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IFAGINATION: FNoxinnars® Classs

Theatre imagination is, first of ail. not menorys
and you must lmow that if you remember something, of course
you imagine, but this kind of imagination 1s not what wo necd.
vemory is imagination, but it is not theatre imaginatlion. e
need a kind of imagination which will givo us new things, and
this is what we aro aiming at throuzh our exorclses. We will
leave the quastion as to whother the human belng is able to
create something really now in his imaginationg we will leave
thig psychologzical question, but wo will accept the idea bo-
cause it is an idea which ig very important for us. This cre-
ation of new things in our imagincotion is very interesting for
us aa artists and actors.

Wwa will start our oxcorelises on imagination with this
simple memory which we all have. Plcase remember some things
in your room where you are living) one after anothers By re-
noating this exercise you nmust compare two differsnt states.
Pirst of 21l you are itaking in actual concrete impressions.
The second staze is that you are not taking in actual impros-

gion3, but you are trying inside to recall some impressions
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which you have had,

iwow look at tho roEm about you, and receiva some
impresslons from it. Ea conscious that you are resceiving
imprecsions, How stop and remember things in your own room.
How you are in a differsnt state in recalling some imprnsﬂiuns.‘
dhen you will realize that real imagination requires sreat ac-
tivity inside of you, you will in time zet this real inagina-
tien.

e nmugt not confuse two thinggs we have some dreams
during our everyday life in which we arc quite passive - these
have nothing for us. Our dreams we must call up ourselves,
with our will and our activity., In order to do this we must
xnow that it isc necessary, and wo can do this by two exercises.
Bo again aware of the things around you, and realize that you
are receiving impressiané from tho outside world, Stop. ilow
try to remember the things in your roon,

We have discovered that in imagination we require a
certain kind of activity, and that in merely remembering things
we do not use this activity. The noxt step was to re-create
the image of our memory, and this was the very bezinning of
the creative process, 7The activity we need in thig cage is
more than just menory.

ilow wie come to the next steps ﬁnu have not only to
rebuild the image you can get from your memory, but you must

create comethingz. quite new, it has no connection with what you
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are able to remembor. Again we tust leave the question as to
whether it is possible for a human beingz to create something
entirely new or not. Tor our aim we must say that we are able
t0 create quite neﬁ images. Such images will not be a romen-
branece of zgomething we have seen. This kind of creation in
the realm of our imagination requires the most intense effort
of will and activity. It requires our activity, but thore is
a question ag to whether we will gzive this activity or not.

e are freo to be active or noty it is on tho one
hand our freedom, and on the other our danger. Therefore, you
must mow that if you are Trying to create some images in your
world of imaginatiﬂﬁ. you have to cte active. In this sense
wo nust say that the creative imagination requires our activ-
ity. liow create an irage which you have never scen or knownjg
unlaess you create it it will never exicst. Imagine you are
walking through a forest; create this forest in your imagina-
tlon. You are going through this forauf. and it is getting
nore and noras dark and zloomy. Suddenly a very small, vivid,
strange bveinz appears before you. Please create an image of
this small being.

Think ovar the varlous stagesi you must now clearly
what wo are speaking1ahout. 1. Take the impression. 2. Remen-
bering - active, but not creative, 3. Take 2 memory and re=-
create it -~ more creative. 4. Fry to create sbmething quito
novve You must boe appreciative of this last rind of cresative

imagination., Iy going throuzh the various stages you will
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besin to appreciate this ability to be able ©0 creaxe,

vy revetition is d¢liberately done in o
t will 7ive nors re-
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things clearer and clearer for you, and i

sults. It neans nothing for the artist to understand with his
heads the artist must Xnow everything with every part of

/hen I appear on the stage, I act with

1is
i L

beinz. As an actor,

bic sphere of surroundings; not only with Yy hands or with ny

faet, or with ny costume. Todevelop the ability to influence
these axercises, and develop your con-

an audience you must do

centration and imagination.
Wwhen you will zet the idea about all our exXercilses

as being a whole thing, you will the {eeling that this is

something whizh will zive you the power to expross yoursell
as you like, without any hesitation, and to spread yourseli

7ive your best to your

e

and to reach any point you like.

audionce, there is a sphere which you will be able to cren

arcwnd you, “his means really to be an acior. Only tThis

will esiva you the Jjoy to be an actor.
“hen you find this feeclins of being an enlarged be-

et anothar feelind oi now
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when he is not in a creative state. 7Tou

laron - condensed and small, Then

vyou will get another kind of criticism, whicn is 2 very sound

cne - you will be able to criticize Zctors on ©
thisz point of view. Whether the actor is fanous or not will
mean nothing to you, but you will have a special aye for the
his radiance around ihim.,

- r.l‘
actor vino spreads
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BODY BXERCISES: STASCATO AND LRGATO MOVEMENT:

3taccato and legatqsy this is a very simple bodily
oxercise, but you must take it as a2 psychological exercise as
well, by trying to develop a certain kind of activity which
we are trying to incorvorate in these two different kinds of
movement. Poychologically, staccato is very sharp and excit-
inge. It is the same idea that I am gnvernigg by body, there-
fore I an the person who asks my body to do this movement, be-
cause I want to, Recall the act as & psychological state. We
are able to be very sharp in our paychnlﬁgy. very staccato.

If an actor vants %o be like lightning, he must be able to be.
If he wanto to be like water, he must be able to be. These
aro two extreme poles of psychological ability; and botween
thege two poles you will get all possible kindg of degrees.
Througzh this sharp or smooth psychology you ﬁill ba able to
make the body' sharp or smooth,

This brings us to another kind of psychology and
another kind of movement - smooth, legato, It is imporiant
to find the nossibility to move your whole being, invisibly
or visibly, so that no one part is stiff,; ceverything nust be
moving, It is very important to imagine that you are moving.

‘Do it first in your imagination,

IVAGINATION s
Wa are able to create in our imazination whatever

we wanti the actor nust he able to show the product or his
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imagination. There are two very important and beautiful mo-
wents in the actor®s creativd work., The first period 1s when
he prepares his part., This is a creative work, when 1t is done
in the proper way with the feeling of appreciation that I am

an artist and, therefore, I must be something more than nyself,
When the part is created in this way, in this gpirit, then <he
period of »reparation is 2 very beautiful one, and the actor
can have much pleasure and joy doing this work, Uuring this

work the actor has to incorporate his own imagination,

INSPIRATION ¢ » .
Mncea arna +ha o rroata an imace and then

to incorporate it with all the means vie have as actors. <There
is another very important process which goes on in the actor’s
soul during the time he is on the stage; it is no longer imag-

ination, but it is insvirstion, When you are acting on the

stage you et inspiration from all sides, and you continue

vour acting under the influence of this inspiration, e will

not sneak ahout this now: only about the imass which we nust

create with our own will, and then the incorporation of this

image which we have created.

INCORPORATION s

Imagine that you are 1liiting your hands and arms and
then lowering them. You must have the picture of yourself do-
inzg this movement, Everything must be clear for you. The
speed with which you do it, how you stand, which direction you

are facing, sverything must be clear. ihen you have rehearsed
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this eimple movement often enough in your imagination, then
you nust really try to incordorate what you have rehearsed.
You nust have an eye for that which is not prepared or re-
hearsed - for those parts which are dead. Try to analyze by
penetrating into what you have seen. Criticize always with
warmth. Of tThe actors you have geen, some of them show you
absolutely nothing but words and movement, while others show
you something, |

These two psychologles are very different and de-~
pend on the lnner 1life of the actor. \ie must always say some=-
thing from the stage. I1If we are too lazy to imagine, or have
nothing to imagine, we have nothing to say to our audlence ex-~
cept habits and elichés. You nust always analyze and take
account of what you nave done, and realize whether you have
achieved what you have secen in your imagination, or whether
your body has disturbed you. Therofore, the boedy is something
which can be controlled. It is absolutely necessary for the
actor to be aware of everything that is being done, all the
time. If we are aware all these things willl go into our super-
consclous being, and we will be able to do instead of to know,
We must know what our profession is, and we must do everything
with full awareness.
STACCATO AND LEGATO:

Let us take the same psychology of staccato and le-
zato, but with the added condition that the staccato movement:

1s when you are sendingz out your whole activity, and keeping



nothing for yourself., The more you give your audience, the
more you will have for yoursalf, If you have only a little
bit, you must jgive it out., Actors do not know this very
gimplo secret of their ovrofession, Instead of keeping back
everything for themselves, they can use the same snergy to

sond out what they have, and they will be full of now energy

and 1ife. This is a psychological problem, to gond out. You
must have confidence in yourself, and your body will follow,
This confidcn&ﬂ is justified only if you aro recally able to
do something., In legato you must give with energy. Do the
following body oxorecisess first walk about without any rirece-
tion, then walk being awvare of the bedy, and that you are an
artist.

THE FEELINGSS

Now vie really start our work to awaken the feelinzs,
and to develcp the ability to improvise, This is a long work,
and you muat be very patient. You must not lose the idea that
wae must avaken our feelings. All the students rmust keep the
fdea that this year wo begin with the most important thing for

us - to_awaken our human_ foelings. You nust promise me not to

forget thig,.

Cur first attompt in this dirqctinn will be that you
will act all your sketches, without any interruption or advice
from me. Your fTirst task is to take the problem of the fcel-

ings very seriously, asking yourself how much you can radiate



M, Chekhnv Sﬂptember 29! 193‘?

and send out your feelings. This will be a trial for your-
self - you must act for yourself and speak with yourself.
after you have done this I will add somothing.

Take the beginning of The Fishing Seceno, but do not
pay any attention to the mise en scéne. You are human beings
sitting here on the ground. You must be more active than you
have ever been befores Act with your feelings, The whole
scence nust be created as you sit there. Find the connection
with one another, create the atmosphere and radiate everything
to uss The idea is that you are going to awaken your heart.
Be responsible for the feelings which you have to radiate,

otherwise you are a shallow form and nothing for the audienco,

Lalladina II;

IT is a great illusion that an actor can deceive the
audienco. Those in the audience must always help those on the
stage. As a group we nust be acting with cach member of our
company, no matter where we may be. We must be with the others
who are acting - that is our duty. The actors may shout as
nmuch as they want, but they will never move the audience if

the feelinges are not there,

Peer Gynt:
We must find the right approach, not in general, but

in each case, then it will give us something. The contact be-
tween the actors was better than in Ealladina, but it was clear

to see that the imagination has been sleepy during the pPrepara-
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tion of the sketch. They are not yet son and mother in Ibsen’s
senge, Was the son in the péﬁaence of his dying mother? [ict
at all, If the imagination has beer active, the actor will see
many things like revelations - nov nnly.the actual things dut
psychological revelations. At the moment the scene 1is very
primitive and simple, and it is even lower than the printed
text, “This is always the case with Shakespearej; when we read
it we think it is everything, but when we see it on the stage
ve feel how dull it is. This is not the fault of Shakespeare,
but of the actors. Trrom our present point of view it is only
lack of feeling, of warmth, of the revelation of the human

heart., e nmust look at each other and criticise very con-

sciously) not in general, dbut each point.

TIPPROVISATION: Circle of Light:

The first thing to know in doing an improvisation

is the sense of a circle within which you are aware of every-
thing, as in Stanislavsky's “circle of light!. The idea of
the circle is the bvasis for improvisation. 7This is the first
condition: goxercises walk around the recom creating first a
small and then a large circle, belng awarc of the people who
come into the cirecle. Then try to sec in your imagination the
circle around people you !mow, Think of people you know, and
be aware of the width of the circle arocund them, ror instance,
a vary shy person has a very little circle; 2 person desiring

attention would need a vigzer circle; 3 person in tears would
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need 2 very contracted circle, while a persen in laughter
would need a wider circle. 3Zry to think of two pecople, one
viho has;a very small circle because of sadness, and one who
hag a wide circle because of joy inside., Repeat the exercise
of walking around and being aware of the size of your owvm cir-
cle, and of people in it,.

The second condition you must have a real ground
on which to improvise; atmosphere, for instance. Don't allow
yourself to imorovise when you have lost the basis or ground.
Takae at once anothor ground, such as objective, Otherwlse you
will fall into the abyss. Let us take an exercise:s You will
be ziven an atmosphore as a2 basis, You must do the action
which will be ziven you, and you must create a sentence on the

bagls of the atmuﬂrhare.

IIPROVISATION: ATMOSPHERE:

You are three thieves entering an office whiph has
been deserted by everyone. You know that somaone will come
in to clean the room, and you have only time to go to the win-
dow and open it, and then disappear - this is only the prep-
aration for the real job which will be done at night. The
atmosphere is one in which anything can happen at any moment
which will X%ill you, A tense atmosphere of danger for you.
You can gpeak when you like, but you nmust be conscious of the
oxercise 2s such. The theme hag been given you on the btasis

of the atmosphere, ond during the scene you must speak three
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short scnténces.

Lat us reallze whae wag right iIn the exercise which
we have just seen. First of all, the atmosphere was thers to
a certain extent, and the action was quite good. llowever,
thore wags one mistake - there was a window which was closed
and you did not notice it, while you tried to opven 2 window
which was already open. If you had had the-"circle" around
you, then each window would spveak to you. This is the meaning
of having 2 really expanded circle, and here lies a very im-
portant point which is that you can approach the feeling of
truth from the other side. If you have this cirele, you will
have this window and then you will be quite truthful. It is
not necessary to pretendj having such "feelers" around you,
you will see many things which you would not otherwise, To
pretend without nocessity is a very bad habit, and at the same
tirme it iz necessary to be adble %n ﬁrﬂtend egverything.

These improvisation exercises will nelp you to de-
velon quite instinctively this ldea of what you should take
and what you gshould leave, This cirecle, as you will see, in-
cludes cverything, the psychology of your partner is a visible

and audible action; yvour ovn bodys inanimate thinzs in the

roomj all the feelings which are streaming throughs archetypes.
Therefora, take this exercise and do it sometimes;
try to as if "read" the content of this cirele. You nust gzet

this ability %o read such things., If you 2re able to read them
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then you will Le able to improvise, not only with things on
the stage, with audible and éhngihlc things, but also with
the psychology of your parimers. You will ba ablo to read
the inside, therefore, the content of this circle includes
agvarything.

The basis of improvisation must he very consclouss
io noed to Le super-conscious now, in order-fo act uncon-
sciously later on, Lat us exercise the eirecle, with the con-
ditlen that cverything that ;ﬁ_included in your circle musd
be like a small spark of lighining, which tolls you all the
time that you are here and there. TIry %o awaxen thls spoecizal
xind of being. If you do exercises by awakening your heart-
11fe to find, for jinstanee, the good qualities in your enenmies,
it ig 2 way Lo awahan your actor'’s abilities. To be every-
whora at the nmoment, wherover yau like. For an actor we nave
one psycholosy; you must dovelop your human nsychology then
you will zet rosulis for your actor's abilitlies. Try to change
+he gize of the circleo and be aware of ithe contact with cvary-

.
one.,

mach improvisation must have a sround or vasis. Let
us inasine that we are all students in a university. There is
a new Don and thiszs is his first lecture. ich depends on the
guccess of nis lecture, but n2e s a raﬁutatimn for velng very
fummy. He xnows this, and it is a great tragedy for nim bo-

cause insida hie dees not want Lo be humoroud, A1l the students
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are waiting fo see this funny man. The basis for the improv-
isation is the atmosphere wh;ch 1s that the classroom is full
of teﬁsinn. the tension before an explosion. On cne side there
is humor and laughter, and on the other side is the fear and
tragedy that they will laugh. The atmosphere is so tense that
at any moment an explosion can take place. The Con must enter
the room, and sﬁy three gentences with which he wishes to in-
troduce himsélf to hlis new students,

Let us take account of what you have done. ‘hat
about the atmosphere? iere you able to keen it and consciously

base averythins on it? Nos. You have added so many intellec-

TNINGS, 1NGCCead 0T walsoinyZ Ior The 1nspiration., LI you
have talent you may be sure that you will set the inspiration.

Don't try to do sometning ‘before you got inspiration, becausc

.

you will only shut doors., If you don't get inspiration say

to yourself that it does not matter, and then you will zet it.
Cur intellect tries to do some things "as if" acting, and this
i3 wronge. ‘“hen your intellec: cafie.to 1i ' hefore your real
talent, at once everything becezire voyy iutercuting, very gim-
ple, 1lix2 & otraight line, very geonetricol; hecause the in-
tellect i1s only able %$o do things very straipght. One thing

which came spontancously was jood, but at once, instead of

(J

leaving it to the imspiration, the intellect took it., Th

40

intellect alvways tries to steal things which come from the

talont. iever allow this, because it spoils evorything, this
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suggestion that you underlina\and repeat something which was
cuccessful, It is better not to do this because at once you
loso the feeling of truth.

Lot us repeat the improvisation. Try to refuse this
intellectual approach, and if necossary be prepared to act
nothing, then perhaps you will get something. But this time
it was too humble, e must be able To imprdﬁise in a master-
ful way, not this time beautifully and the next time badly.

Wie must have the ability to improvise always well.

Objectivo:

The basis of thislimprnvisatian will be the objec~
tive] the scene is back-stage in a circus. A group of trapeze
artists is very tense because tne number ihey are going to per-
form is a very dangerous new one, without nets. The situation
is very important for their reputation, and for their future
careers. It is fifteen minutes before thoy must zo on. They
are preparing all the things they need, and they 20 through a
sort of rchoarsal. The objective of cach member of the group
ig +to wnderstand the full idea of the new number; tho objec-
tive of the whole group is to memorize and be sure of the nun-
ber, There is an old man who used to be a famous acrobad,
but who now drinks very heavily. ilc helps them in their work,
but 2t this moment he iz so consumed with the desire for a

drink thot he is almost crazy. His objective is to somehow
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zat money cnough for a drink,
A
Let us analyze what we have seen. Did they zive

the irmpression that they were very sensitive to everyong a-
round them? Vere they frece enoush or not? How did the in-
tellect interfore with thelr creative work? Try to answer
these questions on the concrete basis of what we have actu-
ally done. ilere you, as the audience, taken to the scene by
means of the objective? Were you dragged, or were you quite
free? The objective is the will of the scene. iere the
words you heard absolutely necessary, issuing out of the ob-
jeective, or were they intellsctual because in 1life we are

accustomed to speaking before we need to?

Characterization:

Based on characterization thlis time. The scene 1s
between & husband and wifes the husband is a famous elderly
professor who must go far away to attend an exhibition, and
he must leave his wife behind. fTho parting is for a long tinme,
for many years, verhaps forever. They have sald goodbye many
times and now he must leave in five minutes. They are alone
in his study. The professor owes 2 cervain sum of money which
was a little sceret from his wife, but ncw he nust pay it to
somaone whom he will meets The money is alrcady in a drawver
in his desk, and he has only to take it out and then he is
ready %o z0, but his wife is sitting there, and does not aliow

him the possibility of taking the money. Thoy are both szood
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people, and although the situation is not a serious one, it

\
is serious enough for them,

Let us review what we have secn: was the scene
"gparking"? Vas it doro with a feeling of truth? \hat about
the words? Did they come out of a recal necessity on the part

of the characters?

THE FEELINGS: Exorcise for seotting the feelingss

Yesterday we spoke about two ways to awaken the feel-
inzssy 1, that the feelings are streaming through usg, and not
being squeczed out of us. 2. through the sphere of the arche-
type you will get everything. Today we will usc the first
possibility; our feelings are streaming through us. Try to
oxercise this real pozsibility to let the feelings pass through
you, Let us take short moments fron our sketches.

You nmust appeal to your instinect, to your actor's
nature, Lo your talent, to your gift - your talent must res-
pond to these exercises. Subeonsciously your actor's soul
will want to do only this streaming through on the stage.,

llever try to prepare by saueezing the feelings. Concentrate

on the atmosphere, the objective, justification, 2te, then

+the feelings will come like a benediction. Believe this. I
have never a2sked you, and will never ask you to try to get the
foelings, The feelings will come of themselves, 1f the person
is zifted. The fTeelings you try to get with your power are

the normal f=elings we vant to escape.
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If you believe in %he process, if you are really
concentrated, then not anly the feelings will come to you but
the soul. will be awakened. The wholo psychology will be awak-

ened, and the means are the abilities of concentration, of ime .

arination, and of povement. These are all in your power. YoOu

can train yourself to move so that feelings, will, and thoughts
w11l be awakened, and you can concentrate on everything to such

an extent that your whole psychology, your psychological "1I7
will respond. This technique of sending the feelings through
1g the highest thing an artist can dojp everything clse is ill-

nesg and contraction.

Sketches for new studenis:

Tho idea of the sketches is that they will Zive the
new studentis an uppurtgnity to exercise imagination, concen-
tration, incorporation of characters, objectives, atmosphere,
ote. In cach sketch there must bo great emotional tension,
and very few words. NHot improvised words in this instanceo,
but set dialosue, and the sketch should be written so that the
author will gzive his suzgestions for atmosphere, etcs

The idea of theso sketches is not improvisation, but
a gceno for exerclsing what they have learned during the les-
gons. ror example, when they have had iesannﬂ in imagination,
cive them a scene and tell them to imagine this and that, and
then act. Or when they have' learned about atmosphere, tell

then to realize the atmosphere of the scene, and then acw.
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No not mention psychological gesture or improvisation at this
time., They nust take the scéha very'simply ag action, and as
a means of oxercising the lessons they rave had. The gketch
docs not need to be original, and can be from a novel or irom

a play, but bear in mind that you are vorking with beginners.



