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IFAGINING THE PILAY
CONTENT \

IVAGINING THE PLAY:

Shdanoff Elng r'hn Pussesaaqj

e have spoken very much about the imagination, but
the reai apnlication of this ability which we call imagzina-
tion, and of other thingﬁ7in our Hethod is very'varied. We
must not think that thn imagination is simply seeing a pic-
ture and thﬂn perhaps iﬁnorpuratlng its The real usage of
imagination is 50 varied and individual, and the'mnreﬁﬁariety
we have the more spiritﬁai is this ability. We must be able
to act long scenes in our imaginaﬁinn. with so and so many
variations, and with beantiful and interesting speech, and
emotiong and misaﬁsnfﬂcanﬂ. iighta. atce We must be able to
do this as long as we like and then ask ourselves the question:
dhat have I acted in my imagzination? You should be able to
answers I.dnn't kmow what 1t was because it was not the con-
tent,

This is the real ability to act on the bagis of
the imagination because the real actor®s imagination does
not require any content. To cry, to fall down, to zet up, to
hold a pause, to move stealthily, but quickly, to £o down
and to threatenlby rising - the whole performance in our ima-
gination, Aga%n the questiony What have I done? And the
answer: I don®’t lmow - I am actingl! This is the real abile

ity to act in the imagination.,
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1f on top, of this ébili%y to act for hours on end,
we are ~iven some sentences %y tha director, they must be
such an enrichment. We have to take such sentences and put
them into our world of imagination, even without asking what
vas befqre and what will come after. They should be enough
to inflame us to act again for hours and hours.with these
single sentences. YWhen & soliloquy is giveh td the actor it
is so rich he must be able to do it in hundreds of ways -
again without lmowing what follows. “When we have the whole
play and we know the content and the succession of éﬁentﬂ,
then we are kings in our actor’s profession - we rule every-
thing, ;

This is the real imagination which we must have
today, and opposite to it is the actor who says: Before I
mow the whole play, my part, and all my words, where I ﬁm
standing, who is my partner, etces I cannot start to play.

The majority of the present day actors are such., They cannot

act without the part. This is lack of imagination and has

nothing to do with the real art. Therefore, our actors nust
be crazy enough to act everything without knowing what it is,

Today we will work with some actors in the follow-
ing way., Ve will try to rely on this ability of imagination.
e will take one sentence after another, imagininz how we can
pronounce it, what we should do at this moment, what the mise

en scdne nmight be, otcs, by reading one sentence after another,
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and what we know already about the play comes as an enrich-
ment, but it is anly'enrichmént. aﬁd not the condition in
which we are only able to'acts This is a great difference.
We will start to use our imaginaficn in this way today. Ve
will take a sentence and throw 1t into the world of our ima-
gination, and see what will cumﬁ out of it, N

During tho rsading of the words, by imagining, if
you have understood mafrightly} yau'will uso evarything. How
tho charactor looks at the moment, how he is sitting, how the
volice soundﬂ.letc. If the diractor adds something which con-
tradicts your imagination, never accopt thﬁ contradiction,
accept the suggestion because youiére g0 powerful and rich
inside that you are ablo to accept many thiﬁgn which you may
ndﬁ feel at tho moment, This is the real power of the actor--
"then he can choooo. Tho suggestions that come from the dif—
ector may be‘vefj‘strangﬂ. but they will give something to
the actor if taken in this way.

% #+ & O R 8% 0

Scene when Qicgg;ég g}éﬂ_alnne in his study:

hfteﬁ ﬁﬁng years of innqr‘struggla and cunflict,
and uspeeially_du?ing the last days of inner difficulties,
aftor getting1fho.blﬁw from the idealisf. Nicholas, in a cer-
tain way, reacheg & crucial psychological moment when he has

to make some decisions in hils life - whether he is zoing to
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the left or the right. In his inner world which is very rich
and disturbed and unquiet, tﬁLre live two characters, two
images, two figures, two powers, which always tear his soul
to pleces. He can't say yes to one and no to the other of
these two main powers, because something has not yet ripenéd
in his soul, and this is hisg struggle., Now we see him in

one of his crucial moments, in one of his critical moments,

one of the climaxes of his life, when he tries with stormy

inner power to find fhe wa& betwween these +two povers., He

is longing to be able to say, "Yes, this is my way,” or "No,
thig 1s not my way," bht he cannﬂtt and this is the human
tragedy expressed in the picture wé are going to try to do.
What are these two powers? If we take them as lmages we
will see that one power is the spy, and the other the beggar
'girl: Thege two povers are tearing his soul to pieces.

Nighte A dimly lighted room. (In uid. rich Russian
houses there was always a room with a good, big desk in it for
writing and sometimes the person slept in this room, although
they had 2 bedroom as wells When writing or reading long into
the night in their study, they would sleep on a divan in the
same room., 1t was a2 very usual thing, ror the person who
glept in the study, it was psychologically necessary to stay
in this same room - to be bound by his things, reading or
writing, or by his thoughts. It was a certain psycholozical

thing). llow we see Nicholas sleeping on his divan beside his
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degk - without blankets or anything. iie hasg fallen asleep
quite suddenly without haing able to control himself, so
tortured is he, When thé curtain Go0eS up vwe see him in great
torture and turmoil, but sleeping. Apparently he sees dreade
ful dregams and nightﬁaren. Qut of this nightmare we, the
audlence, begin to understand some words. Out of this dreade-
ful state of mind which is a half- aaleep.'half-waking atate
he comes more and more to tha'furmﬁtinn of such ldeass (The
audience must ¢etfthd Impreusion thﬂt Nichulas is not mad,
It 1s as if ﬁnmeuna iﬂ present in the room, but we don®t see
hinms As if Nicholas ia ﬂpeakinb tu Hcmeune he knows, or sees,
or suspects. It musi bn certaiﬂ psychnlagy which is half-
incorporated, A very fine thingi There is & closa psycho-
logical connection between Hichplaa. the mother, and the Spy
Throughout thiﬁ gcene)., Thig iﬁ a very crucial moment for
not only Nicholas, hut for the whole play and everyone in it,
One thing we must do consciously. If we are acting
inwardly we sometimes lose the possibility of seeing our-
selves moving or speaking in our imagination, It this happens
we must appeal again to the full imagination. vhen you are
concentrating ﬁhfthe'sounds. don®t forget the mise in scene
and vice versa. ' Try to teep the whole machine working., The
words you are profiouncing rust bé only part of your wholeo
imagination., The cetting, everything in the mise on EEEHE.

how the character moves, everything must be there in your
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imagination. The least important part is the content. aAcCtT

3
A

whatever you like,

CONTIENT s
~ Before we go on we must have an idea of this kind

of applié;tlon of our imagination, There are many ways To

apply the imagination, and this is one of them, and one of

the most dangerous because 1t is very near to one of the dan-

rors which exist in the old type of theatre. In the following

diagram the inner triangle .represents the content or the "vwhat,”

which will be gziven to the audience in 2 certain artistic aura

which includes everything - what'w? can see, hear, and feel,
(:) everything. The whole theatre art‘ia around this. This is

the content which the author gives = the author in the sense

of the person who gives tho plﬁt and the thoughts. The outer

triangle shown on the diagran 1s the ideal future performance

which io 2bsolutely like the content, but it embraces 1it,

includes it and gives this aurd. /42%3;;

In the old theatre the actor and the director start

with thoughts, and they try to speak all these thoughts, or
apply some means they are accustomed to apply in the theatre,
even if they are funny and sfrﬂﬁgn things, such as elaborating
stranze eye-brows to give the charaptar-befnre elaborating
anything else.. Such actués start ﬁi%h the content, and try
(:) to stick around it some means which they call theilr artistic

means, and when they are very concelted, they say this is their
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individuzlity. It is the old way to prepare a play,

The other way to develop the play which we are try-
ing to do in our studio is to find all the many ways to
approach it, Cur world of imagination ls absolutely rich, or
will be, if developed, &nd is very independent and fantastic,
and var; unexpectad for ourselves, and rich in every direction.
If the content says, "iother, dear,” then for the old- R
fashioned actor there is one, or at best, two or three labels
to stick on it, while for the imagination there are innumerabdble
rossibilities,

Here 1s the beauty of the world of our imazination.
Wwe start with the same thing as old-fashioned actors - we get
the play.frum the piﬂywright. ﬁpt‘whﬂn the old-fashioned
actor reads some lines, he 1is inclined at once to adhere to
the content before anything else, and this is the danger.

If we ecling to the content our imagination fades away. 3Some-
times the content is so clear and enticing that we are
encourazed to follow the lines, speaking them intellectuzlly
and sticking on some labels, but we must make an effort to
jump over this entlicement.

e have to live, or try to live far, far around
this content - th further the tetter (sece the outer circle
on the diagram) because here, in this far, far distant realm
dre2 all the things which we are actually seeking for. e do

not geek for the content, which is simply given, we seek for

something else, and what is it? It is our own imagination,
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unknown to ourselves. In tnls particular method of applying
our imag inatinn ag today, the less attention we pay to the
content the bettﬂr. This does not mean that we have to dig-
tort the content, but we must not adhere or cling to it, Wo
must bq absolutely freeo to fly there - very far away, What
is the ideal result? iWhen wehara speaking the words without
distorting then ag content, but so that we don't actually

notice that we are speaking them, because our imagination

~about this strange roomn with the dip light is for the actor

evorything.  Qur imagination about the nigzht atmusphﬂrn. about
the sotting, abuuﬁ evnrything is as gtrong as our speaking.

Thorefora, when wo say we hava fiiished our rehearsal, what
have we dnna? Actually sverything What does this mean?

We have aeen the rﬂnn. we know the atmosphere, and gometimes
We have gpoken. This is the ideal case, of course, and from
it we shall see & .very interesting thing - the content from
which we want to get awvay, as it vere, grows and becomes
clearer and elearer to us and to The audience, but this re-
quires a certain treining,

What We have done this morning was not quite such
an ideal case, althouzh it wag a step In the right direction
and we must take it as a path to this ideal case, During our
Wwork today, we have been throwm back to the content at moments,

and we have spokxen merely words, O(n the other hand, sometinmes

We were flyinz over all the boundaries, and have distorted the
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content because we were not in-uur_imﬁginatinn but in scme
distracted floundering. Eug‘instance! our imagination canr
be very vague and muted;‘at this ataée. but it must be "some-
thing." Therefore, I ask you to see the light, the room, the
divan, gnd to hear the voices, but sometimes we jump out of
this realm of imagination and are simply floundering in
something which is no longer imagination, but is a certain
kind of chaos.as if we are anticipating.

| Tﬁis has nothing to do with the real imagination
which hﬁg-alwayaspmathing. Sven 1f you are really anticipa-
ting your character with your imagination, you actually know
it - it is something. You will bd:able to die for this future
character which you are golng to act. Not to know means
either that you have not started yéur WOrkK, ur-ynﬁ have jumped
over the toundaries. There must alwéya be something in you
as an actor which is always able'tn gsay, "I don®'t know what
wig I will have, but I know absolutely what it is like,"
This 1s the real thing which must be awakened in us by walk-
ing in this circle (see diagram).

This experience will come in time® then we will know
whether we are imagining or whether we are flounderinz. Today
we were here and there, and it is quite natiral that we must
be thrown because, like children, we 2re not able to swim at

once. We must gzo through this period, but to lmow and anti-

cipate what is thae real imagination, this is necessary. For
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instance, when I tell you that I am seelng in my imagination
something quite definita, without ﬂny content: For example,
I throw myself down and.feara are coming, and somebody zets
up, and I understan&‘it‘is;finished and suddenly "he" appears
and we together have a real light in us, ¥ho "he" is, or

" which li;ht. I don®t know. This is imagination which is
content-less but which is absolutely legal, -and which feeds
the future content. We must be strong enough to take the
content from the author and say, "This is the basis on which
I will dance with my imagination as I like." 1In this way,
inat;ad of distorting the thoughts of the author, the actor
will use them 2as a beautiful snmetﬁing on which to stand.
For instance, in the phrase, "u:iual and exceptional" in the
ideal case the actor will feel something like pins and
needles, a sensation, He sees the lamp, he sees the roon,
he sees the audience and he hears "usuél and exceptional”,..
has he spoken? He doesn®t know., iHe has acted. He has made
Some gesture., le hag acted without distorting either the
words or the content.,

This is a very fine thing -which the future actor
will discover - this real creative state of using the ima-
gination, Therefore, by doing this work we must try to feel
this thing consciou®ly, and later it will-becuma more sub-
consclous. Then we will 7et the ability when the moment

comes when the part and the actor merge tozether - the moment
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when Inspiration comes -~ then the actor is free to act his
part with any cast anywheréh Before this noment comes, we
must train ourselves to be able to rehearse and to see the
image at the same time - this requires great inner effort
and knﬁwledge about it before it will come, VWhen I an
speaking my words on the stage, there are two persons - one
whom I see in my mind’s eye, and I am always incorporating
his suggestions - he is' always acting a little bit ahead of
me - 1 am here unl# to serve and to follow him. Then cones
tho nmoment when he disappears end I no- longer see him becauyse
he and I are one., He is acting in me. But to get this abil-
ity we must master this world of fﬁagination. and distinguish
it from the labelg which we stick on, or the world of chaos
where we are robbers and mﬁrderera. This is what we must

learn, %e need thisg because we need to usc our full talent -

our performance must be full,
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