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THREE LESSONS GIVEN TO BEATRICE STRAIGIT ANL
DEIRDRE HURST BY WICHAEL CHEKHOV

New York, iarch, 1935

Thooo threo lessons wore given by iichael Chekhov
in Yarch, 1935 to Deatrice s3traight and Deirdre Hurst during
the time that he was appearing in New York with his ifoscow
Art Theatre company. tThe lessone were given In Russian asg
Chaekhov Xnew no Pnglish a2t that time, Hme. Tamara Daykarhanova
acted as intorpreter, and Deirdre Hurst took shorthand notes

of the legsgsong.
“IRST LES30nL

SCENIC TI1NE

THE INAGINATION

THE ACTOR AND THE PART
EXFRESSING THE IIFAGE
COUCENTRATION

MOVEMENT - THE CENTER
COMPOSITION ~ HARKONY
THE WORD - THE VOICE

SCENIC TIKEs

Improvieation Exercise:

You are awalting tne arrival of tQmeone whom you
love very much. Show your extreme happiness, then the growth
of the fear that perhaps he will not come, and then yecur
unhappiness when you realize that he is not coming, All this

takes place in & peried of two minutes.

commeanto:l
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1. The actor must develop for himself a sense of time, which
has nothing to do with the actual clocke.

2. 1In order to make the tempo quicker, you must break up
your sceno into more "hyeato.,” It 1o not necegilry to
incroase the tempo of the "peato” themoolvoeo, but there

muoct be nore of thom.

J. Give yourgolf problens in tining for fiftcon minutod, for
+en minutoo, or for half an hour, tn order to dovelop &
gsenge of ncanie tino, which hag nothing to do vith the
actual tino.

. The actor who posgesoed thig feoling of time on the sidge
w11l nover hurry. and cuffor from it. He will bo always
eutwardly and inwardly froo and ot oagoe. The inner and
outor froodon ic the only condition. Your cown oiR2go0

tining, not 1ifo +ining, is the open door to the great
exproooicn poooibilitien,

5. Tempo on the oiltgo depends not on +he watch, but on our
feclings, our soul, and our moodse. Thorofore, it can be
incredged with the increasing of the emotlons - of the
foolingoe.

THE IMAGINATION

riprpt visualiso something in your imagination - 2
fantaay, for inotanca. Egtablish the situaticn in your ima-
sination -~ seo & very clear design of overything you will do -
ane overy detail clearly, and then do 1it.

Your imagination must be ¢rained in this way. I
you will %frain your imaginuation, whon you take a part, you
will be able to forsoeo ovorything in your brilliant imagina-
tion, and then you c¢an jugt go and do 1t. that is the ideal
thing, and you can reach it by certaln aXerclses.

If an actor ptarts to reheorse and does noi vigualize

gsomething, his imagination is not working., This 1ls the worst
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thing an sctor can do., You must detail something which is
foregsoen by your im2gination. The actor nmust visualize the

whole part in his imagination,

THE ACTOR ARD THE PART1

An example from 1life: '"wo pecomle who have never
mot before moet each other. They gonse that in both thelr
destinios gomething uncommon has to happen. Un the other
hand, you may know that your pathg will never meet. Just so
with the actor. lere is a part, and you meet with it, and
you foel there is something uncommon between you and the part,
which makez it right for you. There are othor parts which
you may want to play, but no matter how hard you try, thoy
will never be right for you - your destinies will go parallol.,
You can holp to overconc thiso by exereises. “hother you are

physically fitted for tho part or not is another question.

EXPRESSING THZ IMAGE:

Exercise:

Yisualize quickly and clearly, and then instantly
register physically, mentally, and facially a feeling of "I
don't want..." In your imagination you must, for one instant,
visualize yourself and the whole situation in every detail,
and tThen express it instantly - like a statue. The 3ame with
"Beautiful"” - you must visualize yourself as you would look

geeing somethinz beautiful, and do it immediately. Like a
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sculptor would mold a gstatuce in clay. You arec tho clay.
Again with "I beg you,” and "I am running away." you mugt
gee it firct.

fhe problem is to dovelop your imaginaticn 5o that
you will react instantly to every problom. Thioc is not
because you cannot do it, but because your imagination hags
not boen trained thic way. Our imagination ic not flexible
cnough = this only conoo through %*raining. It is a diffi-
cult thing to make ono's imagination so floxiblo that
inotontly you will bo able to make us sco what you have

vigunlized.

CONCENTRATION 1
This iz the baciec thing in lifes; without it you
can do nothing on the stages You cannot havo Too nuch cone-
centration, and if you have tho ideal concentration, it ig a
magical thinge. WwWhat you feel you goe - what you soo you faecl.,
Some olementary oxorcigses for the imaginatlion.
Samucnn‘givﬂﬂ you & word, and you have to gJece this word as
an image in your imaginaticn, and instantly you must react to
it. Den't detoil it, but grasp it as you saw it in tho first
instant. Any word will do. fThis is a very inportant moment -
the first thing you see in your imagination. After that thore
s the wurk-af putting details on this image, butl that requires
other axercises: Ferm the words in your mind, and keep them

thela.
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FOVEMENT -~ THE CENTER?

A1l movenecnts of the lego, 3aIMS, and body start
from the one placo - high in the chegt betwoon the breagstbono.
Feel g 1f you arc & pair of scigoors and that your legd and
armgc move in cno pié&u fron that contor in your chest. You
must alvays rotain thio feoling of center, no matier what age
the character, or what part you aro playing. This canter io
organically right. If you have to play an old part, otard
from this contor, and you will know whore you ars to bo old,

(It is the same principle as with ¥adanmo Daykarhanova's

malo=-ups )

gxorciges
walk around, moving tho armo, doing anything you

1iko but always retaining thils feeling of centoer.

COMPOSITION ~ HARHONY

This ig a moot important thing on tho stage. Compo-
gition ig something which 1o organically right, just as the
centor of movemont 1o right. Compositicn is the feeling of
complote harmony. 7T0 achieve it we must sense each other,

love each othor, and havo complete friondship for each other.

ixerclaet
reeling the center of the bedy, move toward each

other quite freely. then satisfied with a harmonious position,

hold i1t as a pose.
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THE WORD - THE VOICE:
Your volce does not come from your diaphragm, threat,
or lipo, but out of you and in front of you., You must visu-

alize 2 spot in front of you where your volce ia,

=xorcigos

Say a gentonce beautifully, thon harshly, and make
the difference not with intonation, tono, or stress, but in
the quality of feoling in the volcejy for instance, “iary had
a 1ittlo lamb.” Then the word “"kary," thon send your volce
to different placos, First near to you, and then farther
away, by degrooeo, trying cach time to reach just that spot

and nowhore olgo.

Raviews
Your imaginaticn nust come through your whole body.

Unleco it doeo 3o, it ic of no use.

Exarcise:d

Do the exercisoe of visualizainzg a word and then roact-
ing to it instantly - like 2 statue. For example, "I am run-
ning."” First to sec it and then do it like 2 statue and hold.
Thon find out the differcnce between what you did and what
you saw., Try to imagine it nuch more clearly and thon do it
again. Study every detall of it in your mental image, and

then very carefully copy it in your own body., Ask yaourself
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1T L% "elicke” ﬁnﬂctly with what you zaw in your vision,
Othor examplea, "I order,” and "1 submit.”

©“his mental image must bo abgolutely clear-cut,
not dlurred, #hen you mako this wontal irage, it is like o
mold into which you must f1it yourself. Whon you achieve this
axact copy, you will fool 2 preat sence of happinesse Tho

imazination will conquer the bodye 1% is wrong for tha bedy

to conquar the imaginaticn.
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