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NEW DIRZCTIONS IN THE THEATRE - INMAGINING THE PIAY
ROLE OF UIRECTOR, AUTHOR, DESIGNE!
FLYING OVER THE PLAY - INCORFORATION OF IMAGIS
THE METHOD AND THE IMAGINATICN
To a certain exten®, in a new way, we hava to
undersitand nmany ideas about the theatre, and to unders*and
These ideas we have to work in a new direction. Sy working
. oy
in this direction we will be able to undarstand many thinzs
we need in our work. But we must repeat very often the same
things, and you must take them as if you are hearings them
for the first time.
The theatre has never bBeen quite independent enouch

from the author, from the desismer, from famous actors, rrom

the time 2nd fashion. “herefore, 2ctors and actresses have

acquired the hadbit of thinking, "I have to act ny rart, well
if possible, and other things will happen of themgelveaes,
Somebody will design the costumes and the settings.” any
bad habits develop, and many thinss which we depend on we lsave
for other people to do, Therefuré. for such professional
actors and actresses it is a very dull and easy profesgsion,

de have to find another approach to the theatre, ang
another understandinz of it in which each member of tne theatre -
actor, director, desimmer, or author - will each be responsivle
for everyone. For instance, if you are an actor you must
create something about the play as an author or 2 desisner. lhia
doas not mean that you must write the lines with the 2uthor,
but you must he with him with your full activity, and you nmust

«now what the author has written, not only feor you, but for
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your partners, This nust be, in a real, true, and deep sense
of the word, a collaboration, Therefore we must gtort our naw
kind of exerciges with an approach which will give us the £ossi-
bility to work upon a small sketch, or many, many sketches in
Wthich eéﬁh will have a part, and vwork in different directions
ag scene designer, author, director, and so on. e must
develop in ourselves thls feeling for everyone who is around
ug, Such a feeling can be the first step towards tho now
understanding of the theatre, and with such an understanding
verhaps we will be able to create a really new kind of theatre,
The task is very big, and tho problems are difficult, and the

future is very far, But we nust gtart.

- & 4 2+ & T &

INMAGINING THE PLAY:
The Pishine Sccenes

The first thing you must do 1s to imagine everything
that the dircctor or the degsigner will tell you., In order
to heary, not with your brain or intellect, but with your
imagination, you must train yourself to hear everything with
your lmagination, You must turn everything you heoar into a
picture. #ec have done some exercises in the past for the de-
velopaent of the imagination. In bezinning to work on the
vplot or scenario, nothing must be fixed. .The sconario is not
finished in our profession, Ve must get a beautiful fornm
but it must be movable. Mothing can remain fixed like a stone

for us - everything aust be flexible, Zven beautiful noments
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must be subject to change..

Imagine a fishing village in an imaginary place.
Inagine the families living in thiﬂ_littlu village, 'Yry to
imagine the people and especially the strange psycholozy of
such puubla Wwho have always to deal with the sky, with the
pictures which rise on tho horizon. Each wind hag a gpeclal
meaning for thems They must listen to the changes of the wind
in a gpecial way, in order to read their meanings which wind
is bad, wiich is not so bad, and which is bringing tragedy.
The meaning of éach cloud. Try to igagine this kind of life.
Then try to imagine the fishermen.who went to sea but have

not come back,

1Tvo days and two nightg the fanilies of these fisher-
men have been waiting and waiting, in vain. In storm, and
wind, and rain for two days and nights. Almost without hope,
Try to look along the coast and seP the wives and children,
and the young bride, and tho sisters, who are walkinz and stand-
ing aboute It is alrcady the snd of the Ssecond helpless day,
They are looking at the horizon, listening to every sound
which they try to cateh from the stormy, windy weather. Thoy
vry to hear in the wind the voices of their mon, until they
almost have the illusion that they are hearing voicea,

One of the figures is that of a very young zirl,
Imagine her tragic face and movements. 3he isg walting for her
bridegroom, Zrerhaps her young life will be broken. 'She Knows

what the life of a f{ishernan is - every day, cevery nizht, at



‘i« Chekhov January 14, 1937

every moment some trasedy can nappern, e 3ee ner at tho moment
when she understands +his fully and she reslizes that for her
1ife may bhe over, Ffellcity must create thig gicl,

How you must see another figure, A young woman = a
wifo waiting for her husband., She: knows very well what it
means to be the wife of a fisherman., She seems perhaps quiater
than the younz girl, but her SXperienne of the tragedy is rone
Tthe less Xeen. 7This wife will be played by Jocelyn,

There are many other fizures - each enveloped in
this tragic atmosphere which is sugpended like a heavy stone
above them. Then We see a very strange figure: an old, nld-
“doman, girangely dressed, walking in a gtrange manner. It ig
not casy to see what is happening to her - is she walilting ror
soneone? Is she mad? Is sho wise? An old, 0ld woman who
has had a long life of tragedy, which has bent her in her
psychology and her body. 3he no longer telongs to any Tanily -
she 1is alone, She is the condensed embodiment of the trazic
lifo of the village - a figure which is no longer quites nornal,

This 0ld, stranze woman alvays appears on the coast
before a iragedy takes place. Sho tnows somoething more than
the others. She has a speclal feeling - alnost second gizht -
ror the trazic life of tho village. what she doesg is strange
but good, what she speaxs 1is strange but ﬁecessary. She helps
everyone, comniforts them, and gives solace to averytody, o=
body knows how she lives, who 3ives her focd, where she 20086

@hen everyone is in the villagze. 3he anpecars only at the
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crucial moment, and helps in a special way. She is the result
of all the traziec life of the village,

The watchers begin to scae something on the horizon -
perhaps some of the boats are coming back, It takes hours
for tha-littla boat to f£fizht the waves, 1Is it joy that the
people feel? ‘This changes beccouse it can boe clearly seen
that only one boat is coming back. sho will be in the boat?
Try to imarsine the feelings of the zroup,

Imagine the moment when the btoat reaches the shore
and only one fisherman steps out of the boat - the husband orf
Jocelyn. This one fishorman has experienced a tromendous fisht
with the stormy elemcnts of the sea. lie has come back alone,
He knows what this means. lie is alive, but thls is perhaps
the most trazic momcent for him, because he knovws that all
the other men are dead, Imagine his complicated state:
brinzing enormous joy to his wife and a tragic blow to every-
one glse, The joy of the wife is ernormous and the tragedy
for everybody 2lse is enormous, Her state is cndless joy and
andlesa tragedy at the sane tine,

Imagine the reactions of sverybody else. What is
the state of the young girl who has lost her bridesroon?
what has happened to everyone else? 4Will they go home or will
thoy continue to stand on the shore? Yerhaps for some of then
there is no longer any reason o zZo home. This is one big
wave of tragzedy. Perhaps Ior anany years the lite of the village

will ba quiet, and again a new wave of tragedy will strilke it.
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We must elakorate this sketch and work it sut. liow
can this be done? You must orzanize yourselves. The actors
2Ust be interested in every moment: in the preparation of the
costumes anrd sets, ete, ‘lhe dirsctor, Jdelrdre, author, :aul,
ang designers, (retesl and 2Zeatrice, must croate the sketch in
a new way. You nugt all love the sketch, and love each other,

and do everything yourselves.

ROL® OF DIR®WCTOR, AUTHOR. DESIGNT®R:
Let ug inmagine we are creating a new type of theaty ,

a new type of director. The dirasctor's nosition in tha theatre

of the future will be more important and more 4Aiffieult than
in the old theatre., “The director in tho new theatre must be
the soul of everybody and everything, iie nust live with his
cast, with the author and designer, and he aust know and feel
cach movement in their souls, The director is a conductor in
the right sense of this word. ile must combine 211 these
streams in guch a way that they will come organically together,
The author of the new tﬁeatre - in our sensec -
will be a person who creates the words Tfor the play, not in
the gsolitude of hig study, but worxing with and ameng the cast,
Cur author is an actor, a designer, ete. He must know what
it means to stand on the stasze and utter the words, I[F e ig
an actor as well as an author, he will now what viords he nust
write dovn, and what words are vossible for the actor to say,
The director and the actors must be able to tell hin what they
wigsh to do, and the author mugst undersiand and zive the actors
the wordzs for their purpose. In the future it =ust be like

thﬂtt
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The theatre is the theatre - it is a sreat povier bdbut
it must find itgself. ‘e must kXnow what it means to be a member
of the theatre - it doesn't mean to be the servant of the
desizrer or the author. In the future the right impulse Ior
the authﬁr and desizner will come from the actors and
directors - they are the heart of the theatre, You will sece
how and why this is possible and necessary.

The director must "bear" the play in his imaginatihn.

with the help of the designer, author, and actors. le uust
always be two step3s in advance of his cast, and therefore he
must vorx with the sketch and prepare for each rehearsal,

The director's first step is to take into his heart the
menbers of nls cagt, "This ig a reality, not a sentimontal
suzzestion., He must do this first. He must lead then.

This can bo done by asking questions., This is the very first
step. CEverybody - actors, authurt designer - mugst begin to
"imarzine” - naever to "think,"” To think in abstiract forms or
o think in pictures - this is the difference between sclen-

tific and artistic work. -
FLYING OVER THE PLAY~T INCORPORATION OF IMAGES®

You must imazine the sketch from the beginning to
the end, and do this 2zain and again, finding new images., 3y
doing ‘this you will find many details, noods, and gltuatlions
which will tell you what you have to know, 7The director must
agk his actors to sec this or that moment in the »nlay. hen
they have scen it, they may be askxed 1o incur;nrate'it. This

he director must zive them - this “Zouching® of
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the reality, but it must be done very carefully, The director
must fly over the play and touch some places. The director,
designer, and author are collaborators from the very beginning.
Much is going on in the imagination of the director,
but he ﬁuat ask questions, Sometimes you, as the director,
will ask the actors to see a certain moment, and when they have
tried to do so, then the director has the right to ask them
to try to incorporate what they have seen in their imagination -
but very lightly. This is the task the director must give them =
this touching of the reality. Yﬁu must give this very carefully.
If you ask them to show too much, they will show you too much
which will be wrong. You must fly around in asking your
questions. For ingtance, do you see such a moment in such
an atmosphere in this surrounding, etc.?
Very small movements affect a very great change
sometimes. The alterations can be so subtle, but they can
give an absolutely different impression. It is wrong to
think that we must change the impression by very strong
means only,
By creating an image or a role you will get a special
feeling for this role. You must feel that you are a specialist

for this role.

A 2 B % ¥ 7

TH®% IMETHOD ANTD TH™ IMAGINATION: ,
All the sketches are verv different. 5ut the Me chod

1s the same. It is very flexible and its applicution depends
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upon the play and the character of the director and actocs,
The method ig always the same: to create something from
nothing in our imagination. <his point is unchangeable,
tnly your imagination will help you.

Griticlism of first rehearsal:

Deirdre: As director you aust find the "foram“
of this scene, You must orepare alone these forms and
moments in the scene. lie need much time to awaken our
imaginations because we cannot at the present time imagine
things quickly and react to them.s The strongzer our imaszination
is, the nore we will resap later on. 1I1hrouzh our imagzination
we will escape an intellectual approach, and conssquently
will avoid mechanical efforts to act without having any
impulsae to act., Cur imagination will give us the inpulse
to act and will lead us bdetween intellectual and mechanical
acting, Therefore, don't be alfraid that you are ziving your
cast too much time to imagine things. The director must see
a0ments in the play which he questions the cast about. ‘the

next step is to incorporate images which tha cast may sce,

Additional characters in the scene:

Bleanor's imaze is that of a hard, middle-aged,
bltter woman. uretel's imaze is that of- a woman of thirty
who losesg her second husband in this tragedy. She has o
gick child at home. dJocelyn's image is a woman about twenty=-
'ive, narried for threce years, with one small child., John's

inaze 1s of a strong, silent man of about thirty., Ainna'’s
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image is of a girl of thirteen or fourteen who loses her
eldor brother in the tragedyi she has Xept house for him.,
Catheorine's image is of a boy of ten or twelve, in love with
the adventure of going to sea. felicity'®s image is of a sad,
lonely figure: a bride of eighteen, who has come from an-

other vi 11%3 °

Goneral advice:

1. Tho cast must follow the director with the
imazination only.

2, The feelings can be awakened througzh means of
action, atmosphere, or imagination,

3. Tho direcctor neced not ugse the resgults of gsome of
the work at once. Ferhaps he can use it later on
in tho play-

Iy, Ropeat each exercise, each noncnt, many times
until a good result has been reached. ileditate
upon it cach tine.

5. It ig wwrong to ask your actors to zct at once -
thoy will only lie, Z2egin by exploring, discovering,
imaginins, and doing,

6. The aator's approach is with the bYody and the
feolings - not the intellcect.

7. Ak your body what it can tell you; csach auscle
will tell you somothing,

3. Try *to find the spine of the sketch., This can
bo done by findinz the most important noints in its
deveolopaent,

9. Always Jjot things down or draw thea because

they will add to your material, In later stages of
your work you will be very happy %to have these notes
because they represent your firgst impressions and
vlll inspire you. :

10. When you discover that your body can speak to you,
you will. be greatly enriched as an actor. It will no
longer be an onemy 2as 1t is with most actors today,
but 1t will inspire you.



