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JVADAS

Improvizacijos sgvoka vartojama labai pla¢iame kontekste: tai ir skirtingose
meno srityse naudojama atlikimo technika, ir aiskiais principais apibréztas
zanras, ir placigja prasme laisve bei karybiskumu pagrijstas veikimo rezimas, ir
buitine prasme bet koks spontaniskas, i§ anksto nenumatytas reiskinys. Todél
$ios sgvokos vartojimas profesionaliame teatre yra ir patogus, ir problemiskas,
nes bandant sukonkretinti ir susisteminti profesionalios improvizacijos désnius
sunku atsikratyti plataus buitinio improvizacijos prasmiy spektro. Psichologijos
srityje improvizacijos atributai, tokie kaip laisvumas, nepriklausomumas ir lanks-
tumas, yra sveikintini ir netgi geidziami $iuolaikinés asmenybés bruozai. I§ tiesy,
gebéti patogiai jaustis ir veikti nepastovumo, spontaniskumo salygomis (kitais
zodziais, improvizacijos rezimu) yra $iuolaikinés visuomenés atributas, taikliai
apibréztas Zigmunto Baumano takiosios modernybés koncepcijoje (Bauman,
2007). Kita vertus, pasak teoretiko, kartu su $iuo totaliu asmenybés nepastovumu
ir nuolatiniu virsmu asmenybés vientisumui ir zmogiskujuy santykiy integralumui
gresia pavojus. Keturios postmodernybés figtiros — bastunas, turistas, valkata ir
zaidéjas, turincios pakeisti modernybés piligrimo gyvenimo koncepcija, puikiai
atspindi improvizacijos kaip reiskinio krastutine baiseng: sumaistj, anarchija ir
neatsakinguma (Bauman, 1996).

Improvizacija profesionaliame teatre turi buti suvokiama kaip dialektinis
reiskinys, jungiantis raiskos laisve ir autenti$kuma su grieztais formos arba
turinio reikalavimais. Improvizacija tampa efektyviu ir galingu karybiniu ins-
trumentu tik derinant jg su aiskiais ir tikslingais meniniais uzdaviniais. Nepai-
sant akivaizdaus improvizacija pagrjsty vaidybiniy karybos metody paplitimo,
galutinéje teatro produkcijoje improvizacijos aprai$ky néra daug. Dazniausiai
ji naudojama karybiniame procese, susijusiame su vaidmens paieskomis, dél to
vaidyboje improvizacija labiausiai siejama su karimu ir tyrimu, kuriy rezultatai
turi buti atrinkti ir patikslinti prie$ tapdami nekintanc¢iais vaidmens piesinio
démenimis. Siuo atzvilgiu improvizacija, kaip technika ir kaip karybinis prin-
cipas, yra suvokiama kaip kryptinga karybiné strategija, apimanti skirtingus
vaidmens karimo etapus.

Zvelgiant j spektaklio kiirimg holistiskai, improvizacijos negalima priskirti
tik vaidybos kontekstui, nes vienaip ar kitaip ji lie¢ia visus kirybinio proceso
dalyvius. Placios vaidybinés improvizacijos studijos ir akivaizdi rezisaros,
dramaturgijos, scenografijos improvizacijos tyrimy stoka atskleidzia impro-
vizacijos izoliacija nuo spektaklio karybinio proceso visumos. Norint suvokti
improvizacijos funkcija spektaklio karimo procese, batina nustatyti bendrus
$io proceso dalyviy karybinius vardiklius bei apibrézti ju bendradarbiavimo
karybinius principus, pagristus improvizacijos metodais. Vienas jdomiausiy
$ios krypties modeliy yra suformuluotas Michailo Butkevic¢iaus zaidybinio



teatro teorijoje, ne tik nagrinéjancioje improvizacija i§ rezisaros perspektyvos,
bet ir iskeliancioje Zaidima kaip bendrg karybine teritorija spektaklio karéjams.
I§ tiesy, struktaruotas, tikslingas ir jkvepiantis zaidimas suteikia improvizacijai
naujg perspektyvy karybinj statusa sudétingame ir kompleksiniame spektaklio
karybinés strategijos formavimo procese.

Tyrimo objektas — improvizacija, suvokta ne tik kaip aktoriné technika, bet
ir kaip specifinis karybinis rezimas bei visaverté kurybiné strategija, susijusi su
visais spektaklio karimo proceso dalyviais ir leidzianti atsirasti naujoms teatro
formoms. Toks santykis su tyrimo objektu yra budingas Zaidybiniam teatro
modeliui, todél tyrimas remiasi zaidybiSkumo samprata ir improvizacijos kaip
zaidimo atributo principais. Tyrimo eigoje sukurty spektakliy ,,Zodziy fabrikas,

»Apie baimes® ir ,,Kodas: HAMLET“ karybiné strategija inkorporuoja zaidybinius
improvizacijos principus i skirtingus karybinio darbo etapus: reZisarine analize,
dramaturgijos ir scenografijos formavimg, aktorinj atlikima bei imersinio teatro
formos karimga.

Tyrimo tikslas — nustatyti improvizacijos panaudojimo spektaklio karimo
procese galimybes ir apibrézti improvizacija pagristos karybinés strategijos
principus.

Siekiant uzsibrézto tikslo suformuluoti $ie tyrimo uzdaviniai:

iStirti improvizacijos principus ir désnius skirtingy tradicijy teatre bei
nustatyti improvizacijos taikymo karybinius kontekstus;

apibrézti improvizacijos funkcijos pokytj $iuolaikinio teatro kontekste;
apzvelgti zaidybinj teatro modelj bei istirti improvizacijos ir zaidimo
sgsajas;

nustatyti improvizacijos aprai$kas skirtinguose spektaklio karybinio
proceso etapuose;

kuriant spektaklius ,,Zodziy fabrikas®, ,, Apie baimes® ir ,Kodas: HAM-
LET*, praktiskai istirti ir jvardyti improvizacijos panaudojimo karybinéje
strategijoje budus.

Temos aktualumas ir naujumas. Nors improvizacija yra vienas dazniausiai
naudojamy vaidybos instrumenty, vis dar traksta platesnio improvizacijos
funkcijos suvokimo rezisairos, dramaturgijos, scenografijos bei kitose su spek-
taklio kiirimu susijusiose srityse. Labiausiai paplites improvizacijos naudojimas
skirtingose teatro mokyklose yra jos praktinis taikymas ugdant aktorius bei
ruosiant vaidmenj, ta¢iau improvizacija kaip spektaklio kiirimo strategija néra
daznas meniniy tyrimy objektas. Sio tyrimo naujumas yra improvizacijos nagri-
néjimas ne i$ vaidybos, bet i§ rezistros ir bendros spektaklio karybinio proceso
organizacijos perspektyvos.

Minimalus improvizacijos pozymis - spontaniskas veikimas ,,¢ia ir dabar® -
gali buti aptiktas visuose teatro karybiniuose kontekstuose, net jeigu jis néra
jvardijamas kaip toks, nes bet koks karybiniy paiesky procesas suponuoja tyrima,



eksperimentg, bandyma, atliekama pirma karta, spontaniskai i§gaunant rezultatg
»Cia ir dabar® Teatro praktikams yra zinomas karybinése paieskose naudojamy
improvizacija pagristy pratimy platus spektras, taciau juose daznai pasigendama
sisteminio pozitrio j improvizacija kaip j kiirybinj procesa organizuojantj désnj,
kaip j kirybine strategija, laipsniskai taikoma spektaklio kiirimo procese. Sio
meninio tyrimo teoriné ir praktiné prieiga prie improvizacijos apibrézia iki $iol
mazai nagrinétus improvizacijos taikymo spektaklio kiirimo procese principus
ir improvizacija pagrijstos spektaklio kiirimo strategijos formavimo metodus.

Vieng nuosekliausiy improvizacijos taikymo metody apibréZiantis zaidybinio
teatro modelis, suformuluotas Butkevi¢iaus, beveik néra zinomas uz rusy teatro
riby, nes pagrindiné Butkevic¢iaus mokiniy ir sekéjy praktika yra susijusi su
Maskvos teatru ,,[ITkoa spamarudeckoro nckyccrsa“ (Dramos meno mokykla),
o vienintelé §j modelj apzvelgianti knyga K uzposomy meampy (2010, liet. ,,Zai-
dybinio teatro link“) néra i$versta i$ rusy kalbos. Sis tyrimas suteikia galimybe
susipazinti su zaidybinio teatro modeliu, kuris yra aktualus teatro teoretikams
ir praktikams, besidomintiems zaidimu pagrjstomis teatro formomis bei impro-
vizacija kaip efektyviu karybiniu instrumentu tiek vaidybos, tiek rezistros, tiek
spektaklio formato kontekste.

Tyrimo naujumga uztikrina ne tiek tradicinio improvizacijos taikymo spektak-
lio paruosiamajame etape apzvalga, kiek improvizacijos nagrinéjimas atlikimo
kontekste, kada spektaklio turinys yra kuriamas ir atliekamas vienu metu, ir tai
yra viena sudétingiausiy improvizacijos formy. Psichologinio teatro tradicijoje
traksta improvizacija pagrjsty atlikimo pavyzdziy, ta¢iau $ios formos karybinis
potencialas $iuolaikiniame teatre yra akivaizdus ir jj butina i$samiai panagri-
néti teoriniu ir praktiniu aspektu. Tyrime siekiama i$gryninti improvizacijos
kaip atlikimo formos i$takas ir désnius bei apibrézti jos suteikiamas karybines
galimybes.

Su improvizacija kaip atlikimo forma yra susijes ir kitas aktualus $iuolaikinio
teatro démuo - interaktyvumas. Siame tyrime interaktyvumo ir improvizacijos
sampynos yra nagrinéjamos naujy teatro formy kontekste, kai improvizacija yra
identifikuojama ne tik kaip vaidybos technika, bet ir kaip interaktyvi zitirovo
sgveika su spektaklio erdve. Tyrimo naujuma atskleidzia siekis identifikuoti ir
praktiskai pritaikyti improvizacijos désnius netradicinése ir tarpdisciplininése
teatro formose, pasitelkiant imersines strategijas bei vizualiyjy meny metodus.

Tyrimo teoriné ir praktiné dalys yra glaudziai susijusios, nes tyrime aptarti
spektakliai reprezentuoja tris atskiras improvizacija pagristas karybines strate-
gijas, atskleidZiancias improvizacijos taikymo galimybes skirtinguose karybinio
proceso etapuose. Siy spektakliy kirybiniy strategijy nagrinéjimas iSryskina
praktinius improvizacijos taikymo metodus, aktualius skirtingo pobudzio
spektakliy karimui.



Tyrimo metodai. Tyrimo objekto specifika lémé keliy metodologiniy prieigy
pasirinkimg.

Improvizacijos teatro karybiniame procese raidai apibrézti pasitelktas isto-
rinis metodas, improvizacijos principai ir désniai i$skiriami analitiniu metodu.
Dviejy pagrindiniy improvizacijos formy - taikomosios ir grynosios - jtakos
spektaklio karimo procesui specifika yra nustatoma lyginamaja analize. Kadangi
improvizacija pasireiskia tiek profesionalios vaidybos, tiek asmenybés raidos
kontekste, tyrimui yra budinga tarpdalykiné perspektyva, padedanti integruoti
kognityviniy moksly tyrimy rezultatus j improvizacinés vaidybos samprata.

Glaudus improvizacijos ir Zaidimo ry$ys Iémé hermeneutiniy prieigy tyrime
panaudojimg bei Zaidimo teorijos taikyma. Specifiniai Zaidybiniai bruozai ir
principai yra analizuojami spektaklio kiirimo kontekste remiantis Zaidybinio
teatro modeliu.

Nustatyti improvizacijos kaip karybinés strategijos principai $iame darbe
yra tirlami empiriskai, atskleidziant praktinius skirtingy, improvizacija paremty
karybiniy strategijy formavimo metodus.

Literataros ir kity Saltiniy apzvalga. Tyrime naudojama literatara gali bati
suskirstyta j keleta grupiuy:

1. Literatiira, nagrinéjanti teatro teorijg, improvizacijos raidq ir skirtingais
aspektais improvizacijg naudojanciy teatro praktiky darbg. Tiriant improvizacijos
istorija bei désnius, tyrime remtasi Anthony’io Frosto ir Ralpho Yarrow Improvi-
sation in Drama, Theatre and Performance: History, Practice, Theory (2016), Clay-
tono D. Drinko Theatrical Improvisation, Consciousness, and Cognition (2013)
bei Johno Martino The Intercultural Performance Handbook (2004) knygomis.
Teatro raidos ir $iuolaikinio teatro ypatumy apzvalgai buvo naudingi Lietuvos
ir uzsienio teatro teoretiky darbai: Erikos Fischer-Lichte Performatyvumo es-
tetika (2015), Hanso-Thieso Lehmanno Postdramatic Theatre (2006), Roberto
Gordono The Purpose of Playing (2006), Jurijaus Alschitzo Teatro Senza Regista
(2007), straipsniai — Linos Klusaités ,,Fenomenologinio kano strategijos teatre.
Teoriné perspektyva“ (2015) bei Rasos Vasinauskaités ,,Metafory teatro pabaiga.
Naujasis sceninis realizmas: kiinas ir vaizdas“ (2015). Nustatant teatro, ritualo bei
improvizacijos sasajas praverté Richardo Schechnerio ,,Ritual and Performance’
(2002) ir Victoro Turnerio ,,From Ritual to Theatre: The Human Seriousness of
Play® (1982) straipsniai bei Jurijaus Alschitzo paskaitos (2014).

2. Profesionaliam aktoriaus ugdymui skirta literatiira, improvizacijq aptarian-
Ciy teatro praktiky ir pedagogy knygos, improvizacija pagristy aktoriniy pratyby
rinkiniai. Gilinantis j praktinius karybinius metodus, tyrimui buvo naudingi
Jurijaus Alschitzo aktoriaus saviruosos principai, aprasyti knygose The Vertical
of the Role (2003) ir 40 Questions of One Role (2005), taip pat psichologinio bei
fizinio teatro mokyklose naudojamus pratimus analizuojancios knygos: Michelio
Saint-Denis Training for the Theatre: Premises and Promises (1982), Lorrie Hull
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Strasbergs Method: As Taught by Lorrie Hull (1985), Ruthos Zaporah Action
Theatre (1995), Marko Evanso Movement Training for the Modern Actor (2008),
Alison Hodge Actor Training (2010), Aleksejaus Tol$ino VMmnposuszayus 6
o6yuenuu axmépa (,Improvizacija aktoriaus ugdyme®, 2010). Svarbios informa-
cijos tyrimui suteiké grynosios improvizacijos atstovy, Zymiy teatro pedagogy
Violaos Spolin (1963, 1985, 2001), Keitho Johnstoneo (1979, 1999) bei Delio
Closeo (1994) knygos bei interviu.

3. Kognityvinius procesus ir kiirybos psichologijg analizuojanti literatiira. At-
sizvelgus j glaudZius rysius tarp improvizacijos rezimo ir karybiskumo, taip pat
i tai, kad Siuolaikinés vaidybos studijoms ypac¢ aktualas kognityviniy moksly
tyrimy rezultatai, darbe buvo naudojama literatara, padedanti suvokti impro-
vizacijos ir karybos procesa i§ kognityviniy moksly perspektyvos: Mihalyo
Csikszentmihalyi’io knyga Creativity: Flow and the Psychology of Discovery and
Invention (1996), Steveno Johnsono Emergence: The Connected Lives of Ants,
Brains, Cities and Software (2001), Bruceo McConachie ir F. Elizabethos Hart
Performance and Cognition: Theatre Studies and the Cognitive Turn (2006), Da-
nielio Kahnemano Thinking, Fast and Slow (2011).

4. Literatiira, nagrinéjanti Zaidimo teorijg bei Zaidybinius teatro aspektus.
Didele reik$me tyrimui turéjo Michailo Butkeviciaus Zaidybinj teatro modelj
apibréziantis veikalas K uzposomy meampy (,,Zaidybinio teatro link, 2010),
zaidybiskumui skirtos Jurijaus Alschitzo paskaitos (2012-2014) bei Ramunés
Baleviciiités disertacija ,,Zaidybinio teatro raiska Rimo Tumino rezisiroje
1978-2005 m.“ (2010). Tyrime pasirinkta prieiga prie improvizacijos i§ Zaidi-
mo perspektyvos lémé zaidimo teorijg nagrinéjancios literattros panaudojima:
Johano Huizingos Homo ludus (2011), Roger Callois Zaidimai ir Zmonés (2007),
Bernardo Suitso The Grasshopper: Game, Life and Utopia (1978), Gregoryo Bate-
sono ,,A Theory of Play and Fantasy“ (2006), Stepheno Nachmanovitchiaus ,,This
is Play“ (2009), Ievos Steponaviciatés Texts as play. The Ludic Aspect of Karen
Blixen’s Writings (2011). Zaidimo ir meno / teatro sampynos buvo nagrinéjamos
pasitelkus Hanso-Georgo Gadamerio (1977, 1988) ir Jose Ortegos-y-Gasseto
(1991, 1999) darbus.

5. Literatiira, padéjusi atlikti prakting tyrimo dalj ir patyrinéti kuriamy spektak-
liy Zanro / formos specifikg. Siuo atveju buvo svarbiis ne tik spektakliy kirimui
panaudoti dramaturgijos ir kiti literattiros kairiniai — Agnes de Lestrad apsakymas

»Didysis Zodziy fabrikas® (2009), Teklés Kavtaradzés spektakliui ,, Apie baimes®
sukurti tekstai (2017), Williamo Shakespeareo pjesé ,,Hamletas“ (1601), bet ir
sukurty spektakliy Zanry bei formy specifika nagrinéjanti literatira:

- nagrinéjant spektaklj ,,ZodZiy fabrikas“ tyrimui buvo reik§mingas neutra-
laus kiino ir neutralios kaukés savoka apzvelgiantis Searso A. Eldredgeo
ir Holliso W. Hustono straipsnis ,,Actor Training in the Neutral Mask"
(2002) bei Jacqueso Lecoq knyga The Moving Body (2001);



- spektaklyje ,, Apie baimes“ buvo naudojami dokumentinio bei kolektyvine
karyba pagristo teatro principai, todél $iai tyrimo daliai praverté Alison
Forsyth ir Chriso Megsono (2009), Willo Hammondo (2008), Deirdre
Heddon ir Janeos Milling (2016) teoriniai darbai. Spektaklio tema paska-
tino pasidomeéti ir vaiky psichologija nagrinéjancia literataira (Fraiberg,
1959; Riemann, 2004; Kynunnosa, 2008; Ocopuna, 2009; Winnicott,
2009);

- spektaklio ,, Kodas: HAMLET® ir improvizacijos kaip Zitrovo elgesio
atributo analizé jtraukia platy spektra imersinj teatra bei interaktyvuma
analizuojan¢iy straipsniy ir knygy: Marie-Laure Ryan ,,Immersion vs. In-
teractivity: Virtual Reality and Literary Theory“ (1999), Garetho Whiteo

,On Immersive Theatre* (2012) ir Audience Participation in Theatre (2013),
Adamo Alstono ,,Audience Participation and Neoliberal Value: Risk,
Agency and Responsibility in Immersive Theatre (2013), Josephineos
Machon Immersive theatres. Intimacy and Immediacy in Contemporary
Performance (2013), Catherineos Book ,,Interactivity and Immersion in
a Media-based Performance® (2014), Vaido Jauniskio ,,Naujosios teatro
realybés. Keletas pastaby dél terminijos“ (2016).

Tiriamojo darbo struktira. Darba sudaro jvadas, trys skyriai, i$vados ir
literatairos saradas.

Pirmajame skyriuje analizuojama improvizacijos savoka, jos poetiné ir
filosofiné reik§mé, nustatomi improvizacijos naudojimo teatro kontekste sritys
bei principai. Apzvelgiami taikomaja ir grynaja improvizacija paremti aktoriy
ugdymo metodai, repeticijy strategijos bei atlikimo budai Europos ir Amerikos
teatro mokyklose, nustatomi improvizacijos funkcijos poky¢iai Siuolaikinio teat-
ro formose, analizuojama $iy poky¢iy reik§émé aktoriy ugdymo bei spektaklio
formato karimo procese.

Antrasis skyrius yra skirtas improvizacijos, zaidimo bei karybos sasajy
analizei; analizuojamas $ventojo klouno archetipas ir jo reik§mé Siuolaikiniam
improvizacijos suvokimui. Skyriuje apzvelgiamas zaidybinio teatro modelis bei
$io modelio sitlomi spektaklio kiirimo metodai; nustatomi improvizacijos kaip
karybinés strategijos pozymiai ne tik vaidybos, bet ir rezistros, dramaturgijos,
scenografijos kontekste.

Trediajame skyriuje apzvelgiama trijy spektakliy karybiniy strategijy bei
formy specifika: analizuojamas improvizacijos panaudojimas kuriant rezisari-
ne spektaklio ,,Zodziy fabrikas“ formg; atskleidziama improvizacijos funkcija
spektaklio ,, Apie baimes* dramaturgijos paieskose, pagristose dokumentinio bei
kolektyvinés kiarybos teatro principais; pasitelkus imersinio teatro strategijas
bei interaktyvumo teorijg, aptariama improvizacijos funkcija atlikimo procese
bei jsitraukimu ir zaidimo principais pagrjsta spektaklio ,,Kodas: HAMLET“
forma.



I. IMPROVIZACIJOS APZVALGA

1.1. Improvizacijos poetika

Knygoje Improvisation in Drama, Theatre and Performance: History, Practice,
Theory (2016) Antony Frostas ir Ralphas Yarrow improvizacijos sampratg nagri-
néja teatro istorijos, teatro mokyklos ir spektaklio formos raidos kontekstuose, bet

svarbiausia — nuodugniai i$tiria improvizacijos taikyma uz profesionalaus teatro

riby. Improvizacija juy tyrime atsiskleidzia kaip socialinis, politinis, terapinis ir
dvasinis saves pazinimo démuo, ji yra suvokiama kaip prigimtinis zmogaus vei-
kimo rezimas. Pasak Frosto ir Yarrow, ,improvizacija néra tik stilius ar aktoriné

technika, tai dinamiskas principas, veikiantis daugybéje sfery, nepriklausomas

ir transformatyvus buvimo, pazinimo ir veikimo budas® (Frost, Yarrow, 2016, 3).
Improvizacijos tyrimas apima suvokima, ,kaip mes sgveikaujame su aplinka ir
kiek improvizacija praplecia $ios saveikos galimybes® (Frost, Yarrow, 2016, xi-xii).
Toks apibrézimas ne tik nesumenkina improvizacijos kaip specifinio teatro ins-
trumento reik$meés, priesingai, i§grynina fundamentalius improvizacijos désnius

ir praplecia improvizacijos taikymo teatre galimybes. Improvizacija, tradiciskai

suvokiama kaip aktoriné technika, remiasi spontanisku elgesiu ir suponuoja

veikimg nezinomybés ir nenuspéjamumo salygomis, virstantj atradimu, Zinoji-
mu. Sis aspektas paveréia improvizacija gyvenimo pazinimo metafora ir leidzia

analizuoti jg kaip apskritai Zmogaus veikimo principa, turintj jtakos asmenybés

raidai bei karybiskumui.

1.2. Improvizacija teatro kontekste

Profesionaliame teatre improvizacija yra labiausiai siejama su aktoriaus karyba
ir yra suvokiama kaip tam tikras vaidybos metodas. Taciau pati vaidyba $ian-
dienos teatro teorijoje bei praktikoje yra suvokiama nevienodai ir priklausomai
nuo teatro mokyklos ar formos gali turéti daugybe skirtingy apraisky. Robertas
Gordonas i$skiria Sesias pagrindines vaidybos tradicijas Vakary Europos teatre
(Gordon, 2006, 6):

1) realistinis poziaris j charakterizavima: vaidyba kaip psichologiné tiesa;

2) aktorius kaip scenografijos instrumentas: vaidyba kaip i$radingumas;

3) improvizacija ir zaidimai: teatro kairimas kaip Zaidimas;

4) vaidyba kaip politiné praktika: aktorysté kaip permainy repeticija;

5) saves ir kity pazinimas: vaidyba kaip asmeninis susitikimas;

6) vaidyba kaip kultariniai mainai: kitoniskumo vaidyba.

Pirmyjy penkiy vaidybos kategorijy (ir profesionalios vaidybos apskritai)
atsiradimg Gordonas sieja su tokiy praktiky kaip Craigo, Mejerholdo, Stanis-
lavskio, Copeau, Artaud ir Brechto veikla. Sie reZisieriai sukaré ir jtvirtino teatro
mokyklas, turin¢ias apibréztg estetika, vaidybos metoda bei filosofija. Nors
improvizacija yra i$skirta j atskirg kategorija ir yra siejama su specifinio teatro



atsiradimu, jvairas jos aspektai gali bati aptikti kitose vaidybos tradicijose ir
yra jtraukti j paminéty praktiky aktorinio ugdymo ar aktoriaus karybos lauka.
Pozitris | improvizacija i$skirtinai kaip j spektaklio atlikimo maniera riboja jos
suvokimo bei taikymo aktoriaus kairybos procese galimybes, be to, improvizacija
pagristo atlikimo ir ja remiantis vykdomy karybiniy paiesky proceso principai
labai skiriasi. Atlikimo prasme improvizacinei vaidybai reikalingas gebéjimas
formuoti scening situacija, personazo charakteristika ar tekstg Ziarovo akivaiz-
doje, valdyti spektaklio kompozicijos visuma, daznai jtraukiant Ziarova kaip
istorijos kiirimo partnerj. Karybiniame procese, nesvarbu, ar tai yra aktorinis
pratimas, laboratorijos ar repeticijos kontekstas, aktoriaus improvizacija yra
nukreipta j vaizdiniy ir jy iSrai$ky paieska, ji tampa praktinés dramaturgijos
arba temos analizés bei kano ir balso raiskos lavinimo instrumentu. Frosto ir
Yarrow tyrime improvizacijos samprata yra skirstoma i ,,grynaja“ (pure), t. y.
improvizacija kaip atlikimo budas, ir ,,taikomaja“ (applied), naudojama skirtin-
guose kurybinio proceso etapuose kaip aktorinis ir rezisarinis instrumentas ar
karybos atspirties taskas. Nepriklausomai nuo rasies improvizacija vienaip ar
kitaip pasireiskia trijose skirtingose teatro srityse: ugdyme, repeticijose (kirimo
procese) ir atlikime (Johno Martino klasifikacijoje atitinkamai ,,(prie)repeticija‘,
»repeticija“ir ,,spektaklis“; Martin, 2004), dél to tiek grynosios, tiek taikomosios
improvizacijos apraiskos gali bati tiriamos bent trimis skirtingais aspektais.

1.3. Improvizacija aktoriy ugdyme

Mokéjimas improvizuoti yra butinas aktoriaus gebéjimas, aktorinio meistrisku-
mo rodiklis, rysiai tarp vaidybos ir improvizacijos yra labai glaudas. Pasak Frosto
ir Yarrow, ,,improvizacija yra, be abejo, dalis vaidybos prigimties. O svarbiau yra
tai, jog vaidyba yra tik dalis karybinio improvizacijos proceso” (Frost, Yarrow,
2016, xv). Ta gali paaiskinti dviejy i§ esmés skirtingy vaidybos mokykly, skirtingai
inkorporavusiy improvizacijos désnius j aktoriy ugdyma, palyginimas.

Viena i$ jy - su Stanislavskio palikimu siejama psichologinio teatro mokykla,
kurioje improvizacija suvokiama kaip batinas instrumentas, aktoriui padedantis
atrasti savo sceninj organi$kuma, israiskinguma ir, svarbiausia, jtikinamuma.
Stanislavskis pelnytai yra vadinamas improvizacijos kaip aktorinio ugdymo ins-
trumento atradéju, siekusiu fizinio, emocinio ir intelektinio aktoriaus integralumo
vaidybos procese. Taciau vaidyboje improvizacijos tyrinéjimo objektu Stanislavs-
kio sistemoje tampa ne aktorius, bet personazas, o improvizacijos turiniu - akto-
riaus pasisavinamos personazo aplinkybés bei psichologiniai bruozai.

Kitoje teatro mokykloje, susijusioje su Copeau praktika, improvizacija tapo
ne tiek personazo tyrimo instrumentu, kiek kompleksiniu metodu, ugdanciu
ekspresyvuma, vaizduote ir estetinj jautruma. Si mokykla davé pradzig jvairioms
fizine ir kolektyvine kiryba pagristoms teatro formoms. Copeau aktorinio eks-
presyvumo paie$kos buvo neatsiejamos nuo paties aktoriaus kino ekspresijos,
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gimstancios i§ tylos, neutralumo, nejudéjimo. Vienas svarbiausiy Copeau
instrumenty - kauké - suponuoja i$ principo priesinga Stanislavskio mokyklai
aktoriaus pozicija, kurioje autentiskas aktoriaus egzistavimas néra uzgoziamas
personazo, o vaidybos turinys gimsta tarp kaukés ir aktoriaus.

Nepaisant akivaizdaus improvizacijos formy ar jy sasajy su vaidmens karimo
procesu skirtumo, improvizacija kaip karybinis saves pazinimo instrumentas yra
svarbus abiejy tipy mokykloms, kai ugdymo procesu laikomas ne tik technikos
jvaldymas, bet ir kompleksinis savo vidiniy resursy pazinimas ir praplétimas.

1.4. Improvizacija repeticijy procese

Improvizacijos panaudojimas repeticijy procese yra glaudziai susijes su repetuo-
jamo spektaklio forma. Improvizacija kaip aktoriaus instrumentas tradiciniame

repeticijy procese, paremtame rezistriniu sprendimu ir nukreiptame j galutinés

nekintancios formos suktrima, turi taikomajg funkcija ir pasireikia ,,perso-
nazo vidinés prigimties tyrime ir jos pritaikyme aktoriaus vidinei prigimdiai
arba bendresnio pobudzio ,,personazo tyrimuose uz pjesés turinio riby* (Frost,
Yarrow, 2016, 25).

Visai kit funkcija improvizacija jgauna repeticijy metu, kai yra ieSkoma pacia
improvizacija paremtos spektaklio formos. Formos atvirumas, interaktyvumas
suponuoja tokj aktoriaus egzistavimo buda, kai jis yra priverstas priiminéti
daugelj sprendimy vaidybos metu, jtraukti j savo vaidybg tiek numatytas, tiek
nenumatytas zitirovo reakcijas. Repetavimas ir aktoriy paruo$imas egzistavimui
improvizacinéje formoje yra neatsiejami. Labai daznai tokio tipo teatre tampa
svarbi improvizacija ansamblyje - viena sudétingiausiy improvizacijos formy
vaidybos technikos prasme.

Paieskos objektu repeticijy metu gali tapti ne tik spektaklio forma, bet ir dra-
maturginé medziaga. Vienas pirmujy ,,improvizuotos dramos® (improvised dra-
ma) praktiky brity dramaturgas ir rezisierius Mike’as Leigh, ieSkodamas tiksliy ir
i$raiSkingy personazuy, pasitelkdavo aktoriy individualias paieskas nustatytuose
personazo rémuose ir konstravo pjesés jvykius pagal realiai improvizacijos metu
jvykstancias situacijas. Dél Leigh praktikos teatre ir kine improvizacija jgavo
dar vieng svarbig funkcija - ji tapo ,,$altiniu ir priemone draminéje karyboje*
(Frost and Yarrow, 2016, 31).

1.5. Improvizacija kaip atlikimo forma

Improvizacijos kaip atlikimo, arba grynosios improvizacijos, teatro formy pradi-
ninkais buvo visai arba beveik su teatru nesusij¢ zmonés. Tai lémé grynosios im-
provizacijos populiaruma ne tik tarptautinéje profesionalaus teatro scenoje, bet ir
jvairiose edukacinése, socialinése ir terapinése srityse. Grynosiosios improviza-
cijos praktikai Viola Spolin, Delis Close’as ir brity rezisierius Keithas Johnstonas

i$populiarino savipakankamus aktoriy ugdymo metodus bei sukaré grynaja

11



improvizacija paremtas teatro formas, tokias kaip ,,teatro zaidimai®, ,,Haroldas",

»teatro sportas®. Nors $ios formos turi tendencija tapti vien pramoginiu reginiu, jos
atskleidzia grynosios improvizacijos principus ir apibrézia improvizacijos kaip at-
likimo biido konkrecius ir veiksmingus metodus. Spontaniskumas, iSradingumas
ir siekiamybé i$silaisvinti i§ aktoriniy kli$iy buadingi bet kokiems improvizacijos
pratimams arba improvizacija naudojan¢ioms repeticijy strategijoms, taciau
grynosios improvizacijos forma yra unikali tuo, jog vyksta Zitrovo akivaizdoje,
t. y. karybiniy paiesky procesas ir galutinio sceninio produkto atlikimas vyksta
vienu metu. Taigi grynoji improvizacija, arba improvizacija kaip atlikimo forma,
leidZia persvarstyti tradicinius spektaklio parametrus ir sitilo naujas prieigas
prie profesionalios vaidybos aspekty, tokiy kaip aktoriaus-karéjo pozicija, atvira
dramaturgija, bendradarbiavimas su zitirovu, ansamblinis atlikimas, bei suteikia
teatro vyksmui i$skirtine socialine reik§me.

1.6. Siuolaikinés teatro formos ir improvizacijos funkcijos poky¢iai

Tiek taikomosios, tiek grynosios improvizacijos raida yra dialektiskai susijusi su
paties teatro raidos dinamika: viena vertus, improvizacija kaip vaidybos raktas
sialo naujas prieigas prie spektaklio formos karimo bei atlikimo, kita vertus,
$iuolaikinio teatro formy raida, linkusi j tarpdalykiSkuma, interaktyvumg ir
performatyvuma, operuoja improvizacija platesniame negu tradiciniame vai-
dybos kontekste ir salygoja improvizacijos kaip teatro instrumento funkcijos
pokyti. Improvizacijos raidos procese Frostas ir Yarrow i§skiria tris pagrindinius
kontekstus, kuriy seka gali buti suvokiama chronologiskai ir kurie yra salygoti
skirtingo santykio tarp improvizacijos ir aktoriaus asmenybés: 1) improvizacija,
tradiciskai suvokiama kaip aktoriy ugdymo instrumentas, pasitelkus aktoriaus
king yra siekiama atrasti ir reprezentuoti personazg arba ,,kitg realybe®; 2) mo-
derniyjy laiky asmenybés stabilumo ir pastovumo kvestionavimas atsispindi
radikalesnése improvizacijos formose, atsisakanciose personazo koncepcijos ir
nataralistinés vaidybos; 3) parateatriniame kontekste improvizacija virsta paties
atlikéjo asmenybés pazinimo / tyrimo instrumentu, o aktoriy ir Ziirovy santykiy
realybé tampa svarbesné uz naratyvo reprezentacija (Frost, Yarrow, 2016, 4-5).
Pastarasis kontekstas apima tiek taikomosios improvizacijos formas skirtinguose
psichoterapiniuose, edukaciniuose bei politiniuose kontekstuose, tiek ziarovo
dalyvavimu bei interaktyvumu pagristas performatyvaus meno formas.

Taigi vienas svarbiausiy improvizacijos funkcijos poky¢iy yra susijes ne su
aktoriaus kairyba, bet su interaktyvumu pagrjstomis teatro formomis. Spektaklis
kaip aktoriy ir zitirovy susitikimo erdvé ir laikas jvietinto, dalyvavimo ir imersi-
nio teatro formose evoliucionuoja iki visiSkos atskirties tarp aktoriy ir Ziarovo
panaikinimo ir priskiria abiem bendrg savokg - ,,dalyvis“ Sis pokytis, jtraukes
i teatro sferg Ziarovus, leidzia suvokti improvizacija kaip aktyvy ir spontanis-
kg zitrovo elgesj spektaklio apibréztoje fiktyvioje erdvéje, kaip neisvengiama
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interaktyvumo Zenkla. Pabréztina, jog interakcija vyksta ne tik tarp zitrovo ir
aktoriy, bet taip pat tarp zitrovo ir erdvés, zitrovo ir spektaklio konstrukcijos,
kuri kuriama taip, kad ,,turéty spragas, kurias uzpildyty ziarovy veikimas; spra-
gas, kurioms reikalingas zitirovo atsakas tam, kad susikurty prasmé“ (White,
2013, 30). Improvizacija tokiu atveju yra suvokiama kaip spektaklio prasminis
atvirumas ir tampa savaranki$ku meniniu spektaklio démeniu, nesusijusiu su
aktorinio atlikimo konvencijomis ar sceninio veiksmo spontani$kumu.

I1. IMPROVIZACIJA IR ZAIDYBINIS TEATRAS

2.1. Improvizacijos iStakos ir improvizatoriaus archetipas

Apzvelgus teatro genezés i$ ritualo ir Zaidimo hipotezes paaiskéja, kad impro-
vizacija yra neatsiejamas ritualo ir zaidimo démuo, ne tik persikeliantis j teatro

forma kartu su ritualo ir zaidimo savybémis, bet ir nulemiantis $ios transfor-
macijos biida. Sventojo klouno archetipas, ritualo ir Zaidimo veikéjas, jkinija

savyje improvizacija kaip pagrindinj saveikos su aplinka ir ZiGrovais rezima,
pavercia Zaidima pagrindiniu karybos ir pazinimo instrumentu. Teatre zaidimas

pasireiskia ir kaip improvizacija organizuojanti struktra, ir kaip spontaniskas

naujy prasmiy bei jvaizdziy karimas, ir kaip apskritai karybinés laisvés savijauta,
arba Zaidybiskumas, improvizacijos atspirties taskas, svarbiausia salyga, o daznai

ir tikslas. Improvizacija paremtas teatras daznai taiko Zaidimo principus ir nag-
rinéja zaidybiskuma kaip pagrindinj aktoriaus karybinj rezima, tac¢iau batent
Michailo Butkevic¢iaus zaidybinio teatro modelyje $ventojo klouno improvizacija
tampa ne tik aktoriaus, bet ir reZisieriaus zaidimu, aplink kurj yra organizuojamas

visas spektaklio kirimo procesas.

2.2. Zaidybinio teatro modelis ir jo pagrindiniai bruozai
Butkeviciaus apibréztas zaidybinis teatro modelis sugebéjo organiskai sulieti
psichologinj teatrg ir i§ esmés jam prieStaraujantj Zaidimo, improvizacijos,
distancija su vaidmeniu pagristg teatrg. Butkevicius, jtraukdamas j zaidybinio
teatro struktarg tiek senasias teatro formas, tiek psichologinio teatro elementus
(pavyzdziui, veiksmine analize), neapsiribojo Zaidybiskumu tik kaip spektaklio
atlikimo bruozu. Jis taiké Zaidimo principus ir teksto analizei, ir repetavimo
strategijoms, ir spektaklio struktarai, galiausiai — aktoriniam ir reZistriniam
karybiniam mastymui ugdyti. Remiantis karybiniu ir pedagoginiu Butkevic¢iaus
palikimu, galima i$skirti $iuos pagrindiniu Zaidybinio teatro bruozus:
- interaktyvumas, atviras bendradarbiavimas tarp karéjo ir Ziarovo naujy
prasmiy ir jvaizdziy karimo procese;
- paradoksalumas, netikéta logisko ir emocionalaus, Zemo ir auksto, juo-
kingo ir graudaus, griezto ir laisvo sgjunga kuriant menine prasme;
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- jvairiy zanruy, stiliy, ritmy susijungimas (bet ne susiliejimas!), nepriklau-
somybé nuo kokios nors vienos estetinés, filosofinés, socialinés doktrinos,
galimybé laisvai migruoti tarp pasirenkamy meniniy priemoniy;

- spontaniskumas, veikimas ne pagal i§ anksto nustatytas instrukcijas, o
pagal ,¢ia ir dabar® atsirandandig situacija, $ios situacijos atveriamy
veikimo varianty gausybés valdymas;

- nuolat kintanti distancija su vaidmeniu.

2.3. Zaidimo samprata ir sgsajos su teatru

I$analizavus zaidimo ir teatro karybos specifika, galima isskirti $iuos bendrus
zaidimo ir teatro bruozus: malonumas, veikimo laisvé, erdvés, laiko ir socia-
liniy rémy atsisakymas, struktaros ir taisykliy paisymas, rizika, konkurencija,
vaizdinio mastymo dominavimas, nepakartojamumas. Siekdamas surasiuoti
zaidimy gausa, Butkevicius pasitelkia dalyviy skai¢iy ir pateikia tokia zaidimy
klasifikacija:

- vieno zaidéjo Zaidimai (arba Zaidimai su menamu partneriu);

- dviejy zaidéjy zaidimai (arba zaidimai su menamu Ziarovu);

- dviejy zaidéjy zaidimai zitrovo akivaizdoje.

Si klasifikacija yra reikminga Butkevi¢iaus metodikoje, nes yra pritaikyta
teatrui ir nurodo tam tikrg kiirybinio proceso chronologijg:

- pirma, teatras Zaidzia su menamu partneriu — autoriumi, tekstu, idéja
(tokio pobudzio yra rezisieriaus pjesés analizé arba aktoriaus savaran-
kigkas darbas su vaidmeniu);

- antra, teatras ZzaidZia su menamu ziarovu (tai yra repeticijos procesas,
kuriame dalyvauja realts partneriai-Zaidéjai: rezisierius ir aktoriai);

- trelia, teatras zaidZia realaus Zitrovo akivaizdoje (karybinio proceso
rezultatas — vaidinamas spektaklis).

Tokia analogija akivaizdziai rodo Zaidimo vystymasi laike, kai kiekvienas
etapas papildo ir praplecia pries ji esantj. Tai leidzia Butkevi¢iui daryti i$vada,
jog »zaidimo raidg ir progresa charakterizuoja didéjantis Zaidimo teatralisku-
mas“ (Bytkesny, 2010, 197). Sis procesas yra ypa¢ svarbus, nes skirtinguose
spektaklio kiirimo etapuose taikomas Zaidimas (improvizacija) tampa vientisa
kiirybine strategija, jtraukiancia reZisieriy, aktoriy, Ziirovg bei kitus kiirybinio
proceso dalyvius.

2.4. Zaidimas su autoriumi ir aktoriais

Zaidybinis modelis suteikia galimybe perzvelgti improvizacija paremtg rezistiros

modelj, kai improvizacija pasitelkiama ir analizuojant teksta, ir dirbant su akto-
riais, ir ieskant bendros spektaklio formos. Sio proceso pagrindiné sudedamoji

dalis - improvizacija (Butkevi¢iaus terminologija - Zaidimas) su jvaizdZiais bei

jvaizdziy pavertimas iSbaigtu spektaklio sprendimu, kai analizé perauga j sinteze.
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Improvizacija kaip darbo su jvaizdziais technika jgauna tokia pat reiksme, kaip ir
zaidybiné savijauta, specifinis reZisieriaus darbo pobudis, atsispindintis visame
spektaklio strategijos karimo procese.

2.5. Zaidimas su Ziiirovais

Zaidybinio modelio spektaklio kiirimo specifika numato, kad aktorius ir re-
zisierius yra lygiaverciai karybinio proceso partneriai, naudojantys vaizdinj

mastymg ir improvizacija kaip pagrindinj teksto analizés ir spektaklio jvaizdZio

karimo instrumenty. Taciau atlikimo (Butkevi¢iaus terminologija — Zaidimo

su Zitirovu) prasme aktoriaus vaidmenj apsunkina tai, kad jis vienu metu yra ir
atlikéjas, egzistuojantis spektaklio sukurtame pasaulyje, ir karéjas, reflektuojantis

$i pasaulj ir juo manipuliuojantis. Zaidybiniame teatre, ypa¢ aktoriaus improvi-
zacijoje kaip svarbiausiame $io teatro démenyje, vaidmens reprezentacija tampa

vaidmens strategija.

Taciau kertinis kiirybinio proceso momentas — spektaklio peréjimas i$ paruo-
$iamojo etapo j susitikima su zitrovu, kai zaidimas arba improvizacija pradeda
jtraukti j spektaklio visuma individualius ziGrovo procesus, — gali vykti tiek per
improvizacinj vaidybos komponenta, tiek (tai aisku i§ imersinio teatro strategijy
specifikos) per spektaklio bei jo erdvés / dramaturgijos konstrukcija. Taigi im-
provizacija kaip karybiné strategija yra naudojama ne tik vaidybos ar rezisaros
srityje, bet ir dramaturgijos, scenografijos ir spektaklio formato kontekstuose.

III. IMPROVIZACIJA KAIP SPEKTAKLIO
KURIMO STRATEGIJA

Improvizacijos kaip karybinés strategijos efektyvuma $iame meniniame tyrime
buvo siekta istirti trijuose skirtinguose spektakliuose: ,,Zodziy fabrikas (pagal
A. de Lestrade apsakymga ,,Didysis zodzZiy fabrikas®, Valstybinis akademinis
V. Majakovskio teatras, 2015), ,,Apie baimes® (pagal aktoriy istorijas, Valstybi-
nis jaunimo teatras, 2017) ir ,Kodas: HAMLET* (pagal W. Shakespeareo pjese
»Hamletas, Lietuvos rusy dramos teatras, 2016). Kiekviename i§ i$vardyty
spektakliy improvizacija buvo naudojama skirtinguose karybinio proceso
etapuose: spektaklio ,,Zodziy fabrikas“ kirrybiniame procese, kuriame nau-
dojami tradiciniai repeticijy metodai, siekta jtraukti improvizacija i teksto
analize bei reZisurinés spektaklio formos kurima; spektaklio ,,Apie baimes®
karimo procese, paremtame dokumentinio teatro bei kolektyvinés karybos
principais, improvizacija pasirei$ké kaip dramaturgijos paieskos instrumentas;
spektaklyje ,Kodas: HAMLET, kuris reprezentuoja imersinio teatro formata,
improvizacija atsiskleidé kaip atlikimo forma bei spektaklio erdvés ir santykiy
su zitirovais démuo.
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Sie trys spektakliai pagal dominuojanéia improvizacijos funkcija viename ar
kitame karybiniame etape atliepia trijy pagrindiniy improvizacijos panaudojimo
konteksty klasifikacija, apibrézta Frosto ir Yarrow:

- tradiciné improvizacijos kaip ugdymo ar vaidmens kiirimo instrumento
funkcija atsiskleidé konvencikiausiame spektaklio ,,ZodZiy fabrikas*
karybiniame procese, nes buvo naudojama dirbant su aktoriais, ie$kant
bendro estetinio vardiklio bei personazy jvaizdziy;

- improvizacija kaip kiirybinis instrumentas ir pagrindiné repeticijy stra-
tegija buvo naudojama spektaklio ,, Apie baimes“ kiirybiniame procese,
nes buvo ieskoma spektaklio dramaturgijos ir atsisakoma konvencinés
vaidmens sgvokos;

- improvizacija kaip atlikimo forma ir imersinio formato démuo atsi-
skleidé spektaklyje ,Kodas: HAMLET®; ¢ia karybinis procesas jtrauke
interaktyvumo ir Zaidimo teorijas bei imersinio teatro strategijas.

Pagrindiné karybiné prieiga visy trijy spektakliy kiirimo procese pagrijsta
anksciau i$nagrinéto Zaidybinio teatro principais, nes $io teatro modelis suteikia
veiksmingus ir nuoseklius improvizacijos taikymo metodus visuose karybinio
proceso etapuose. Butkeviciaus apibréztas didéjantis Zaidimo teatralisSkumas
(arba improvizacijos kaip karybinés strategijos didéjantis kompleksiskumas),
pateiktas kaip trys zaidimo kategorijos, sura$iuotos pagal Zaidéjy skaic¢iy, buvo
iStirtas kiekvieno spektaklio procese atskirai:

- Zaidimas su autoriumi (vieno zaidéjo Zaidimas) atsiskleidé kaip rezi-

strinés analizés ir spektaklio formos kirimo instrumentas spektaklio
,Zodziy fabrikas“ paruosiamajame etape, iki darbo su aktoriais;

- zaidimas su kairybine grupe (dviejy zaidéjy zaidimas) buvo adaptuotas
improvizacinei dramaturgijos paie$kai spektaklyje ,,Apie baimes®, ben-
dradarbiaujant reZisieriui ir dramaturgui;

- Zaidimas su Zitirovu (dviejy Zaidéjy zaidimas zitrovy akivaizdoje) buvo
vykdomas spektaklyje ,Kodas: HAMLET“ panaudojant interaktyvaus Zai-
dimo struktarg, taip pat jtraukiant improvizacijg kaip atlikimo forma.

Spektakliy karimo procese buvo naudojamos ir nespecifinés zaidybinés
karybinés prieigos, tokios kaip verbatim technika ir imersinés strategijos, kurios
leido i$nagrinéti improvizacijos principy karybinj legitimuma netradiciniy ir
tarpdisciplininiy teatro formy kontekste bei atsizvelgti j improvizacijos funkcijos
pokytj $iuolaikiniame teatre. Spektakliuose ,, Apie baimes® ir ,Kodas: HAMLET“
improvizacija atsiskleidé kaip interaktyvumo bei spektaklio erdvés organizavimo
démuo, kuris néra placiai aptariamas, nors ir numatomas Butkevi¢iaus Zaidybinio
teatro modelyje. Galima teigti, jog visi trys minéti spektakliai remiasi zaidybinio
teatro principais, taciau jy jtaka karybiniam procesui juose pasireiskia nevie-
nodai, dél to jie yra pateikiami ne chronologine, bet Zaidybinio teatro modelio
jtakos silpnéjimo tvarka.
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3.1. Improvizacija ir reZisariné spektaklio forma.
Spektaklis ,,Zodziy fabrikas*

3.1.1. Zaidybiné teksto analizé

Siame skyriuje, pasitelkus zaidybinio modelio analizés principus bei Jurijaus Al-
schitzo analizés per klausimus metoda, nagrinéjamas apsakymo ,,Didysis Zodziy
fabrikas® tekstas, nustatomi pagrindiniai prasminiai akcentai.

3.1.2. Spektaklio formos ir estetikos formavimas

Nustacius pagrindinj basimo spektaklio jvaizdj — nebylumo kaip kilnaus ty-
léjimo ir kaip netekusio prasmés zodziy srauto — formuojami vaidybiniai bei
estetiniai sprendimai. Yra nagrinéjama Copeau teatro mokyklos nebylumui
artima neutralumo savoka, kuri komplementariai suderina vaidybos paprastuma,
aiSkuma ir i$raiskinguma, gimstancius i§ didelj karybinj potencialg turincios
tylos. Aptariamas estetinis spektaklio sprendimas, kuris atspindi XX a. pradzios
prancuzy kultaros jvaizdzius.

3.1.3. Improvizacija reZisieriaus darbe su aktoriais

Spektaklio ,,Zodziy fabrikas“ atveju repeticijy procesas gana tradicinis, nes
aktoriaus improvizacija buvo pagrindinis karybinis instrumentas, taciau $io
projekto specifika — ne tekstiné (kaip etiudinés pjesés analizés atveju), bet ne-
verbaliné improvizacija, salygota mazos teksto apimties ir neverbalinés estetikos
sprendimo.

3.2. Improvizacija ir dramaturgijos paieskos.
Spektaklis ,, Apie baimes“

3.2.1. Karybiné spektaklio specifika

Spektaklio ,, Apie baimes® atveju kiirybiné grupé (reZisierius, dramaturgas, sceno-
grafas, kompozitorius) turi ta patj atspirties taska kaip ir projekte dalyvaujantys

aktoriai (t. y. vaikystés baimiy tema), o busimasis spektaklis i§ anksto neapibré-
ziamas nei vizualiniu, nei Zanro, nei formato, nei rasytinio teksto aspektu. Taigi

spektaklio karimo procesas metodologiskai sietinas su mazy maziausiai dviem

improvizacija naudojanéiomis teatrinémis formomis: kolektyvine karyba grjstu

teatru (angl. devised theatre) bei dokumentiniu teatru. Skyriuje yra aptariamas ir
improvizacija paremtas laboratorinio darbo metodologijos formavimas.

3.2.2. Spektaklio dramaturgijos ir formos paieskos metodologija
Spektaklio dramaturgijos ir meninés formos kiirimas vyko tuo pat metu, o svar-
biausia uzduotis buvo laboratorinis temos tyrimas trimis kryptimis:

a) vaikysté, svarbiausi vaikiski atributai, jvaizdzio ,,as — vaikas“ formavimas;
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b) baimé, jos emociné israigka, socialiné reik§mé ir jveikimo budai, konkreciy
vaiki$ky baimiy ir su jomis susijusiy istorijy i asmeninés gyvenimiskos
patirties paieskos;

c) archetipy ir jvaizdziy, susijusiy su baime, meninés iSraiskos buady
paieska.

Skyriuje yra pateikiami Siam tyrimui atlikti formuluojami ir esant poreikiui

tyrimo eigoje modifikuojami specifiniai pratimai ir uzduotys.

3.2.3. Medziagos atranka ir spektaklio dramaturgijos formavimas

Sis skyrius apzvelgia kita darbo etapg, kuris numato glaudy rezisieriaus, drama-
turgo, scenografo, kompozitoriaus ir kity karybinés komandos nariy bendra-
darbiavimg. Dokumentiniam teatrui budingas balanso tarp realybés ir fikcijos
perskirstymas $iame etape jgyja ypatinga reik§me. Turimos medziagos (arba
»dokumenty®) analizé numato ir medziagos sceninj jkiinijima bei savarankisky
meniniy jvaizdziy sukarimg.

3.3. Improvizacija ir atlikimas imersiniame teatre.
Spektaklis ,,Kodas: HAMLET“

3.3.1. Imersinio teatro sgvoka ir pagrindiniai bruoZai

Siame skyriuje yra nustatomos savoky immersive theatre (liet. imersinis teatras,
arba jtraukiantis teatras), participatory theatre (liet. dalyvavimo teatras) ir in-
teractive theatre (liet. interaktyvus teatras) sampynos, apibréziamos imersinio
teatro charakteristikos ir strategijos.

3.3.2. [sitraukimas ir interaktyvumas

Pasitelkus interaktyvumo studijas, nustatomas rysys tarp jsitraukimo ir jj
uztikrinancio interaktyvumo bei aptariamas skirtumas tarp komunikacijos
ir manipuliacijos, kuri gali atsirasti imersines strategijas naudojancioje teatro
produkcijoje.

3.3.3. Imersinis teatras, Zaidimas ir improvizacija

Skyriuje yra tiriamas zaidimas kaip manipuliacijos i$vengianti interaktyvumo
forma ir zaidimo principy naudojimas imersiniame spektaklyje ,Kodas: HAM-
LET* Yra daroma prielaida, kad zaidimo struktara suteikia imersiniy strategijy
siekiamg zitrovo jsitraukimg.

3.3.4. Improvizacinés vaidybos specifika

Skyriuje yra nagrinéjami trys atlikimo improvizacijos lygmenys, priklausantys
nuo interaktyvumo sudedamosios dalies vaidmens linijoje. Yra nustatoma, kad
personazo analizé ir aktorinio paveikslo paieskos vykdomos taip, jog visos
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improvizacinés apraiskos islikty pagristos viena logika ir estetika. Improvizacija
kaip atlikimo forma pagrjstuose spektakliuose batinas aktoriy gebéjimas dirbti
ansamblyje, nes bet koks aktoriaus individualus pasireiskimas turi bati susijes
su bendru spektaklio meniniu sprendimu.

3.3.5. Improvizaciné prieiga prie scenografijos

Skyriuje yra nagrinéjamas dar vienas improvizacijos lygmuo, atsiskleides sceno-
grafiniame spektaklio sprendime. Improvizaciné prieiga prie spektaklio ,, Kodas:

HAMLET* scenografijos, skirtingai negu konvencinés aktorinés improvizacijos

atveju, remiasi ne laisva karyba, bet kairybiniu laviravimu grieztai apibréztuose

rémuose, prisitaikymu prie teatro pastato architektirinés ir techninés duotybés,
todél leidzia suvokti improvizacija kaip strateginj karybinj lankstuma.

ISVADOS

1. Improvizacija yra ne tik vaidybos technika, bet ir placiai taikomas ugdymo,
pazinimo ir karybos instrumentas. Kognityviniai mokslai sieja improvizacijos
rezimg su intuicija, o ne loginiu mastymu pagrijstu veikimu, suteikianciu pri-
eiga prie vidinio asmenybés raiskos potencialo. Si improvizacijos savybé daro
ja efektyviu instrumentu tiek profesionaliame teatre, tiek jvairiuose parateatri-
niuose, socialiniuose bei terapiniuose kontekstuose. Tyrimas atskleidé sasajas
tarp improvizacijos, kirybinés laisvés ir Zaidybiskumo, kurie yra tiek vaidybos,
tiek kity profesionalaus teatro sri¢iy neatsiejami atributai.

2. Nors taikymo budy yra daug, galima i$skirti du pagrindinius improvizacijos
tipus: taikomaja ir grynaja. Pirmasis tipas gali bati aptiktas visuose vaidmens /
spektaklio karimo procesuose, siekianc¢iuose analize ir praktiniais bandymais
sukurti nekintamg galuting vaidmens / spektaklio forma. Antrojo tipo impro-
vizacija suponuoja vaidmens / spektaklio atviruma, kai karimas ir atlikimas
vyksta vienu metu. Grynoji improvizacija yra biidinga ¢ikagietiskai amerikieciy
teatro tradicijai, ji néra dazna psichologinio teatro inspiruotose formose, taciau
tyrimo eigoje nustatyta, kad jos bruozy galima aptikti bet kokiose interaktyvumu
pagristose teatro formose. Tiek grynoji, tiek taikomoji improvizacija pasireiskia
trijuose profesionalaus teatro kontekstuose: aktoriy ugdyme, repeticijose (kirimo
procese) ir atlikime (spektaklio formoje).

3. Aktorinés mokyklos ugdymo metodai improvizacija jtraukia dvejopai:
arba ji yra naudojama karybiniam elgesio ir psichologinés busenos tyrimui,
dazniausiai pagrjstam dramaturgine medziaga (buadinga psichologinio teatro
mokyklai), arba ji tampa aktoriaus ekspresyvumo, estetinio lankstumo ir vaiz-
duotés lavinimo instrumentu, nebatinai nukreiptu j vaidmens karimg (badinga
nenataralistinio ir fizinio teatro formoms). Nors improvizacijos kriterijai $iais
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atvejais skiriasi priklausomai nuo ,,sceninés teisybés“ suvokimo, galima teigti,
kad jy pagrinda sudaro bendras pedagoginis siekimas iSugdyti aktoriaus karybinj
savarankis$kuma, lankstuma, menine nepriklausomybe bei atsakomybe.

4. Tyrimo metu nustatyta, kad improvizacijos funkcija repeticijy procese
tiesiogiai priklauso nuo repetuojamo spektaklio formos ir jame dominuojancio
vaidybinés improvizacijos tipo. Tradiciniame spektaklio pastatyme, nenumatan-
¢iame grynos aktorinés improvizacijos atlikimo metu, improvizacija yra inkor-
poruojama j rezisarine strategija kaip nekintamo galutinio vaidmens piesinio
paiesky instrumentas ir néra tesiama po spektaklio premjeros. Improvizacija
pagristai spektaklio formai, neturinciai i$ankstinés dramaturginés medziagos,
reikalingas repeticijy procesas, sutelkiantis karéjy démesj j temos, estetikos ir
bendry meniniy taisykliy nustatyma, aktoriy susiklausyma, savarankiskuma bei
uztikrintuma. Spektaklio atlikimas $iuo atveju tampa karybinés strategijos dalimi.
Jeigu per repeticijas siekiama sukurti dramaturgija, svarbig funkcijg atlieka ne
tiek aktoriy ir reZisieriaus, kiek aktoriy ir dramaturgo bendradarbiavimas, o
improvizacija yra inkorporuojama j sceninio teksto karimo strategija.

5. Improvizacija kaip aktorinis atlikimas néra paplitusi psichologinio teatro
tradicijoje; jai reikalingi tradicinéje vaidybos mokykloje mazai naudojami jga-
dziai, tokie kaip gebéjimas egzistuoti scenoje be i$ankstinio teksto, interaktyviai
bendrauti su publika, kurti ir atlikti vaidmenj esant ,,tekéjimo” (angl. flow) ba-
senos, valdyti stresg ir savikritikg. Tyrimas rodo, kad grynosios improvizacijos
metodai sitilo naujas prieigas prie pamatiniy spektaklio parametry, kurios gali
bati jtrauktos j karybinés strategijos formavima: grynoji improvizacija suteikia
aktoriui visaverc¢io karéjo statusa, jtraukia zitirova j sceninio veiksmo ir drama-
turgijos kirima, i$kelia naujus aktorinio ansamblio savireguliacijos principus,
suteikia teatro jvykiui nauja socialine bei pedagogine funkcija.

6. Nors improvizacija spektaklio formoje dazniausiai pasireiskia kaip akto-
rinio atlikimo technika, taciau, atsizvelgus j Siuolaikinius Ziirovo percepcijos
tyrimus ir netradiciniy tarpdisciplininiy formy specifika, galima teigti, kad im-
provizacija gali buti suvokiama ir kaip su vaidybinémis konvencijomis nesusijusi
imersinio formato dalis, pasireiskianti kaip prasminis spektaklio atvirumas, kaip
spontanisko zitrovo bendravimo su spektaklio erdve démuo ir kaip imersinés
spektaklio karimo strategijos sudedamoji dalis.

7. Zaidimo ir improvizacijos sgsajos, nagrinéjamos zaidimo teorijoje bei
ja paremtame Zaidybinio teatro modelyje, leidzia suvokti improvizacija visy
pirma kaip zaidybiSkumag ir laisva, produktyvy karybos rezima, pazvelgti j bet
kurj karybinj procesa kaip j Zaidimo principais apibréztg ir Zaidimo désniams
paklastantj procesa. Tyrimas atskleidé $iuos bendrus improvizacijos ir Zaidimo
bruozus: malonumg, veikimo laisve, erdvés, laiko ir socialiniy rémy atsisakyma,
struktaros ir taisykliy paisyma, rizika, konkurencija, vaizdinio mastymo do-
minavimg, nepakartojamuma. I§ rezisaros perspektyvos $ie bruozai apibadina
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improvizacija paremto spektaklio kiirimo pobiidj. Zaidimo klasifikacija pagal
veikéjy skaiciy (vieno zaidéjo, dviejy zaidéjy ir dviejuy zaidéjy ziarovo akivaiz-
doje) nurodo spektaklio kiirimo proceso chronologija arba kurybinés strategijos
etapy seka (zaidimas su autoriumi / analizé, Zaidimas su aktoriais / repeticijy ir
karybiniy paiesky etapas, zaidimas su zirovais / atlikimas ir imersinio formato
karimas). Sio algoritmo modifikacijos gali buti aptiktos vaidybos, rezisiros,
scenografijos, dramaturgijos, muzikos kontekste ir nurodo Zaidimo principy
universaluma bendros spektaklio kirimo strategijos atzvilgiu.

8. Tyrimo eigoje sukurti spektakliai atskleidé improvizacijos funkcija skir-
tinguose karybinio proceso etapuose ir improvizacija paremtus karybinius
metodus jvairiose teatro formose:

Rezistirinés spektaklio ,,Zodziy fabrikas“ formos kiirimo metu improvi-
zacija kaip zaidimas su tekste uzkoduotais jvaizdziais leido suformuoti
spektaklio estetikg ir apibrézé vaidybos stiliy. Repeticijose naudojama
aktoriy improvizacija pagal teksto siilomas temas padéjo suformuoti
sudétingg personazy struktarg, nors teksto buvo nedaug. Neverbalinés

improvizacijos metodai, apimantys neutralaus kiino ir neutralios bei eks-
presyvios kaukés technika, buvo naudingi kuriant fizine rai$ka paremtas

vaidmens linijas paruo$iamajame spektaklio etape.

Kuriant spektaklio ,, Apie baimes® dramaturgija, improvizacija atsiskleidé
kaip karybinés strategijos, apimancios verbatim technika bei kolekty-
vine karyba, dalis. Laboratorinis spektaklio karimo principas atskleidé
improvizacijos svarbg formuojant karybinio proceso metodologija,
nes karybinés komandos nariai (rezisierius, dramaturgas, scenografas)

turéjo lanksciai prisitaikyti prie aktoriniy pratimy rezultaty bei greitai

ir daznai modifikuoti karybine strategija priklausomai nuo meniniy
poreikiy.

Spektaklis ,,Kodas: HAMLET“ atskleidé improvizacija kaip gryna zaidi-
mo formg j karybine strategija jtraukiantj metoda, naudojantj ir aktoriy

atlikéjiska improvizacijg, ir imersinio formato bruozus. Atlikimo pozitriu

improvizacija buvo paremtas interaktyvus aktoriy ir Ziarovy bendravimas,
taciau skirtingy personazy linijose jis pasirei$ké nevienodai: nustatyta,
kad improvizaciné sudedamoji dalis atliekant vaidmenj didéja kartu su

interaktyvumo lygiu. Spektaklio formato pozitriu improvizacija atsisklei-
dé kaip zaidimo principas, tiesiogiai priklausantis nuo Ziarovo daromy

veiksmy ir pasirinkimy. Si kirybiné strategija ypa¢ isryskino skirtuma

tarp tradicinio improvizacijos taikymo, naudojamo vaidmens / spektaklio

karybiniy paiesky procese, kuris nutraukiamas atradus ir patvirtinus

galutine forma, ir netradiciniuose bei tarpdisciplininiuose spektakliuose

naudojamos improvizacijos, pasirei$kiancios kaip interaktyvumu pagrijsta

atlikimo technika bei imersinés formos démuo.
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9. Atliktas tyrimas leidzia formuluoti platesne improvizacijos samprata,
neapsiribojancia tradiciniu pozitriu j improvizacija i$skirtinai kaip j vaidybos
technika ar atlikimo manierg. Be to, tyrimas aiskiai atskleidé improvizacijos
suteikiamas karybines galimybes formuojant spektaklio karybine strategija.
Tikétina, kad tyrimo rezultatai bus aktualts teatro teoretikams ir praktikams,
nagrinéjantiems vaidybos, rezistaros, dramaturgijos bei scenografijos fenomenus,
ir paskatins permastyti bei praktiskai iSbandyti jvairesnius sceninés karybos me-
todus. Improvizacija gristi kiirybiniai metodai padeda jveikti jvairias asmenines
ir karybines klittis profesionalaus teatro ugdymo ir karybos srityse, suteikia
galimybe lanksciai ir kryptingai derinti jvairias karybines technikas, skatina
karéjy laisve, vaizdinj mastyma ir atsakomybe.
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INTRODUCTION

The term “improvisation” is used in a very broad context: it is a creative technique
applied in different artistic fields, a clearly defined genre, an activity largely found
upon freedom and creativity, as well as any spontaneous, unexpected phenom-
enon, occurring in our everyday. This makes using the term in professional
theatre both useful and problematic, because, while attempting to concretise
and systemise the principles of professional improvisation, it is simultaneously
difficult to completely shake off its wider everyday meanings. In psychology,
improvisational attributes, such as easfulness, independence and flexibility, are
seen as contemporary self-identity traits which are welcomed and even desired.
Moreover, the ability to feel and act comfortably in ever-shifting and spontane-
ous conditions (in other words, in improvisational mode) is a characteristic of
contemporary society itself, accurately defined as liquid modernity by Zygmunt
Bauman (Bauman, 2007). On the other hand, according to Bauman, such
complete volatility and continuous transmutations of self-identity threaten not
only its integrity but also that of our human relationships. His four figures of
postmodernity - the stroller, the tourist, the vagabond and the player - all of
whom stood in for the modernist concept of pilgrimss life, perfectly reflect the
liminality of improvisation as a phenomenon in the forms of havoc, anarchy
and irresponsibility (Bauman, 1996).

In professional theatre, improvisation should be understood as a dialectical
phenomenon, combining freedom and authenticity together with strict require-
ments for form or content. Improvisation becomes an effective and powerful
creative device only when coupled with clear and purposeful artistic tasks. De-
spite evident prevalence of creative methods that are based on improvisation,
there are not many cases of using improvisation in finished theatre productions.
Most often, it is applied during the creative process, especially when building a
character. Therefore, in acting, improvisation is seen as a creative and research
device, and its results have to be carefully selected and specified before they
become components of the finished and immutable image of the character.
From this perspective, as a technique and creative principle, improvisation is
seen as a deliberate creative strategy encompassing different stages of building
a character.

From a more holistic perspective, however, in the case of performance-
making, improvisation cannot be seen only in the context of acting because, in
one way or another, it engages all participants of the creative process. Extensive
studies of improvisation in acting and a clear lack of research of improvisation
in directing, dramaturgy and scenography show that improvisation is somewhat
isolated from the overall creative process of performance-making. In order
to recognise improvisation’s function in this creative process, it is necessary
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to determine the common creative denominators of its participants and to
define the principles of their creative collaboration, especially if they are based
on improvisational methods. Michail Butkevich has formulated one of the
most interesting improvisational models in his theory of ludic theatre, which
not only looks at improvisation from the perspective of directing, but sees play
as a general creative platform for everybody involved in making performance.
In the difficult and complex process of setting up performance’s creative strategy,
play that is structured, purposeful and inspiring affords improvisation a new
and promising creative status.

Research object: improvisation understood not only as an acting technique,
but also as a specific creative system as well as a well-rounded creative strategy
engaging everybody involved in making performance and allowing for the
establishment of new forms of theatre. Such definition of improvisation is inher-
ent to the understanding of play in theatre and, as a result, the present artistic
research builds on the notions of playfulness, with improvisation as one of its
characteristics. The creative strategy of performances The Word Factory, About
Fears and Code: HAMLET, all created during this research, incorporates prin-
ciples of playful improvisation into different stages of their creative processes:
the analysis of directing, the development of dramaturgy and scenography, as
well as the creation and performing of immersive theatre.

The aim of the research: to identify the possibilities of using improvisation
in the creative process of performance and to define the main principles of the
creative strategy based on improvisation.

The following research tasks were devised to achieve the set aim:

- to analyse the principles and understanding of improvisation in differ-
ent theatre traditions as well as identify the creative contexts that use
improvisation;

- to delineate a change in the function of improvisation in the context of
contemporary performance;

- toreview the use of playfulness in theatre and investigate the interrelation
between improvisation and play;

- to determine improvisational manifestations in different stages of the
performance’s creative process;

- touse practice as research and identify the methods of applying improvi-
sation as a creative strategy while making the performances of The Word
Factory, About Fears and Code: HAMLET.

Relevance and originality of the subject. Despite improvisation being one of
the most common methods used in acting, there is a lack of better understanding
of improvisations function in directing, dramaturgy, scenography and other areas
related to the process of making performance. Different schools of theatre most
often apply improvisation when training their actors and building a character,
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however, improvisation as a performance-making strategy in itself is not often
used as an object of artistic research. The originality of this research lies in, in-
stead of focusing on acting, approaching improvisation from the perspective of
directing as well as the overall organisation of performance’s creative process.

One minimal aspect of improvisation — the spontaneous doing in the “here
and now” - even when it is not understood as such, could be found in every
context of creating theatre, because any process of creative research involves
inquiry, experimentation, trial and error, doing something for the first time
and spontaneously producing a result “here and now”. Theatre practitioners
are well aware of a wide spectrum of exercises based on improvisation that are
employed in creative research. However, these exercises often lack a systemic
understanding of improvisation as an organisational principle of creative proc-
ess and as a creative strategy which can be gradually applied during the process
of performance-making. The present artistic study approaches improvisation
from a theoretical and practical standpoint, in order to define the principles of
using improvisation in the creative process of performance and to formulate
the methods of performance-making strategy based on improvisation, both of
which require further research.

The model of ludic theatre devised by Butkevich, which could be seen as one of
the most consistent methods of applying improvisation, is barely known outside
of the Russian theatre context, because the practice of Butkevich’s students and
followers is mainly connected to Illkona spamarideckoro nckyccrsa (the School
of Dramatic Art) theatre in Moscow, and because K ueposomy meampy (Towards
A Ludic Theatre, 2010), the sole book introducing his improvisational method,
is available only in Russian. The present research provides an introduction to
Butkevich’s model of ludic theatre relevant to theatre scholars and practitioners
who are interested in play-based types of theatre and who see improvisation as
an effective creative device in the contexts of acting, directing and the overall
form of the performance.

The originality of this research also lies in, instead of only outlining the
more traditional use of improvisation at the devising stage of the performance,
examining improvisation as performance itself - when performance’s content
is being created and performed simultaneously — which is also one of the most
complex forms of improvisation. There are not many examples of improvisation
as a form of performing in the so-called “psychological realism” theatre tradi-
tion; however, in contemporary theatre its creative potential is evident, which
calls for a comprehensive theoretical and practical analysis of the subject. This
study seeks to crystalise the origins and principles of improvisation as a form
of performing as well as delineate its creative potential.

Improvisation as a form of performing is also connected to another impor-
tant facet of contemporary theatre — interactivity. This research analyses the
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interconnections between interactivity and improvisation in the context of new
theatre forms, and identifies improvisation as not only an acting technique, but
also an interactive interplay between the performance space and the spectator.
An attempt to identify and practically apply improvisational principles in non-
traditional and interdisciplinary forms of theatre, especially when employing
immersive theatre strategies as well as visual arts methods, also contributes to
the originality of the present study.

The theoretical and practical parts of this research are closely intercon-
nected, because the performances discussed in this research paper represent
three separate creative strategies reliant on improvisation. These strategies also
suggest possible ways of applying improvisation in different stages of creative
process. The analysis of the performances’ creative strategies reveals the methods
of improvisation and their practical application relevant in creating different
forms of performance.

Research methods. The specific nature of this artistic research determined
a choice of the following several methodologies.

The development of improvisational theatre’s creative process is outlined using
a historical method, while an analytical method allows for distinguishing different
principles of improvisation. The two main forms of improvisation - applied and
pure — and their distinctive influences on the process of performance-making are
determined using a comparative analysis. Due to improvisation occurring in the
contexts of both professional acting and personality development, this study also
employs an interdisciplinary perspective which helps to integrate the research and
results of cognitive science into the understanding of improvisational acting.

A close interrelationship between improvisation and play suggested the use
of a hermeneutical approach as well as the theory of play. Specific characteristics
and principles of playfulness are analysed in the context of performance-making,
based on the aforementioned model of ludic theatre.

The principles of improvisation as a creative strategy discovered by this
research are then investigated empirically by revealing practical formational
methods of different creative improvisational strategies.

Literature and other source review. The literature used in the present thesis
can be divided into four different categories:

1. Literature analysing the theory of theatre, the development of improvisa-
tion and different aspects of using improvisation in the work of particular theatre
practitioners. When looking into the history and principles of improvisation,
the study refers to Anthony Frost’s and Ralph Yarrow’s Improvisation in Drama,
Theatre and Performance: History, Practice, Theory (2016), Clayton D. DrinKk’s
Theatrical Improvisation, Consciousness, and Cognition (2013) and John Martin’s
The Intercultural Performance Handbook (2004). In order to provide an overview
of the development of theatre and the specific characteristics of contemporary
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theatre, the study makes use of the following books and articles by foreign and
Lithuanian scholars: Erika Fischer-Lichte The Transformative Power of Perform-
ance: A New Aesthetics (English edition 2008; Lithuanian translation 2015),
Hans-Thies Lehmann Postdramatic Theatre (2006), Robert Gordon The Purpose
of Playing (2006), Jurij Alschitz Teatro Senza Regista (Theatre without A Direc-
tor, 2007), Lina Klusaité “Fenomenologinio kiino strategijos teatre. Teoriné
perspektyva” (Strategies of Phenomenological Body in Theatre. A Theoretical
Perspective, 2015) and Rasa Vasinauskaité “Metafory teatro pabaiga. Naujasis
sceninis realizmas: kanas ir vaizdas” (An End to the Metaphorical Theatre.
New Stage Realism: Body and Image, 2015). While such articles as Richard
Schechner’s “Ritual and Performance” (2002) and Victor Turner’s study “From
Ritual to Theatre: The Human Seriousness of Play” (1982) as well as Jurij Als-
chitz’s lectures (2014) proved useful when establishing links between theatre,
improvisation and ritual.

2. Literature focused on professional actor training, books on improvisation by
theatre practitioners and pedagogues, and acting handbooks centred on improvi-
sation. When discussing practical creative methods, the research draws upon
Jurij Alschtiz’s acting techniques described in The Vertical of the Role (2003)
and 40 Questions of One Role (2005), as well as exercises used by psychological
realism and physical theatre schools analysed in the following books: Michel
Saint-Denis Training for the Theatre: Premises and Promises (1982), Lorrie Hull’s
Strasberg’s Method: As Taught by Lorrie Hull (1985), Ruth Zaporah’s Action Thea-
tre (1995), Mark Evans’ Movement Training for the Modern Actor (2008), Alison
Hodge’s Actor Training (2010), Aleksey Tolshin's Mmnposuszauyus 6 o6yuuu
axmeépa (Improvisation in Actor Training, 2010). Important research material
was also gathered from texts by and interviews with famous theatre pedagogues
and proponents of pure improvisation, such as Viola Spolin (1963, 1985, 2001),
Keith Johnstone (1979, 1999) and Del Close (1994).

3. Literature analysing cognitive processes and the psychology of creativity.
Because the present thesis builds on close relationships between improvisation
and creativity as well as the importance of cognitive sciences and their results to
contemporary performance studies, it makes use of cognitive research on creative
process and improvisation, such as: Mihaly Csikszentmihalyi’s Creativity: Flow and
the Psychology of Discovery and Invention (1996), Steven Johnson’s Emergence: The
Connected Lives of Ants, Brains, Cities and Software (2001), Bruce McConachie’s
and F. Elizabeth Hart’s Performance and Cognition: Theatre Studies and the Cogni-
tive Turn (2006) and Daniel Kahneman’s Thinking, Fast and Slow (2011).

4. Literature analysing the theory of play and some aspects of ludic theatre.
Michail Butkevich’ K ueposomy meampy (Towards A Ludic Theatre, 2010) which
describes his model of ludic theatre, Jurij Alschitz’s lectures on playfulness (2012
2014) and Ramuné Baleviciiité’s thesis “Zaidybinio teatro raiska Rimo Tumino
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rezistroje 1978-2005 m” (Manifestation of Playfulness in the Theatre Direct-
ing of Rimas Tuminas between 1978-2005, 2010) were especially significant to
this research. Due to play being the chosen approach towards improvisation in
this study;, it uses literature which takes a closer look at the theory of play, such
as: Johan Huizinga’s Homo Ludus (2011), Roger Caillois’ Man, Play and Games
(2007, English edition 1961), Bernard Suits’ The Grasshopper: Game, Life and
Utopia (1978), Gregory Bateson’s “A Theory of Play and Fantasy” (2006), Stephen
Nachmanovitch’s “This is Play” (2009) and Ieva Steponaviciaté’s Texts as play. The
Ludic Aspect of Karen Blixen’s Writings (2011). Additionally, interrelationships
between play, art and theatre are examined with reference to the work of Hans-
Georg Gadamer (1977, 1988) and José Ortega y Gasset (1991, 1999).

5. Literature which informed the practical part of this artistic research and helped
to investigate different forms and genres of performances created. The research ben-
efited not only from the playtexts and literary works used while making the per-
formances — Agnes de Lestrad’s The Great Word Factory (2009), Teklé Kavtaradzé's
series of performance texts “About Fears” (2017), and William Shakespeare’s
Hamlet (1601) - but also from the following literature discussing different forms,
genres and their characteristics that were used in the performances created:

- the notions of neutral body and neutral mask, examined in Sears A.

Eldredge’s and Hollis W. Huston’s article “Actor Training in the Neutral
Mask” (2002) as well as Jacques Lecoq’s The Moving Body (2001), are
significant to the analysis of The Word Factory;

- documentary and devising theatre principles were applied in the creation
of About Fears; therefore, its analysis applies the theoretical approaches of
Alison Forsyth and Chris Megson (2009), Will Hammond (2008) as well
as Deirdre Heddon and Jane Milling (2016). Moreover, the performance’s
theme suggested a closer look at various literature of children’s psychol-
ogy (Fraiberg, 1959; Riemann, 2004; Kynutuosa, 2008; Ocoputa, 2009;
Winnicott, 2009);

- the analysis of Code: HAMLET and improvisation as one characteristic
of the audience’s behaviour makes use of a wide variety of articles and
books which look at immersive theatre and interactivity in performance:
Marie-Laure Ryan’s “Immersion vs. Interactivity: Virtual Reality and
Literary Theory” (1999), Gareth White’s “On immersive theatre” (2012)
and Audience Participation in Theatre (2013), Adam Alston’s “Audience
Participation and Neoliberal Value: Risk, Agency and Responsibility in Im-
mersive Theatre” (2013), Josephine Machon’s Immersive theatres. Intimacy
and Immediacy in Contemporary Performance (2013), Catherine BooK’s

“Interactivity and Immersion in a Media-based Performance” (2014), Vai-
das Jauniskis’ “Naujosios teatro realybés. Keletas pastaby dél terminijos”
(New Realities of Theatre. A Few Notes on Terminology, 2016).
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Structure of the thesis. The present artistic research paper is consistent of
introduction, three chapters, conclusion and bibliography.

The first chapter discusses the notion of improvisation, its poetic and philo-
sophical meanings, and establishes the scope and principles of using improvisa-
tion in theatre context. The author looks at the actor training methods based on
applied and pure improvisation in the European and American theatre schools,
their rehearsal strategies and performance techniques, determines certain
changes of improvisational function in contemporary theatre, and analyses the
impact of these changes on the processes of actor training and performance-
making.

The second chapter is dedicated to the analysis of interrelationships between
improvisation, play and creating performance. The author analyses the sacred
clown archetype and its significance to the understanding of contemporary im-
provisation, discusses the model of ludic theatre and its performance-making
principles, and establishes the characteristics of improvisation as a creative
strategy not only in the context of acting, but also in those of directing, drama-
turgy and scenography.

The third chapter introduces the creative strategies and forms of the three
performances: it analyses the use of improvisation in the process of directing
The Word Factory; demonstrates the improvisational function in About Fears,
the dramaturgy of which is based on the principles of documentary and devised
theatre; and, with the help of immersive theatre strategies and the theory of inter-
activity, discusses the function of improvisation in performing Code: HAMLET
and looks at its performance form which is centred on participation and play.

I. THE OVERVIEW OF IMPROVISATION

1.1. The Poetics of Improvisation

Anthony Frost and Ralph Yarrow, in their Improvisation in Drama, Theatre and
Performance: History, Practice, Theory (2016), discuss the notion of improvisation
in the context of theatre history, different schools of theatre and development of
performance. However, most importantly, they provide a thorough analysis of the
use of improvisation outside of professional theatre. Their study sees improvisa-
tion as an inherent human action, as a social, political, therapeutic and spiritual
way to know oneself. According to Frost and Yarrow, “[i]mprovisation is not
just a style or an acting technique; it is a dynamic principle operating in many
different spheres, an independent and transformative way of being, knowing and
doing” (2016, 3). Their take on improvisation also includes an understanding
of “how we interact with our environment and how far ‘improvisation’ is a way
of accessing possibilities of extending that” (2016, xi—xii). Such definition not
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only supports the significance of improvisation as a specific theatrical device,
but also crystalises some fundamental improvisational principles and widens
the possibilities of their application in theatre. Traditionally seen as an acting
technique, improvisation rests on spontaneous behaviour - responding to the
unknown and unpredictable conditions which later turns into a discovery and
knowledge. This makes improvisation a metaphor for discovering the everyday
life itself, thus allowing for an improvisational analysis of human actions that
have an impact on one’s personal development and creativity.

1.2. Improvisation in Theatre Context

In professional theatre, improvisation is mainly seen as a creative device used by
the actor or as a specific method of acting. However, acting in itself is manifold,
with contemporary theatre theory and practice distinguishing many different
kinds of acting depending on a specific theatre school or a form of performance.
Robert Gordon provides examples of at least six main acting traditions in the
Western European theatre (2006, 6):

1) realistic take on characterisation: acting as psychological truth;

2) actor as an instrument of scenography: performing as experimentation;

3) improvisation and games: performance-making as play;

4) performing as a political practice: acting as a rehearsal for change;

5) discovering oneself and others: performing as self-exploration;

6) performing as cultural exchange: performing difference.

Gordon relates the establishment of the first five acting categories (and the
professional performing in general) to the work of such practitioners as Craig,
Meyerhold, Stanislavski, Copeau, Artaud and Brecht. These theatre directors
created and established theatre schools with their distinct aesthetics, acting
methods and philosophy. And, despite improvisation being put into a separate
category and in relation to the establishment of a specific form of theatre, vari-
ous improvisational aspects are also found in other acting traditions, with the
aforementioned theatre practitioners using them in their creative practices of
actor training or actor devising. Viewing improvisation solely as an acting device
limits not only its understanding, but also the opportunities for its application
in the creative process of the actor. Moreover, there are significant differences
between improvisational performing and using improvisation in creative theatre
devising. In the former, improvising requires an ability to create a scene, character
or text in front of the spectator as well as holding together the overall composition
of the performance and often directly involving the audience as a story-telling
partner. The latter, however, as an acting exercise or in a workshop/rehearsal
context, uses improvising to look for specific images or expressions, with im-
provisation becoming a creative device enabling the dramaturgical or thematic
analysis as well as the training of the body or voice. In their study, Frost and
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Yarrow distinguish between two different forms of improvisation: pure, which is
understood as a way of performing, and applied, seen as an acting or directing
device, or a starting point, used at different stages of the creative process. In one
way or another, and regardless of its form, improvisation occurs in three different
areas of theatre: training, rehearsals (creative process) and performance (which
John Martin classifies as “pre-rehearsal”, “rehearsal” and “performance”; Martin,
2004). Therefore, the study of both, applied and pure, improvisation and their
manifestations can focus on at least these three aspects.

1.3. Improvisation in Actor Training

Acting and improvisation form a very close relationship, and ability to impro-
vise is not only a necessary skill for the actor, but also a sign of their virtuosity.
Frost and Yarrow suggest that “improvisation is a part of the nature of acting,
certainly. But, more importantly, acting is only one part of the creative process
of improvising” (Frost, Yarrow, 2016, xv). This could be explained by comparing
two different ways of incorporating improvisation into the actor training by two
fundamentally different schools of acting.

One of them is the theatre school of psychological realism, which is closely re-
lated to the Stanislavski method and which sees improvisation as a necessary tool
allowing the actor to find their organicity, expressiveness and, most importantly,
believability. Stanislavski is rightly thought to have discovered improvisation as
an actor training device, through which he sought to integrate actor’s physical,
emotional and intellectual performing abilities. In the case of Stanislavskian
acting, however, the main object of improvisational research is not the actor,
but his or her character and, as a result, the subject matter of improvisation
becomes this character’s psychological characteristics and circumstances that
are appropriated by the actor.

In the other school of acting, connected to the work of Copeau, improvisa-
tion, instead of being a character research device, became a complex method
that trains expressivity, imagination and aesthetic sensitivity. It gave rise to
various other forms of theatre, especially those centred on physical creative
methods and performance devising. For Copeau, the expressivity of acting is
very closely connected to the expression of the actor’s body, arising from silence,
neutrality and stillness. Mask is one of the most important theatre devices for
Copeau; this suggests a completely different position towards the actor to that
of the Stanislavskian school, because here, the authentic existence of the actor
is not hidden behind a character and instead the substance of the performance
is born out of the actor’s relationship with the mask.

Despite some clear differences in the use of improvisation or its relationship
to the performance’s creative process, improvisation as a creative device for self-
exploration is important to both theatre schools, especially when the training
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process encompasses not only mastering a specific technique, but also manifold
knowledge and the process of enriching one’s inner resources.

1.4. Improvisation during the Rehearsal Process

The use of improvisation in the rehearsal process is dependent on the perform-
ance. In traditional rehearsals based on director’s decisions and aimed at the
creation of a fixed performance structure, improvisation is seen as the actor’s tool
which has an applied function and is “to do with the exploration of a character’s
inner nature and the accommodation of that nature to the actor’s own” or, more
generally, with “the further exploration of character within situations which
extend beyond those contained within the play” (Frost, Yarrow, 2016, 25).

However, improvisation acquires a completely different function during the
rehearsals where the form of performance is dependent on the improvisation
itself. The openness and interactivity of such performance means that the ac-
tor is forced to make many decisions on the spot, reacting to the anticipated as
well as the completely unforeseen responses of the audience. Here, rehearsing
becomes inseparable from preparing the actor to exist in improvisation. Often,
this type of theatre also requires ensemble improvisation — one of the most
complex improvisational forms of the acting technique.

Dramaturgical material, similarly to the form of the performance, can also
become the object of exploration in rehearsals. A British director and playwright
Mike Leigh, who is often seen as one of the first proponents of improvised drama,
while searching for accurate and expressive characters, and in order to struc-
ture his performances according to real situations which occurred during the
improvisation, would set clear character boundaries and use individual work
of his actors. Due to Leigh’s work in theatre and film, improvisation acquired
one more important function - it became “the source and means of dramatic
creation itself” (Frost, Yarrow, 2016, 31).

1.5. Improvisation as a Form of Performing

The pioneers of improvisation as a form of performing, or pure improvisation,
were people who either had very little, or even nothing, to do with theatre. As
a result, pure improvisation became internationally popular not only in the
professional theatre, but also in other areas, like education, social work and
therapy. The practitioners of pure improvisation — Viola Spolin, Del Close and
British director Keith Johnstone — popularised some self-suflicient actor training
methods and created a variety of theatre forms based on improvisation, such
as “theatre games”, “Harold” and “theatre sports” And while these theatre forms
have a tendency to end up as pure entertainment, they still reveal the princi-
ples of pure improvisation and delineate some specific and effective methods
of improvisation as a way of performing. Spontaneity, creativity and freeing
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oneself from acting clichés are characteristic to any improvisational exercises
or improvisations during rehearsals. However, the fact that it is happening in
front of the spectator, i.e. the creative process and the finished performance
occur simultaneously, makes pure improvisation unique. Therefore, pure im-
provisation, or improvisation as a form of performing, allows one to reconsider
the parameters of traditional performance, offers new approaches towards
professional acting (such as the position of the actor-creator, open dramaturgy,
collaboration with the audience and ensemble performing), and endows theatre
action with a distinct social meaning.

1.6. Contemporary Forms of Theatre and Changes in Improvisational Function
Both types of improvisation, applied and pure, are dialectically connected to
the development of theatre and its dynamics: on the one hand, improvisation
as an acting tool offers new approaches towards performing and performance-
making; on the other hand, the development of contemporary theatre, which has
a tendency towards interdisciplinarity, interactivity and performativity, employs
improvisation not only in the traditional context of acting, thus signalling a
change in the function of improvisation as a theatre device. Frost and Yarrow
distinguish three main contexts in the process of improvisational develop-
ment, seeing them as chronological and determined by different relationship
between improvisation and actor’s self-identity: 1) improvisation understood
as a traditional actor training technique which uses the actor’s body to discover
and represent a character or “another reality”; 2) modern problematisation of
the stability and permanence of one’s identity is reflected in more radical forms
of improvisation which reject the concept of character and naturalistic acting;
3) in the context of paratheatre, improvisation is used as a self-explorative tool
by the actor and the relationship between actors and spectators becomes more
important than the narrative and its representation (Frost, Yarrow, 2016, 4-5).
The latter context includes both, various forms of applied improvisation in the
contexts of psychotherapy, education and politics as well as the performance art
forms reliant on audience participation and interactivity.

Therefore, one of the most important changes in improvisational function
stems not from the work of the actor, but from the theatre forms based on
interactivity. In the case of site-specific, participatory and immersive theatre,
performance as a meeting place and time between the actors and the audience
evolves into a complete rejection of performer-audience separation, defining
both as a “participant”. By directly involving the audience, this change allows
one to view improvisation as an active and spontaneous audience behaviour
in the fictitious space set by the performance as well as an undeniable sign of
interactivity. Importantly, here, the interaction is happening not only between
the spectator and the actors, but also between the spectator and the space as
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well as the spectator and the performance structure, developed in order to cre-
ate “gaps to be filled with the action of audience members; gaps that require the

thought and felt response of the audience to make sense” (White, 2013, 30). In

this case, improvisation creates an open meaning and becomes an independent

creative aspect in the performance, unrelated to the conventions of acting or the

spontaneity of performance action.

II. IMPROVISATION AND THE LUDIC THEATRE

2.1. Origins of Improvisation and the Archetype of the Improviser
Hypotheses suggesting that theatre originates from ritual and play, imply that
improvisation is inseparable from both of these manifestations, and that im-
provisation was not only transformed into theatre together with its ritualistic
and playful characteristics, but also determined the nature of this transformation
itself. The archetype of the sacred clown, one of the main characters of ritual and
play, embodies improvisation as the core interplay between the environment and
the audience, turning play into the main tool for creativity and knowledge. In
theatre, play manifests itself as an organisational structure of improvisation, a
spontaneous creation of new meanings and images as well as a general feeling of
creative freedom, or playfulness, which is also the starting point, main condition
and often the aim of improvisation. Theatre derived from improvisation often
uses the principles of play and considers playfulness as the main creative device
for the actor. However, in Butkevich’s model of ludic theatre, the improvisation
of the sacred clown is seen as a game played not only by the actor but also the
director, thus becoming the overall organising principle for the performance’s
creative process.

2.2. The Model and Characteristics of Ludic Theatre
The model of ludic theatre, outlined by Butkevich, organically fuses two fun-
damentally different theatre types: the theatre of psychological realism and
the theatre of play, improvisation and distancing the actor from the character.
Butkevich, while structuring his ludic theatre out of the old theatre forms as well
as the elements of psychological realism (e.g. action analysis), saw playfulness
as more than just a way of performing. He applied the principles of play in the
analysis of text, rehearsal strategies, structuring the performance and even in
training the creative thinking of his actors and directors. Based on the creative
and pedagogical heritage of Butkevich, one can provide the following main
principles of his ludic theatre:

- interactivity - an open collaboration between the performer and the

spectator during the process of creating new meanings and images;
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- paradoxical nature - unexpected unions in the process of creating artistic
meanings between the logical and emotional, high and low, funny and
sorrowful or strict and easy-going;

- the meeting (but not the fusion!) of different genres, styles and rhythms -
the independence from a singular aesthetic, philosophical or social doc-
trine, and the ability to freely move from one chosen artistic medium to
another;

- spontaneity — rather than acting according to some pre-set instructions,
responding to the situation “here and now” and being in control of the
abundance of possible choices opened up by this situation;

- acontinuously changing distance between the actor and the character.

2.3. The Notion of Play and Its Connections to Theatre

The following shared elements are found by the analysis of the creative character-
istics of play and theatre: pleasure, freedom to act, rejection of spatial, durational
and social norms, paying attention to structure and rules, risk, competition,
dominance of visual thinking and inability to repeat something twice. In order
to classify improvisational games, of which there are very many, Butkevich uses
the number of participants:

- games involving only one player (or games with an imaginary partner);

- games for two players (or games with imaginary audience);

- games for two players in front of the audience.

This classification is significant for Butkevich’s methodology because it is
specifically tailored for theatre and it indicates a certain chronology of creative
process:

- firstly, theatre plays with an imaginary partner: the author, text or idea
(this denotes the director’s analysis of the playtext or the independent
work of the actor with their character);

- secondly, theatre plays with an imaginary audience (this is the rehearsal
process which involves real partners-players, like the director and the
actors);

- thirdly, theatre plays in front of a real spectator (this is the result of the
creative process — the performance).

Such analogy clearly demonstrates the durational development of play, with
each stage complementing and extending the previous one. This suggests to
Butkevich that “the development and progress of play are characterised by the
increasing theatricality of play” (ByTkeBuy, 2010, 197). This process is especially
important because, play (improvisation), applied in different stages of performance-
making, becomes a homogenous creative strategy, equally involving the director, the
performer, the audience and any other participant of that creative process.

37



2.4. Playing with the Author and the Actors

The ludic theatre model allows one to reconsider the improvisational model
of directing, where improvisation is used in the analysis of text, working with
the actors as well as looking for the form of the performance itself. Here, im-
provisation (Butkevich uses the term “play”) with images and their conversion
into the finalised performance decisions, where analysis turns into synthesis,
becomes the central part of the directing process. Improvisation as a technique
of working with images acquires the same meaning as playfulness and becomes
a specific way of working for the director, reflected in the overall creative process
of performance strategy.

2.5. Playing with the Audience
According to the performance-making characteristics of ludic theatre, the actor
and the director are equal partners in the creative process, both using images
and improvisation as main devices for the analysis of text and the creation of
performance image. However, in terms of performing (Butkevich uses the ex-
pression playing with the audience), the actor’s role becomes much more difficult,
because he or she is not only a performer who exists in the performance world,
but also a creator who reflects on and manipulates with this same world. In ludic
theatre, particularly in the actor’s improvisation which is the main component
of this theatre, the representation of the role also becomes its strategy.
However, the crucial moment of the performance’s creative process — the suc-
cessful transition from preparation of the work to sharing it with the audience,
where, with the help of play or improvisation, individual spectator responses
become part of the performance - is possible due to the improvisational perform-
ing as well as (as shown by the strategies of immersive theatre) the structuring
of the performance, its space and/or dramaturgy. Therefore, improvisation as a
creative strategy is used not only in acting or directing, but also in the contexts
of dramaturgy, scenography and the form of the performance.

III. IMPROVISATION AS A PERFORMANCE-MAKING STRATEGY

The present artistic research paper looks at the effectiveness of improvisation
as a creative strategy in the following three performances directed by the au-
thor of this thesis: The Word Factory (based on de Lestrade’s The Great Word
Factory, performed at the Mayakovsky Theatre, Moscow, in 2015), About Fears
(based on the actor’s stories, performed at the National Youth Theatre, Vilnius,
in 2017) and Code: HAMLET (inspired by Shakespeare’s Hamlet, presented at
the Russian Drama Theatre of Lithuania, Vilnius, in 2016). Each performance
used improvisation at a different stage of its creative process: in The Word
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Factory, which uses traditional methods of rehearsal, improvisation is applied
to the analysis of the text and the form of directing the performance; in the
case of About Fears, which draws on the principles of documentary theatre and
ensemble devising, improvisation became a dramaturgical device; while in Code:
HAMLET, representing the format of immersive theatre, improvisation turned
not only into a way of performing, but also informed the relationship between
the performance space and the audience.

These three performances, depending on the dominating function of im-
provisation at the specific stage of their creative process, reflect the classification
of the main improvisational uses and their contexts, as suggested by Frost and
Yarrow:

- traditional improvisation, with its actor training or character building
functions, due to its application whilst working with the actors and search-
ing for a common aesthetic denominator as well as character images, is
found in the creative process of The Word Factory, the most conventional
performance out of the three;

- improvisation as a creative device and the main rehearsal strategy was
used in About Fears, while searching for the performance’s dramaturgy
and rejecting conventional notion of the character;

- improvisation as a way of performing and as a component of the im-
mersive theatre, can be seen in Code: HAMLET, where the creative
process consisted of the strategies of interactivity, immersive theatre and
theories of play.

The main creative approach used in the devising processes of all three per-
formances is based on the aforementioned principles of ludic theatre, because this
specific theatre model provides effective and consistent improvisational methods
for all the stages of creative process. The theatricality of play (or the increasing
complexity of improvisation as creative strategy), presented by Butkevich as
the three categories of play dependent on the number of players, is separately
analysed in the creative process of each performance:

- playing with the author (a game for one player) became a way to analyse
directing as well as to start creating the form of the performance while pre-
paring for The Word Factory, before the work with the actors had begun;

- playing with the creative team (a game for two players) was adapted
during the collaboration between a director and a dramaturg, for the
improvisational work with the dramaturgy in About Fears;

- playing with the spectator (a game for two players in front of the audi-
ence) took place in Code: HAMLET, while using interactive play as well
as improvisation as a way of performing.

Additionally, the creative processes of these three performances used non-
specific playful creative approaches, such as verbatim and immersive strategies.
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This allowed for an analysis of the creative legitimacy of improvisation in the
context of non-traditional and interdisciplinary theatre forms as well as noticing
a change in the function of improvisation in contemporary theatre. In About
Fears and Code: HAMLET, improvisation became a key component of interac-
tivity and spatial organisation, both of which, while anticipated in Butkevich’s
model of ludic theatre, are not discussed further. One could argue that all three
performances are based on the principles of ludic theatre, however, the impact
of these principles to the creative process differs in all of them and, as a result,
these principles are provided not in the chronological order, but according to
the decreasing impact of the model of ludic theatre.

3.1. Improvisation and the Form of Directing: The Word Factory

3.1.1. Playful Analysis of the Text

This section, with the help of the model of ludic theatre and its analytical prin-
ciples, as well as Alschitz’s method of analysis through questions, examines the
text of The Great Word Factory, determining its main meanings.

3.1.2. The Development of the Performance Form and Aesthetics

After determining the main idea of the upcoming performance, namely, muteness
as a noble silence and a meaningless stream of words, one begins to make per-
formative and aesthetic decisions. This section analyses the notion of neutrality
found in the theatre school of Copeau, which is somewhat similar to muteness.
Neutrality combines the simplicity, clarity and expressiveness in acting, all born
out of silence which carries a profound creative potential. The author also dis-
cusses aesthetic performance decisions reflecting the images of French culture
from the early twentieth century.

3.1.3. Improvisation in the Director’s Work with the Actors

In the case of The Word Factory, the rehearsal process was rather traditional, using
improvisation as the main creative device of the actor. However, due to the small
amount of text and its nonverbal aesthetic, the improvisation characteristic to
this performance project was also nonverbal, instead of textual (as is common
to the playtext analysis based on etudes).

3.2. Improvisation and Dramaturgy: About Fears
3.2.1. Creative Characteristics of the Performance
In the case of About Fears, the aspects of imagery, genre, format or written text

are not predetermined, and the creative team (director, dramaturg, scenographer
and composer) is given the same starting point (the theme of childhood fears) as
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the actors of the project. Therefore, the creative process of this performance can
be methodologically linked to at least two theatrical forms that use improvisa-
tion: devised theatre and documentary theatre. This section also discusses the
methodology of workshopping and its formation based on improvisation.

3.2.2. The Methodology of Performances Dramaturgy and Artistic Form

The dramaturgy and artistic form of the performance were created simultane-
ously, with the main task being to research and workshop the performance’s
theme from the following three perspectives:

a) childhood, the most important attributes of childhood and the formation
of the “I am a child” idea;

b) fear, its emotional expression, social meaning and ways to overcome
it; looking for specific childhood fears and stories related to fear from
personal experiences;

c) archetypes and images related to fear, searching for different artistic
expressions.

This section provides specific exercises and tasks selected for the research
process which were formulated and, if necessary, modified during the course
of the investigation.

3.2.3. Selecting Creative Material and Formulating the Performance Dramaturgy
This section presents another stage of the work — the close collaboration between
the director, dramaturg, scenographer, composer and other members of the crea-
tive team. At this stage, a special importance is placed upon the redistribution
of balance between the reality and fiction, common to the documentary theatre.
The analysis of the selected material (or “documents”) also suggests its embodi-
ment in the performance as well as the creation of independent artistic images.

3.3. Improvisation and Performing in Immersive Theatre: Code: HAMLET

3.3.1. The Notion and Main Characteristics of Immersive Theatre

This section determines some interconnections between the notions of immer-
sive theatre, participatory theatre and interactive theatre, as well as defines the
characteristics and strategies of the immersive theatre.

3.3.2. Immersion and Interactivity

The studies of interactivity help to establish a link between immersion and inter-
activity that it ensures. Here, the author also discusses the differences between
communication and manipulation which might occur in a theatre production
using immersive strategies.
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3.3.3. Immersive Theatre, Play and Improvisation

In this section, the author examines play as an interactive form which allows one
to avoid manipulation and discusses the use of play in the immersive perform-
ance of Code: HAMLET, making an assumption that the structure of play grants
the audience engagement sought after when using immersive strategies.

3.3.4. Improvisational Acting and Its Characteristics

This section analyses three different levels of performance improvisation, de-
pending on the interactive component in the through-line of the character. The
author determines that the character analysis and the overall nature of acting
are done so that not to interrupt the singular logic and aesthetics of all improvi-
sational manifestations. In the performances based on improvisational acting,
actor’s ability to work as part of the ensemble is crucial, because any individual
manifestation by the actor has to be connected to the overall artistic idea of the
performance.

3.3.5. Improvisational Approach to Scenography

In this section, the author analyses one more level of improvisation which oc-
curs in the performance’s scenography. The improvisational approach to the
scenography of Code: HAMLET, contrary to the conventional improvisation in
acting, relies not on creative freedom, but on creative flexibility within certain
strict parameters as well as adapting to the architecture and technical specifica-
tions of the theatre building, which allows one to see improvisation as strategic
and creative flexibility.

CONCLUSIONS

1. Improvisation should be seen not only as an acting technique, but also as a
widely applied device for training, knowledge and creativity. Cognitive sciences
relate improvisation to intuition, rather than logical reasoning or actions, thus
providing an approach to the inner potential of personal expression. This quality
of improvisation turns it into an effective device not only in professional theatre,
but also in various other contexts, such as paratheatre, social work or therapy.
This study revealed the interrelationships between improvisation, creative free-
dom and playfulness, all of which are inseparable attributes of acting and other
professional areas of theatre.

2. While there are many different ways to use improvisation, one can distin-
guish two main types of application: applied and pure. The former type can be
found in all character-building or performance-making processes that, through
analysis and practical experimentation, seek to create a finished and immutable

42



character or performance form. While the latter type of improvisation suggests
the openness of the character or performance, where the processes of creating
and performing occur simultaneously. Pure improvisation is not often used in
the theatre forms inspired by psychological realism, and is much more char-
acteristic to the American theatre tradition (especially the one originating in
Chicago); however, the present research discovered that some aspects of this
type of improvisation can be found in any interactivity-based theatre. Both, ap-
plied and pure improvisation, occur in the three contexts of professional theatre:
actor training, rehearsals (the creative process) and performing (embedded in
the form of the performance).

3. There are two different ways improvisation is applied to the actor training
methods at theatre schools: it is used to build the behaviour or psychological
state of a character, often based on the dramaturgical material (common to
the school of psychological realism); or, it becomes a training device for the
expressiveness, aesthetic flexibility and imagination of the actor, not necessar-
ily directed towards building a character (common to the non-naturalist and
physical theatre forms). Despite the differences between the improvisational
criteria, which depend on the understanding of the “stage truth”, one can argue
that in both of the cases these criteria are founded on a common pedagogical
endeavour to train the creative independence, flexibility, artistic autonomy and
responsibility of the actor.

4. The conducted research found that, during the rehearsal process, the
function of improvisation rests directly on the form of the performance and
the improvisational type dominant within. In traditional production which
does not use pure improvisation during the performance itself, improvisation
becomes a device incorporated into the directing strategy and used only before
the premiere of the work, which allows one to look for the finished and immu-
table image of the character. While the performance form which does not have
the preliminary dramaturgical material and is based on improvisation, requires
a rehearsal process during which the creative team determines the theme, aes-
thetics, general creative rules as well as the listening, independence and assur-
ance of the actors. In this case, performing in itself becomes part of the creative
strategy. If one wants to create a playtext during the rehearsals, improvisation is
then incorporated into the text-writing strategy, and the collaboration between
the actors and the dramaturg (rather than between the actors and the director)
acquires a very important function.

5. Improvisation as a way of performing is not very popular in the theatre
tradition of psychological realism. This type of improvisation requires the skills
rarely used in the traditional school of acting, such as an ability to perform on
stage without a preliminary text, interactive relationship with the audience, ability
to create and perform a character in a state of “tlow” as well as managing stress
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and self-criticism. This research suggests that the methods of pure improvisation
offer new approaches to the foundational parameters of performance which can
be included in the formation of creative strategy. Pure improvisation affords
the actor with a status of full-fledged creator, it involves the spectator into the
creation of performance action and dramaturgy, suggests new self-regulatory
principles of the ensemble and offers a new social and pedagogical function to
the overall theatrical event.

6. Improvisation in performance is usually understood as an acting technique.
However, especially taking into account the research done on the audience per-
ception as well as the characteristics of non-traditional interdisciplinary forms,
one can argue that improvisation can also be seen as a constituent of the im-
mersive form unrelated to the acting conventions. Such improvisation manifests
itself as an openness of performance meaning, as a spontaneous relationship
between the audience and the performance space, and as a part of the creative
strategy of immersive performance.

7. First and foremost, interrelationships between improvisation and play, ex-
amined by the theory of play as well as by the model of ludic theatre arising from
it, allow one to see improvisation as playfulness, as a free and productive creative
activity, and to see any creative process as a practice which can be delineated
using the principles of play and which obeys the rules of the game. The present
research uncovered the following characteristics inherent in both, improvisation
and play: pleasure, freedom to act, rejection of spatial, durational and social
norms, paying attention to structure and rules, risk, competition, dominance
of visual thinking and inability to repeat something twice. From the perspective
of directing, these characteristics also define the nature of performance-making
based on improvisation. The classification of play according to the number of
players (one player, two players and two players in front of the audience) indicate
the chronology of performance-making process or the sequence of the creative
strategy and its stages (playing with the author / analysis; playing with the ac-
tors / rehearsal stage, looking for creative material; playing with the audience /
performing and creating the immersive form of performance). Modifications
of this algorithm can be found in the contexts of acting, directing, scenography,
dramaturgy and music, which indicates the universality of play in relation to
the overall performance-making strategy.

8. The performances created during the research demonstrated the improvi-
sational function in various stages of creative process as well as suggested some
creative methods based on improvisation in different forms of theatre:

- Improvisation with images hidden within the text, done while searching
for the directing form of The Words Factory, helped to form the perform-
ance aesthetic and define the overall style of acting. Despite having only
a small amount of text, improvisation with the themes arising from it
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allowed the actors to form a complex structure of the characters during
the rehearsals. The methods of nonverbal improvisation, such as the

techniques of neutral body as well as neutral and expressive mask, were

useful when creating character structures based on actors’ physicality in

preparation for the final performance.

While creating the dramaturgy for About Fears, improvisation became

a part of the creative strategy, including the verbatim and devising
techniques. The importance of improvisation when formulating the

methodology of creative process was revealed through the workshopping
technique of performance-making, because the members of the creative

team (director, dramaturg and scenographer) had to be flexible about
the results of acting exercises as well as quickly and often modifying the

creative strategy depending on the artistic needs.

Code: HAMLET revealed improvisation as a method which not only
includes a form of an actual game (“escape the room”) into its creative

strategy, but also uses actor improvisation in performance and some

features of immersive theatre. From the acting perspective, while the

interactive relationship between the performers and the audience was

founded on improvisation, different characters applied it in different ways.
This showed that the improvisational component of the performance role

increases together with the level of interactivity. From the perspective of
performance’s format, improvisation was grounded in the principle of play
and became directly dependent on the actions and choices of the spectator.
This creative strategy highlighted a difference between the traditional use

of improvisation in the character-building/performance-making creative

process, where improvising stops the moment the final artistic form is

discovered, and improvisation applied in the non-traditional and interdis-
ciplinary performances, where it becomes a performance technique based

on interactivity as well as a component of the immersive form of theatre.

9. The present artistic research paper suggests a broader understanding of
improvisation which is not limited by the traditional view of improvisation as
only an acting technique or a style of performing. Moreover, the research also
clearly showed the creative possibilities of improvisation when formulating the
creative strategy of performance. The results of this research will be relevant to
the theatre scholars and practitioners interested in the phenomena of acting,
directing, dramaturgy and scenography, and they will encourage re-thinking and
further practical experimentation with more diverse methods of performance-
making. Improvisational creative methods allow one to overcome various per-
sonal and creative hurdles in the professional training and making of theatre by
enabling a flexible and purposeful combination of various creative techniques
and encouraging creative freedom, visual thinking and responsibility.
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