesture, you might choose a gesture which

is more native toyou as an actor, rather than the psycholog~
ical gesture of the character.

lilchael Chekhov: This decision should take place between the

director and the actor - to share the information regarding

the gesture and then the subconscious pover will choose the
will

gesture whichnsatiﬁfy both. This talk which we are having

“about the gesture is a gabd example of how it should be done

between the director and the actor,

Peter Frye: I found an entirely different gesture for myself,

and perhaps I was too biased by my own gesture,

-Question: I agree with the criticism that has been made about
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Peler®s scene, I criticize an actor on what he chooses to do.
Answer: If you are the director, you have to criticize.

Question: I would like to clear up the quesgtion of the dif-

ference hetwéen the actor’s gesture, which grows out of the
psychological gesture. [I’or instance, in the part of Julie in
Liliom, I thouzht there might be a great deal of feeling but

with the inability to speak - a certain quality of shyness,
Ag 1 understand it, the gesture is purely for the understand-
ing of the part, so that everything the character does or
speaks ig colored by it. It is not something which can be
used on the stage, but, on the other hand, there might be a
part in which the character can very well use the psycholog-
ical gesture. So it depends a great deal on the part itself.-
The gesture can sometimes be incorporated into the acting, but
mostly it is a gesture‘which one exXperiences and keeps in mind
when one performs.

Answers: Yes. For instance, Don Quixote can use his strnng

gesture because he is such a primitive character, and to under-
line this quality he can use the gesture, and he would be
looked upon as a child with white hair, It all depends on

the character.

THE SPINEs

guestion: Will the psychological gesture lead us to the

spine?

Answer:s Yes, The spine holds the whole rarc, but sometines
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we have theidea that the spine is stiff. The psychological
cesture is always flexible, Everything will come together

at one point.. It is also very important to penetrate into
the psychology of some person from the point of view of race
or nationality, by iiatening to what the 1aﬁguage cun;eye.
For instance, let us take two extreme nationalities - English
and Russian. In every sense they ﬁre opposite, and now look
at the word they have for expressing ﬂneéelf. The English is
"1*, and the Ruséian HYRY - nah" ig Qpening éverythjng. while
"eg® is a very thin thing like an arruﬁ; The Russian starts
timidly, and then goes out into the whole universe, while the
Englishman is quite the opposite, he luuks around ﬁﬁd then
makes everything for himselfess |

For instance, ifwe read Romeo and Juliet, and listen

to Romeo's Epeedhes you will hear what éhundﬂ he uses, and
then you will realize that Julliet uses quite different sounds.
S0 you can even'underiine certain sounds which the character
uses, 2nd it can be turned into the psychological gestures

Of course, we find this only in such a geniug as Shﬁkespeare
or- Goethe - unconsciously, of cuurse@' You can undefline cer=-
tain sounds and yuu.willlﬁee which ﬁﬁﬂrﬂcteé gpeaks them. But'
this is connected with'speﬂch. and in the speech method of
Dr., Rudolf Steiner he explains this and it is very éimply
shown how the character arises out of the gounds,

Sverything can be used for exploring and finding out
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what the psychological gesture of the character is. If we
are observing someone walking - how they walk, what gestures
they make - there is a psychological gesture hiﬁden. We have
to imagine the character on the stage - what sounds he speaks,
what kind of voice he has, how he walks, what kind of pause
he makes, etc.s If we imagine all these things, then we will

discover the psychological gesture of the character.

Peter Fryet You spoke in one class about the feeling of eﬁse
of aﬁ actor whose control of his actor's technique was so
great that, while playing a very tragic scene, he was able to
turn aside and make a witty remark. I used 4o have the other
idea, that I had to be involved to thq extent of breaking
chalilrs, etc, When I was working on thia part, which I adapted
from a very sentimental story, and it was very sentimental

at first, I was tremnnduua;y relieved., Since then I have
tried to work at it, and alfhnugh I feel myself to be in con-
trol of the character I have created, and I am obgerving it
and taking everything in my stride, I stilllzep performing
and sending out my character. At the same time, I don’t feel
easy or good or open, and I am wondering if that control takes
that toll. |

Answer: It seems to me that you have not to control the first
character interpretation, if in the first character you were
crying and acting very fully, It was another character. You

can have control over the first character just as over the
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second. Dut it seems to me that in the process you have
changzed the character. [y impression is that it is this
holding ba&k one hundred percent in the wrong way, which
makes ynu_tired. It is the manner of acting more than the
gtyle., If you ére getting tired, then it is a sign that
one little thing is wrong. But it wasg soglight, and so
overwhelmed by good fhinga. that it was ﬁa great fault,
Sudh gaetting tired as you have described today comes always

frome. --Go on with the sketch.

TAUGHTER ~ OBJECTIVITY:

When we are laughing, we always stop one step higher
than we were befors, because the &bility to laugh is based,
in the human psychology, on a previous life and previous ex-
perience whlch we have overcome. e are now higherﬁthan this
previous experience. For instance, there are some things
which offend one for one's whole life, and one is never able
to overcome it, Suddenly the person feels that it no longer
touches him, and that he has grown up one more step inwardly,
and is now above this thing or things. This step higher
means that we are able to laugh more than before, and the
opposite is true thatwhen we are able to laugh we are able %o
overcome certain weaknesses in'our character, such as to be
offended, etc.

To be 2ble to laugh means to get a more objective

ﬁﬂint of view of onesgelf. If I laugh at others, it is not
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very beneficial for me, but 1f I iaugh at myself, it means 1
am growings. The actor must have this ﬁhility. The more ve
can look objectively upon ourselves, the more our artistic

abilities are flourishing, because the thing which k2eps us
cuntrécfed'at times is our selfishness and our concern with

ourselves; then we are slaves to our own personalities.

TWDISTHTES OF CONSCIOUSHNESS:

It is necessary to have two consclousnesses as
Coethe had - one was always observing him, and the other was
Goethe himself. The more we can do this, the more we develop
the ability to laugh, and quite the opposite, if we are only
laughing, without this other consciousness, we go on down To
ziggling, which gives nothing except that the brain becomes
weak and the heart empty. To save laughter from this almost
idiotic state of mind, we have to be tragic at the moment we
begin to laugh, so that sorrow, at the moment we are laughing,
makes the most human combination. Giggling kills our creative
process and 2bilities, and we have to destroy it with serious-
ness which must be there simultaneously.

The trapgic attitude towards life must be developed
by a very simple means, ’One hag to look upon certain tragic
events in 1life -~ simply concentrate on them, and see what they
nean. For instance, what does it mean that Japan has attacked
hAmerica with this sly business. If we really look at it and

absolutely concentrate on it, we shall become tragic, because
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1t is tragic. The 2bility %o laupgh we can also develop by
trying to look at things which don't seem to be funny. For
exﬁmpla; take a button and look at it long enough, and you
will Teel that you are going %o laugh ~ it is a terribly
humorous thing, These two abilities - to laugh about thg
button and to be saved from giggling by looking at Japanﬂé

behaviour - and both are necessary for the actor.

SICNIFICANCE}

Everything on the stage must be significant - even
if we aré playing the most naturalistic play - everything must
be done significantly. The actor must have inﬂide him the
feellng of significance at all times. I appeal to your
ingtinetive feeling of siznificance because it is so near %o
the actor and go simple and will give to the actor, Tirst of
all, a very good style. Each of us can be significant only in
his ovn individuzl way, and if we Tind the significance which
suits us individually, then this significance will creep into
our acting and will give us our ovn indiviaual fine utyle.

Another beneflt will be that the audience will wlways follow

us because 1f it sees something which is significantly expressed

inwardly by the actor, the audience will follow him, 2and be “ith
him, and help hin. |

Another important benefit is that when we develop
tﬁis ability of significance, we shall lose the necessity %o

overcome the space in the theatre, Space will lose its wrongz
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meaning for us almost immediately. For instance, if I look
significantly to the left, %the person sitting in the most
remote part of tho theatre will see, because even if they
cannot actually see, the impression will be there, and the
imagination of the audience has immediately grasped it because
of this simificance which they have seen. The smallest move-

ment with the eye and face, or that the actor was pale or

- blushed, perhaps the audience could not actually see, but

because 1t was done with significance, it scemed to be there,
This significanceis in the actor instinctively. ﬁﬂimals move
marvelously because of this instinct, even the little insect
moves with natural pleasure. Just so, our instinective sig-
nificance must be awakened by simple exercises, and it will

give great pleasure to the actor while he is on the stage.

LXerciset

Sitting as you are, move your right hand and try to
make it significant for yourself. That is the whole secret.
We will experience our whole bodies differently because of
this significance which is just as instinctive to us as is the
animal®s movement to it. MNow look to the left ﬂignificanfly.

and back again., Now look up and down in one movement, expres-

ging this significance. It is the best means to atiract the

audience's attention. We are always looking for the audience's

attention while on the stage, and when the audience does not

look at us we are ill. Sometimes we try to use other means
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to attract the auvdience and waste our time, whereas we can

use glgnificance and the audience will look at us at once.

¥

rxercise:

Now let us make a quick movement and preserve the
gignificance. ' While we are doing these exercises, we nmust
overcome one thing, which igs the tendency to become a little
stiff and tense. Drop this and let it be a purely psycho-
logical svate, On the one hand it maﬁ make one stiff, and-
on the other hand the significanﬁe can be so lights easy, and
true that it carries us too far away and is too much, then
immediately it breaks Iikq_a 502D bubble, So &a must find
the correct type of significance without it becoming too
budily or too spiritual. Once I was scolding a person in my
private life, and I made a very banal movemente. I_éaw that
the other person was 50 inpressed by thls action, because I
was doing it significantly, and I lost the whole ﬁeaning of
the thingl! Now do an exercise by looking at each other sig-
nificantly, and then lowering the eyes. Sometimes by ignor-
ing & thing you make it significant, and sometimes we stress
insiznificant things to such an extent that they become signi-

ficant.in the wrong way.



