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INTRODUCTION 

I m p r o v i s a t i o n i s n o t a new t e c h n i q u e b u t o f t e n i t 

i s a misused t e c h n i q u e . Many p e o p l e , i n c l u d i n g knowledge­

able t h e a t r e w o r k e r s , t h i n k o f an i m p r o v i s a t i o n as o n l y a 

Mike N i c h o l s and E l a i n e May s k i t o r , worse y e t , as an 

e x e r c i s e i n which one p l a y s o u t a d r a m a t i c scene w i t h o u t 

s c r i p t e d d i a l o g u e . I t i s t r u e t h a t b o t h o f these are 

examples o f i m p r o v i s a t i o n b u t they merely skim t he s u r f a c e 

o f an area t h a t goes v e r y deep i n t h e a t r i c a l u s e f u l n e s s . 

Then what i s an i m p r o v i s a t i o n ? The Random House 

D i c t i o n a r y o f t h e E n g l i s h Language d e f i n e s t he word "impro­

v i s e " as " t o p r e p a r e o r p r o v i d e o f f h a n d o r h a s t i l y ; extem­

p o r i z e . " T h i s d e f i n i t i o n a l r e a d y goes beyond t h e s k i t and 

u n s c r i p t e d d i a l o g u e s i n c e i t encompasses a n y t h i n g t h a t i s 

n o t r e h e a r s e d b e f o r e h a n d . But t h e d i c t i o n a r y d e f i n i t i o n i s 

t o o broad f o r any s t u d y . A f o u n d a t i o n i s needed on which 

t o b u i l d t h e i m p r o v i s a t i o n a l s t r u c t u r e . T h e r e f o r e , i n an 

at t e m p t t o b u i l d t h i s f o u n d a t i o n , i m p r o v i s a t i o n i n t h i s 

paper i s a game o r e x e r c i s e t h r o u g h w h i c h a person can f i n d 

and express t h e communicative v a l u e o f a f e e l i n g , i d e a , 

l i n e , b e a t , scene, a c t , o r e n t i r e p l a y . 

T h i s paper, t h e r e f o r e , i s concerned w i t h t he i m p r o v i ­

s a t i o n as a t o o l i n d i r e c t i n g . I t w i l l e x p l o r e t he aims o f 
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i m p r o v i s a t i o n , t h e t e c h n i q u e s used i n d i r e c t i n g i m p r o v i s a ­

t i o n s , g e n e r a l i m p r o v i s a t i o n s t o be used w i t h any k i n d o f 

a c t i n g group and s p e c i f i c i m p r o v i s a t i o n s t h a t can be used 

i n d i r e c t i n g t h e f o l l o w i n g p l a y s : (1) A n t i g o n e by Sophocles, 

(2) Hamlet by W i l l i a m Shakespeare, (3) D e s i r e Under t h e Elms 

by Eugene O ' N e i l l and (4) The Leader by Eugene lones c o . 

I t i s hoped, as an end r e s u l t o r perhaps j u s t a 

means t o an end t h a t t h i s s t u d y w i l l c l a r i f y and c o d i f y t h e 

i m p r o v i s a t i o n and t h e t e c h n i q u e s f o r employing i t , f o r t hose 

who are i n t e r e s t e d i n i t as a t o o l i n d i r e c t i n g . 



CHAPTER I 

THE AIMS OF IMPROVISATION 

I m p r o v i s a t i o n can have many aims. G e n e r a l l y speak­

i n g , " I t a t t e m p t s t o mine l e v e l s never b e f o r e employed."''" 

S t a t e d a n o t h e r way, t h e i m p r o v i s a t i o n "aims a t b r i n g i n g t h e 

a c t o r a g a i n and again t o h i s own b a r r i e r s , t o the p o i n t 

where i n p l a c e o f new-found t r u t h he n o r m a l l y s u b s t i t u t e s a 
2 

l i e . " The i m p r o v i s a t i o n , t h e n , i s a s o u l - s e a r c h e r , a f i n d e r 
o f t r u t h , a t e a c h e r , a means by which an a c t o r "extends h i s 

3 

range . . . and a l s o . . . extends h i s t e c h n i q u e . " 

More s p e c i f i c a l l y , t h ough, t h e i m p r o v i s a t i o n can 

achieve f i v e b a s i c aims. F i r s t o f a l l , t h e i m p r o v i s a t i o n 

r e l e a s e s t e n s i o n by t h e development o f a person's powers 

o f c o n c e n t r a t i o n . By c o n c e n t r a t i n g on a s p e c i f i c problem, 

t h e a c t o r l o s e s t h e t e n s i o n which s t i f l e s h i s c r e a t i v e d r i v e 

and makes him appear awkward and f a l s e i n t h e stage r e a l i t y . 

T h i s aim i s e s p e c i a l l y i m p o r t a n t t o t h e i n h i b i t e d a c t o r . 

"A b r e a k t h r o u g h f o r t h e i n h i b i t e d a c t o r cannot be hoped f o r 

except i n i m p r o v i s a t i o n . I f t h e e m o t i o n a l l y bound up a c t o r 

m erely rehearses and p e r f o r m s , almost i n e v i t a b l y he w i l l 
4 

merely c o n t i n u e h i s p a t t e r n o f i n e x p r e s s i v e n e s s . " 

Secondly, t h e i m p r o v i s a t i o n can sharpen t h e a c t o r ' s 

power o f o b s e r v a t i o n . I m p r o v i s a t i o n a l e x e r c i s e s r e l y a 3 
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g r e a t d e a l on a person's r e l a t i o n s h i p t o h i s environment. 
An awareness o f t h e senses and t h e i r f u l l c a p a b i l i t i e s i s 
a key t o s u c c e s s f u l i m p r o v i s i n g . O b s e r v a t i o n o f t h e d a i l y 
happenings are p u t t o use and e x p l o r e d i n t h e i m p r o v i s a ­
t i o n a l scheme. S t a t e d a n o t h e r way, "The a c t o r i s surrounded 
by a c i r c l e o f c h a r a c t e r i s t i c s — v o i c e , mannerisms, p h y s i c a l 

m o v e m e n t — a l l o f which are g i v e n l i f e by h i s energy and f u l l 
5 

c o n t a c t w i t h h i s stage environment." 

T h i r d l y , t h e i m p r o v i s a t i o n can t r a i n a person t o 

t h i n k w i t h i n t h e s i t u a t i o n . I n h e r e n t i n t h e i m p r o v i s a t i o n a l 

s t r u c t u r e i s t h e i d e a o f t h e extemporaneous. A problem o r 

e x e r c i s e i s p r e s e n t e d and i t must be s o l v e d w i t h o u t any p r e ­

c o n c e i v e d s o l u t i o n o r p l a n n e d - o u t s t r a t e g y . A person must 

grasp t h e s i t u a t i o n and a l l o f i t s r a m i f i c a t i o n s and work 

w i t h i n t h a t s i t u a t i o n t o s o l v e t h e problem. The i m p r o v i s a ­

t i o n , i f p r e s e n t e d i n t h e c o r r e c t framework and s p i r i t , 

" e x i s t s n o t j u s t i n t h e i m a g i n a t i o n , b u t i s l i v e d and moved 

p h y s i c a l l y a l o n g s i d e o t h e r human b e i n g s , i n t i m e and space." 

F o u r t h l y , t h e i m p r o v i s a t i o n can develop and t r a i n t h e 

emotions. Lee S t r a s b e r g s t a t e s : "The purpose o f i m p r o v i s a ­

t i o n i n w o r k i n g on a r o l e i s t o e x p l o r e what makes a human 
b e i n g behave i n t h i s p a r t i c u l a r way. Otherwise i t has no 

7 

v a l u e . " I m p r o v i s a t i o n d e a l s w i t h human responses. To be 

abl e t o work w i t h these responses, a person must know them. 

Hate, f o r example, i s n o t a planned emotion. I t m a n i f e s t s 

i t s e l f i n many ways because i t i s caused by many c i r c u m ­

s t a n c e s . An i m p r o v i s a t i o n designed t o work around t h e 
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theme o f hate c o u l d e x p l o r e t h e ways i n which h a t e i s shown 

and, a l s o , t h e c i r c u m s t a n c e s s u r r o u n d i n g t h a t h a t e . T h i s 

produces more f a r - r e a c h i n g r e s u l t s t h a n t h e mere d i r e c t i o n 

"You h a t e him." I t i s t r u e t h a t many a c t o r s can respond 

t o such d i r e c t i o n and come up w i t h a p l a u s i b l e s o l u t i o n o f 

how t o h a t e . But i t seems t h a t an i n - d e p t h e x p l o r a t i o n 

would b o t h f o r c e t h e a c t o r t o go beyond h a t e ' s s u r f a c e and, 

a l s o , t e a c h t h e a c t o r what hate r e a l l y i s . 

The f i f t h aim o f i m p r o v i s a t i o n i s t o develop an 

u n d e r s t a n d i n g o f one's s e l f and o t h e r p eople. I m p r o v i s a t i o n 

demands t r u t h . I t demands a c a r e f u l and complete e v a l u a t i o n 

o f o u r s e l v e s and t h e people w i t h whom we work. D e f i c i e n c i e s , 

as w e l l as e x t r a o r d i n a r y c a p a b i l i t i e s , are q u i c k l y s p o t t e d 

and d e a l t w i t h . I t i s easy, i n n o n - i m p r o v i s a t i o n a l 

r e h e a r s a l s , t o f o r g e t a d e f i c i e n c y o r l a u d an o u t s t a n d i n g 

t r a i t , b u t i n an i m p r o v i s a t i o n a l s i t u a t i o n , t h i s i s p r a c ­

t i c a l l y i m p o s s i b l e . Each person must work w i t h t h e d e f i ­

c i e n c i e s , whether t h e y are h i s own o r someone e l s e ' s . Each 

person must work w i t h t h e e x t r a o r d i n a r y . I n w o r k i n g w i t h 

these t r a i t s a deeper u n d e r s t a n d i n g between people develops 

and blossoms i n t o a m e a n i n g f u l environment w h i c h , e v e n t u a l l y , 

can r e s u l t i n t h e improvement o f t h e e n t i r e group, b o t h as 

people and as a c t o r s . 

Many times t h e q u e s t i o n a r i s e s , "How do you achieve 

t h e aims j u s t c i t e d ? " B a s i c a l l y i t can be done by u t i l i z i n g 

"two elements from everyday l i f e : f i r s t , t h e spontaneous 

response t o t h e u n f o l d i n g o f an unexpected s i t u a t i o n ; and 



6 

secondly employing t h i s i n c o n t r o l l e d c o n d i t i o n s t o g a i n 
g 

i n s i g h t i n t o problems p r e s e n t e d . " 

The f i r s t element t o work w i t h i s t h e "spontaneous 

response t o . . . an unexpected s i t u a t i o n . " The i d e a o f 

s p o n t a n e i t y can be b e s t phrased i n t h e f o l l o w i n g way: 
Through s p o n t a n e i t y we are ref o r m e d i n t o o u r ­
s e l v e s . I t c r e a t e s an e x p l o s i o n t h a t f o r t h e 
moment f r e e s us f r o m handed-down frames o f 
r e f e r e n c e , memory choked w i t h o l d f a c t s and 
i n f o r m a t i o n and u n d i g e s t e d t h e o r i e s and t e c h ­
niques o f o t h e r p e o p l e s ' f i n d i n g s . S p o n t a n e i t y 
i s t h e moment o f p e r s o n a l freedom when we are 
fa c e d w i t h a r e a l i t y and see i t , e x p l o r e i t and 
a c t a c c o r d i n g l y . I n t h i s r e a l i t y t h e b i t s and 
pi e c e s o f o u r s e l v e s f u n c t i o n as an o r g a n i c whole. 
I t i s the t i m e o f d i s c o v e r y , o f e x p e r i e n c i n g , o f 
c r e a t i v e e x p r e s s i o n . 9 

A problem seems t o a r i s e h e r e , though, because many 

people f e e l t h a t s p o n t a n e i t y works a g a i n s t and i s d e t r i m e n t a l 

t o t h e d i s c i p l i n e t h a t i s r e q u i r e d i n a c t i n g and performance-

o r i e n t e d work. The c o n t r a r y i s t r u e because " s p o n t a n e i t y 

and d i s c i p l i n e , f a r f r o m weakening each o t h e r , m u t u a l l y 

r e i n f o r c e themselves; t h a t what i s e l e m e n t a r y feeds what i s 

c o n s t r u c t e d and v i c e v e r s a , t o become t h e r e a l source o f a 

k i n d o f a c t i n g t h a t glows. "''"̂  The spontaneous response g i v e s 

new l i f e t o t h e d i s c i p l i n e d — t h e k n o w n — q u a n t i t i e s w h i l e t h e 

d i s c i p l i n e d q u a n t i t i e s a c t as checks t o make c e r t a i n t h a t 

t h e spontaneous does n o t g e t e x t r a n e o u s . 

V i o l a S p o l i n , i n her book Imp r o v i s a t i on f o r t h e 

T h e a t r e , d i s c u s s e s seven aspects o f s p o n t a n e i t y t h a t s h o u l d 

be c o n s i d e r e d h e r e . They are as f o l l o w s : 



(1) Games 

(2) A p p r o v a l / D i s a p p r o v a l 

(3) Group E x p r e s s i o n 

(4) Audience 

(5) T h e a t r e Techniques 

(6) C a r r y i n g t h e L e a r n i n g Process i n t o D a i l y L i f e 

(7) P h y s i c a l i z a t i o n 

These aspects are i m p o r t a n t t o t h e u n d e r s t a n d i n g o f t h e 

spontaneous response and i m p r o v i s a t i o n i n g e n e r a l s i n c e 

t h e y p r o v i d e t h e f o c a l p o i n t f r o m w h i c h t h e d i r e c t o r must 

work. The f o l l o w i n g , t h e r e f o r e , w i l l c o n s i s t o f a b r i e f 

d i s c u s s i o n o f these seven a s p e c t s . 

(1) Games—"The game i s a n a t u r a l group f o r m p r o ­

v i d i n g t h e i n v o l v e m e n t and p e r s o n a l freedom necessary f o r 

e x p e r i e n c i n g . " 1 1 Games, t o S p o l i n , i s a n o t h e r word f o r t h e 

e x e r c i s e s she has d e v i s e d and used i n h e r work w i t h i m p r o v i ­

s a t i o n s . Games r e l e a s e t h e p l a y e r by i n v o l v i n g him i n a 

n o n - t h e a t r i c a l a c t i v i t y w h i c h w i l l have a d i r e c t o r i n d i r e c t 

r e l a t i o n s h i p t o t h e performance o r p r o d u c t i o n . Another 

aspect o f games i s : " P l a y i n g i s a communion . . . Play i s 
12 

freedom. P l a y i s a l s o m u t u a l . You' c a n ' t p l a y a l o n e . " 

The importance here l i e s i n t h e mutualness o f games. A 

p l a y e r must p l a y w i t h someone i f he i s t o s o l v e t h e problem 

p r e s e n t e d . 

(2) A p p r o v a l / D i s a p p r o v a l — S p o l i n s t a t e s , and t h i s i s 

an e x t r e m e l y i m p o r t a n t p o i n t , " t h e r e i s no a b s o l u t e l y r i g h t 
13 

o r wrong way t o s o l v e a problem." I n o t h e r words t h e 



d i r e c t o r and o t h e r a c t o r s must r e f r a i n f r o m p a s s i n g a 

r i g h t - o r - w r o n g judgment about a n o t h e r a c t o r ' s h a n d l i n g o f 

a problem. There may be o t h e r s o l u t i o n s , b u t no r i g h t o r 

wrong one. 

(3) Group E x p r e s s i o n — 

A h e a l t h y group r e l a t i o n s h i p demands a 
number o f i n d i v i d u a l s w o r k i n g i n t e r ­
dependent l y t o complete a g i v e n p r o j e c t 
w i t h f u l l i n d i v i d u a l p a r t i c i p a t i o n and 
p e r s o n a l c o n t r i b u t i o n . I f one person 
dominates, t h e o t h e r members have l i t t l e 
g r owth o r p l e a s u r e i n t h e a c t i v i t y ; a . ̂  
t r u e group r e l a t i o n s h i p does n o t e x i s t . 

A l t h o u g h t h i s aspect may seem t o be i d e a l i s t i c , i t i s possible 

t o achieve t h e g o a l o f group e x p r e s s i o n . P e t e r Maloney, 

an a c t o r i n Joseph C h a i k i n ' s Open T h e a t r e , s t a t e d h i s views 

on group e x p r e s s i o n when he s a i d , "As p a r t o f a group, an 

a c t o r g i v e s up a l o t , e s p e c i a l l y t h e m o t i v a t i o n o f a t t e n t i o n . 

But he's rewarded w i t h a c o n t i n u i t y , a chance t o develop 

t r u s t i n t h e o t h e r a c t o r s and a sense o f b e i n g p a r t o f a 
15 

something l a r g e r t h a n o t h e r w i s e m i g h t be p o s s i b l e . " I n 

many a c t i n g companies one o r two members dominate t h e group. 

I n t h e i m p r o v i s a t i o n a l company no one member can be a l l o w e d 

t h i s p r i v i l e g e . T h i s r e q u i r e s some s u b l i m a t i o n o f t h e human 

need f o r a t t e n t i o n . The n e c e s s i t y o f t h i s s u b l i m a t i o n i s 

u s u a l l y o f f s e t by t h e s a t i s f a c t i o n p r o v i d e d i n a h e a l t h y 

group r e l a t i o n s h i p w i t h i t s c o n t i n u i t y o f r e l a t i o n s h i p s , a 

mutua l f e e l i n g o f t r u s t between a c t o r s , and t h e p o s s i b i l i t y 

o f a c c o m p l i s h i n g something beyond t h e i n d i v i d u a l ' s c a p a b i l i -



(4) A u d i e n c e - - S p o l i n s t a t e s , "The r o l e o f t h e a u d i 
15 

ence must become a c o n c r e t e p a r t o f t h e a t r e t r a i n i n g . " 

The audience has o f t e n been a n e g l e c t e d p a r t o f t h e t h e a ­

t r e framework. I n i m p r o v i s a t i o n s p l a y e r s n o t i n v o l v e d i n 

the a c t u a l e x e r c i s e are expected t o p a r t i c i p a t e by t h e i r 

a t t e n t i o n and c r i t i c a l comments. A g r e a t d e a l can be 

l e a r n e d by t h i s method and a h e i g h t e n e d awareness o f t h e 

audience's r o l e i s a l s o achieved. 

(5) T h e a t r e T e c h n i q u e s — V e r y s i m p l y these are "the 
17 

t e c h n i q u e s o f communicating." A s i m p l e r u l e t o f o l l o w i 
18 

"a p l a y e r on stage e i t h e r communicates o r he does n o t . " 

This i s b o t h t h e s t a r t and f i n i s h o f t h e t h e a t r i c a l e x p e r i 

ence. What i s b e i n g communicated and how i t i s t o communi 

cate are t h e elements p r o v i d e d d u r i n g t h e r e h e a r s a l p e r i o d 

The communication o f something i s what must be a c h i e v e d i f 

t h e a t r e i s t o be s u c c e s s f u l . 

(6) C a r r y i n g t h e L e a r n i n g Process i n t o D a i l y L i f e -
Because o f t h e n a t u r e o f t h e a c t i n g problem, 
i t i s i m p e r a t i v e t o sharpen one's whole 
sensory equipment, shake loose and f r e e 
one's s e l f o f a l l p r e c o n c e p t i o n s , i n t e r p r e ­
t a t i o n s , and assumptions ( i f one i s t o 
s o l v e t h e problem) so as t o be a b l e t o 
make d i r e c t and f r e s h c o n t a c t w i t h t h e 
c r e a t e d environment and t h e o b j e c t s and 
the people w i t h i n i t . . . . Thus, e x p e r i ­
e n c i n g i s t h e o n l y a c t u a l homework and, 
once begun, l i k e r i p p l e s on w a t e r i s end­
l e s s and p e n e t r a t i n g i n i t s v a r i a t i o n s . 1 9 

(7) P h y s i c a l i z a t i o n — T h i s i s s i m p l y "the means by 

which m a t e r i a l i s p r e s e n t e d t o t h e s t u d e n t on a p h y s i c a l , 

n o n - v e r b a l l e v e l as opposed t o an i n t e l l e c t u a l , o r psycho-



l o g i c a l approach." I n e x p l o r i n g a problem, p h y s i c a l o r 

mental a c t i o n i s s t r e s s e d . T e r m i n o l o g y , i n t e l l e c t u a l i z i n g , 

and p s y c h o l o g i c a l m a n i f e s t a t i o n s are avoi d e d so t h a t t h e 

p h y s i c a l i z a t i o n can p r o v i d e " t h e s t u d e n t w i t h a p e r s o n a l , 

c o n c r e t e e x p e r i e n c e (which he can grasp) on which h i s f u r -
21 

t h e r development depends." 

These seven a s p e c t s , t h e n , are t h e f o c a l p o i n t s i n 

d e v e l o p i n g s p o n t a n e i t y . 

The second element t o be u t i l i z e d i n t h e i m p r o v i s a ­

t i o n i s t h a t o f "employing t h i s [ t h e spontaneous response] 

i n c o n t r o l l e d c o n d i t i o n s t o g a i n i n s i g h t i n t o problems p r e ­

sented." The major problem p r e s e n t e d t o t h e a c t o r i n p r e ­

p a r i n g f o r a performance must be, i n t h e f i n a l a n a l y s i s , 

c r e a t i n g a b e l i e v a b l e c h a r a c t e r i n terms o f t h e stage 

r e a l i t y . I n t h i s process o f c r e a t i o n t h e i m p r o v i s a t i o n 

can (1) " l u b r i c a t e t h e i m a g i n a t i o n t h e r e b y e n a b l i n g i t t o 
22 

become c r e a t i v e " ; (2) " t r a i n t h e a c t o r t o p e r c e i v e p o s s i -
2 3 

b i l i t i e s o f t h o u g h t and meaning"; and (3) "induce f i r s t 
c h a r a c t e r c r e a t i o n and t h e n t h e a s s o c i a t i o n t h a t comes f r o m 

24 
c h a r a c t e r r e l a t i o n s h i p . " 

I t s h o u l d be p o i n t e d o u t here t h a t a l l o f these aims 

are p r e d i c a t e d on one v e r y i m p o r t a n t p o i n t : none o f these 

aims can be c a r r i e d o u t u n l e s s t h e w o r k i n g environment i s 

conducive t o good i m p r o v i s a t i o n a l t e c h n i q u e s . I n o t h e r 

words, i t cannot be b u i l t w i t h o u t a s t r o n g f o u n d a t i o n . 
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CHAPTER I I 

THE TECHNIQUES IN DIRECTING IMPROVISATIONS 

The t e c h n i q u e s used i n d i r e c t i n g t h e i m p r o v i s a t i o n 

are n o t d i f f i c u l t t o l e a r n and a p p l y . Any competent stage 

d i r e c t o r can a l s o become a competent d i r e c t o r o f i m p r o v i s a ­

t i o n s . The t e c h n i q u e s o f i m p r o v i s a t i o n , though, r e q u i r e a 

d i f f e r e n t approach th a n those o f normal stage d i r e c t i o n . 

These t e c h n i q u e s w i l l be e x p l o r e d i n d e t a i l i n t h i s c h a p t e r 

b u t , g e n e r a l l y s p e a k i n g , t h e e s s e n t i a l q u a l i t i e s f o r t h e 

d i r e c t o r o f i m p r o v i s a t i o n are freedom and i m a g i n a t i o n . 

Freedom means t h a t one a l l o w s t h e aims o f i m p r o v i s a t i o n t o 

be f o r e m o s t i n one's p l a n s and t h a t t h e scheme o f " b l o c k , 

l i n e s , and p o l i s h " are n o t t h e o v e r r i d i n g f a c t o r s g u i d i n g 

r e h e a r s a l s . I m a g i n a t i o n means t h a t one must c o n s t a n t l y 

search f o r t h e c o r r e c t e x e r c i s e t o use i n s o l v i n g problems 

and, most i m p o r t a n t l y , know when and how t o use i t . 

More s p e c i f i c a l l y , t h e d i r e c t o r i s t h e t e a c h e r and 

l e a d e r o f t h e group. On him r e s t s t h e r e s p o n s i b i l i t y o f 

a c h i e v i n g t h e aims o f t h e gro u p , whether t h e y be a c t o r 

t r a i n i n g o r p r e p a r a t i o n f o r a p r o d u c t i o n . The d i r e c t o r , 

t hough, " s h o u l d r e g a r d h i m s e l f as one o f t h e group r a t h e r 

t h a n s e e i n g h i m s e l f and t h e group as s e p a r a t e e n t i t i e s . " " ' " 

T h i s , b e sides meaning t h a t t h e d i r e c t o r s h o u l d be i n v o l v e d 

13 
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i n t h e i n t e r p l a y o f the group, a l s o means t h a t t h e d i r e c t o r 
s h o u l d n o t be a d i c t a t o r . N o t h i n g can d e s t r o y a group 
response q u i c k e r t h a n a d i c t a t o r i a l d i r e c t o r . The d i r e c ­
t o r i s a l e a d e r b u t he i s a l s o a p a r t i c i p a n t i n t h e 
e v o l v i n g process o f l e a r n i n g t h a t i s t a k i n g p l a c e . Perhaps 
t h e b e s t way f o r a d i r e c t o r t o be p a r t o f t h e group i s f o r 
him t o j o i n i n t h e e x e r c i s e s , e s p e c i a l l y the g e n e r a l i m p r o v i ­
s a t i o n s and warm-ups. Through t h i s t h e group can respond 
t o t h e d i r e c t o r as one o f them b u t s t i l l r e c o g n i z e h i s 
a u t h o r i t y as a l e a d e r . A l t h o u g h t h i s s p l i t i n r o l e s may 
seem a b i t c o m p l i c a t e d , i t i s n o t d i f f i c u l t t o c a r r y o u t . 

A more d i f f i c u l t schism t h e d i r e c t o r c o n s t a n t l y 

faces concerns t h e d u a l p o i n t o f view t h a t he must c o n s t a n t l y 

have towards h i m s e l f and h i s s t u d e n t s . T h i s p o i n t o f view 

c o n s i s t s o f "(1) o b s e r v a t i o n o f the h a n d l i n g o f t h e m a t e r i a l 

p r e s e n t e d i n i t s obvious o r o u t w a r d use as t r a i n i n g f o r t h e 

s t a g e ; (2) c o n s t a n t c l o s e s c r u t i n y o f whether o r n o t t h e 

m a t e r i a l i s p e n e t r a t i n g and r e a c h i n g a deeper l e v e l o f 
2 

r e s p o n s e — t h e i n t u i t i v e . " The d i r e c t o r must watch h i m s e l f 

as w e l l as t h e group. He must c o n s t a n t l y q u e s t i o n h i s 

i m p r o v i s a t i o n s , b o t h i n t h e i r r e l e v a n c e t o t r a i n i n g t h e 

a c t o r and i n t h e e f f e c t t h e y a c h i e v e i n r e a c h i n g t h e i n n e r 

s e n s i b i l i t i e s t h a t are v i t a l t o s u c c e s s f u l i m p r o v i s i n g . 
The need t o i m p r o v i s e i n o r d e r t o e x p l o r e i s 
u s u a l l y c l e a r t o the a c t o r , b u t f r e q u e n t l y he 
a t t e m p t s — c o n s c i o u s l y o r u n c o n s c i o u s l y — ' j u s t 
t o i m p r o v i s e , j u s t t o see what w i l l happen.' 
S u c c e s s f u l e x p l o r a t i o n demands t h a t t h e r e be 
some c o n c r e t e element t o f o c u s and c l a r i f y what 
t h a t a c t o r i s d o i n g . 3 
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The " c o n c r e t e element" i n t h i s case i s t h e d i r e c t o r and h i s 
c o n s t a n t e v a l u a t i o n o f h i m s e l f i n h i s d u a l r o l e . 

Side coaching i s a t e c h n i q u e used by t h e d i r e c t o r 

Lo a i d t h e a c t o r i n t h e p r o b l e m - s o l v i n g framework o f an 

e x e r c i s e . Side coaching c o n s i s t s o f t h e d i r e c t o r speaking 

i n a low t o n e , d e v o i d o f f e e l i n g , g i v i n g t h e a c t o r d i r e c t i o n s 

on what he c o u l d be d o i n g , o r f o c u s i n g on, n e x t . Used 

p r o p e r l y , s i d e c o a c h i n g i s a means o f e x t e n d i n g t h e a c t o r ' s 

r e s o u r c e s s i n c e i t can almost become an i n n e r v o i c e , prompt­

i n g and e n c o u r a g i n g him t o w a r d deeper e x p l o r a t i o n . Side 

coaching a l s o works i n f o c u s i n g t h e a c t o r ' s c o n c e n t r a t i o n 

on t h e problem s i n c e t h e d i r e c t o r , many t i m e s , can see when 

the a c t o r has s t r a y e d f r o m t h e s o l u t i o n - f i n d i n g p a t h . Side 

coaching i s g e n e r a l l y used e x t e n s i v e l y w i t h t h e a c t o r unac­

customed t o i m p r o v i s i n g . The more t h e a c t o r knows what he 

wants t o do, t h e l e s s t h e need f o r s i d e c o a c h i n g . 

Environment i n t h e i m p r o v i s a t i o n a l s i t u a t i o n i s 

e x t r e m e l y i m p o r t a n t . "Environment i n workshop t r a i n i n g r e f e r s 

t o b o t h t h e p h y s i c a l set-up and t h e atmosphere e x i s t i n g w i t h -
4 

i n t h e s e t - u p . " I t seems t h a t t h e l a t t e r i s much more 

i m p o r t a n t t h a n t h e former s i n c e , a l t h o u g h a w e l l - e q u i p p e d 

stage i s n i c e i n c a r r y i n g o u t e x t e n s i v e i m p r o v i s a t i o n s , a l l 

t h a t i s necessary f o r most e x e r c i s e s i s space, p r e f e r a b l y a 

g r e a t d e a l , a l t h o u g h t h i s i s , a g a i n , n o t e s s e n t i a l . Some 

e x c e l l e n t a d d i t i o n s t o t h i s space are p r a c t i c a l squares and 

r e c t a n g u l a r boxes whi c h can serve as f u r n i t u r e . T h i s i s 

a l l t h a t i s r e a l l y e s s e n t i a l t o t h e p h y s i c a l e nvironment. 
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Atmosphere, though, i s much more d i f f i c u l t t o a c h i e v e . The 

d i r e c t o r ' s a t t i t u d e t o w a r d t h e group i s e x t r e m e l y i m p o r t ­

a n t . The a p p r o v a l / d i s a p p r o v a l aspect o f s p o n t a n e i t y i s 

t h e key t o s u c c e s s f u l e n v i r o n m e n t a l a t t i t u d e s i n c e an 

absence o f r i g h t o r wrong i n s o l v i n g a problem removes a 

g r e a t d e a l o f t e n s i o n f r o m t h e s i t u a t i o n . A t t i t u d e s con­

c e r n i n g d i s c i p l i n e a l s o stem from t h e d i r e c t o r and i t i s up 

t o t h e d i r e c t o r t o e n f o r c e these a t t i t u d e s . I f t h e impr o ­

v i s a t i o n s are t o be t r e a t e d s t r i c t l y as p l a y , t h e n a p l a y 

a t t i t u d e s h o u l d be adopted and r u l e s s e t up a c c o r d i n g l y . 

I f t h e i m p r o v i s a t i o n s aim a t a c e r t a i n g o a l , such as a c t o r 

t r a i n i n g o r p r e p a r a t i o n f o r a performance, th e n a more r i g i d 

a t t i t u d e i s adopted. The i m p o r t a n t p o i n t t o remember, as 

f a r as atmosphere goes, i s t h a t t h e r e i s a r i g h t o r wrong 

way w i t h i n t h e set-up and t h i s s h o u l d be s t r i c t l y f o l l o w e d . 

D i s c i p l i n e , i n o t h e r words, i s necessary. 

G e n e r a l l y s p e a k i n g , t h e problem s o l v i n g t e c h n i q u e i s 

the framework around w h i c h t h e i m p r o v i s a t i o n r e v o l v e s . " I n 

i t s s i m p l e s t terms, i t i s g i v i n g problems t o s o l v e p r o b -
5 

lems." T h i s t e c h n i q u e i s u s u a l l y t a k e n i n steps i n o r d e r 

t o be most e f f e c t i v e s i n c e i t i s d i f f i c u l t , i f n o t i m p o s s i b l e , 

f o r an a c t o r t o s o l v e an i m p r o v i s a t i o n t h a t deals d i r e c t l y 

w i t h t h e problem u n l e s s o t h e r i m p r o v i s a t i o n s have l e d up t o 

t h e s o l u t i o n . For example. A c t o r A has t h e problem o f exces­

sive body t e n s i o n . I t would be f o o l i s h f o r a d i r e c t o r t o say: 

"Okay, go up and c o n c e n t r a t e on r e l a x i n g . " T h i s i s e x a c t l y 

what i s done, b u t o n l y n o t i n so many words. How many ti m e s 
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d u r i n g r e h e a r s a l does a d i r e c t o r say t o h i s a c t o r s , "Relax! 

You l o o k t o o s t i f f ! " And how many times does t h e a c t o r , 

t h e n , i m m e d i a t e l y tense up? I m p r o v i s a t i o n s c o u l d be d e v i s e d 

s t a r t i n g f rom complete r e l a x a t i o n i n a n o n - a c t i n g s i t u a t i o n 

t o t e n s i n g and r e l a x i n g a t w i l l t o spontaneous r e l a x a t i o n 

when evidence o f t e n s i n g i s apparent. I t i s t r u e t h i s does 

t a k e l o n g e r t o work o u t t h a n a s i n g l e command, b u t t h e r e ­

s u l t s are much more e f f e c t i v e t h a n when t h e a c t o r i s t o l d t o 

"Relax!" 

Problem s o l v i n g p e r f o r m s t h e same f u n c t i o n i n 
c r e a t i n g o r g a n i c u n i t y and freedom o f a c t i o n as 
does t h e game and gener a t e s g r e a t e x c i t e m e n t by 
c o n s t a n t l y p r o v o k i n g t h e q u e s t i o n o f procedures 
a t t h e moment o f c r i s i s , t h u s k e e p i n g a l l p a r t i ­
c i p a t i n g members open f o r e x p e r i e n c i n g . ^ 

I n any e x e r c i s e a p l a y e r must "focus on a changing, 
7 

moving s i n g l e p o i n t . . . w i t h i n t h e a c t i n g problem." 

T h i s focus i s c a l l e d t h e P o i n t o f C o n c e n t r a t i o n (POC) by 

V i o l a S p o l i n . POC achieves f o u r main o b j e c t i v e s : 
(1) I t h e l p s t o i s o l a t e segments o f complex 

and o v e r l a p p i n g t h e a t r e t e c h n i q u e s (necessary 
t o performance) so as t o t h o r o u g h l y e x p l o r e 
them. 

(2) I t g i v e s t h e c o n t r o l , t h e a r t i s t i c d i s c i ­
p l i n e i n i m p r o v i s a t i o n , where o t h e r w i s e un-
channeled c r e a t i v i t y m i g h t become a d e s t r u c ­
t i v e r a t h e r t h a n a s t a b i l i z i n g f o r c e . 

(3) I t a c t s as a c a t a l y s t between p l a y e r and 
p l a y e r and between p l a y e r and problem. 

(4) I t makes p e r c e i v i n g r a t h e r t h a n preconcep­
t i o n p o s s i b l e and a c t s as a s p r i n g b o a r d i n t o 
t h e i n t u i t i v e . ^ 

The POC complements t h e p r o b l e m - s o l v i n g t e c h n i q u e . A p r o b ­

lem i s g i v e n t h a t must be s o l v e d . The POC keeps t h e focus 

on t h e s o l u t i o n and n o t on ex t r a n e o u s i n f l u e n c e s . I t a i d s 
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t h e a c t o r by showing him w h i c h way t o go and k e e p i n g him 

g o i n g t h a t way. 

I m p r o v i s i n g i s a process o f e x p l o r a t i o n . The t e c h ­

n i que f o r e x p l o r a t i o n "has t h r e e e s s e n t i a l elements: t o 
9 

t a k e t i m e , t o keep g o i n g , and t o i m p r o v i s e on a theme." 

Taking t i m e i s , perhaps, one o f t h e most d i f f i c u l t 

t h i n g s f o r any t h e a t r e person t o do. The p r e s s u r e s o f t h e 

p r o d u c t i o n schedule are o f t e n so g r e a t t h a t t h e r e i s l i t t l e 

t i m e f o r a n y t h i n g e s s e n t i a l , l e t alone " t a k i n g t i m e . " But, 

i f t h i s element i s u t i l i z e d , v e r y o f t e n a q u i c k e r and more 

s a t i s f y i n g s o l u t i o n can be f o und t o t h e problem. T h i s i s , 

o f c o u r s e , t r u e i n n e a r l y a n y t h i n g one does and t h e i m p r o v i ­

s a t i o n i s no e x c e p t i o n . 
There i s a l s o t h e problem o f c r e a t i v e p a s s i v i t y . 
I t ' s d i f f i c u l t t o express b u t t h e a c t o r must 
b e g i n by d o i n g n o t h i n g . S i l e n c e . F u l l s i l e n c e . 
T h i s i n c l u d e s h i s t h o u g h t s . E x t e r n a l s i l e n c e works 
as a s t i m u l u s . I f t h e r e i s a b s o l u t e s i l e n c e , and 
i f , f o r s e v e r a l moments, t h e a c t o r does a b s o l u t e l y 
n o t h i n g , t h e i n t e r n a l s i l e n c e b egins and i t t u r n s 
h i s e n t i r e n a t u r e t o w a r d i t s sources.10 

A f t e r an i m p r o v i s a t i o n the d i r e c t o r ' s main t a s k i s 

e v a l u a t i o n and d e c i d i n g on where t o go n e x t . Concerning 

e v a l u a t i o n , Lee S t r a s b e r g s t a t e s : 

I can o n l y t r y t o see what t h e i n t e n t i o n o f t h e 
a c t o r i s , t o see whether t h a t i n t e n t i o n d e r i v e s 
f r o m something sound, f r o m a d e f i n i t e need, 
whether i t seems t o s o l v e some d e f i n i t e problem 
t h a t he has s e t f o r h i m s e l f . H 

A l t h o u g h S t r a s b e r g i s n o t speaking f r o m a s t r i c t l y i m p r o v i ­

s a t i o n a l framework, h i s views p o i n t up the major g o a l i n 

e v a l u a t i o n — t o see i f t h e p roblem has been s o l v e d . 
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V i o l a S p o l i n s t a t e s t h a t t h e e v a l u a t i o n " i s t h e 

ti m e t o e s t a b l i s h o b j e c t i v e v o c a b u l a r y and d i r e c t communi­

c a t i o n made p o s s i b l e t h r o u g h non-judgmental a t t i t u d e s , 

group a s s i s t a n c e i n s o l v i n g a problem, and c l a r i f i c a t i o n 
12 

o f t h e P o i n t o f C o n c e n t r a t i o n . " The e v a l u a t i o n , t h e n , i s 

a t i m e f o r t e a c h i n g and l e a r n i n g and n o t a t i m e when judgment 

i s passed on how good o r how bad t h e a c t o r was. The ques­

t i o n t o be asked i s "Did he s o l v e t h e problem?" A d i s c u s s i o n 

on how t h e problem was s o l v e d as w e l l as o t h e r ways t o s o l v e 

i t , as l o n g as t h e d i s c u s s i o n does n o t presume t o judge r i g h t 

o r wrong, i s a l s o v a l u a b l e a t t h i s t i m e . 

The t e c h n i q u e s o f d i r e c t i n g i m p r o v i s a t i o n s are f a i r l y 

easy t o l e a r n . F o l l o w i n g t h e few b a s i c ideas c i t e d w i l l h e l p 

i n s u r e success. The i m p o r t a n t f a c t o r , o f c o u r s e , i s t h a t t h e 

d i r e c t o r , h i m s e l f , must b e l i e v e t h a t t h e g e n e r a l scheme o f 

i m p r o v i s a t i o n i s t h e b e s t way t o achieve t h e d e s i r e d r e s u l t s . 

W i t h t h i s b e l i e f and a d e s i r e t o t e a c h and l e a r n , t h e impro­

v i s a t i o n a l d i r e c t o r can achieve r e s u l t s t h a t are u s e f u l as 

w e l l as s a t i s f y i n g t o him and h i s a c t o r s . 
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CHAPTER I I I 

GENERAL IMPROVISATIONS 

I n r e h e a r s i n g a p l a y t h e r e are b a s i c a l l y t h r e e major 

t i m e p e r i o d s t o t h e t o t a l r e h e a r s a l p e r i o d . A l t h o u g h these 

b l o c k s o f t i m e may be known by many d i f f e r e n t l a b e l s , t h e y 

g e n e r a l l y break down as f o l l o w s . The f i r s t s e c t i o n i s t h e 

" e x p l o r a t i o n and i n t e r p r e t a t i o n " " ' " phase and " i s f o r warming 

up the a c t o r s and d i r e c t o r , f o r l a y i n g t h e groundwork i n 
2 

r e l a t i o n s h i p and a t t i t u d e t o th e p l a y and t o each o t h e r . " 

T h i s s e c t i o n i s devoted t o s o l v i n g t h e problems b r o u g h t 

about by th e i n i t i a l c o n t a c t between a c t o r s , d i r e c t o r , and 

s c r i p t . I t i s an e x t r e m e l y i m p o r t a n t phase o f r e h e a r s a l s 

because t h e i n i t i a l response by everyone t o e v e r y t h i n g can, 

and most l i k e l y w i l l , s e t t h e tone f o r t h e e n t i r e r e h e a r s a l 

p e r i o d . 

The second s e c t i o n o f r e h e a r s a l " i s t h e spontaneous, 

c r e a t i v e p e r i o d — t h e d i g g i n g s e s s i o n s , where a l l e n e r g i e s 
3 

are channeled t o w a r d f u l l , a r t i s t i c p o t e n t i a l . " P u t t i n g 
4 

i t more s u c c i n c t l y , i t i s t h e " e x c a v a t i o n and e v o c a t i o n " 

p e r i o d o f r e h e a r s a l . T h i s s e c t i o n would be devoted t o 

s o l v i n g t h e p a r t i c u l a r problems d e t e c t e d i n t h e i n i t i a l 

phase o f r e h e a r s a l and e x p l o r i n g i n g r e a t depth t h e t o t a l 

d i r e c t i o n i n w h i c h t h e p l a y must go. 
21 
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The t h i r d s e c t i o n i s " f o r p o l i s h i n g and i n t e g r a t i n g 
5 

a l l p r o d u c t i o n s f a c e t s i n t o a u n i t y " ; o r " c o - o r d i n a t i o n 

and c o n s o l i d a t i o n . " This phase o f r e h e a r s a l i s , more o r 

l e s s , t h e t y i n g t o g e t h e r o f t h e t o t a l package, smoothing 

o u t t h e w r i n k l e s and bulges and making sure t h a t e v e r y t h i n g 

i s n e a t l y t o g e t h e r ( i n t h e c o n t e x t o f t h e p l a y ) b e f o r e p r e ­

s e n t a t i o n . 

Of c o u r s e , each s e c t i o n o f r e h e a r s a l w i l l have many 

v a r i a b l e s i n i t , depending on the p l a y , t h e d i r e c t o r , a c t o r s , 

and a l l t h e aspects t h a t come i n t o b e i n g d u r i n g a r e h e a r s a l 

p e r i o d . No s e t f o r m u l a can be g i v e n f o r any p l a y , b u t c e r ­

t a i n g u i d e l i n e s are p o s s i b l e . 

I n t h e i n i t i a l r e h e a r s a l p e r i o d g e n e r a l i m p r o v i s a ­

t i o n s , which may o r may n o t r e l a t e t o t h e p l a y b e i n g 

r e h e a r s e d , s h o u l d be employed e x c l u s i v e l y ; g e n e r a l i m p r o v i ­

s a t i o n s are e x e r c i s e s which do n o t d i r e c t l y d e a l w i t h t h e 

s p e c i f i c problems found i n t h e s c r i p t . These s p e c i f i c p r o b ­

lems are memorizations o f l i n e s , c h a r a c t e r development, 

s p e c i f i c b l o c k i n g and b u s i n e s s , and w o r k i n g on t h e s t r u c t u r e 

o f t h e p l a y . The f i r s t s e c t i o n , t h e r e f o r e , s h o u l d be devoted 

t o l o o s e n i n g up t h e p h y s i c a l , e m o t i o n a l , and v o c a l q u a l i t i e s 

possessed by t h e a c t o r s and n o t t o b l o c k i n g and l i n e s . I t 

sho u l d be p o i n t e d o u t here t h a t , v e r y o f t e n , a d i r e c t o r w i l l 

f i n d h i m s e l f p r e s s e d f o r t i m e and f e e l t h e need t o rehearse 

t h e s c r i p t i m m e d i a t e l y . Experience has prove n t h a t a few 

hours spent on some j u d i c i o u s l y chosen i m p r o v i s a t i o n s w i l l 

save many needless hours o f e x p l a n a t i o n and w o r k i n g t o "get 
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i t r i g h t . " Even i f i t i s f e l t t h a t i m p r o v i s a t i o n s cannot 

be used t o any g r e a t e x t e n t , t h e f a c t o f t h e i r a v a i l a b i l i t y 

s h o u l d be i n t h e d i r e c t o r ' s mind. O f t e n , t h e f i v e o r t e n 

minutes t a k e n t o e x p l a i n something i n t e l l e c t u a l l y can be 

b e t t e r used by g r a p h i c a l l y and p h y s i c a l l y showing t h r o u g h 

an i m p r o v i s a t i o n . The d i r e c t o r can see t h a t t h e problem i s 

s o l v e d and n o t merely hope t h a t t h e i d e a has come t h r o u g h 

t o h i s l i s t e n e r . F u r t h e r m o r e , t h e i m p r o v i s a t i o n may i n v o l v e 

many p e o p l e , some o f whom t h e d i r e c t o r w i l l work w i t h i n 

o t h e r p r o d u c t i o n s . The l i t t l e e x t r a t i m e t a k e n i n t h e 

i m p r o v i s a t i o n a t t h i s p o i n t w i l l s e r ve n o t o n l y f o r t he 

immediate p r o d u c t i o n , b u t a l s o i n b u i l d i n g f o r any f u t u r e 

p r o d u c t i o n s as w e l l . 

The f i r s t r e h e a r s a l , a f t e r t h e i n i t i a l r e a d i n g o f 

the p l a y by t h e e n t i r e c a s t , s h o u l d be an e d u c a t i o n a l and 

e x c i t i n g few hours f o r everyone. The t i m e s h o u l d be educa­

t i o n a l because i t s h o u l d a l l o w everyone t o see what p o t e n t i a l 

t h e group has by t h e use o f i m p r o v i s a t i o n s . I t s h o u l d be 

e x c i t i n g because t h e p s y c h o l o g i c a l f a c t o r o f h a v i n g something 

i n t e r e s t i n g and s t i m u l a t i n g e a r l y i n t h e r e h e a r s a l p e r i o d 

can o f t e n c a r r y a group t h r o u g h many d i f f i c u l t t i m e s . The 

f i r s t r e h e a r s a l , t h e n , i s one i n which t h e a c t o r s and t h e 

d i r e c t o r h o n e s t l y g e t i n v o l v e d i n themselves and s t a r t r e -

l e a r n i n g t h e j o y s o f t h e power o f t h e i r f i v e senses. 

The f i r s t p roblem f a c e d by t h e d i r e c t o r i n p r o d u c t i o n s 

i n v o l v i n g c a s t s t h a t have n o t worked t o g e t h e r p r e v i o u s l y would 



be t h e problem o f i n i t i a l shyness and r e s e r v e t h a t i s n a t u ­

r a l t o a heterogeneous group o f t h i s n a t u r e . One game 

which has worked w e l l i n b r e a k i n g t h e i c e w i t h b o t h c h i l d r e n 

and a d u l t s i s t h e "Chair Game" which i s somewhat s i m i l a r t o 

"Music a l C h a i r s . " T h i s game can be p l a y e d by as few as s i x 

peop l e , works b e s t w i t h between t e n t o tw e n t y p e o p l e , b u t 

has been p l a y e d s u c c e s s f u l l y w i t h as many as f o r t y p e ople. 

The game, v e r y s i m p l y , r e q u i r e s a c h a i r f o r a l l b u t one o f 

the p a r t i c i p a n t s . The c h a i r s are arr a n g e d i n a c i r c l e , 

backs f a c i n g i n , w i t h a p p r o x i m a t e l y t h r e e o r f o u r f e e t sepa­

r a t i n g each c h a i r . The p l a y e r s each s t a n d i n s i d e t h e c i r c l e 

o f c h a i r s w i t h e i t h e r hand h o l d i n g t h e back o f t h e c h a i r 

n e a r e s t them. The p l a y e r w i t h o u t a c h a i r stands i n t h e 

middle o f t h e c i r c l e . W i t h o u t any spoken d i r e c t i o n s , p l a y e r s 

s w i t c h c h a i r s a t random w i t h o t h e r p l a y e r s . The person l e f t 

w i t h o u t a c h a i r goes i n t h e m i d d l e and p l a y c o n t i n u e s . T h i s 

game i s e f f e c t i v e because, i m m e d i a t e l y , people are i n c o n t a c t , 

e i t h e r t h r o u g h glances o r p h y s i c a l e n c o u n t e r , and v e r y q u i c k l y 

f o r g e t t h e i r shyness and r e s e r v e i n an e f f o r t t o change and, 

o f t e n , n o t t o change, c h a i r s w i t h t h e r e s t o f t h e group. I t 

i s suggested t h a t t h e d i r e c t o r be i n v o l v e d i n t h i s game and 

as many o t h e r s as p o s s i b l e i n t h i s i n i t i a l r e h e a r s a l p e r i o d 

s i n c e t h e group has as much r i g h t t o know him as he does them. 

A l l t h e w h i l e , though, t h e d i r e c t o r s h o u l d be o b s e r v i n g t h e 

group s i n c e i t i s h i s r e s p o n s i b i l i t y t o guide them and a 

tho r o u g h knowledge o f t h e i n d i v i d u a l 1 s s t r o n g and weak p o i n t s 

w i l l d e f i n i t e l y a i d i n t h i s guidance. I t i s amazing how much 
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can be l e a r n e d by w a t c h i n g t h e a c t i o n and i n t e r a c t i o n d u r i n g 

a game. P a r t i c i p a t i o n a l s o tends t o l e s s e n t h e f e e l i n g o f 

b e i n g watched and e v a l u a t e d and, t h e r e f o r e , f r e e s t h e group 

even more t o e n j o y t h e game. 

A f t e r t h e "Chair Game," o r whatever game i s used 

f i r s t , t h e d i r e c t o r can o b v i o u s l y go i n many d i r e c t i o n s . 

"As a r u l e , i t h e l p s t o ta k e something which i s as near t h e 

everyday e x p e r i e n c e o f t h e group as p o s s i b l e , i n o r d e r t h a t 
7 

t h e y can f i n d themselves on f a m i l i a r ground a t t h e o u t s e t . " 
One e x e r c i s e , o r a c t u a l l y a group o f e x e r c i s e s , which works 

g 

p a r t i c u l a r l y w e l l now are t h e "Sensory Awareness" group o f 

e x e r c i s e s . One o f t h e s e , " L i s t e n i n g t o t h e Environment," 

which i n v o l v e s q u i e t l y s i t t i n g w i t h eyes c l o s e d and merely 

l i s t e n i n g t o what i s g o i n g on around you, changes t h e group 

f e e l i n g b r o u g h t about by t h e "Chair Game" i n t o an i n d i v i d u a l 

f e e l i n g and i s t h e i n i t i a l s t e p i n making each person aware 

o f h i s s u r r o u n d i n g s and h i m s e l f . As a f o l l o w - u p t o " L i s t e n i n g 

t o t h e Environment," " F e e l i n g S e l f w i t h S e l f " 1 ^ i s e x c e l l e n t 

f o r d e l v i n g deeper i n t o t he i n d i v i d u a l and h i s r e l a t i o n s h i p 

t o h i m s e l f . I n s t e a d o f s i t t i n g , t h ough, as suggested by 

V i o l a S p o l i n , i t has proved b e t t e r f o r t h e group t o l i e down 

on t h e f l o o r , k e e p i n g f a r enough away from each o t h e r so t h a t 

each person i s more o r l e s s i s o l a t e d f rom t h e group. I n t h i s 

e x e r c i s e t h e group i s t o l i e on t h e f l o o r , and t h e n , " b e g i n ­

n i n g w i t h t h e bottoms o f t h e i r f e e t , t h e y a re t o f e e l what 
11 

i s a g a i n s t t h e i r b o d i e s a t each p o i n t . " The d i r e c t o r can 
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s i d e coach up the body and back down a g a i n , making sure 

everyone understands t h a t t h e P o i n t o f C o n c e n t r a t i o n i s 

" F e e l i n g S e l f w i t h S e l f . " 

T h i s e x e r c i s e b r i n g s up t h e p o i n t t h a t f o r a l l r e ­

h e a r s a l s , a p p r o p r i a t e r e h e a r s a l c l o t h e s s h o u l d be worn. 

Everyone s h o u l d f e e l c o m f o r t a b l e and f r e e t o move i n any 

way t h e y w i s h ; t h e r e f o r e , c l o t h e s t h a t may n o t be p a r t i c u ­

l a r l y f l a t t e r i n g , b u t are d e f i n i t e l y f u n c t i o n a l , are i n d i s ­

pensable. I f a person has a f e a r o f g e t t i n g h i s c l o t h e s 

d i r t y o r f e e l s t h a t a s k i r t i s t o o s h o r t f o r bending o v e r , 

t h e whole purpose o f most e x e r c i s e s i s d e f e a t e d b e f o r e i t 

has had a chance. S e n s i b l e work c l o t h e s are a must f o r 

everyone. 

Another e x e r c i s e which i s good f o r t h e i n i t i a l r e -
12 

h e a r s a l i s the " M i r r o r E x e r c i s e " i n which t he group i s sub­

d i v i d e d i n t o teams o f two w i t h one member o f t h e team b e i n g 

the m i r r o r and t h e o t h e r member i n i t i a t i n g a c t i o n which t h e 

" m i r r o r " must m i r r o r . The P o i n t o f C o n c e n t r a t i o n (POC) here 

i s t o e x a c t l y m i r r o r t h e a c t i o n s o f t h e p a r t n e r . Going f a s t 

and p l a y i n g t r i c k s i s a s i g n t h a t t h e POC i s b e i n g avoided 

and s i d e coaching s h o u l d be employed t o c o r r e c t t h i s m i s ­

u n d e r s t a n d i n g . Going beyond l a r g e body movements, f a c i a l 

movements can a l s o be m i r r o r e d . Soon, i n t h e course o f t h i s 

r e h e a r s a l , f e e l i n g s and ideas t h a t have been k e p t h i d d e n , 

emerge and s u r p r i s e each group member i n t o a c l o s e r r e a l i z a ­

t i o n o f h i m s e l f . 
13 

"Name S i x Game" i s a game which can p u t t h e group 
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back t o g e t h e r b r i e f l y . A l l t h e p l a y e r s s i t i n a c i r c l e . 

The p l a y e r who i s " I t " stands i n t h e c e n t e r o f t h e c i r c l e 

w i t h h i s eyes c l o s e d w h i l e t h e o t h e r s pass around some 

o b j e c t t h a t i s n o t t o be concealed. When t h e c e n t e r p l a y e r 

c l a p s h i s hands, t h e p l a y e r caught w i t h t he o b j e c t i n h i s 

hand must name s i x o b j e c t s which b e g i n w i t h t h e l e t t e r g i v e n 

by t h e p l a y e r i n t h e m i d d l e b e f o r e t h e o t h e r s can pass t h e 

o b j e c t around t h e c i r c l e . I f t h e p l a y e r f a i l s t o "name s i x , " 

he t a k e s h i s t u r n i n the mi d d l e and p l a y s t a r t s over a g a i n . 

The number o f o b j e c t s named can be more o r l e s s , depending 

on t he number o f people p l a y i n g . "Name S i x " i s a v e r y en­

j o y a b l e game and can be p l a y e d s t r i c t l y f o r t h e f u n i n v o l v e d . 

The game, though, does e x e r c i s e one's powers o f c o n c e n t r a ­

t i o n and t h i n k i n g , and c o u l d prove t o be a v a l u a b l e e x p e r i ­

ence f o r an a c t o r i n an a d - l i b s i t u a t i o n . 

One f i n a l game w h i c h c o u l d be p l a y e d d u r i n g t h e f i r s t 

r e h e a r s a l i s "Charades." T h i s i s t h e p o p u l a r p a r t y game 

which has i n d i v i d u a l s w o r k i n g i n teams, t r y i n g t o guess words 

o r t i t l e s o f books, p l a y s , t e l e v i s i o n shows, o r j u s t about 

a n y t h i n g d e c i d e d on by t h e group, by u s i n g body movement and 

g e s t u r e s w i t h o u t d i a l o g u e . I t i s suggested t h a t i f t h e group 

i s u n f a m i l i a r w i t h "Charades," t h e f i r s t few games be l i m i t e d 

t o s i m p l e m u l t i p l e word games. More complex p l a y can be i n i ­

t i a t e d as t h e group becomes more p r o f i c i e n t w i t h t h e mechanics 

o f t h e game. "Charades" i s a good game t o c l o s e t h e f i r s t 

s e s s i o n w i t h because i t b r i n g s i n t o p l a y a l l t h e q u a l i t i e s — 

p h y s i c a l , e m o t i o n a l , and v o c a l — t h a t t h e group has worked on. 
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"Charades" a l s o leaves t h e group w i t h t h e f e e l i n g o f e x c i t e ­

ment and w i l l g e nerate more i n t e r e s t i n the n e x t r e h e a r s a l . 

More i m p o r t a n t l y , "Charades" leaves t h e group f e e l i n g l i k e 

a group and n o t i n d i v i d u a l s w o r k i n g by themselves f o r them­

s e l v e s . 

The p r e c e d i n g has been a suggested o u t l i n e f o r t h e 

f i r s t r e h e a r s a l . O b v i o u s l y , o t h e r games can be s u b s t i t u t e d 

and/or t h e games mentioned can be d e l e t e d a l t o g e t h e r . The 

games and e x e r c i s e s d e s c r i b e d , though, have proved t o be 

p a r t i c u l a r l y e f f e c t i v e ways f o r b o t h a d u l t s and c h i l d r e n t o 

e n t e r i n t o t h e i m p r o v i s a t i o n a l scheme o f r e h e a r s a l , e n j o y 

what t h e y are d o i n g , and want t o c o n t i n u e d o i n g i t . 

The f o l l o w i n g w i l l be a naming and d e s c r i p t i o n o f 

o t h e r games and e x e r c i s e s t h a t can be used d u r i n g t h e subse­

quent r e h e a r s a l s i n t h e "groundwork" s e c t i o n o f r e h e a r s a l . 

D u r i n g t h i s s e c t i o n t h e i m p r o v i s a t i o n a l d i r e c t o r s h o u l d r e l y 

m a i n l y on g e n e r a l i m p r o v i s a t i o n s because, b e f o r e t r y i n g t o 

d i s c o v e r t h e meaning and purpose o f p a r t i c u l a r s e c t i o n s , 

l i n e s , o r words i n c o n t e x t , t h e group needs t o have grasped 

something o f t h e o v e r a l l mood o f t h e p l a y . 

Very o f t e n t h e p r e l i m i n a r y work done i n impro­
v i s i n g t o a r r i v e a t some u n d e r s t a n d i n g o f t h e 
u n i t y o f t h e p i e c e w i l l have g i v e n a c l u e t o i t s 
t o n e , e s p e c i a l l y i f t h e a c t o r s have grown s e n s i ­
t i v e t o w o r k i n g w i t h each o t h e r and can imagina­
t i v e l y respond t o t h e a u t h o r ' s s c r i p t . ! 4 

Of major importance here i s t h e i d e a o f t h e a c t o r s growing 

s e n s i t i v e t o each o t h e r s i n c e an awareness w i l l make them 

more eager t o work t h r o u g h t h e e n t i r e r e h e a r s a l p e r i o d . 
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One e x e r c i s e , used by Ch a r l e s Marowitz i n h i s 

Theatr e o f C r u e l t y , i s t h e " I n t r o d u c t i o n t o Sounds" whic h 

would be e x c e l l e n t f o r s t a r t i n g t h e second r e h e a r s a l . The 

i n d i v i d u a l group member i s g i v e n two o b j e c t s and i s t o l d 

t o e x p l o r e t he range o f sounds p o s s i b l e w i t h t h i s i n s t r u m e n t . 

Once t h e range has been e x p l o r e d t h e a c t o r n a t u r a l l y moves 

i n t o t h e i d e a o f rhythm w i t h t h e i n s t r u m e n t s . " E v e n t u a l l y , 

rhythm, a g e n e r a l i z e d and overused word i n t h e t h e a t r e [ g e t s ] 
15 

r e d e f i n e d i n e x a c t p h y s i c a l terms." The a c t o r , a l l o w e d t o 

e x p l o r e t h e area o f sound, v e r y soon becomes i n t i m a t e l y i n ­

v o l v e d w i t h h i s own, v e r y r e a l meaning o f rhythm which w i l l 

be o f g r e a t v a l u e i n t h e coming r e h e a r s a l s . I n w o r k i n g w i t h 

t h i s e x e r c i s e t h e p l a y e r s develop a p a t t e r n v e r y q u i c k l y . 

Two o r more i n s t r u m e n t s t o g e t h e r c r e a t e a mood o r f e e l i n g 

and t h r o u g h s i d e c o a c h i n g l o u d o r s o f t sounds, a d e f i n i t e 

r e l a t i o n s h i p between i n s t r u m e n t s i s e s t a b l i s h e d . C a r e f u l 

l i s t e n i n g and c o n t r o l o f t h e i n s t r u m e n t s i s ga i n e d and a v e r y 

s i m p l i f i e d ensemble i s achieved. F u r t h e r m o r e , " the same 

a t t i t u d e t h e a c t o r s had t a k e n t o t h e i r o b j e c t s was a p p l i e d 
16 

t o t h e i r v o i c e s and b o d i e s . " 

Lee S t r a s b e r g , d i s c u s s i n g h i s work w i t h t h e Group 

T h e a t r e , t e l l s o f t h e "One-Word I m p r o v i s a t i o n " which r e l a t e s 

t o "Charades" and would a l s o be e x c e l l e n t t o use i n s t a r t i n g 

t h e second r e h e a r s a l . 
I t i s an e x e r c i s e f o r an immediate i m p r e s s i o n 
r a t h e r t h a n a sequence. You g i v e t h e a c t o r a 
word and a minute o f t i m e . A t t h e end o f t h e 
minute he i s supposed t o a c t o u t t h e word i n 
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pantomime, n o t n a t u r a l l y , b u t s h a r p l y , v i v i d l y 
and t h e a t r i c a l l y . Sounds can be p e r m i t t e d , b u t 
n o t words. The i d e a i s t o encourage t h e a c t o r ' s 
body somehow t o develop a c l e a r i d e a o f t h i n g s . ! ^ 

The i d e a i s n o t t o break t h e word down i n t o s y l l a b l e s and 

sounds b u t t o g e t t h e o v e r a l l meaning across by pantomime. 

The e x e r c i s e has t h e p l a y e r w o r k i n g a l o n e , t r y i n g t o commu­

n i c a t e a t o t a l i t y t o h i s audience. P r a c t i c e i n g e t t i n g t h e 

sim p l e i d e a across s h o u l d d e f i n i t e l y c a r r y over i n t o t h e 

more complex problems f a c e d i n w o r k i n g w i t h t h e s c r i p t . 

The one word i m p r o v i s a t i o n t r a i n s t h e a c t o r ' s 
i m a g i n a t i o n t o p e r c e i v e p o s s i b i l i t i e s o f 
t h o u g h t and meaning and t o be s t i m u l a t e d t o 
immediate b e h a v i o r . The e x e r c i s e f o r c e s t h e 
a c t o r i n t h i s d i r e c t i o n , because i t can o n l y 
be c a r r i e d o u t by b e h a v i o r . 

The f o l l o w i n g games and e x e r c i s e s are grouped a c c o r d ­

i n g t o the t h r e e broad c a t e g o r i e s t h e group s h o u l d be ex­

p l o r i n g ; i n o t h e r words, t h e p h y s i c a l , v o c a l , and e m o t i o n a l 

s i d e s o f an a c t o r ' s o v e r a l l make-up. The games and e x e r ­

c i s e s d e s c r i b e d can be used anywhere i n t h e f i r s t r e h e a r s a l 

p e r i o d b u t care s h o u l d be t a k e n n o t t o push t h e group t o o 

q u i c k l y i n t o problems t h e y are n o t p r e p a r e d t o handle. The 

games and e x e r c i s e s may, a t any t i m e , be r e p e a t e d i f c l a r i ­

f i c a t i o n and/or f u r t h e r work i s needed on p a r t i c u l a r p o i n t s . 

A l s o , many o t h e r e x e r c i s e s can be used, depending on the 

p a r t i c u l a r d i r e c t o r ' s background and i m a g i n a t i o n . I t must 

be s t r e s s e d t h a t a l l t h e i m p r o v i s a t i o n s w r i t t e n about are 

merely examples drawn f r o m v a r i o u s sources and are n o t t o 

be r e g a r d e d as a d e f i n i t i v e l i s t t o f o l l o w . I t i s t h e w r i t e r ' s 
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i n t e n t , t hough, t h a t a c a t h o l i c f o u n d a t i o n f o r i m p r o v i s a ­

t i o n w i l l be ach i e v e d t h r o u g h a c a r e f u l s t u d y o f t h e 

m a t e r i a l p r e s e n t e d . 

The f i r s t group o f e x e r c i s e s t o be d i s c u s s e d d e a l s 

p r i m a r i l y w i t h t h e p h y s i c a l q u a l i t i e s an a c t o r s h o u l d be 

w o r k i n g on. These e x e r c i s e s are designed t o f r e e and exe r ­

c i s e t h e e n t i r e body. They can be used w i t h t h e i n e x p e r i ­

enced as w e l l as t h e e x p e r i e n c e d a c t o r s i n c e t h e y f o r m a 

f o u n d a t i o n and f u r t h e r m o r e , b u i l d o n t o what many a c t o r s know, 

or a t l e a s t are d i m l y aware o f . 
19 

"Tug o f War" i s a good game t o g e t the group work­

i n g t o g e t h e r and t o s t a r t an awareness o f what " g i v e and 

t a k e " means. The group i s d i v i d e d i n t o two sub-groups and 

each group i s p o s i t i o n e d on o p p o s i t e s i d e s o f an i m a g i n a r y 

l i n e . The o b j e c t i s t o p u l l t h e o p p o s i t e team across t h e 

l i n e . The d i f f i c u l t y i s t h a t an i m a g i n a r y rope i s used. 

The POC i s t o c o n c e n t r a t e on f e e l i n g t h e rope and g i v e t h e 

rope r e a l i t y . Side c o a c h i n g t o i n d i v i d u a l s and t o e n t i r e 

teams h e l p s t h e group achieve t h e POC. I f t h e group f i n d s 

t h e game t o o d i f f i c u l t , a r e a l rope may be used f i r s t and 

th e n d i s c a r d e d . 
20 

Another game i s t h e "O b s e r v a t i o n Game." A l t h o u g h 

t h i s game i s n o t as p h y s i c a l as "Tug o f War," i t does r e q u i r e 

m e n t a l a c t i o n and, t h e r e f o r e , i s i n c l u d e d i n t h i s s e c t i o n . 

The " O b s e r v a t i o n Game" c o n s i s t s o f p l a c i n g t e n t o f i f t e e n 

o b j e c t s on a t r a y o r t a b l e and g i v i n g t h e group f i f t e e n 
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seconds t o observe t h e c o l l e c t i o n . When t i m e i s up the 

o b j e c t s are covered and each i n d i v i d u a l i s t o w r i t e down 

as many o f t h e o b j e c t s as he can remember. T h i s game i s 

e x c e l l e n t i n s t a r t i n g t h e group t o work on t h e powers o f 

c o n c e n t r a t i o n and memory. 
21 

"Play B a l l " i s a game t h a t , a l t h o u g h d i f f i c u l t t o 

s t a r t , can be r e w a r d i n g t o t h e p l a y e r s because i t becomes 

p o s s i b l e , t h r o u g h t h e game, t o v i s u a l i z e and f e e l t h a t which 

i s n o t t h e r e . The game o f f e r s a chance f o r i n d i v i d u a l 

achievement w i t h i n t h e group and, a l s o , g i v e s p r a c t i c e i n 

making r e a l t h e u n r e a l . Very s i m p l y t he game c o n s i s t s o f 

the p l a y e r s t h r o w i n g an i m a g i n a r y b a l l back and f o r t h between 

them. The d i r e c t o r may, a t any t i m e , change t h e s i z e and 

w e i g h t o f t h e b a l l by s i d e coaching. The POC i s t o make each 

d i f f e r e n t b a l l become r e a l . I n t e n s e c o n c e n t r a t i o n i s neces­

sa r y b u t pays o f f by a s a t i s f y i n g and r e w a r d i n g e x p e r i e n c e 

f o r everyone. 
22 

" P a r t o f a Whole" i s an e x e r c i s e t h a t t h o r o u g h l y 

i n v o l v e s t h e group and g e t s c l o s e i n t e r a c t i o n f r o m t h e p a r t i ­

c i p a n t s . One p l a y e r s t a r t s t h e e x e r c i s e by becoming a moving 

p a r t o f an animate o r i n a n i m a t e o b j e c t . As soon as an o t h e r 

p l a y e r sees how he can f i t i n t o t h e movement, he goes up t o 

i n i t i a t e h i s i d e a . The POC i s t o work c l o s e l y w i t h t h e o t h e r 

person, b e i n g c o n s t a n t l y aware o f t h e a c t i o n between t h e 

i n d i v i d u a l s and t h e group as a whole. A p p r o p r i a t e sounds 

can be added by t h e p l a y e r s a f t e r t h e y have worked i n t o t h e 

rhythm and t i m i n g o f t h e moving p a r t s . I n t r i c a t e machines 
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have been worked o u t which i n v o l v e a c l o s e i n t e r a c t i o n be­

tween p a r t i c i p a t i n g p l a y e r s . P h y s i c a l t i m i n g i s a l s o 

e x p l o r e d i n t h i s e x e r c i s e . 
23 

" O r i e n t a t i o n Games" are t h e b e s t way, perhaps, f o r 

the group t o s t a r t t h i n k i n g o f t h e i d e a o f d e f i n i t e charac­

t e r s and how people i n t e r a c t w i t h one a n o t h e r . One person 

s t a r t s t h e game by assuming t he i d e n t i t y o f someone t h r o u g h 

a s p e c i f i c a c t i o n : i . e . , a t e a c h e r l e c t u r i n g , a housewife 

c l e a n i n g . As soon as a p l a y e r r e a l i z e s what t he f i r s t p l a y e r 

i s d o i n g , he j o i n s t h e game by b e i n g a s p e c i f i c c h a r a c t e r 

w i t h a s p e c i f i c a c t i o n . The a c t i o n s and c h a r a c t e r s , needless 

t o say, s h o u l d r e l a t e i n some way. The game can be stopped 

when two c h a r a c t e r s are p l a y i n g b u t i t i s b e t t e r t o l e t as 

many c h a r a c t e r s as p o s s i b l e g e t i n t o t h e game. Dial o g u e i s 

p e r m i s s i b l e and s h o u l d be used when t h e s i t u a t i o n w a r r a n t s 

i t . Care s h o u l d be t a k e n n o t t o have c h a r a c t e r s c o n s t a n t l y 

g o i n g i n and o u t o f t h e scene, s i n c e t h e POC i s i n v o l v e d w i t h 

t h e i n t e r a c t i o n between t h e group members b u t t h i s t i m e as 

people and n o t i n a n i m a t e o b j e c t s . A "no e x i t u n l e s s s i d e 

coached t o do so" r u l e may be i n s t i g a t e d i f p l a y e r s have 

d i f f i c u l t y s t a y i n g i n t h e scene. T h i s game can be used over 

and over a g a i n and i s good f o r d e v e l o p i n g c h a r a c t e r , c l a r i f y ­

i n g r e l a t i o n s h i p s between c h a r a c t e r s , and s o l v i n g s p e c i f i c 

problems t h a t may come up c o n c e r n i n g c h a r a c t e r i z a t i o n . I t 

would be p o s s i b l e t o b u i l d a complete s e r i e s o f o r i e n t a t i o n 

games once t h e groundwork f o r i m p r o v i s a t i o n had been s e t . 

T h i s i s d e f i n i t e l y one o f t h e b e s t games f o r a group t o be 
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i n v o l v e d i n . 

" P l a y i n g an Animal" i s a game t h a t has been used 

q u i t e o f t e n . T h i s e x e r c i s e , which i s e x a c t l y what t h e t i t l e 

says, has t h e f o l l o w i n g o b j e c t i v e : 

The a c t o r . . . i s . . . f o r c e d t o use observa­
t i o n t o s i n g l e o u t t h e q u a l i t i e s o f a p a r t i c u l a r 
a n i m a l , and t o f i n d o u t how he, t h e a c t o r , can 
accomplish them. Thus he l e a r n s t h a t he can 
and must acc o m p l i s h much more as an a c t o r t h a n 
what he i n i t i a l l y conceives as t h e s i m p l e em­
bodiment o f f e e l i n g s and responses.24 

O b s e r v a t i o n and s e l e c t i v i t y come i n t o p l a y and l e a d t o an­

o t h e r b a s i c s t e p i n c h a r a c t e r i z a t i o n . 

Because he has t o choose d e f i n i t e elements 
i n o r d e r t o c r e a t e t h e a n i m a l , he f i n d s t h a t 
the e x e r c i s e becomes an e n t r a n c e i n t o t h e 
problem o f p h y s i c a l c h a r a c t e r i z a t i o n . He 
v a r i e s h i s normal b e i n g , t a k e s on c h a r a c t e r i s ­
t i c s he does n o t n o r m a l l y h a v e — i n walk o r 
rhythm o r b e h a v i o r o r a t t i t u d e . 2 5 

Going a s t e p f u r t h e r , a f t e r t h e ani m a l c h a r a c t e r i s t i c s a re 

t o t a l l y a s s i m i l a t e d , a scene can be q u i c k l y s e t up and 

p l a y e d o u t i n wh i c h these c h a r a c t e r i s t i c s are t r a n s f e r r e d 

t o humans. I n t e r e s t i n g developments can t a k e p l a c e i n t h i s 

e x e r c i s e i f i t i s a l l o w e d t o p r o g r e s s n a t u r a l l y , and g r e a t e r 

i n s i g h t i n t o i n d i v i d u a l s can be g a i n e d by t h e d i r e c t o r and 

the a c t o r h i m s e l f . 
2 6 

"Space Substance" i s an e x c e l l e n t e x e r c i s e f o r t h e 

f i r s t r e h e a r s a l s e c t i o n and can a l s o be used as a s p e c i f i c 

i m p r o v i s a t i o n i n r e h e a r s i n g any p l a y t h a t r e q u i r e s something 

o t h e r t h a n r e a l i s t i c movement. The e x e r c i s e c o n s i s t s o f 

h a v i n g t h e group move t h r o u g h t h e r e h e a r s a l area, g i v i n g 

the a i r around i t a d e f i n i t e w e i g h t and f e e l . Many v a r i a -
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t i o n s can be worked i n t o t h i s e x e r c i s e and o b j e c t s can be 
molded f r o m t h e substance. The POC i s t o make t h e substance 
r e a l and t o work w i t h whatever v a r i a t i o n t h e d i r e c t o r may 
decide on i n t h e e x e r c i s e . Movement i s e x p l o r e d i n depth 
i n t h i s e x e r c i s e and, w i t h p r a c t i c e , t h e r e a l i t y o f the 
substance a l l o w s a freedom o f movement t h a t would be d i f f i ­
c u l t , i f n o t i m p o s s i b l e , t o achieve o t h e r w i s e . Going beyond 
the b e n e f i t s o f g a i n i n g an awareness o f movements, t h i s 
e x e r c i s e promotes i d e a l s i t u a t i o n s f o r scene e x p l o r a t i o n . 
A f t e r a substance i s made r e a l , a scene can be s i d e coached 
i n t o b e i n g by t h e d i r e c t o r . The n a t u r a l n e s s o f t r a n s i t i o n 
between "Space Substance" and t h e scene a l l o w s a warm-up 
p e r i o d w h i l e n o t g i v i n g t h e e n t i r e e x e r c i s e t h e f e e l i n g o f 
b e i n g a scene. 

27 
"Feet and Legs Alone" i s an e x e r c i s e used t o develop 

e x p r e s s i o n i n t h e f e e t and l e g s . A c l o t h i s hung t o conceal 

t h e p l a y e r ' s upper body, l e a v i n g o n l y l e g s and f e e t exposed. 

The p l a y e r i s t o show who he i s , what he i s d o i n g , o r what 

he i s f e e l i n g t h r o u g h h i s f e e t and l e g s . T h i s e x e r c i s e can 

be employed w i t h o t h e r p a r t s o f t h e body, e s p e c i a l l y t h e 

hands. Many a c t o r s s u f f e r f r o m t h e "What do I do w i t h my 

hands?" problem and, t h e r e f o r e , c o u l d b e n e f i t by e x p r e s s i n g 
2 8 

d i f f e r e n t q u a l i t i e s w i t h t h e "Hands Alone. " 

V e r b a l games and e x e r c i s e s d e a l p r i m a r i l y w i t h f r e e ­

i n g t h e a c t o r ' s v o i c e and e x p l o r i n g t h e a c t o r ' s v o c a l range 

t h a t i s t o o o f t e n a l l o w e d t o remain merely adequate. 
29 

" G i b b e r i s h " i s an e x e r c i s e w h i c h can r e l e a s e t h e 
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a c t o r f r o m s e t word p a t t e r n s and cause him t o use h i s t o t a l 

body t o communicate w i t h "no-symbol" speech. Combining non-

m e a n i n g f u l sounds i n t o word p a t t e r n s and, e v e n t u a l l y , sen­

tence p a t t e r n s , i s t h e o b j e c t b e h i n d " G i b b e r i s h . " Commu­

n i c a t i o n t h r o u g h t h i s "language" i s t h e POC. The e x e r c i s e 

s h o u l d be s t a r t e d w i t h s i m p l e commands and t h e n extended 
3 

t o " D e monstration," " R e l a t i n g a Past I n c i d e n t , " "Teaching," 

and, f i n a l l y , i n t o t o t a l i m p r o v i s a t i o n w i t h t h e group j o i n ­

i n g i n t h e scene, speaking o n l y i n g i b b e r i s h . 

"Permissiveness" i s a n o t h e r i m p r o v i s a t i o n d i s c u s s e d 

by Lee S t r a s b e r g . 
The a c t o r chooses any speech o r monologue. He 
says t o h i m s e l f 'I'm g o i n g t o s i t and work w i t h 
these words.' He does n o t p r e p a r e how he i s 
g o i n g t o say t h e words. He does n o t w o r r y 
whether o r n o t he w i l l g e t e m o t i o n a l . The 
purpose i s t o see whether o r n o t t h e a c t o r 
w i l l p e r m i t whatever he i s r e a l l y t h i n k i n g t o 
come i n t o t h e words. The e x e r c i s e i s designed 
t o make t h e i n s t r u m e n t c o m p l e t e l y f r e e t o 
respond t o whatever impulses are f e d i n t o 
i t . And s i n c e t h e impulses i n t h e e x e r c i s e s ^ 
are spontaneous, t h e y may go i n any d i r e c t i o n . 

By a l l o w i n g h i s mind t o work on t h e words, t h e a c t o r may 

f i n d a newness and r e a l i t y w h i c h c o u l d o t h e r w i s e n o t be 

r e a l i z e d . O f t e n t h e o r i g i n a l and, perhaps, u n i m a g i n a t i v e 

response t o t h e i n i t i a l c o n t a c t w i t h t h e s c r i p t i s t h e f i n a l 

response a l s o . I t would d e f i n i t e l y be b e t t e r t o e x p l o r e 

p o s s i b i l i t i e s and t h e n choose one i n s t e a d o f b e i n g s a t i s ­

f i e d w i t h t h e f i r s t t h i n g t h a t comes a l o n g . Even i f t h e 

i n i t i a l response i s t h e one d e c i d e d on, t h e a c t o r has had 

an o p p o r t u n i t y t o e x p l o r e h i s i n s t r u m e n t and, perhaps, come 
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across some i d e a t h a t c o u l d be u s e f u l l a t e r i n r e h e a r s a l . 

An e x e r c i s e t h a t r e q u i r e s two p l a y e r s ' c o - o p e r a t i o n 
32 

i s " R e l a t i n g an I n c i d e n t . " One p l a y e r r e l a t e s a s t o r y 

t o h i s p a r t n e r who the n r e p e a t s t h e same s t o r y , t h i s t i m e 

adding s p e c i f i c c o l o r s t o t h e nouns mentioned. The POC i s 

t o see t h e s t o r y i n s p e c i f i c c o l o r s as i t i s b e i n g t o l d . 

Eye c o n t a c t i s i m p o r t a n t here and a d e f i n i t e development i n 

r e l a t i o n s h i p s between p l a y e r s can e v o l v e f r o m t he game. 

A f o l l o w - u p t o t h e p o s s i b l e problem o f eye c o n t a c t , 

which can be a d i f f i c u l t t a s k f o r any p l a y e r , i s t h e e x e r -
33 

c i s e , "Eye C o n t a c t . " A p l a y e r goes i n f r o n t o f t h e group 

and must s e l l , t e a c h , o r demonstrate something w i t h t h e POC 

b e i n g t o make eye c o n t a c t w i t h each member o f t h e audience. 

The use o f d i r e c t eye c o n t a c t w i l l l a t e r serve t o s t r e n g t h e n 

scenes and make p l a y e r s l e s s i n h i b i t e d i n d e v e l o p i n g p r o p e r 

stage r e l a t i o n s h i p s . 
34 

" S i n g i n g D i a l o g u e " i s an o t h e r u s e f u l e x e r c i s e i n 

f r e e i n g word p a t t e r n s and a l s o g e t t i n g t h e a c t o r t o e x p l o r e 

h i s range o f sounds c a p a b i l i t i e s . One, two, o r more p l a y e r s 

are t o s i n g t h e d i a l o g u e i n s t e a d o f speaking i t . I t i s n o t 

necessary t o have a good s i n g i n g v o i c e b u t merely t o want 

t o e x p l o r e a l l aspects o f v o i c e p r o d u c t i o n p o s s i b i l i t i e s . 

The "Three Word I m p r o v i s a t i o n " i s ano t h e r i m p r o v i s a ­

t i o n d e s c r i b e d by Lee S t r a s b e r g . 
The t h r e e word i m p r o v i s a t i o n i s u s u a l l y done 
w i t h two pe o p l e . They are g i v e n t h r e e words 
and a minute o f t i m e . They go o f f , and i n 
t h a t m i n u t e , n o t o n l y must t h e y choose a 
b a s i c s i t u a t i o n b u t t h e y must a l s o g i v e t o 
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t h e t h r e e words i n t e r e s t i n g and unusual mean­
i n g s w h i c h are t o t a l l y d i f f e r e n t f r o m t h e i r 
o r d i n a r y ones. Then t h e y come back on t h e 
stage and a c t o u t t h e s i t u a t i o n . . . The 
whole p o i n t i s t o l e a r n t o see b e h i n d words, 
t o l e a r n n o t t o t h i n k o f words as a s a f e ­
guard, b u t always t o l o o k f o r i m a g i n a t i v e 
comprehension which w i l l e x t e n d t h e a c t o r ' s 
own avenue o f t h i n k i n g . 

I m a g i n a t i v e comprehension i s i m p o r t a n t i n g e t t i n g across 

t o t h e o f t e n p l a c i d audience t h e r e a l i t y and importance o f 

the spoken words. Stock c h a r a c t e r i z a t i o n s coming from s t o c k 

comprehension are t o o o f t e n seen i n performance. I t i s t h e 

i m a g i n a t i v e development o f a r o l e and an e n t i r e p l a y t h a t 

i s needed t o b r i n g about a s t r e n g t h i n t h e a c t i n g company 

as w e l l as a new s t r e n g t h i n t h e a t r e . 
3 6 

" S t o r y B u i l d i n g " i n v o l v e s f o u r o r more p l a y e r s . 

The f i r s t p l a y e r s t a r t s a s t o r y and a n o t h e r p l a y e r must 

p i c k up t h e s t o r y as t h e l e a d e r s i g n a l s f o r t h e p r e c e d i n g 

p l a y e r t o s t o p and the n e x t p l a y e r t o s t a r t . The s t o r y con­

t i n u e s u n t i l i t reaches a n a t u r a l end o r t h e l e a d e r s i g n a l s 

a s t o p . P l a y e r s must l i s t e n t o each o t h e r and be ready t o 

s t e p i n a t anytime w i t h t h e s t o r y . I n t e r e s t i n g v a r i a t i o n s 

can be worked o u t w i t h t h i s i m p r o v i s a t i o n which m i g h t r e l a t e 

d i r e c t l y t o t h e p l a y b e i n g r e h e a r s e d . T h i s e x e r c i s e i s 

b e n e f i c i a l t o use i f t h e c a s t i s h a v i n g d i f f i c u l t y w o r k i n g 

t o g e t h e r and a l s o p r o v i d e s p r a c t i c e i n b u i l d i n g from a n o t h e r 

person's i d e a s . 

The f o l l o w i n g e x e r c i s e s are used f o r e l i c i t i n g and 

f r e e i n g t h e emotions. C a r e f u l t h o u g h t s h o u l d be used b e f o r e 

a t t e m p t i n g some o f th e s e . They d e f i n i t e l y s h o u l d be r e s e r v e d 
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f o r some o f t h e l a t e r r e h e a r s a l s i n t h e f i r s t r e h e a r s a l 

p e r i o d . 
37 

" S i l e n t Scream" xnv o l v e s t h e e n t i r e group and i s 

used t o g e t t h e p l a y e r s t o f e e l emotion p h y s i c a l l y . The 

group i s t o l d t o scream w i t h o u t making a sound, t h a t i s , 

t o scream w i t h t h e i r e n t i r e body. When t h e y are t o t a l l y 

i n v o l v e d i n t h e scream, s i d e coach t o "scream o u t l o u d . " 

The response w i l l be d e a f e n i n g and serves t o g i v e t h e 

p l a y e r s a s t r o n g and d i r e c t e x p e r i e n c e t o r e c a l l . 
3 8 

" P e e l i n g o f Death" i s an e x e r c i s e which can r e a l l y 

reach i n t o t h e p l a y e r s and g e t them i n v o l v e d i n an u n f a m i l i a r 

s t a t e . The POC i s t o d i s c a r d t h e f e e l i n g o f b e i n g a l i v e and 

accept dea t h . T h i s i s achieved by t h e d i r e c t o r s i d e coach­

i n g , i n s t e p s , t o d i s c a r d (1) t h e one needed person o r 

persons, (2) one l i v i n g f a c u l t y o f t h e body, (3) one l i v i n g 

p o i n t o f t h e body, (4) a room w i t h a l l t h e i r p o s s e s s i o n s , 

and (5) t h e w o r l d and why i t m a t t e r s . T h i s e x e r c i s e can be 

r e v e r s e d t o e x p l o r e t h e " F e e l i n g o f L i v i n g " and p r o b a b l y 

s h o u l d be done a f t e r t h e " F e e l i n g o f Death," u n l e s s t h e 

d i r e c t o r wants t h i s s t a t e o f mind t o c o n t i n u e i n t o t h e r e ­

h e a r s a l . A l t h o u g h t h i s e x e r c i s e can be u s e f u l i n a s p e c i f i c 

s i t u a t i o n , i t i s a l s o e x t r e m e l y u s e f u l i n t h e process o f 

r e f i n i n g f e e l i n g and awareness. 
39 

" I n a b i l i t y t o Move" e x p l o r e s t h e p l a y e r ' s emotions 

as he f i n d s h i m s e l f i n a s i t u a t i o n where i t i s i m p o s s i b l e 

t o move and he i s b e i n g t h r e a t e n e d by an o u t s i d e f o r c e . 

One p l a y e r , o r an e n t i r e group, can do t h i s e x e r c i s e which 
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w i l l prove t o be e f f e c t i v e i n g e t t i n g across t h e i d e a t h a t 

a c t i o n does n o t n e c e s s a r i l y mean o v e r t movement, b u t can 

a l s o mean t h e i n n e r f e e l i n g s t h a t are p h y s i c a l i z e d by t h e 

p l a y e r s . T h i s e x e r c i s e p r o v i d e s t h e p o s s i b i l i t y f o r 

d e l v i n g i n t o a t h e a t r e t r u t h t h a t i s d i f f i c u l t t o p u t i n t o 

p r a c t i c e ; t h a t i s , t h a t t h e i n n e r f e e l i n g s are as i m p o r t a n t 

as t h e o u t e r a c t i o n as l o n g as t h e f e e l i n g s can be communi­

c a t e d t o an audience. T h i s e x e r c i s e , as w e l l as o t h e r 

r e l a t e d ones, m i g h t be u s e f u l i n b r i n g i n g t o t h e s u r f a c e 

the i n n e r f e e l i n g s o f t h e i n d i v i d u a l a c t o r . 
40 

The "Emotion Game" i s s i m i l a r t o t h e " O r i e n t a t i o n 

Game" b u t c e n t e r s on a s p e c i f i c emotion. One p l a y e r s t a r t s 

t h e game by becoming i n v o l v e d i n a d i s a s t e r , an a c c i d e n t , 

h y s t e r i a , o r some e m o t i o n - f i l l e d moment. The o t h e r p l a y e r s 

may j o i n i n as d e f i n i t e c h a r a c t e r s and p l a y t h e scene. T h i s 

e x e r c i s e i s u s e f u l f o r w o r k i n g w i t h crowd scenes s i n c e i t 

g e t s everyone i n v o l v e d and a c t i v e l y p a r t i c i p a t i n g . 
41 

The " C o n f l i c t Game" i s s i m i l a r t o t h e "Emotion 

Game" b u t s t a r t s w i t h two p l a y e r s who agree on a c o n f l i c t 

and t h e n p r e s e n t i t , a l l o w i n g o t h e r p l a y e r s t o j o i n i n as 

d e f i n i t e c h a r a c t e r s . The same b e n e f i t s d e r i v e as from t h e 

two p r e c e d i n g e x e r c i s e s and, t h e r e f o r e , are u s e f u l b o t h i n 

g e n e r a l i m p r o v i s a t i o n s as w e l l as t h e i m p r o v i s a t i o n s i n c o r ­

p o r a t e d f o r s p e c i f i c scenes. 

Two o t h e r games t h a t d e a l w i t h emotions are t h e "Cry­

i n g Game" and t h e "Laughing Game." I n t h e " C r y i n g Game" t h e 

group merely s i t s around, t h i n k i n g o f a sad e x p e r i e n c e o r 
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happening i n t h e i r l i v e s . The POC i s on c r y i n g . A g r e a t 

d e a l o f s i d e coaching w i l l be needed i n t h i s e x e r c i s e s i n c e 

r e c a l l i s e s s e n t i a l t o t h e game. I n t h e "Laughing Game" 

th e group l i e s on t h e f l o o r w i t h t h e f i r s t person's head 

on t h e n e x t person's stomach, c o n t i n u i n g w i t h t h e e n t i r e 

group. La u g h t e r w i l l b e g i n f a i r l y q u i c k l y and w i l l con­

t i n u e i n t o an u n c o n t r o l l a b l e s i t u a t i o n . Both e x e r c i s e s 

are u s e f u l f o r e x e r c i s i n g t h e c a p a c i t y t o laugh and c r y 

and are a frame o f r e f e r e n c e f o r s i t u a t i o n s which may l a t e r 

a r i s e r e q u i r i n g these two f e e l i n g s . 

The f o l l o w i n g games and e x e r c i s e s s h o u l d be used 

to w a r d t h e end o f t h e f i r s t r e h e a r s a l p e r i o d s i n c e t h e y can 

serve as s p e c i f i c work c o n c e r n i n g t h e p l a y b e i n g r e h e a r s e d . 

T h e i r use, though, s h o u l d n o t be l i m i t e d t o s p e c i f i c p r o b ­

lems s i n c e t h e i r f l e x i b i l i t y w i l l make them a p p r o p r i a t e i n 

many s i t u a t i o n s . 
42 

The "Where Game" i s s i m i l a r t o t h e " O r i e n t a t i o n 

Game," o n l y now t h e p l a y e r who s t a r t s s e t s up a s p e c i f i c 

p l a c e by pantomiming t h e use o f o b j e c t s and t h e o t h e r p l a y e r s 

j o i n him i n t h i s p l a c e by r e l a t i n g t o t h e environment i n some 

way. A t f i r s t g l a n c e t h i s seems t o be a v e r y l i m i t e d game 

i f t h e p l a y o n l y r e q u i r e s one "Where." F u r t h e r e x a m i n a t i o n , 

though, w i l l show t h a t a w e a l t h o f background m a t e r i a l can 

be g a i n e d by t h e a c t o r ' s e x p l o r i n g t h e "Where's" t h a t s u r ­

round t h e c h a r a c t e r ' s l i f e . Work on q u i c k c h a r a c t e r 

sketches can a l s o be accomplished i n t h e "Where Game" and 
43 

can be e x p l o r e d more f u l l y i n t h e "Who Game." 
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The "Who Game" i n v o l v e s two p l a y e r s . The f i r s t 

p l a y e r i s s e a t e d on stage when th e second p l a y e r e n t e r s 

w i t h a d e f i n i t e p r e - p l a n n e d c h a r a c t e r r e l a t i o n s h i p i n mind. 

The f i r s t p l a y e r must d i s c o v e r who t h e second p l a y e r i s by 

t h e way t h e second p l a y e r r e l a t e s t o t h e f i r s t p l a y e r . 

The POC i s t o "communicate r e l a t i o n s h i p (Who) w i t h o u t t e l l -
44 

i n g a s t o r y . " Quick t h i n k i n g and e x p l o r a t i o n o f r e l a t i o n ­

s h i p s can be examined i n t h i s e x e r c i s e as w e l l as h a v i n g 

t h e p l a y e r s g a i n i n s i g h t i n t o t h e many f a c e t e d w o r l d o f 

c h a r a c t e r b u i l d i n g . The i n s t a n t a n e o u s response can o f t e n 

p r o v i d e an u n d e r s t a n d i n g t h a t a g r e a t d e a l o f i n t e l l e c t u a l ­

i z i n g may f a i l t o a c c o m p l i s h . 
45 

" E x p l o r a t i o n o f L a r g e r Environment" i n v o l v e s two 

o r more p l a y e r s and s t a r t s by t h e d i r e c t o r s u g g e s t i n g t h e 

environment around which a d e f i n i t e "Where" i s t o be used. 

The environment may be s p e c i f i c o r g e n e r a l and t h e POC i s t o 

r e l a t e d i r e c t l y t o the l a r g e r environment. The p l a y e r s 

s h o u l d see what i s around them and use t h i s environment as 

s p e c i f i c "Who's" i n a s i t u a t i o n . A g e n e r a l use o f t h e 

environment t h a t would i n v o l v e a l l p l a y e r s would p r o b a b l y 

be u s e f u l as a s t a r t i f t h e p l a y e r s have d i f f i c u l t y w i t h 

t h e problem. T h i s game c o u l d h e l p t h e p l a y e r s e s t a b l i s h a 

f e e l i n g f o r what i s around them by a l l o w i n g them t o become 

f a m i l i a r w i t h t h e e nvironment. The lessons l e a r n e d may 

c a r r y over i n t o f i l l i n g t h e i r stage environment and n o t 

a l l o w i n g any dead space around them. 
46 

"What's Beyond" works on the problem o f e s t a b l i s h -



43 

i n g where t h e a c t o r i s coming from b e f o r e he goes on stage 

and where he i s g o i n g a f t e r he leaves t h e s t a g e . The s i n g l e 

p l a y e r i s t o walk across t h e stage w i t h no o t h e r a c t i o n 

t h a n i s necessary t o communicate where he was o r where he 

i s g o i n g . As an a i d , t h e d i r e c t o r can suggest t h a t t h e 

stage i s t h e h a l l w a y l e a d i n g t o and f r o m rooms. Reference 

t o t h i s e x e r c i s e may be u s e f u l l a t e r i f d i f f i c u l t i e s a r i s e 

c o n c e r n i n g e s t a b l i s h i n g t h e r e a l i t y o f what i s beyond the 

a c t i n g area. O f t e n a c t o r s l o o k as i f t h e y are coming from 

and g o i n g t o t h e wings on e n t r a n c e s and e x i t s . T h i s e x e r ­

c i s e may show a need f o r e s t a b l i s h i n g a r e a l i t y beyond t h e 

p l a y i n g area and h e l p by g i v i n g t he a c t o r p r a c t i c e i n what 

i s beyond t h a t area. 
47 

" E x c u r s i o n i n t o t h e I n t u i t i v e " i s d e s c r i b e d as "an 
48 

exp e r i m e n t i n d r a m a t i c t e n s i o n w i t h o u t b e n e f i t o f c o n t e n t . " 
Students s i t on c h a i r s . I n s t r u c t them t o s i t as 
i f t h e i r l e g s grew s t r a i g h t down from t h e i r 
b u t t o c k s . T h i s w i l l g i v e a r e l e a s e d , s t r a i g h t 
l i n e t o t h e s p i n e . T h e i r s h o u l d e r s s h o u l d be 
f r e e o f t e n s i o n , and t h e i r hands s h o u l d r e s t 
on t h e i r t h i g h s . Everyone i s t o c o n c e n t r a t e 
on a s l i g h t h i s s i n g sound on t h e e x h a l a t i o n . 
Eyes open, t h e y s i t l o o k i n g on t h e sta g e . 
They are t o f o r c e n o t h i n g and t o t h i n k o f 
n o t h i n g . When and i f anyone f e e l s t h e urge 
t o go up on stage and do something, he i s t o 
do so. 49 

I t s h o u l d be c l e a r t h a t t h e e x e r c i s e does n o t need t o develop 

i n t o a scene, b u t t h a t p l a y e r s s h o u l d do what t h e y f e e l l i k e 

d o i n g . A f t e r a p l a y i n g , a l i t e r a l t h r e a d may be woven i n t o 

t h e e x e r c i s e and t h e s t o r y can be r e p e a t e d w i t h o u t t h e p r e ­

l i m i n a r y p r e p a r a t i o n . T h i s e x e r c i s e can be a w o r t h w h i l e 
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means o f e x p l o r i n g s i l e n c e on stage as w e l l as t h e power 

o f d o i n g what someone f e e l s l i k e d o i n g . 

"Seeing t h e W o r d " ^ i s an e x e r c i s e t h a t develops t h e 

a c t o r ' s p e r c e p t i o n o f what he i s t a l k i n g about and h e l p s t o 

produce a n a t u r a l n e s s i n v o i c e and body because t h e POC i s 

on t h e environment b e i n g d e s c r i b e d and n o t t h e words them­

s e l v e s . A s i n g l e a c t o r goes on stage and d e s c r i b e s an e x p e r i ­

ence he has had. As he i s t a l k i n g , t h e d i r e c t o r s i d e coaches 

him t o c o n c e n t r a t e on t h e c o l o r s , sounds, h i s f e e l i n g s , aid 

so f o r t h , and, a t t h e same t i m e , c o n t i n u e t h e n a r r a t i v e . 

T his e x e r c i s e i s u s e f u l t o t h e a c t o r w i t h a l o n g monologue 

s i n c e by s e e i n g t h e words, he p r o j e c t s a more v i v i d and r e a l 

image t o h i s audience. 
51 

"Hold I t ! A and B" r e q u i r e s f o u r o r more p l a y e r s . 

Each p l a y e r i s t o s i t on stage and g i v e a s h o r t s t a t e m e n t 

c o n c e r n i n g a f e e l i n g o r t h o u g h t . W i t h each s t a t e m e n t t h e 

p l a y e r s h o u l d work f o r a d e f i n i t e p h y s i c a l e x p r e s s i o n w i t h 

h i s e n t i r e body. When a l l t h e p l a y e r s have t h i s e x p r e s s i o n , 

the d i r e c t o r s h o u l d s t a r t a s e r i e s o f s h o r t scenes which 

would i n v o l v e a l l t h e a c t o r s as d e f i n i t e c h a r a c t e r s . The 

a c t o r ' s POC i s t o m a i n t a i n t h e o r i g i n a l p h y s i c a l e x p r e s s i o n 

t h r o u g h o u t t h e scene. One s u g g e s t i o n on t h e s e r i e s o f scenes 

i s t o s t a r t w i t h c h i l d h o o d and move g r a d u a l l y t o o l d age i n 

a s e r i e s o f f i v e o r s i x s t e p s . Since a t t i t u d e s t o w a r d o t h e r s 

are o f t e n shown w i t h p h y s i c a l e x p r e s s i o n s , t h i s e x e r c i s e can 

p o i n t up t h i s f a c t w i t h d r a m a t i c e f f e c t i v e n e s s w h i l e a t t h e 

same ti m e p r o v i d i n g a r i c h source o f f u r t h e r p r a c t i c e i n 
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c h a r a c t e r r e l a t i o n s h i p s , p r a c t i c e w i t h d i a l o g u e , and scene 

b u i l d i n g . 

One o f th e most d i f f i c u l t problems f a c e d by young 

a c t o r s , and many o l d e r a c t o r s , i s t h a t o f p h y s i c a l c o n t a c t . 
52 

The "Contact E x e r c i s e " i s a means o f s o l v i n g t h i s problem. 

Two p l a y e r s agree on "Who," "What," and "Where." Each 

a c t o r i s t o to u c h t h e o t h e r a c t o r when he o r i g i n a t e s some 

d i a l o g u e . Non-verbal communication such as w h i s t l e s , s i g h s ^ 

and humming can be perf o r m e d w i t h o u t c o n t a c t . I f t h e r e i s 

no c o n t a c t , t h e r e cannot be any d i a l o g u e . The d i r e c t o r 

s i d e coaches by c a l l i n g "Contact" when d i a l o g u e has been 

used and no c o n t a c t has been made. The POC i s " t o make new 
d i r e c t p h y s i c a l c o n t a c t w i t h each new t h o u g h t o r phrase o f 

53 
d i a l o g u e . " P h y s i c a l c o n t a c t between c h a r a c t e r s o f t e n shows 

r e l a t i o n s h i p s . The e f f e c t i v e n e s s o f t h i s means o f communi­

c a t i n g r e l a t i o n s h i p s v e r y o f t e n r e s t s on th e n a t u r a l n e s s o f 

th e c o n t a c t . B e l i e f i n t h e meaning and r e a l n e s s o f a hand­

shake o r an embrace i s as i m p o r t a n t as b e l i e f i n t h e meaning 

o f a spoken l i n e . The "Contact E x e r c i s e , " t h e r e f o r e , o f f e r s 

a good means o f e x p l o r i n g t h i s f orm o f communication. 
54 

" S i l e n t Tension" i s p l a y e d by two o r more a c t o r s . 

The problem i s t o communicate "Where," "Who," and "What" 

t h r o u g h s i l e n c e s i n c e t h e t e n s i o n between t h e p l a y e r s i n t h e 

scene i s so s t r o n g t h a t t h e y are unable t o speak. Co n t a c t 

and i n t e n s e i n v o l v e m e n t are n e c e s s i t i e s i f t h e problem i s 

t o be s o l v e d . From c o n t a c t and i n v o l v e m e n t t h e p l a y e r g a i n s 

i n s i g h t i n t o what i s needed t o f u l l y develop c h a r a c t e r r e l a -
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t i o n s h i p s . O b v i o u s l y n o t a l l scenes r e q u i r e " S i l e n t Ten­
s i o n , " b u t many c r u c i a l scenes do and t h i s e x e r c i s e i s one 

way t o make those scenes s u c c e s s f u l . 
55 

"Two Scenes" i s a s l i g h t l y more i n v o l v e d s e r i e s 

o f e x e r c i s e s w h i c h can l e a d t o many b e n e f i t s . "Two Scenes" 

r e q u i r e s g i v e and t a k e between p l a y e r s and, t h e r e f o r e , g e t s 

i n t o t h e r e a l m o f l e a r n i n g how t o h o l d and share scenes. 

I n t h e f i r s t e x e r c i s e f o u r p l a y e r s are s u b - d i v i d e d i n t o two 

teams. Each team t h e n s e t s up a s p e c i f i c "Who" and "What" 

w i t h t h e "Where" b e i n g m u t u a l l y agreed on by b o t h teams. 

N e i t h e r team ever g e t s i n v o l v e d w i t h what t h e o t h e r team i s 

s a y i n g o r d o i n g . Both teams b e g i n a t t h e same ti m e and when 

t h e d i r e c t o r c a l l s o u t t h e name o f one team, t h a t team t a k e s 

t h e scene and becomes t h e focus on s t a g e . The o t h e r team 

must s t o p v i s u a l and v o c a l a c t i v i t y and g i v e t h e scene t o 

t h e o t h e r team. " G i v i n g " does n o t mean f r e e z i n g s i n c e t h e 

team t h a t i s g i v i n g does n o t d i s c o n t i n u e i t s r e l a t i o n s h i p 

b u t s i m p l y moves o u t o f t h e f o c u s . Using "Give" i s t h e 

second e x e r c i s e i n t h e s e r i e s and i n v o l v e s t h e teams g i v i n g 

t h e i r f o cus t o each o t h e r when th e y are t o l d and n o t j u s t 

f a d i n g o u t o f t h e p i c t u r e as i n "Give and Take." Using "Take" 

has t h e teams t a k e the focus f r o m each o t h e r . T h i s e x e r c i s e 

can end up as a s h o u t i n g match and p r o b a b l y w i l l a t f i r s t . 

But i f t h e d i r e c t o r i s p e r s i s t e n t e v e n t u a l l y a new i n g e n u i t y 

i s d e v i s e d and h e i g h t e n e d i n v o l v e m e n t i s achieved. Needless 

t o say, these e x e r c i s e s are f o r advanced p l a y e r s and s h o u l d 

n o t be used t o o e a r l y i n t h e r e h e a r s a l p e r i o d . 
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5 6 
"Changing P l a c e s " i n v o l v e s any number o f p l a y e r s 

w i t h t h e POC b e i n g t o c o n s t a n t l y observe t h e o t h e r p l a y e r s . 

I n t h i s e x e r c i s e t h e a c t o r s must always be i n m o t i o n s i n c e , 

when any a c t o r moves, t h e o t h e r a c t o r s must a l s o move. 

Care must be t a k e n t o keep w i t h i n t h e framework o f the 

g e n e r a l "Who—What—Where" t h a t has been s e t up and t h e 

d i r e c t o r s h o u l d e v a l u a t e whether t h e movement was j u s t i f i e d 

and i m a g i n a t i v e . I n t e n s e c o n c e n t r a t i o n on the o t h e r p l a y e r s 

i s necessary i n t h i s e x e r c i s e and w i l l prove t o be r e w a r d i n g 

i n t he f l u i d n e s s and n a t u r a l n e s s which w i l l develop i n t h e 

a c t o r ' s movements. T h i s e x e r c i s e i s e s p e c i a l l y good f o r use 

w i t h l a r g e crowd scenes s i n c e i t i n v o l v e s everyone and can 

h e l p g i v e r e a l i t y t o t h e many people on s t a g e . 

" T r a n s f o r m a t i o n s " are perhaps t h e most c h a l l e n g i n g 

i m p r o v i s a t i o n s t o be a t t e m p t e d by a group. A t r a n s f o r m a t i o n 

i n v o l v e s t h e changing o f one o b j e c t i n t o a n o t h e r o b j e c t o r 

one c h a r a c t e r i n t o a n o t h e r c h a r a c t e r w i t h o u t any p r e p a r a t i o n . 

I n o t h e r words, t h e o b j e c t o r t h e person changes on i t s own 

t h r o u g h t h e powers o f c o n c e n t r a t i o n . A t r a n s f o r m a t i o n o f a 

c h a r a c t e r i s "a s h i f t i n g , f l u i d movement w i t h i n a p l a y by 
57 

w h i c h a c t o r s change from r o l e t o r o l e w i t h o u t t r a n s i t i o n . " 
5 8 

I n t h e " T r a n s f o r m a t i o n o f O b j e c t s " a p l a y e r f i r s t c r e a t e s 

an o b j e c t t h r o u g h pantomime and t h e n passes t h i s o b j e c t on 

t o t h e n e x t p l a y e r . T h i s p l a y e r , t h e n , handles t h e o b j e c t 

u n t i l i t changes i n h i s hands. He t h e n passes i t on. I f 

t h e o b j e c t does n o t change, he passes i t on anyway. No 
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scene i s developed from t h i s e x e r c i s e , b u t i t i s p o s s i b l e 

f o r p l a y e r s t o c r e a t e a c o n t i n u o u s f l o w o f o b j e c t s between 

them. T r a n s f o r m a t i o n o f c h a r a c t e r s i n v o l v e s a l i t t l e more 

work, b u t i s f u n and r e w a r d i n g t o e x p e r i e n c e . The e a s i e s t 

way t o b e g i n t h i s e x e r c i s e i s f o r two p l a y e r s t o s t a r t a 

scene, and f o r t h e d i r e c t o r t o c a l l "Change" whenever he 

f e e l s l i k e i t . E v e n t u a l l y changes w i l l come spontaneously 

and f r o m w i t h i n t h e person. A l t h o u g h perhaps n o t d i r e c t l y 

u s e f u l i n most p l a y s , t r a n s f o r m a t i o n s do serve t o sharpen 

t h e a c t o r ' s body and mind and h e l p e x p l o r e u n r e a l i z e d capa­

b i l i t i e s w i t h i n t h e a c t o r . 

The p r e c e d i n g games and e x e r c i s e s cover a wide range 

o f s i t u a t i o n s and problems t h a t may be enc o u n t e r e d i n t h e 

f i r s t r e h e a r s a l p e r i o d . A t t h e d i r e c t o r ' s d i s c r e t i o n , t h e 

group can move i n t o t h e second and t h i r d phases o f r e h e a r s a l 

which w i l l r e q u i r e more s p e c i f i c i m p r o v i s a t i o n s t o s o l v e t h e 

problems found i n t h e s c r i p t b e i n g worked on. 

I t s h o u l d be p o i n t e d o u t t h a t t h e games and e x e r c i s e s 

b e i n g d i s c u s s e d are n o t n e c e s s a r i l y t h e o n l y t e c h n i q u e s t h a t 

s h o u l d be employed i n r e h e a r s a l . A d i s c r i m i n a t i n g d i r e c t o r 

s h o u l d choose h i s r e h e a r s a l m a t e r i a l and ideas a c c o r d i n g t o 

h i s needs. The games and e x e r c i s e s s h o u l d o n l y f o r m p a r t o f 

t h e t o t a l r e h e a r s a l p i c t u r e . I m p r o v i s a t i o n s are t o o l s i n 

d i r e c t i n g t h e p l a y and s h o u l d be t h o u g h t o f as p o s s i b l e , b u t 

n o t e x c l u s i v e , means t o reach t h e end--the p o l i s h e d , s a t i s ­

f y i n g performance. 
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CHAPTER IV 

FOUR PLAYS 

The f o l l o w i n g s e c t i o n o f t h i s paper w i l l d e a l w i t h 

i m p r o v i s a t i o n s t h a t can be employed i n d i r e c t i n g f o u r 

s p e c i f i c p l a y s o f g r e a t l y v a r y i n g n a t u r e s . No a t t e m p t w i l l 

be made t o g i v e an i n t e n s i v e and e x h a u s t i v e t r e a t m e n t o f 

the t o t a l d i r e c t o r i a l p a t t e r n t o be f o l l o w e d , b u t sugges­

t i o n s w i l l be made which s h o u l d t o u c h o f f sparks o f r e c o g ­

n i t i o n i n t h e c r e a t i v e d i r e c t o r and g i v e him impetus t o 

t a k e o f f on h i s own e x c i t i n g i m p r o v i s a t i o n a l p a t h . F u r t h e r ­

more, t h e i m p r o v i s a t i o n s used f o r one p l a y can e a s i l y be 

used w i t h o t h e r p l a y s s i n c e , v e r y o f t e n , an i m p r o v i s a t i o n 

i s n o t l i m i t e d e x c e p t by t h e d i r e c t o r ' s i m a g i n a t i o n . 

I n w o r k i n g d i r e c t l y w i t h t h e p l a y ' s t e x t , Hodgson 

and R i c h a r d f e e l : 

B a s i c a l l y , we need t o approach i m p r o v i s a t i o n and 
t h e t e x t w i t h a number o f q u e s t i o n s . 

I . What does t h e c h a r a c t e r do when he i s 
alone? 

I I . What does he do when he i s w i t h o t h e r s ? 
I I I . What does he say when he i s alone? 
IV. What does he say when he i s w i t h o t h e r s ? 
V. What do o t h e r s say about him? 

V I . How do o t h e r s t r e a t him? , 
V I I . How does he g e n e r a l l y respond t o o t h e r s ? 

A c t u a l l y t h e r e i s n o t h i n g d i f f e r e n t i n t h i s approach s i n c e 

t h i s b a s i c scheme i s suggested under many d i f f e r e n t names 
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by many d i f f e r e n t p e o p l e . What i s d i f f e r e n t , and i m p o r t a n t , 

i s t h e means o f f i n d i n g answers t o these q u e s t i o n s . The 

i m p r o v i s a t i o n a l d i r e c t o r w i l l work w i t h t h e q u e s t i o n s , n o t 

merely by i n t e l l e c t u a l i z i n g and v e r b a l i z a t i o n , b u t by draw­

i n g on t h e p h y s i c a l and e m o t i o n a l storehouse i n h e r e n t i n 

every human b e i n g . 

Going f u r t h e r , Hodgson and R i c h a r d e x p l a i n i n v e r y 

c l e a r and s u c c i n c t terms a way o f approaching t he t e x t 

t h r o u g h i m p r o v i s a t i o n : 

I r r e s p e c t i v e o f s i z e o f c h a r a c t e r i n e i t h e r 
l i n e s o r moments o f appearance, t he t r e a t m e n t 
i s a s i m i l a r one. We, f i r s t o f a l l , g a t h e r a 
f a i r amount o f d e t a i l f r o m t h e t e x t and t h e n 
work on i t i n i m p r o v i s e d form i n b o t h t he 
a c t u a l s i t u a t i o n s from t h e p l a y and imagined 
ones. These w i l l send groups back t o t h e t e x t 
f o r f u r t h e r u n d e r s t a n d i n g so t h a t t h e b u i l d i n g 
o f c h a r a c t e r s i s based on t h e accuracy and 
c l a r i t y o f i m p r o v i s e d work. The c h a r a c t e r i z a ­
t i o n w i l l c o n t i n u e t o grow and w i l l remain 
a l i v e w h i l e t h e a c t o r keeps f e e l i n g and 
t h i n k i n g and t h i n k i n g and f e e l i n g . 2 

A d i r e c t o r , t h e n , a f t e r t h e i n i t i a l phase o f e x p l o r a t o r y 

i m p r o v i s a t i o n w i t h h i s group, delves i n t o t h e t e x t and 

d e v i s e s , w i t h t h e group, e x e r c i s e s and i m p r o v i s a t i o n s t h a t 

g i v e t h e p l a y e r s a deeper u n d e r s t a n d i n g o f what needs t o be 

done. Spur o f t h e moment as w e l l as p r e - p l a n n e d i m p r o v i s a ­

t i o n s are v i t a l and necessary s i n c e t h e y p r o v i d e t h e p l a y e r s 

w i t h t h e enthusiasm t o r e t u r n t o t h e t e x t f o r f u r t h e r c l a r i ­

f i c a t i o n . I t i s i m p o r t a n t , though, t h a t t h r o u g h t h i s l o n g 

process t h e f i n a l g o a l be k e p t i n s i g h t , t h a t i s , a s a t i s f y ­

i n g and r e w a r d i n g p r o d u c t i o n f o r b o t h audience and a c t o r 
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a l i k e . P e r s o n a l whims cannot be c a t e r e d t o and t h e g l o r i f i ­

c a t i o n o f one person above the o t h e r s cannot be a l l o w e d . 

The p r o d u c t i o n i s t h e t h i n g and e v e r y t h i n g f o l l o w s a f t e r 

t h a t . 

A n t i g o n e 

A n t i g o n e by Sophocles i s a p l a y which o f f e r s a 

d i r e c t o r t h e chance t o e x p l o r e t h e t o t a l concept o f t r a g i c 

drama. I t i s a p l a y t h a t poses d i s t i n c t problems i f a 

d i r e c t o r i s t o f o l l o w t h e d i c t a t e s o f a " l a r g e r t h a n l i f e " 

drama. Ex p e r i e n c e d a c t o r s are f a m i l i a r w i t h the r e a l i s t i c 

p l a y and t h e e x a g g e r a t i o n o f f a r c e and h i g h comedy. The 

problem l i e s i n how t o go beyond t h i s t o achieve the s t a t u r e 

t h a t a Greek t r a g e d y deserves. Costuming and masks w i l l 

h e l p , b u t i t i s t h e a c t i n g t h a t must c a r r y t h e p r o d u c t i o n . 

T h i s i s a major problem t h a t t h e d i r e c t o r must face and 

i m p r o v i s a t i o n s can o f f e r , a t l e a s t , a p a r t i a l s o l u t i o n . 

One d i f f i c u l t y , as w i t h most p o e t i c dramas, i s i n 

u n d e r s t a n d i n g t h e d i a l o g u e . J u s t what are t h e c h a r a c t e r s 

saying? One way t o l e s s e n t h i s troublesome problem i s f o r 

t h e c a s t t o change what i s b e i n g s a i d i n t o everyday speech. 

By p u t t i n g t h e p l a y on an everyday l e v e l , a b e t t e r u n d e r s t a n d ­

i n g o f what i s b e i n g s a i d w i l l be g a i n e d . Going a s t e p f u r ­

t h e r , a d i r e c t o r , f o r r e h e a r s a l purposes, can change the 

e n t i r e p l a y , i n t i m e , p l a c e , and s e t t i n g . Creon i s a work­

i n g man, t h e Chorus, h i s c l e r k s . P o l y n e i c e s and E t e o c l e s 

are two l a b o r e r s who have b a t t l e d over t h e r i g h t s t o 
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Creon's s t o r e . Both are dead and Creon has d e c i d e d t h a t 

E t e o c l e s s h a l l be b u r i e d w i t h f u l l C h r i s t i a n r i t e s w h i l e 

P o l y n e i c e s s h a l l r e s t i n an unmarked grave w i t h o u t the 

b e n e f i t o f a church s e r v i c e . The r e s t o f t h e p l a y can follow 

w i t h minor changes. S h o r t i m p r o v i s a t i o n s can be developed 

o r an extended i m p r o v i s a t i o n d e v i s e d w h i c h can encompass 

the e n t i r e p l a y w i t h t h e i d e a b e i n g t o g e t t o t h e r e a l 

meaning o f t h e p l a y b e f o r e a t t e m p t i n g t h e d i f f i c u l t t a s k 

o f speaking t h e l i n e s as Sophocles i n t e n d e d . A l t h o u g h r a d i ­

c a l l y s i m p l i f y i n g t h e p l a y and o n l y t r e a t i n g t h e p l o t on a 

v e r y b a s i c l e v e l , t h i s i m p r o v i s a t i o n c o u l d g e t t o t h e h e a r t 

o f t h e p l a y ' s meaning and s t r u c t u r e and prove t o be a good 

s t a r t i n g p o i n t f o r a l l t h a t w i l l be b u i l t o n t o t h e b a s i c 

f o u n d a t i o n p r o v i d e d by t h e e x e r c i s e . 

A i o t h e r i m p r o v i s a t i o n m i g h t be p l a y i n g each episode 

i n a r e a l i s t i c s t y l e w i t h i m p r o v i s e d d i a l o g u e and t h e n , 

i m m e d i a t e l y g o i n g back over t h e scene, u s i n g t h e w r i t t e n 

t e x t and l a r g e r t h a n l i f e movements. I m p r o v i s a t i o n s t h a t 

f r e e t h e body s h o u l d be employed b e f o r e any i n t e n s e e f f o r t 
3 

i s made t o b l o c k and s e t a scene. 

The Chorus has an e x t r e m e l y i m p o r t a n t and d i f f i c u l t 

p a r t i n t h e p l a y i n g o f a Greek drama. The i n d i v i d u a l s i n ­

v o l v e d must work t o g e t h e r w i t h movement and sound and n o t g e t 

i n t h e way o f t h e p l a y ' s a c t i o n w h i l e b e i n g onstage c o n t i n u -
4 

o u s l y . I m p r o v i s a t i o n i n v o l v i n g e x p l o r a t i o n o f t h e v o i c e and 

body would be e x t r e m e l y u s e f u l and, u s u a l l y , necessary f o r 
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any group. Depending on t h e d i r e c t o r ' s i d e a s about t h e 

Chorus' f u n c t i o n , movement t o music c o u l d be u s e f u l . The 

p o i n t here would be t o make t h e Chorus a u s e f u l and dynamic 

t o o l , n o t merely r e l e g a t i n g i t t o t h e s i d e l i n e s o f t h e 

a c t i o n . 

Very o f t e n i n t h e episodes two c h a r a c t e r s have an 

exchange o f words whic h r e q u i r e s a good sense o f t i m i n g and 

e n t i r e c o n t r o l o f t h e v o i c e and body. Good examples o f t h i s 

are Creon and A n t i g o n e ' s argument over t h e b u r i a l o f P o l y ­

n e i c e s and Creon and Haemon's argument c o n c e r n i n g Creon's 

d e c i s i o n t o p u n i s h A n t i g o n e . S h o r t e x e r c i s e s w i t h b r i e f 

exchanges and r a p i d l y mounting anger c o u l d be used i n r e ­

h e a r s a l f o r those scenes. 

T e i r e s i a s poses an i n t e r e s t i n g problem f o r any a c t o r 

who e n j o y s a c h a l l e n g e . Rehearsing w i t h a b l i n d f o l d m i g h t 

be one method o f g e t t i n g t h e f e e l i n g o f b l i n d n e s s . Age, 

which i s a l s o a f a c t o r i n t h i s c h a r a c t e r i z a t i o n , c o u l d be 
5 

approached by t h e i m p r o v i s a t i o n "How Old Am I ? " i n which a 

p l a y e r i s t o c o n c e n t r a t e on a c e r t a i n age and p r o j e c t t h i s 

age i n v o i c e and movement. Once a p l a y e r works p a s t t h e 

normal c l i c h e s o f age, many i n t e r e s t i n g i d eas and w o r k a b l e 

p o i n t s b e g i n t o emerge i n t o a t o t a l c h a r a c t e r i z a t i o n . 

The Messenger p r e s e n t s a s p e c i a l problem s i n c e i t i s 

h i s speech whic h must c a p t u r e and convey t h e immense t e r r i b l e -

ness o f Haemon and A n t i g o n e ' s a c t i o n . Lee S t r a s b e r g ' s im­

p r o v i s a t i o n , "Permissiveness,"^ c o u l d prove e f f e c t i v e f o r 
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t h i s e x e r c i s e , i f t h e a c t o r a l l o w s h i s f e e l i n g s t o work on 

the words, new and i n t e r e s t i n g nuances may be ach i e v e d i n 

what c o u l d be a v e r y d u l l and t r y i n g speech. 

Creon goes t h r o u g h a s e r i e s o f changes d u r i n g t h e 

p l a y w h i c h are a key t o h i s c h a r a c t e r i z a t i o n . From t h e 

haughty k i n g whom we f i n d i n t h e b e g i n n i n g o f t h e p l a y t o 

" t h i s hot-headed f o o l . . . who i s crushed beneath . . . h i s 
7 

f a t e " i s an enormous t r a n s i t i o n . An i m p r o v i s a t i o n which 

d e p i c t s t h e change m i g h t prove v a l u a b l e t o t h e a c t o r p l a y i n g 

Creon. The change i s a g r a d u a l l y speeded-up process and 

c o u l d be a c h i e v e d t h r o u g h b o t h t h e v o c a l and p h y s i c a l q u a l i ­

t i e s . An image o f a man s l o w l y c o l l a p s i n g under t h e w e i g h t 

o f h i s a c t i o n s i s one v i s u a l i z a t i o n o f t h e i m p r o v i s a t i o n 

w h i c h q u i c k l y comes t o mind. 

Each episode i n a Greek t r a g e d y f u r t h e r develops t h e 

i n e v i t a b i l i t y o f t h e c h a r a c t e r s ' f a t e . O f t e n , though, t h e 

a c t i o n i s d e s c r i b e d and n o t seen. An i m p r o v i s a t i o n w h i c h 

r e a l i z e s t h i s a c t i o n i n p h y s i c a l terms m i g h t be i m p o r t a n t t o 

the u n i f i c a t i o n and c l a r i f i c a t i o n o f a l l t he a c t i o n t h a t 

t a k e s p l a c e . Each a c t i o n s h o u l d be viewed i n t h e a c t o r s ' 

eyes and a good means t o make i t r e a l would be t o p l a y t h e 

a c t i o n o u t . An extended i m p r o v i s a t i o n c o n c e r n i n g t h e t o t a l 

a c t i o n o f t h e p l a y c o u l d f u r t h e r serve t o c l a r i f y and u n i f y 

t h e c a s t ' s t o t a l a t t i t u d e t o w a r d t h e p r o d u c t i o n . 
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Hamlet 

Hamlet by W i l l i a m Shakespeare o f f e r s a g r e a t many 

p o s s i b i l i t i e s f o r i m p r o v i s a t i o n . A d i s c u s s i o n o f Hamlet 

i n t h e i m p r o v i s a t i o n a l scheme b r i n g s up t h e p o i n t t h a t no 

m a t t e r whether t h e c a s t be made up o f p r o f e s s i o n a l s o r ama­

t e u r s , i m p r o v i s a t i o n s s t i l l have a d e f i n i t e p l a c e i n t h e 

r e h e a r s a l schedule. True, d i f f e r e n t i m p r o v i s a t i o n s would 

be used w i t h d i f f e r e n t c a s t s , b u t t h e r e i s always t h e need, 

no m a t t e r how p r o f i c i e n t t h e p l a y e r , t o d e f i n e , r e d e f i n e , 

p r a c t i c e , e x e r c i s e , and l e a r n t o d e a l w i t h t h e problems p r e ­

sented by t h e s c r i p t . I n Hamlet, w i t h background i n f o r m a ­

t i o n so p l e n t i f u l and p a s t p r o d u c t i o n s so v a r i e d , a d i r e c t o r 

has a wide c h o i c e o f p r o d u c t i o n p o s s i b i l i t i e s as a s t a r t i n g 

p l a c e f o r h i s p r o d u c t i o n . I m p r o v i s a t i o n s may p r o v i d e more 

cho i c e s f o r d e l i b e r a t i o n o r serve as means t o make t h e p r o ­

d u c t i o n an a r t i s t i c endeavor t h a t c r e a t e s i n s t e a d o f c o p y i n g , 

b e a r i n g t h e uniqueness t h a t a p a r t i c u l a r company b r i n g s t o 

a p a r t i c u l a r p r o d u c t i o n . 

I n Hamlet, as i n most g r e a t p l a y s , environment p l a y s 

an i m p o r t a n t p a r t and s h o u l d be used i n t h e r e h e a r s a l p e r i o d 

s i n c e " v e r y o f t e n we can come n e a r e r t o u n d e r s t a n d i n g an 

a u t h o r ' s aim and approach i f we can p h y s i c a l l y respond t o 

h i s t e x t i n something a k i n t o t h e c o n d i t i o n s f o r which he 
o 

was w r i t i n g . " I m p r o v i s a t i o n s i n v o l v i n g c o u r t procedure and 

c o u r t l i f e c o u l d e a s i l y be s e t up w i t h some v e r y b a s i c back­

ground m a t e r i a l . "Where" c o u l d be C l a u d i u s ' c o u r t ; "Who" 
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c o u l d be t h e s p e c i f i c c h a r a c t e r s i n t h e p l a y ; "What" c o u l d 

be any s i t u a t i o n t h a t m i g h t a r i s e i n o r o u t s i d e o f t h e 

p l a y ' s s c r i p t . The i d e a here would be t o steep t h e c a s t 

i n t h e manner o f t h e c o u r t so t h a t a b e t t e r u n d e r s t a n d i n g 

o f t h e p l a y i s a c h ieved. 

Taking t h e key s e c t i o n s i n t h e p l a y and condensing 

them i n t o a s h o r t i m p r o v i s a t i o n m i g h t serve t o b r i n g t h e 

p o w e r f u l n e s s o f t h e p l a y q u i c k l y t o t h e s u r f a c e . Changing 

the p l a y i n t o c h r o n o l o g i c a l o r d e r o r f o l l o w i n g one c h a r a c t e r 

and s e e i n g how o t h e r s a f f e c t and are a f f e c t e d by t h i s charac­

t e r may a l s o be u s e f u l . I t i s i m p o r t a n t t h a t a c a s t know 

the c h a r a c t e r s and can respond t o them i n s i d e as w e l l as o u t ­

s i d e t h e p l a y and any i m p r o v i s a t i o n s t h a t can be d e v i s e d t o 

f u r t h e r t h i s knowledge s h o u l d be employed. A l t h o u g h t h i s 

g e n e r a l i m p r o v i s a t i o n does n o t r e l a t e d i r e c t l y t o t h e t e x t , 

a c a r r y - o v e r i n a t t i t u d e s , f e e l i n g s , and u n d e r s t a n d i n g s h o u l d 

g i v e i t enough m e r i t t o be i n c l u d e d i n r e h e a r s a l s . 

Madness, whether r e a l o r f e i g n e d , o f f e r s a wide f i e l d 

f o r i m p r o v i s a t i o n a l t e c h n i q u e s . Hamlet and O p h e l i a , b o t h , 

are d i r e c t l y a f f e c t e d by madness, w h i l e everyone e l s e i n t h e 

p l a y i s i n d i r e c t l y a f f e c t e d . I m p r o v i s a t i o n s c o u l d be s e t up 

d e a l i n g w i t h madness, how i t a f f e c t s a p e r s o n , and how persons 

r e a c t t o i t . E x p l o r a t i o n i s t h e i m p o r t a n t i d e a here s i n c e 

madness can t a k e many forms and t h e more forms a d i r e c t o r and 

a c t o r have t o choose from, t h e more s a t i s f y i n g t h e f i n a l 

c h o i c e f o r performance w i l l be. 
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"Permissiveness" c o u l d be an e x c i t i n g way f o r any 

p l a y e r t o work on a s o l i l o q u y . The i m p o r t a n t p o i n t about 

t h i s i m p r o v i s a t i o n i s t h a t i t may be worked on anywhere and 

need n o t ta k e up v a l u a b l e r e h e a r s a l t i m e . 

The Ghost i s a r o l e t h a t o f f e r s a g r e a t many p o s s i ­

b i l i t i e s t o t h e d i r e c t o r and t h e a c t o r . R e a l i t y , o r l a c k 

o f i t , would be up t o t h e d i r e c t o r , b u t i t would be c e r t a i n l y 

w o r t h w h i l e t o ex p e r i m e n t w i t h t h e a c t o r ' s v o i c e and movements 

t o c r e a t e t h e d e s i r e d e f f e c t . 

One i m p r o v i s a t i o n suggested by P e t e r Brook i n The 

Empty Space would be t o t a k e two l i n e s such as "To be o r n o t 

t o be / That i s t h e q u e s t i o n , " and g i v e t e n a c t o r s one word 

each. The a c t o r s would say t h e words i n sequence and a t t e m p t 
9 

t o produce a " l i v i n g phrase" o u t o f i t . 
The purpose o f such e x e r c i s e s i s t o l e a d a c t o r s 
t o a p o i n t where i f one a c t o r does something 
unexpected b u t t r u e , t h e o t h e r s can ta k e t h i s 
up and respond on t h e same l e v e l . T h i s i s 
ensemble p l a y i n g : i n a c t i n g terms i t means 
ensemble c r e a t i o n , an awesome t h o u g h t . i ^ 

Beyond t h e p o s s i b i l i t y o f c r e a t i n g ensemble p l a y i n g , as 

Brook says, t h i s i m p r o v i s a t i o n c o u l d a l s o g i v e new meaning 

t o o l d phrases s i n c e many minds are w o r k i n g on one problem. 

Hamlet's a d v i c e t o t h e p l a y e r s c o u l d a l s o o f f e r a 

p o s s i b i l i t y f o r a group e x e r c i s e . While one person says t h e 

l i n e s , t h e r e s t o f the c a s t c o u l d be f o l l o w i n g t h e a d v i c e . 

There i s c e r t a i n l y a g r e a t d e a l o f m e r i t i n what Hamlet says, 

and i t i s p o s s i b l e t h a t a c a s t a c t i n g s t y l e c o u l d develop 

t h r o u g h t h i s e x e r c i s e . 
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Many changes t a k e p l a c e i n Hamlet's c h a r a c t e r d u r i n g 

t h e course o f t h e p l a y . These changes m i g h t o f f e r t h e 

d i r e c t o r , and a c t o r p l a y i n g Hamlet, one means o f g e t t i n g 

t o t h e h e a r t o f t h e c h a r a c t e r . An i m p r o v i s a t i o n i n which 

t h e changes are p u t i n a s e t sequence and each p a r t o f t h e 

sequence i s t r i g g e r e d by Hamlet meeting a p a r t i c u l a r charac­

t e r may be one p o s s i b i l i t y . A continuum o f f e e l i n g c o u l d 

be e s t a b l i s h e d w i t h t h i s i m p r o v i s a t i o n and expanded on d u r i n g 

subsequent r e h e a r s a l s . 

One l a s t e x e r c i s e which would be b e n e f i c i a l t o w a r d 

t h e end o f t h e second r e h e a r s a l p e r i o d would be t h e "Relaxed 

Rehearsal." 

The a c t o r s l i e on t h e f l o o r , shut t h e i r eyes, 
and b r e a t h e s l o w l y w i t h s t r o n g accent on t h e 
ex h a l e . The d i r e c t o r walks around f r o m t i m e 
t o t i m e , l i f t i n g a f o o t o r a hand t o make sure 
muscular r e l e a s e i s complete. The a c t o r s t h e n 
go t h r o u g h t h e l i n e s o f t h e p l a y as th e y l i e 
t h e r e w i t h t h e i r eyes c l o s e d . They are t o 
c o n c e n t r a t e on v i s u a l i z i n g t h e s t a g e , t h e 
persons w i t h them, and themselves i n the 
scene. 

By t o t a l l y c o n c e n t r a t i n g on t h e words and t h e scene w i t h o u t 

t h e need t o move t h r o u g h t h e scene, t h e a c t o r can g a i n a new 

awareness o f what i s happening around him and for m new i n s i g h t 

i n t o t h e r o l e he p l a y s i n t h e t o t a l s t r u c t u r e o f t h e p l a y . 

The "Relaxed Rehearsal" c o u l d be used as one o f t h e f i n a l 

r e h e a r s a l s b e f o r e t h e show i s t o t a l l y mounted and r e h e a r s a l 

b e g i n s on t h e stage s e t , as a warm-up a few r e h e a r s a l s b e f o r e 

t h e f i r s t p erformance, o r as a " r e f r e s h e r " d u r i n g a l o n g r u n . 



62 

The importance o f t h e "Relaxed Rehearsal" i s t h a t i t does 

e x a c t l y what i t s a y s — r e l a x and slow t h e pace down w h i l e a t 

t h e same t i m e r e v i e w i n g and r e f r e s h i n g a l l t h a t has been 

rehearse d . Too o f t e n , f i n a l r e h e a r s a l s are so f r a u g h t w i t h 

t e n s i o n t h a t l i t t l e good comes fr o m r u n n i n g t h r o u g h t h e 

paces. A "Relaxed Rehearsal" i s a means o f w o r k i n g w i t h o u t 

t e n s i o n and g e t t i n g t h o u g h t s and ideas t o g e t h e r b e f o r e t h e 

f i n a l p o l i s h i n g t a k e s p l a c e . 

D e s i r e Under t h e Elms 

D e s i r e Under t h e Elms by Eugene O ' N e i l l o f f e r s e x c i t i n g 

p o s s i b i l i t i e s f o r a d i r e c t o r and c a s t w i l l i n g t o spend t h e 

t i m e e x p l o r i n g the d i f f i c u l t i e s p r e s e n t e d by t h e p l a y w r i g h t . 

R e a l i t y i s a keynote i n t h i s p l a y as i n most p l a y s , and s h o u l d 

be e x p l o r e d t o t h e f u l l e s t f o r a s a t i s f y i n g performance. The 

p l a y ' s environment i s one aspect w h i c h m e r i t s a g r e a t d e a l o f 

a t t e n t i o n . 

One i m p r o v i s a t i o n which c o u l d prove u s e f u l would be 

an e x p l o r a t i o n o f people t r a p p e d by t h e i r e n vironment. B e f o r e 

g e t t i n g i n t o s p e c i f i c c h a r a c t e r i z a t i o n s , t h e d i r e c t o r m i g h t 

s e t up an e x e r c i s e i n w h i c h t h e p l a y e r s are l o c k e d i n a c e l l 

o r t r a p p e d i n a mine. The p l a y e r s s h o u l d e x p l o r e how an 

i n d i v i d u a l responds and what he t r i e s t o do t o g e t o u t . F o l ­

l o w i n g t h i s p r e l i m i n a r y e x e r c i s e c o u l d be a s p e c i f i c i m p r o v i ­

s a t i o n c o n c e r n i n g t h e r e a c t i o n s o f each c h a r a c t e r i n t h e p l a y 

t o t h e e n c l o s i n g environment o f t h e farm. What does Ephraim 

do? Eben? Simeon and Pe t e r ? Abbie? How do t h e y d e f e a t . 
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o r how are t h e y d e f e a t e d by t h e i r environment? An i m p o r t ­

ant p o i n t t o remember here i s n o t t o v e r b a l i z e , b u t t o 

p h y s i c a l i z e t h e i m p r o v i s a t i o n . O b v i o u s l y t h i s would e n t a i l 

a c o l l a p s e d sense o f t i m e and s h o u l d n o t be overextended. 

I n making t h e environment r e a l , t h e d i r e c t o r m i g h t 

u t i l i z e an i m p r o v i s a t i o n i n v o l v i n g a d e s c r i p t i o n o f the farm. 

O ' N e i l l g i v e s v e r y e x a c t stage d i r e c t i o n s c o n c e r n i n g what 

the f a r m i s l i k e . The p l a y e r s c o u l d e n l a r g e on t h i s d e s c r i p ­

t i o n so t h a t t h e farm i s r e a l t o them. 

The work each c h a r a c t e r does on the f a r m s h o u l d a l s o 

be e x p l o r e d . Perhaps a t r i p t o a f a r m r u n w i t h o u t the a i d 

o f machinery would a i d i n t h e group's u n d e r s t a n d i n g o f years 

upon years o f r i s i n g e a r l y , p l o w i n g a l l day, r e s t i n g , and 

b e g i n n i n g t h e c y c l e a l l over a g a i n . E x e r c i s e s which i n v o l v e 

th e p h y s i c a l l a b o r o f p l o w i n g , m i l k i n g , h a r v e s t i n g , and so 

f o r t h would a l s o be v a l u a b l e . The i d e a here i s t o do what 

the c h a r a c t e r s always do and g e t a f e e l o f what h a r d p h y s i c a l 

l a b o r does t o a person. 

Language i s a n o t h e r i m p o r t a n t aspect i n O ' N e i l l ' s 

p l a y . I t i s q u i t e p r o b a b l e t h a t few i n t h e group have ever 

been exposed t o t h e New England d i a l e c t O ' N e i l l s e t down, 

and t h e r e a l i t y o f t h i s language must be i n g r a i n e d i n t h e 

a c t o r s . The language must become a p a r t o f t h e person speak­

i n g i t a n d , t h e r e f o r e , normal c o n v e r s a t i o n i n t h e " f o r e i g n 

tongue" o u t s i d e o f t h e a c t u a l stage r e h e a r s a l s h o u l d be 

p r a c t i c e d . A l l avenues s h o u l d be e x p l o r e d i n o r d e r t o 
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make th e language seem n a t u r a l and a p a r t o f t h e people 

speaking i t . 

I n h i s stage d i r e c t i o n s O ' N e i l l uses d e f i n i t e a nimal 

images i n d e s c r i b i n g h i s c h a r a c t e r s . Simeon and P e t e r are 
12 

d e s c r i b e d as "beasts o f t h e f i e l d " and "two f r i e n d l y 
13 

oxen." Eben a t one t i m e says he i s "the p r i z e r o o s t e r 
14 

o f the r o o s t . " Animal images c o u l d be d e c i d e d on f o r t h e 

r e s t o f the c h a r a c t e r s . A p h y s i c a l e x p l o r a t i o n o f what t h e 

p l a y w r i g h t means, by a c t i n g o u t t h e animal images, c o u l d 

prove v a l u a b l e . ^ 

Exact p h y s i c a l d e s c r i p t i o n s are a l s o a p a r t o f 

O ' N e i l l ' s t o t a l p i c t u r e . An a c t o r c o u l d a t t e m p t t o mold him­

s e l f i n t o t h e p l a y w r i g h t ' s model i f o n l y t o g e t t o t h e core 

o f what i s i n t e n d e d . These p h y s i c a l q u a l i t i e s may be d i s ­

c a r d ed, b u t , a t t h e v e r y l e a s t , they can o f f e r a t r u e s t a r t ­

i n g p l a c e f o r t h e a c t o r s e a r c h i n g f o r h i s p h y s i c a l i d e n t i t y 

i n t h e p l a y . Going f u r t h e r , these a t t e m p t s a t p h y s i c a l i z a t i o n 

s h o u l d i n c l u d e n o t o n l y g e n e r a l body p o s i t i o n b u t a l s o f a c i a l 

c h a r a c t e r i s t i c s as w e l l . I t i s o f t e n found t h a t a p h y s i c a l 

d e t a i l can be a s m a l l stream w h i c h can be channeled i n t o t h e 

main r i v e r t o produce a t o t a l and r e a l p i c t u r e . 

A key scene i n t h e p l a y i s t h e p a r t y scene ( P a r t I I I , 

Scene One) i n which everyone i s c e l e b r a t i n g t h e b i r t h o f 

Abbie's c h i l d . A r e h e a r s a l w i t h t h e e n t i r e c a s t c o u l d be a 

p a r t y w i t h a f i d d l e r and d a n c i n g j u s t as O ' N e i l l d e s c r i b e s . 

N o t h i n g l o o k s worse i n a good p r o d u c t i o n t h a n a group scene 

i n w h i c h t h e c h a r a c t e r s l o o k under-rehearsed and n o t q u i t e a 
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p a r t o f t h e p r o d u c t i o n . B e f ore t h i s i m p r o v i s a t i o n , o f 

course, work would be done w i t h t h e "Neighbors" r e l a t i n g 
16 

t o group scenes. "Mob Scenes," i n which each p l a y e r has 
17 

an i n d i v i d u a l r e a l i t y , " S i g h t - L i n e s , " w h i c h i n v o l v e s con­

t i n u o u s l y changing t h e stage p i c t u r e b o t h t h r o u g h t h e 

d i r e c t o r ' s commands and t h e i n d i v i d u a l p l a y e r ' s d e c i s i o n , 
18 

and "Changing P l a c e s , " an i m p r o v i s a t i o n i n w h i c h a c t o r s 

are i n c o n s t a n t r e f o r m a t i o n o f groups, c o u l d a l l be used 

p r i o r t o t h e p a r t y i m p r o v i s a t i o n . The i m p o r t a n t p o i n t i n 

the p a r t y scene i s t h a t t h e p a r t y guests s h o u l d r e a l l y be 

guests i n v i t e d t o Ephraim's fa r m t o c e l e b r a t e and n o t e x t r a s 

used t o make a p r e t t y p i c t u r e . I f the d i r e c t o r f e e l s he does 

n o t have t i m e t o p r e p a r e t h e group a d e q u a t e l y , t h e n i t i s 

i m p e r a t i v e t h a t an a s s i s t a n t d i r e c t o r o r stage manager be 

g i v e n t h i s r e s p o n s i b i l i t y . Many a p r o d u c t i o n has f a l l e n 

a p a r t because no one has t a k e n t h e t i m e t o g i v e t h e minor 

c h a r a c t e r s s u f f i c i e n t p r e p a r a t i o n and r e h e a r s a l . 

Most o f t h e i m p r o v i s a t i o n s d i s c u s s e d so f a r have 

d e a l t w i t h f a i r l y g e n e r a l d e t a i l s o f t h e s c r i p t . One i m p r o v i ­

s a t i o n d e a l i n g w i t h a s p e c i f i c segment o f t h e p l a y i n v o l v e s 

t h e scene i n P a r t I I , Scene One i n which Ephraim and Abbie 

are i n t h e i r bedroom t a l k i n g about t h e i r needs f o r a son, 

and Eben i s n e x t door i n h i s bedroom. Abbie and Eben are 

t o t a l l y aware o f each o t h e r a l t h o u g h t h e y are s e p a r a t e d by 

a w a l l . An i m p r o v i s a t i o n i n v o l v i n g s e e i n g each o t h e r s ' move­

ments t h r o u g h t h e w a l l and f e e l i n g t h e emotions d e s c r i b e d by 

t h e p l a y w r i g h t may be t r i e d . A l t h o u g h t h i s may n o t prove 
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s u c c e s s f u l , t h e aspect o f t r y i n g t o see, h ear, and f e e l 

t h r o u g h t h e w a l l c o u l d c a r r y o ver i n t o t h e a c t u a l s t a g i n g 

o f the scene. 

An i m p r o v i s a t i o n i n v o l v i n g a l a r g e p o r t i o n o f t h e 

p l a y would be t o d e c ide on t h e one word wh i c h b e s t d e s c r i b e d 

each scene and t h e n t o i m p r o v i s e , i n c h a r a c t e r , t h e meaning 

o f t h a t word. For example, t h e words f o r P a r t I I , Scene One 

t o Four c o u l d be as f o l l o w s : Scene O n e — P r e p a r a t i o n ( f o r 

the Hunt) ; Scene T w o — S t a l k i n g ; Scene T h r e e — K i l l i n g ; Scene 

F o u r — B o a s t i n g . T h i s i m p r o v i s a t i o n m a i n l y i n v o l v e s Eben and 

Abbie, b u t Ephraim c o u l d a l s o t a k e p a r t s i n c e he p l a y s a domi­

nant p a r t i n t h e h u n t . The i m p r o v i s a t i o n would condense time 

and, perhaps, g i v e an o v e r a l l u n i t y t o t h e scenes. Other 

words c o u l d o b v i o u s l y be s u b s t i t u t e d depending on t h e d i r e c ­

t o r ' s and a c t o r s ' concept o f t h e p l a y . 

A nother i m p r o v i s a t i o n w h i c h m i g h t h e l p t o u n i f y t h e 

p l a y would i n v o l v e w o r k i n g on t h e crime and punishment i d e a . 

The e n t i r e c a s t c o u l d t a k e p a r t i n t h i s i m p r o v i s a t i o n t h r o u g h 

d i s c u s s i o n and p h y s i c a l i z a t i o n o f t h e i d e a . S e t t i n g up t h i s 

e x e r c i s e m i g h t be v e r y time-consuming and prove i n e f f e c t u a l , 

b u t t h e p o s s i b i l i t y t h a t i t w i l l c l a r i f y i s s u e s and b r i n g 

i n t o focus i d e a s t h a t have n o t s u r f a c e d m i g h t w a r r a n t t h e 

e f f o r t . One way t o develop t h i s i m p r o v i s a t i o n would be t o s e t 

up a t r i a l s i t u a t i o n w i t h defense and p r o s e c u t i n g a t t o r n e y , a 

judge and j u r y . The o b j e c t would be t o b r i n g Simeon, P e t e r , 

Eben, Ephraim, and Abbie t o t r i a l . A n o t h er p o s s i b i l i t y m i g h t 
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be t o a p p o i n t someone as an a L l - p o w e r f u l f o r c e ( t h e e n v i r o n ­

ment o r God) who decides what can and cannot be done by 

each i n d i v i d u a l c h a r a c t e r . Many o t h e r s i t u a t i o n s are 

p o s s i b l e ; the d i r e c t o r can mold t h e i m p r o v i s a t i o n s t o meet 

h i s own concept o f t h e p l a y and s o l v e t h e d i f f i c u l t i e s i n ­

v o l v e d i n g e t t i n g a t o t a l performance f r o m h i s c a s t . 

The Leader 

The Leader by Eugene lonesco p r e s e n t s i n t e r e s t i n g 

problems t o a d i r e c t o r because many l o g i c a l i n t e r p r e t a t i o n s 

are p o s s i b l e and p r o b a b l e i n s t a g i n g t h i s p l a y . As i n a l l 

p l a y s , t h e d i r e c t o r ' s d e c i s i o n about what he wants t h e p l a y 

t o do and say w i l l d ecide j u s t how t h e group w i l l approach 

t h e s c r i p t . 

An i n i t i a l i m p r o v i s a t i o n c o u l d be t o e x p l o r e t h e word 

" l e a d e r . " T h i s e x p l o r a t i o n m i g h t be v o c a l : h a v i n g t h e c a s t 

say t h e word i n many d i f f e r e n t ways; o r p h y s i c a l : by u s i n g 

movement t o convey t h e t h o u g h t s and f e e l i n g b r o u g h t t o mind 

by t h e word; o r by any c o m b i n a t i o n t h a t may prove p r o f i t a b l e . 

The p o i n t i s t o g e t a d e f i n i t e f e e l i n g about t h e word so 

t h a t t h i s f e e l i n g can be conveyed i n performance. 

One p o s s i b l e problem which m i g h t a r i s e would be making 

t h e i n v i s i b l e v i s i b l e , s i n c e t h e l e a d e r does n o t a r r i v e u n t i l 

n e a r l y t h e end o f t h e p l a y . D e s c r i b i n g t h e l e a d e r e x a c t l y 

w i t h o u t l o o k i n g a t him c o u l d be an e x e r c i s e f o r the Announcer. 

The Two Admirers c o u l d v e r b a l l y express t h e i r f e e l i n g about 

w a n t i n g t o see t h e l e a d e r b u t n o t b e i n g a b l e t o . A l s o , 



s p e c i f i c d e t a i l c o u l d be added t o t h e Announcer's d e s c r i p ­

t i o n o f t h e Leader's a c t i o n s . 

Another problem i n the p l a y i s t h e many e x i t s and 

e n t r a n c e s . I m p r o v i s a t i o n s i n v o l v i n g what each c h a r a c t e r i s 

do i n g o f f - s t a g e b e f o r e he e n t e r s m i g h t prove p r o f i t a b l e . 

What each c h a r a c t e r i s g o i n g t o do a f t e r he leaves t h e 

stage c o u l d a l s o be e x p l o r e d . The t i m i n g o f e x i t s and 

ent r a n c e s i s a l s o i m p o r t a n t . An i m p r o v i s a t i o n i n which 

c h a r a c t e r s c o n t i n u a l l y move on and o f f t h e stage c o u l d im­

prove t h e sense o f t i m i n g and e x p l o r e t h e many meanings o f 
19 

f a s t , slow, and d e l a y e d e n t r a n c e s and e x i t s . 

S w i t c h i n g p a r t s m i g h t be u s e f u l t o t h e c a s t s i n c e 

everyone sees d i f f e r e n t c h a r a c t e r s d i f f e r e n t l y . A view o f 

a d i f f e r e n t approach m i g h t spur an a c t o r t o f u r t h e r e x p l o r a ­

t i o n o f t h e p o s s i b i l i t i e s o f h i s c h a r a c t e r i z a t i o n . 

Miming t h e p l a y c o u l d a l s o be used s i n c e much o f t h e 

p l a y i n v o l v e s pronounced p h y s i c a l a c t i o n . Questions t o be 

answered here would be: "Does t h e a c t i o n , w i t h t h e words, 

convey any meaning?" " I s i t t h e d e s i r e d meaning?" " I s t h e 

a c t i o n c l e a r ? " 

F i n a l l y , a n o t h e r i d e a t o use i n appr o a c h i n g t h e p l a y ' 

many-faceted q u a l i t i e s would be t o re h e a r s e t h e p l a y i n d i f ­

f e r e n t t h e a t r i c a l s t y l e s . T h i s i s e s p e c i a l l y i d e a l i n view 

o f t h e p l a y ' s l e n g t h . A b r i e f u n d e r s t a n d i n g o f n a t u r a l i s m , 

r e a l i s m , f a n t a s y , and so f o r t h , would be a l l t h e c a s t would 

need i n o r d e r t o d e l v e i n t o t h e many p o s s i b l e p lanes o f 
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performance. The d i r e c t o r would p r o b a b l y have h i s own s t y l e 

o r m i x t u r e o f s t y l e s i n mind, b u t t h i s i m p r o v i s a t i o n a l l o w s 

a g r e a t freedom f o r e x p l o r a t i o n , b o t h o f t h e t e x t and o f 

t h e a c t o r s themselves. 
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CONCLUSION 

I n c o n c l u s i o n i t i s hoped t h a t t h i s paper has shown 

some o f t h e e x c e p t i o n a l and, o f t e n , unique m e r i t s o f i m p r o v i ­

s a t i o n , and some o f t h e more e f f e c t i v e ways t o u t i l i z e i t . 

I t i s no use t h i n k i n g t h a t e x e r c i s e s b e l o n g t o 
s c h o o l and o n l y a p p l y t o a c e r t a i n p e r i o d i n 
t h e a c t o r ' s development. An a c t o r l i k e any 
a r t i s t , i s l i k e a garden and i t i s no h e l p t o 
p u l l o u t t h e weeds j u s t once f o r a l l t i m e . 
The weeds always grow, t h i s i s q u i t e n a t u r a l 
and t h e y must be c l e a n e d away, whic h i s n a t u r a l 
and necessary t o o . ! 

The i m p r o v i s a t i o n can be one way t o p u l l weeds and, 

a l s o , t o p l a n t seeds f o r t h e growth o f new t a l e n t s . 

There i s a n o t h e r more i m p o r t a n t f a c t , though: 

The d i r e c t o r w i l l f i n d t h a t a l l t h e time new 
means are needed; he w i l l d i s c o v e r t h a t any 
r e h e a r s a l t e c h n i q u e has i t s uses, t h a t no 
t e c h n i q u e i s a l l - e m b r a c i n g . He w i l l f o l l o w 
t h e n a t u r a l p r i n c i p l e o f r o t a t i o n o f c r o p s : 
he w i l l see t h a t e x p l a n a t i o n , l o g i c , i m p r o v i ­
s a t i o n , i n s p i r a t i o n , are methods t h a t r a p i d l y ^ 
r u n d r y and he w i l l move f r o m one t o t h e o t h e r . 

The i m a g i n a t i v e d i r e c t o r w i l l be a b l e t o use t h e i m p r o v i s a ­

t i o n a l scheme i n many s i t u a t i o n s and w i l l f e e l f r e e t o 

d e v i s e h i s own i m p r o v i s a t i o n s i n o r d e r t o e x p l o r e t h e p o s s i ­

b i l i t i e s i n h e r e n t i n t h e p a r t i c u l a r p l a y , c a s t , and produc­

t i o n . The p r o d u c t i o n ' s t h e t h i n g and a d i r e c t o r s h o u l d use 

a l l t h e t o o l s a v a i l a b l e t o achieve t h e r e s u l t s o f an educa­

t i o n a l and s a t i s f y i n g e x p e r i e n c e f o r everyone i n v o l v e d . 
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I m p r o v i s a t i o n i s r e a c h i n g a new peak i n t h e a r t s 

t o d a y , because t h e t r u e m e r i t s o f t h e i m p r o v i s a t i o n a l scheme 

are f i n a l l y b e i n g r e a l i z e d . Movie and stage d i r e c t o r s are 

d i s c o v e r i n g t h e t r u e w o r t h o f i m p r o v i s a t i o n s and are u s i n g 

them t o f u r t h e r t h e v i s u a l and e m o t i o n a l i m p a c t t h a t t h e i r 

works have on audiences. E d u c a t i o n a l t h e a t r e , f r o m t h e 

h i g h l y t h e a t r e - o r i e n t e d u n i v e r s i t y t o many j u n i o r h i g h 

s c h o o l s , i s f i n d i n g t h e i m p r o v i s a t i o n t o be an i m p o r t a n t 

method f o r a c t o r - t r a i n i n g and a v a l u a b l e means o f a c h i e v i n g 

the d e s i r e d p r o d u c t i o n p o t e n t i a l . 

The re n a i s s a n c e o f t h e i m p r o v i s a t i o n i s due i n l a r g e 

p a r t t o V i o l a S p o l i n , b u t t h e success o f t h i s r e n a i s s a n c e 

i s due t o t h e f a c t t h a t t h e i m p r o v i s a t i o n a l scheme i s a 

s u c c e s s f u l scheme. Almost anyone who i s w i l l i n g t o f o l l o w 

i t s b a s i c t e n e t s can achieve a s t o n i s h i n g r e s u l t s i n a s h o r t 

t i m e . Besides e x p l o r i n g and expanding t h e a c t o r ' s p o t e n t i a l , 

t h e i m p r o v i s a t i o n s t i m u l a t e s and e n l i v e n s , searches and 

f i n d s , poses and t r a n s l a t e s t h e a t r e i n t o an e x c i t i n g and 

t o t a l e x p e r i e n c e t h a t l o n g remains i n t h e minds o f everyone 

whom i t t o u c h e s . 
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