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IMAGINATION - IMPROVISATION
THE GROUP

BRIDGES AND TRANRRITIONS
"WHAT"™ AND “HOwW"
IHAGIHATIGH!

Improvige with the conditions which the director
will give you. That means that you must imagine the sketch
ali the time, wherever you are, but when you are in rehearsal
you must accept 2all the conditions given by the director and
rely upnn your creative splirit, which has been fed by your
imnagination, The im#ginatiﬂn must be everywhere - in the
whole body and iﬁ the whole spirit. 3Be actlive In the worl of
your imagination. 'This is an effort to get a certain tech-
nique.

then you do not prepare your parts, you betray
your own gifts and tﬁlentﬁ. Then you see all your short-
comings - not because you are not gifted, but because you have
not done anything. How can you act if you are not sure of
the words, and they are not sparkling in your thoughts? If
you do this you will get a2 feeling of dlsgust for your pro-

fegssion - you will offend your own talent. I must warn you

about this, If you do not fulfill the taske which the direcc-

tor sots for you, you will destroy yourself. I ¥now what
results T am expﬂctiﬁg of you. The fﬁsks_must be fulfilled
immediately. |

The imagination upon which we are working is some-

thing which can be vague and not useful, or it can be very
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strong and helpful. Why? When the imagination does not give
zood rnculté, it is because we are floundering aimlessly in
the world of our imagination. If you allow yourself io wane

der and flounder, it will spoil your taste for the imagina-

tion. If you imagine without any aim or without any will,

this will be 2 step backwards., The will power ig the first
effort you must make, and the will must have an aim, 3Be
ped&ntic about it at first, then 1t will come as & natural
thing - E.’_L;_:j._ and aim, |

What does this mean? Before you start to imagine
your scene, you have to asgk, "What am_f going to see'in my
iragination?” You must ask yuursplf what you are gcing to
see for your characterization - his bniﬁ, or his inner life
or dertﬁin movements or speech, how the scene develops, what
the tempo of the scene can sﬁggest - if the tompo is slow, it
is one paychological picture and if it is quick, it is quite:
anothers The tempo gives an'ﬁbsulutely different life.

NTNSN

Prepare the sketch by making an inner effort to work

and not to flounder, and then put an aim before yourself, If

yvou will imagine in this way, you will feel that you have cer-

tain ground when ynﬁ enter the stage for the first rehearsal,
because you have certain material in your imagination. You
may have seen ag many as twenty variatlons of one gentence
in your imagination, and have pleasure in choosing one from

the many. Dut if you enter with a vague idea of what you are
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coing to do, if you are floundering, you can only say very
lifeless and common things. This is not acting, and it is

not working in your imagination.

For the Designer:

It is possible to find the compositlon of the set-
ting from the éﬂmpuaitinn of the scene. It must be somehow
justified, Iﬁagine the setting: Put before yourself some
quastions, and you will get certain answers from your imagina-
tion, You must be free to discard anything you want. Our
actors must ﬁe free in their imaginations and iﬁ their ability
to improvise. Our actors must be as free ag birds.

The ﬂctér must be able to learn a new text in five
minuteé. by imagining the text, He musat be flexible in his
body and in hig mind, then he will understand what it means
to be an actor. To be an a&tnr means to be able to transmute

and transform oneself every day and in evéry way .

IMPROVISATION: - |
We have two grounds - one is imagination and the

other is improvisation. Improvisation is Eﬂmﬂfhing which is,
immediate. You imagination is somewhere in your subconscious,
and it will lead you even in imprnviﬂatinn; |

The ability to re-imagine is somethling we are aiming
at. The real imagiﬁatiun is not stiff and aﬁen likes to be
re-imagined. Improvisation is something which comes spontane-
ously and imﬁediately. The combination of these two things

willl lead us through all possible difficultlies on the stage.
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Your ability to imagine develops your ability to
dn things which will be more and more true, and more tagteful
because your imagination re-creates your whole actor's nature
and ﬁeing, go that nothing is lost. Ve will have difficul-
ties as long as our ability to imagine is weak, because our
ability-to improvise will be &eak also, |
| All our exercises develop nuf imagination and our

ﬁhility to improvise. Our staccato and legato exercise; our

group fealiﬁg exercise - all these points are one ﬁig thingas

If you have difficulty in re-imagining, this means that you
Ean overcome somd&hing which is stubborn in our nature.

| OQur actor's paturé is potentially able to do every-
thing, so all these problems are only steps which will help
uge One thing is the theoretical question, and the other is

- the practical effort to solve the problem. These two things

must come together. Our intellect wants to understand but
our nature is not able to do this. This is only one door.
By doing the thing many times you will get the answer. Try
to appiuach each question from two sides - first the under-
standing, the meaning, and éeuﬂnd by doing it to understand
it. To understand thraugh doing, and not to do through under-
standing.

There are things which cannot be understood by
means of the intellauf only. For instance, skating., You can

write books about it, but you must do it. In a performance
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you nmust be doors, not "undorstanders.” Of course, we do not
deny our ability o undoraotand.

You mugt reach the utﬁgn'wharu you wlll be glad and
happy +to. chﬂngc overything, End.nothingrill bo utiff. Thic
you will got from imcgination and impruvic&tiau.= o

After yaur-wark in imngination and rohuafﬁﬂl.'thu
diruutur”ﬂi;l gonotinmos cay to you, "Now act freoly.® Or he
mayltell you to aven forget. the ﬂhalu liethod and act f{reoly

- on. the vagls of what you have done. Then you will gco how
much you have to work - what ig your gfe;tgst noed. Such
B rehnaraalaiﬁrn vory good for the actor, %hajauthnr. the dir- .

actor, the dgﬁignur,'ﬂna overyene. Whot ic wrong is to start
with froo acting and to.finich with it.

Sugzentiong for Tho Fiuhigg Seconat ~ Script by Iris Tree

liartin Dooloy ' - Warner.

Hannah Veronica - Fary ILa
lary . Erica

Janio | Alenno -

Kato : oy la - VBFOniCﬂ
Child Daphne

Boy Irving

Try to get tho inotinet to catch or grasp, immodiﬂtaly
after the reheargal, what you needed mogt - what kind_nf'fnal-
ings - am I out of koy with the mugic of the scene - do I feel
the dovolopment of the play as a whole thing - am I in trouble
only in connection with my partners - do I recalize what tagh
one of usg 1ls going to do. There ara.innumnrabla posfitbilities
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to got tho right thing, but thoy will coma through the experi-
ench‘nf thio kind of rohecarcal,
As o director; try to suggest immedintoly what
s ViOU1d help tho ctot - the dircctor mustxjﬁlwnys:hqlp ¥0 creato .
the whole compooltion - ho must bo fleniblo t&_,ﬁﬂp. Do not.
lot tho cast do wrong things tody, thinking tﬂat'ﬁruu will

holp then £onOrrov.

THE GROUP3

'ﬂo‘ nuot have & good -ﬂtyln of intollligent workers,
wvhoge alin io afterwardg {0 becono artictse Start with the
vork, and aftor tho artist will come. Vo cannot avold tha
gocinl ra::pi:rhuibility of our life,; whothor wo want to or not.
Vo dﬁ'ﬂ't have ta be politicnl or diplomats dbut be gsocial wo . ...,
muste S0 wo nust have & good gtyle to bo able to work as
workers, and thic 11::. n_lg'ncml approach to life. To be &ble .
to work ag a gocial g,rniﬁa. ag on organicm, We nmust foel each
othor. Wo will all suffor if onc makes & nistake, In o
good genge you munt bo rooponcible and live with tho lifo of
our proscnt suffering .hur.:inity.

Ono way ig to be able to work and not flounder, and
anothor way ig to work with o certain definite ain. This
will givae ug a cortain "face® as a group, which will be noble,
and which will £it with tho goclal guffering of today. -

You nuot discrininate betweoen simple menory and
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inaginatlion, In remombering what you have done, always add
gonothing new. In remenboring you can follow faithfully tho
1ife you know, but if you will create tho same thing which
you ronenbor, by creating it ancw and adding gomething. to it,
it will be a stop towards imagination. Always tho creativo
opirit nuat bo theros |

Rehearnoal of Towoxr Dopthos
Ky imprenaslon is that although you have done many

thingo wrong, you tricd to got somo thingae Tho ain was to
avalken sponothing which your goul hao forgotteon,

Don Ouixoto neecnoi

The irmaginntieon is-uea#;? I{ rmust bo worked upon
wmtil it iz so vivid that i¢ changoo your whole being, both
poychologically and physically. Try to discovor thio cnony
chow pora than you are able to. It isa ﬂimplﬁ proceco of
grovth, but wo muot be aware of the stago of gfuﬁth.in which
we arce IV 1o like a plant with two leavaes, It would bo
gtupid for the plant to try to protond thot it is a fulle
grom flowvers So with our imaginations At tho beginning
gtagen we nuct not force it by protending to have nore to
cshow than we haves Just the most simple steps aro cnough.

Speak from irmage to image, not fram'intnlluct to
intellect vhen you are deseribing things. Try to feed the
imago with your wordo.
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Bni;};sms AND TRANSITIONSH -
I The undur-ddﬁoibpn*d- inagination, or the imagination

in the corly otages of dovelopment, will produce ono thing -

it will jump poychologlcally ovor imnor events. The actor is

not yot able to create psychologleal bridmon and transitiong
fron one moment to anothors - The real art, whatover it io,

- 1ieo Just in theso tranoiticonce Tho real artdot chowo ug how

ho wolko, the bad actor ghows ug only tha obvioun thlngm
Tho good actor dooo not pay atiention 4o ‘b}éirinua things - S
how -Im .duuq 1t, and fron how many fino, uﬁéﬁpeaﬁnd thingc ho
cones o the noment when ho doos né;;:u'thjng olgo -~ thio way ip
tho roal art.

To got thio ability to lead tho audience fron ono
obvioua point to uﬁathur. through tho fino tmj- of theo actor's
individunlity, vo nuot firot turm to our imoginations Tho
nore we ero ableo to oco all these f£ine thingo in our imagina-

tion, tho more wo will find gtill moro cuch small deteils.
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nature acquires tho ability to cronto bxideos and transitiona
which 1llo botween onc obvious point and anothors This ic tho
pignificance of the imagination for thioc opocial cago.

"WHAT® AND “HOW®q

To dovelop this ability to create fine thingo
botween pointso, you munt concentrato on this from the point
of view of tho imaginations Imagine by trying to find out
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wvhat are the ways botwvecn two obvious pointg, whothor thoy
aro poychologleal, or physical. Thon you will underotand
thatiurt: 1ien not in ®"what” wo aro doing, but "how,® “"Whnt*
om0 nOt yot art, it 1o niﬂnpl,r tho grounds But tho good actor
will try to £ind oug "ha*“ he can do certain thingo - how ho
- will entor tho room, how ho will opcalk - the whole neaning
of tho pcono can lio i.n cne of these om2ll things. A1l thooo
bridges and trancitieno can bo called *how,® and the obvious
wrmaen  BIANEH 'cn.:lq bae called "wh:r'a. Thin *hou® ig above ug, and Oy
it wo will bo inopired and will bo artictog. In tho world of
tho Imagination thoro aro infinito pocoibilitics to find this
“howe" Tho :ln{:c-llccu io intorosted in ®what,® but tho artist
in "how,"”
¥o nuot make & real resolution never to do onything

which doos not have the foeling of truth, bako thio o dofinito
thing in our gchool, nover to ba untruc,



