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CHAPTER X
THE PRUBLEM aND BACKGROUND OF Tiik STUDY

Whenever voice teachers gather in u discussion of
their viork, the attenbion often centers on the methods of
teaching vecal produaction, This interest in the physical
performence of the ginger is reflected in the amount of
literature written on the subject. Valuable as these
gtudies of chal praﬂuctien are; they are overshadowing an
“equally important fleld, that of song-interpretatlon, the

greative aspsct of singlng.

I, THE PROBLEM

Statement of the problem. It was the purpose of
this thesis (1) to show the need for emphasis on the
teavhing of song-interpretation; (£) to go to a naw sourcs
for methods of teaching Luterpretation; and (%) to show how

thedse methods can be uged in teuching velcee students.

7 Im@art&naa of the study. The improvisatlon of the
momeant, &nd the helghtened response dus to appearsnce
before an andlence are too often teken by the singer to be

artistry. Lotte Lehmann remarks:



I have listened to many young slngers, snd havae
found with ever increasing astonishment thet they
consider thelr prepuration finished when they have
developsd a lovely volce, a sepvicesbls technique,
and mugileal accuracy. 4% thls point they conglder
themselves ready Yo appsar before the public.d

Harry P. (Greens, spesklng of the Engllish concert
stouge, reports:

It is a popular fallacy that a beautiful volee is
synonymous with a luerabive profegsion and entitles its o -
pogsessoy to a place among bthe mosters of masle . . o

P & * & 8 &€ ©§ €& ¥ 8, g @ ¢ £ € e & s p»p ¥ €« € ® £ © & & L

Our platforms are ovarrun with volces healf-developed
. and quarter-trasined, singers without technique, :
without charm end without style, to whom rhythm is of
no secount end language but the dead vehicle of sound,
« « « and te whom the high nete at the end and the
elapping of hands gpell the sabllmity of achleve~
mant. « « « Sufficient unto the song is the_singlng
thereof, and by hls applause he [Bha singex/ measures
his musical stature.~ ,

From Zey ve haay

wa all know the quallties required to be & good
gtorytellexr: personality, interest and sincerity;
slso, he must have & thorough knowledge of the stozy
he is telling, the cepascity to enter into the gplrit
of the story, the sbility to half aet it, and o sym-
pathetlc appraecletion of its merits. Then he can create
and sustaln sn interest, JIsn't it sbsurd to suppose
thet, just because the story ls told accompanied by
music, the melody end pretty tones of the singer are to
be & satisfactory substitute for sll the gualitles
demanded of the story~teller? Yet singexs frequently
sing with a very indefinite idea of what the words
mean--and somebimes with nons at alll Generally this

lrotte Lebmann, Morg Than Singing, p. 10,‘

gﬂarry P, Gresns, Interpretation 1n Song, rp. 1x-xi.




is because they are thinking of the vonderful tones
they fancy they are producing; oy the tep nat@ at the
end absorbs thelw atteatian.k,

Think what would be the affect of ali the qualities
of the skilliwl story-teller, combined wilth the musical
soconpaniment amd voeal malaﬁy. wWhen an artist
appuars who csh command such & combination, hls per-
fcrm&naa gaems like & ravalatjcn.

Granted that it is luportent to bring interpretation
to the attention of singsrs, vhat new study is there to
prasent? Most books on volcs training ineclude & chapter on
interpretotion; however, much of the information is genersl

snd rather limited. 7There are exceptlons, Inbterpreta-

tion in Song by Greene? 15 one of the most complete
trastm@nts of the tepic, it ig an excellent dilscussion,
ssp&exally of the technlesl points of inverpretaticn from

the standpoint of musicianship¢' Lotte Lehmunn's More Than

#inging® goos to the heart of gong~interpretation,
chollenging the singer to find the background of the song
he i singlng and to beeamafthe person of the song. The
book is valusble, too, in thet it giv&s;suggésteé Interpre-
tation for many syb-songs) ﬁiss Léhm&ﬂn glves thasgu

suggasti@ﬁs, not to limit the slonger's own crastive powers,

&w. Heuri Zay, £ 3‘ of Volce snd

&if@ r PP 105«6,
dHarry P, Greens, ; intexprot ation gg, song, 383 pp.

5L£31’3m&n, ORs Git., 193 Phe
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but to open for him the vast reachas of song-interpretation.

TnéVpessihiliﬁy of andﬁherfappmﬁmch to the stmdy of
song~interpretation presented ltself when this investiga-
tor was told of Stenislavsky's work in the field of drama.
Study showed that in sesking to halp the avaﬁage actoé
geln « creetive gtate ol wind, Stanislavsky had evolved
princeiples whleh, wnaﬁ’usaa;by theatres and aetors, led to
orlglnel creatlve achlevements. Since creatlvity is
n@caaaamy for the int@rpx@tatibn of 8ongs, the‘ﬁbanislavsky
tgystent provides a challenge for singers. Let us review

%ha vork of this great dramatic producer,
TI. BACKGROUND OF (HE STUDY

The man. Born ln Moscow in 1863, Konstantin
hlexeyev becams famcus ag sn actoy snd a producer under ths
St&ge’nam@ of stenislavsky. Begloning as an inexperienced
agtor, lecking natural seting genius hinself, he bed his
first training under dletatorlal directors who prescribad
for the actors how they should feel and whet their exact
body movements should be. This was the custom of dramatic
dirscting of the time, and in his first experience as a
diraaﬁor,'st&nislavaﬁy folloved the tradition, often

achleving successful productlions.



At the time of_ths /his/ foundation of the Moseow
Art Theatre /1898/ Stanislavsky had reached the stage
In his development as an artist where he was perfeotly
compaetent to desal wlith a play that wes devold of inner
fzeling snd that gave him & chance of applying the
mathods of stege presentation he had wlresdy used with
slgnal suceess . . . . Such, in particular, were the
eyowd seenes . . o and, ganerally, the Iing pageantxy
of gcenery and costume and all the othex purely
“theatrical elements of the play.

However, he wes not satisfied, being "obsessed by
the divine dissatisfaction of genius which drove his to the
discovery of new trubths and the rejection of what had seemed
to him to be the truth only 4 faw years sarlier.*7

Thus it was that in the summer of 1906, in Finlsnd,
Staunislaveky looked over his more than tuwenty~five ysars
of acting. U had with him the dlarlies in whleh he had
put down his doabls snd eriticisms from the time of his
first appesrsnce on the stage at the pge of fourteen. He
re-read these nobes; he went over his old roles, trylng to
find why gertain places 1ln them bad glven him so much
trouble; he anelyzed his different stages in the process
of daveloplng the rolas; he recslled the advice of his
friends and fellow-artlsts.

 whet sppelled hiu wes the great number of bad

theatrlcuel hablts be had ascquired, It was cleax to
him that the only way of avolding splrituel decuay and

bpavid lMegeyshack, Staﬁis;avﬁgg, 4 Life, p. 166,
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the deadly repetition of the same old tricks of acting
was some spiritual prepaxstion befors he went on to the
stuge to play one of hls old psrts, He had Lo know
*how to enter that splritual etmosphere ln wihieh elone
the ,uarament of creutiva srt wes posslible,vd

Far bha next three yeaxs, then, back in. Moscow,
Stanisluvsky worked on the problem of discovering the
ereative stute of wmind and the elements which vere necessary
for ivs dévélopmant. This became what the sctors of the
Moseow Art Thesatre called "Stonlislavsky's lLatest fad.? He
worksd eontinuously, wrlting down nils observations, roud-
ing'any bbok that had any bearing on the subject, and
dlscussing his theories wlth experts and friends, “He was
more than ever appalled at bis oun lgnorance, . 1"9‘

In about 191&; @tmnms1evsky founded the Opexa “tudio
of the Mosgou Bolsnoy Theatre, and his brother and slster
.ﬁeine& him, ‘Tha thxa@ spent the rest of thelr lives
together as trainéxs 6£ opsra singsys sad producsrs of
opera, ALl the the&txes in Russia took payt in the cele-
bration of his seventy-fifth birthday on Janasxy 18, 1938. On
dugust 7 of that year he aled.

We have seen how Stanislavsky ‘s saesrch foy discover=

les in the art of the stags continusd foy the remalndsr of

87bid., p. 26,

glbidn’ Pe 282,
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his life. “lven whlle le vas seeing his book on his systew
through the Press, he kept looking for flsws im it and
brying to parfect it. Bat in o sense his work was dong, "0
We srs impressed, then, with the!m&n’s,genaimehesg and w
sinocarity, and Gith his‘humiiity; .?h@ gsystem which he
formulated wehleves results becruse 1t is funobional,

baged on his enslysis of his ovn experiences ss tn agtor

and tested in hig work as & producer-director,

'Stmﬁislavsky's ﬁsgﬁtam.é Is 1t pousslble to teach

intarpm&taﬁien? K@nst&nﬁim’%ﬁaﬂislavsky devotad his life
to solving that problem from the at&nﬂpeimt of drama, Hls
thorough analysls of nis past QXpérienae on the stage led
Stanlslavsky to the eonclusion that the sbete of mind in
whieh an‘actar’hﬂd faced his sudiencs ves both unnabural
&ﬁ!mman’ |

It had led to the inventlon of a large number of
theatrlenl clichds for the expression of feelings. ¢ . .«
It weg meraly a way of showing what the actor did not
feel; . + + « Only the genius among the aetors did not
suffer from this abnormality. He was fres from it
beeause for some mysterious reason he did not acquire
this state of mind., . . « Instead he possessed on the
stege whobt Stenislavslky ealled the graoative giate of
mind, . . o Hou then, Stanislaveky asked himsell, was
the average actoy to sttaln this creative state of mind
an the stege? . ., . Mght he not coma vexry close to the
thing that distingaished a genlusyll

101bia,, p. 392,

W1vid., p. 261,
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In Stenislaveky's own words: “Wwhat exerclses are needed by
the actoyx for the d@valspment of creative feeling and h
experience? . . . There ls no prsctical textbook,+1l®

Thus, in sesking the elements leading %o the

creativa state of mind, atanisluvsky formulated his "system.’

Lee Strashery reports:

The Stanislavsky ‘'system' is thervefors no contlaua-
tlon of the textbooks of the past oy present., 1t
reprosents a sharp break with itradlitional teachlng and
a returh to sctual theabye experlence. It tries bo
analyze why an actor is good one night and bad another,
snd therefore to uaderstand whet sctuslly happens when
an actor asobs. His actual methods have more than
vindicated thamgelves wherevery they huve been used.
Thaatraes and sctors of great variety and diversified
form have crested outstanﬂimg works on bhe basls of the
trainlng scquired by use of stanlsluvskls prineiples.
The works creabed are never coples or lultatlons of one
another but are oriuinal crentive achievements., Thut
is the purpose of the Stanislevski idea. It teaches
not how %o plny tnis or that part but how to create
organically .t

The $tanislavsky mathods, then, bave one alm: to
awaken the actar' individual. cxeative powsys., Bxpraessed
anothey way, the methods aju to develop In ths sbudenﬁ«
agtoy those abilities and gualities which give him the

oppertunity to free his creative lndlviduvality.

18gonstuntin Alekseev (Constantin Stanislavski,
pseud. ), My Life in Art, p. 167.

13,60 gtrasberg, "Introduction® in Toby Gole
{(compllax), \Gtiﬁﬁ, A Handbook of the- Staniglevskl Method,

P 16,




Sources of information. Throughout his 1ife,

Stanlglevsky wrots about his consﬁ&mtly gvolving pyin-
olples of acting &nd dlrecting. #ls books are llsted in

the Bibliography under the name Konstantin alekseev,

Stenislovsky being s stoge name, Artlcles of hls appour in.

the book compiled by Toby Cole, Acting, A Hondbook of the

- Stanlslavghd Metho&;lé Thils book has been @ most wvaluable

source of infommation, since 1t is a eompilationeﬂf

articles written by actors and directors who assocluted

wiﬁh Btanislavsky. |
egarshack's blography, Stanislavsiy, A Life, D

ghows the graéual, laborious development by Stanlsluvsky

of tha principles which came to be his *syﬂtem.“ The book

traly plctures & 1ife, for the crestion of tha sysbem ly an

oubgrowth of the parsonulity and experiences ol the man.
IT. ORGANIZATION OF 7HY THESIS.

- Ine 28mainﬁem of the thesls ls oxgenlzed in two
perts., TFirst, the next two chapters wlll prasent the |
Staniﬂlavshy systonm in detall, with his basic ﬁrimciplas
ifor the creative state of mind coverad in Chapter II, and

his tachnlque of characterization discussed in Chepter 1IL.

- 14see Bibliography.

18560 Bibliography.
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Seeond, the thres final chapters make spplication of
gtunlslaveky 's methods to the teaching of,songainterpretau
tion. Chepter IV discusszes the problems Involved in the
teacher's presentation of the Stanislevsky system to the
gtudent, Chapter V shovs the teacher and the student how
to use; in slnging, Stanislavskyts baslie principles for
the ereative state of mind, and in Chopter VI, the
Stanisiaﬁsky t@enniqu@ of characterlzation 1s applieﬁ o
the fleld of song. 4 brief summary of the théaiskis nada
at the end of Chapter VI.



CHAPTER 11
BASIC PRINCIPLES POR THIR CREATIVE ST4TH OF MIND .

In checking the basic elaments of the Stanislavsky
system, the vemdsy will note that they &ré not directed
towezds the development of the actor's oubward technigue-- |
nls skill in meking use of his body, his vocel egulpment, |
and his powers of speech. This does not mean that
Stenislaveky ignored this flsld, actuelly he states thet .
the perfeéting of the actorts bodlily and voecal equipment
mast go parallel with the davelepmantlcf the alements of the
system. Wlithout physlesl technigue tha.actar would bs
uneble to bring to life on the stage bls thestrical insges.t @
Stanislaveky placed emphasls on snothar type of technigue, |
nowever, because ha discovered that the artlstle condltion
was not reached by the physlesl tschnlgue of the actor,
;FinSt@ad, the sxtist~nctor possessed a croative stute of mind.
Stanislavsky felt tnmt! in the absencs of crestive genius,

artlstry wag not reached by any éffort of the will.?

loonstantin Stenislsvski, “Dilrection and Actling,” in
Toby Cole (compller), Acting, A Handbook of the sStanislavsk
Mathod, p. 26, ‘ '

“rbid,, p. 25




What basic pﬁinciples, tnén, san be glven the
student-actor to help him develop his own individusl
emeativé powers? This chapter will dlscussg the prineiples
whloh Stanlslavsky formaleted in hls search for the elem-
ants leading to the cx@ative state of mind, These

prineiples are the ruling ldea, musocwlsr freedom, pablic

solitude, concentration, sctivity of imegination, Justlilca-

tion, and the sense of truth. Thay ave cloggly related,
depending on each otherj “the absencs of evan'cne factor
will ‘soon mesn the 10ss of meéﬁ of the others,"d

Daring the yesrs of the Gavelopment of nls methods,
Stenlslavsky chsnged his ldeas about the importence of
gartaln elemantsvef his system. At first he hed regafdeﬁ
the amotlonal menoxy of the actor as of paramount
importance; it was laber that he began to regard the “megle
Af," that is, stege-belief aroused by the sctor's imagina-
tish, as of much greater lmportance. Later, by 1914, when
his book, an Agtor's work on Himself, vas slready in print,
1t was the rullng ldea that had hecome the cornerstone of

hils system,4

3B, . Zukhava, *Principles of Directing," in Cole,
ops 8lbe, Do Bl7. . -

4

Stonislaveky, 4 Life, vp. 380,

David Megarsheck,
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Ihe ruling idea. Stenlslavsky preached thet without
en understanding of the ruling ldea of the play, bthe actor
could not have a creative state of mind., By the ruling
ldea, he meant the inner meaning of the play, Huch actor
~ should probe for the fundamental motive, bhe creative ides,
1that 1s chayagferistic of the author and that vevesle
, itself~as the germ from which his work grows arganieally.“ﬁ
When the actoy is awara of the raling idea running throqgﬁ
the perfarmancég‘he will heve a perspective which might
otherwise ba lost in the necassary study of detalls of his
role, |
A grest Rugsian sotress, a contemporery of
~ Stenlslavsky, wrotes |
At Lirst appears the genersel ldea of the part which
I bvegln breeking ap until I rewsin with a fraction of -
lt; but in the vwork I keep adding to it until it ls
whole again.®
Gexrtainly it 1s seen that an sctor may be lost in detalls
if he does not find the central ides which runs through the

play-«thﬂ tthrough~action,” as Stenlslavsky sometimes referred

to the rﬁling i&aa. in hié;own vords: “The smallest detail,

Sgtaniglovakl, op. glb., pp. 22-23,

Ba, &, Glatsintova, "The Case-History of & Roleg," in
Cole, 9ope glt.y po 187, : o
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1f 1% is nmf related to the ruling ides, becomes superflu-
ous and‘haxmful and is llable to divérb the attention Lrom
the essentiai polnt of the play."7

Magecular freadou. (ne of the xaqaiéiﬁes for the
c¢raative task of the setor 1s freedon from muséulmx'stxain.
What is musculaz freedom: It is the normsl expenditure of
fas much muscular @ﬂergy as is requirsed for e givan |
épergtion and nod oné lote mcwe.“g In life this usually
nappans instinetively, és in tna“autﬂmatie acts of walking,
telking, aend using hends; however, this yxepﬂr dlstribution
of energy disappesrs when the actor gogs on the stage.. Hé
finds himgelf full of t@nsiensg rasulting in‘woadannass and
the loss of all rhythm and plasticity of movement, He
Spaaks‘an& finds that he does not hesr his ouwn voicej he
will bé at a logs as to whet to do with his nanas", This
ﬁawkwaxﬁnﬁss which & parsan‘experiencea when he appears
before the public is dus to that over-expendlture of
musaular anergy that comes’frem the awarsness of the fact

that people are looking ab him, Vrites Stanislavsky:

vmagafshack, oRe g&ﬁ., p; 318,

81, Rapoport, “The vork of the Astor,* in Cole,
Sk~ E‘:-;‘.-E%D Pe 40, - .

-
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The flow of the asectorts artistioc foree is conslid-
grably retarded by the visnal asuditorlam snd the
pablic, whose presencs may hemper his oubward fregdom
of movement, and powerfully hinder his concentration on
his own artistie Lasﬁa.g

Teke, for instance, an inexperienced spesker before

an audience,

+ 2.« his volce does not obsy him; his movements
bocome forced, he cannot find the right words, etc.
But the more the speaker bhocomes engrossed In the objJect
of his spaseh . , . the stronger wlll be his desire to
convince his eudlenca, and ths sooner willl he overcome
his own initial atage-fri%ht. « s« » The tlme comas
when the orator has mastered himself and loses his
embarrassmant and avkwardnegs., His movemants acgalre
agpsurance, his volece grows stronger, he has found
thimpel{' and has begome canvineing. o o a

A8 in the case Qi the developad orator, the agtox
too cen free himselfl of the straln of body, face and
volce-~from myseuler straln, as ue shall ternm it--only
by leaxning gonsciously 6o airset his attention tu Y
definite objeet,i0

On the sbage the chjaeta, of attention axre the things

sround the actor, the events of the pley thet involve him,
and those charscters with whom n%kcém@svin contact in the

play. Freedom fyom museular strain, then, is possible only

- wlth the ald of attention, focused on some objact, for

© under such clreumgtunces the agtor forgets aboub his musclas,

9ztenislaveki, ap. gibe, ps 2o

loﬁapoport, 0p. @¢it., pps BB=56.
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fublic solitude. 4nother quallty whlch an‘aater4

must devalop if he ig to turn his attentlon to tha objects
of hld bta&a environmeﬂt, thus gaining freedom from self-
censaiousnass, i public solitude. rublic solitude might
ba deseribed a&s belng slone in Lfront of a group, forgetbing
the sudlence In the atdantlon given to the objects of the
stage, | ' '

The use of bthe éxpression,'cirela of public soll=-
tude, came to Stmnislmvsxy from his interest In Hindu
philosophy and especlally in the yoga system of abstract
meditation and mental concentration, Th@Acircla of public
golltudse conslsted of & number of lurge and small *circlesg?
intd whicli the actor had to withdraw in oxdax to kéep ids m
abtbention concentrated on the stage end not on the
audisnce.dd
| Tna Russien dirsctor fellt that the artistic achieve-
ment oi great actors is bound by thair ooncantrxtion of
; attontion to tha agblon of thelr oun perform&nma, and that
Just when ﬁne achboy s atbentlon is taken away from the
spectator, he gains a particuler power over the audlence,
gripping it and couwpelllng 1t to take an actlve share in

his performance. This does not mesn that the ector must

11Magaxshack, ops elt., pe 582
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cease Lo feel the public, "bubt the public ls concerned only
in g0 far as 1t nelbher exerts pressure on him nor dlverts
him annecessarily from thevaﬁtistie demands of the

.
momﬂnt."l&

Concentration--gobject and attention. when Stanise

lavsky was completely sbsorbed in his work on the stoge,

he held the attentlon of the audlence without any eifort;

he called this element the veirale of attantian.“ This” .
15 demonstrated byntne faet that a pewson, in'life,vacts |
plainly, freely, and naturally. The raason‘fbr this, wa

will ses in examinimg the behavior of that parson, is that

et any glven moment hls attention ls focused on somethlng, g
This %ital law of slways focusing on som@ object or idea |

1s obllgatory for the stoge. “The Liyst prereguisite of

stagd predence is the abllity fo gonbtrol our own attention,

Lo use our will-power to focus our abtention on the objlech ;

wa_heve selegted, "o

Thare are tuo syeay whlch are lncorrect for the
actor to selset for the objJeet of his attentlon. Une 1s

the “poxbrayal” of emotion, Ia bthe followlng chaptexr, a

Légtenislavskl, op. glb,, p. &5

Lopapoport, op. git., p. 35.
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discussion will conber on this field. Suffice It to say
here thet wvhen the portrayel of emotlon becomes the object
of the actor's aﬁtantioh, he ig led astray slong the voad
leeding to time-honored theutricel traditions. He Looks
ab hls oun Lluage, tﬁying to inspire emotions within himself.
When forelng sden an im&ge; he by no means atiains that o
desired result of srtlstic zeniug; he must present only
the roagh contexrfelt of emotion, because emolions do not
coma te order. By no effort of canséiams will cén one L ,,,,,,,,,,, N
sweke them in oneself ab &ny glven mement; Therefore, the
agtor wn§ wisnaé to be B trae ait&st ém the svage mast not
play to preduce emobions,L® | |

The obhey poor selection for the actor’s abjacﬁ of
attanéian is the au&ieﬁé&. When en sctoris concentreation
i faausé& on the audience, he may fihé thet he cannot
aﬁtaeh:his attention and thoughts from the teeming suditor-
lum.. &ﬁlfeconsciuusnesga mus culey strain; ané'ioasyai :
erastive acting wlll be the vagolt, ’k
L@tkas poldnt out that in trying to concentrate on an
object, it is fatal te try not to see snd not to thlok |

sbout distrsctions. This dlrects the concentration to the

Ystenislavsekdl, op. cit., pp. 85-26.
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things one 1s trying to lgnore, Ong has only %o Locus on |
the desired object itself, and the dlstracting elements
disappaar.l5 ’It i readlly seen, for oxsuple, that in |
trying to lgnore a noise from the auditorium, the actor on
gtags becomes sven moye aware of the awdiense, Only in
concentration on his woxk on the stage will such dilstrag-
tlons be lgnoxad, |

Stanislavsky ulgo cagbions agalnst the actor's
baing self-centared in nis concantretlon, Says he: T
If the actor on leaving the stage remembers only how
well ha played, it mesns he played badly. On the other
hend, if he dess not recall how he himsell acbed bub
ramambers only hov bgautlfully his collesague acted,
then he sctad well,l6
Dramatic artistie genlus, then, requires a full
soncantration of all}tme mental and physical taients of the
agtor., When the artistmasters hils concentratlon so that
he can fix 1t av will on any idega or abjéct,,he will be
able to work when he wants to on any subject he determines,
without being distracted and without waiting for *inspirae-

tion.® "He will find that from bhe starting point of

| 94, 4. Chekhov, "The Stanislavskl Method of Acting,®
in COng 9_}9_- G:Lt;tg P lllt ) e

Yozaknava, op. gits, p. 212,
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concentration, inberest, snd relevent imagination will

grgw . ﬂl?

Aeblvity of imegination. WTha faéu}tj éf lmegina~
tion, or creative faatasy‘ iaua ﬁecésSaiy:quality fér an
&rtiét. Imsglnation bagins ﬁé oparate vhen tﬁs actor
ssks nimself, nwhat would I do if I found myself undér such
gnd such eclreumstbances?® This imﬁala him towards concrets
action, with his attention Lixed upon the rlght dbjeat.l&
Note that this cells attention to action réther.tnan
emotian; As'mentioh@d Eefore, Stanislaﬁsky canbloned
upainst suddenly heginnimg to operate on swotlon; the éctor
mash stard hlwself woving in the dirsction of artisfic
imagination, Then; aurroumd@é by ths figuﬁ@s 6f‘nis
lusgination, without effort on his parﬁ, the sounds of
sympathetic emotion will be called out fyom him,1®

What sre the sources for developing lmugination?

The matorisls are not found in textbooks, for the work of

the imaglnation 1s based on functional knowledge of 1life.

Yohekhov, op. gits, pe L18.

181, svdakov, "Ine Cremtive Process," in Cole, op.
ciga p. ?60 - . i -
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first importance in his. system,S4

1t is trus that en actox's individual emotlonal
pxperlence, by lts limits; "agtually leads to the raéﬁricw
tion of tha ﬁphare of his efaativa genlus, snd doses not
allow him to pley parts dissimilar to those of his pgychic
harmgny."35 However, though the emotlonal experlence of
esach person is limited, the shades snd combinatlions of
fundamentael emotions are inflnite,

One might ask, "How is it possible that sn actor
can express thoughts hé hasg névsr axperiencedy How cun
he, for instanee; gxperience the feellng of a murdersy 1f
he has never killed anyong?®

Qur raeply is that itiis not necgesssyy to comanlt

murder in orxder to experience the feeling of a murderex.

We are ulyeady belng trained in the technique of murdex
when we are galged, very often for trivial reasons,
with the impulse to drown our nelghbor in & glass of
water, In reading a beok, or in listening to a stoxy,
we subeonselously assimilate the experisnces degerlibad
therein, That is why we ecan enact nmurder, end much
else, things which ve have never done in actual 1life,
If wa had to enact something which we had never experl-
enced ln 1ife and of whileh we had not the slightest
aoneeption we would scarcely be able to aot at all,R®
¥e can enuot whatever s rooted in our psychiec 1life;

RAcf, wnte, p. 18.

20gtanislavekl, 9p. ¢ib., p. 86

Z6nmpere is nothing mors psiuful than the duty of
smbodying what is unfamillar to you . . « what exlsts oute

side you." Magarshack, op., git., p. 228, quoting Stanlslove
E;kyq . - N . )
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it iz within oury subcongelousnsss that the pasaibil«v
ltiles of various performances reside. That is why wae
gan do things uggn the stage which we have naver done
in setuyal life,.”

Imeginstion, then, ls necessary for interpreting a
rola, and the quslity of the artist's imaglnation will
de@end on the richnegs of hip observetilons of Life and on
his abllity to use this materisl in expressing the idea

behind his work.

Justifleation. Th$‘p96393310n of a wall-dgvaloped,

easlly aroused imsglnation mekes it possible for the
actor to determine the detaiis of his rols ahd to examine
his stege wotlves, This is tarmed winstdlication® in the
gtanislaveky system, Since In life'avery action has &
mwotive-~is prompted by & causa; 80 on the shage every achlon,
thought, and glanes must have a reason and & goal.zﬁ

| Thus, the actor must exemine the motives behind his
 role, probing, too, for thse fundamental motlve of %the
play (bhe xﬁling idea), In this way the details of his
cnéxactariaahian will be in accord with ths sltuatlon as a

whole. In order %o Justify his stege actions, the actor

BTgudakov, op. gibe, p. 87,

_ “Bnis seetion is based on the following sources:
Repoport, gp. gib., pp. 45-44, and Zekhava, op. elbe.y Do

4,



will detall the stage environment and th@ traits of the

chdraqtex, thus glving reasons for his raactiﬂn, ag the

‘ ,ehurmzter, %o the sitnaticn he finds himself in., As the

actor eaxemines his motives, he tends to belect a motivation
that 1s closest to his own pevgonality, and the more hﬂb
details thae cireamst&hcea of his role, the more he will
believe in the situatlion he is playlng; nls stage environ-
menb then wlll have reslity for him. Thus, he cen convert
the stage activmty into personal convlgtion; this convigs — -
tion is the essentisl quallty demanded by hls sudience,
Justificatlon may slso teke the form of physical
gelf-awayensss of the sctor. By physical seli-avareness,

wo mesn thalt ths webtor should ﬁetail the get of physloal
elrcumstances in whieh he, as the charactsr, finds himselfl
at a givenrmomeﬁt on stage--uhether he is hungry or satis-

'fiad, sleepy or resﬁed; relaxed in the open air or sitting 3
in a smoky room with a splitting headache, and so on.
"Whyslcal selfﬁawawéneSS gad econcentration of attention-«

‘these zre the vonditions necassary » « « for aohievingrbh@
stote whereln the aotor may go on doing his work in public

without belng st all self~consaious,=®

29sudakov, op. ¢it., p. &l; the wbove two p&ra%rapha
are based on this 50AITE,
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| Bvary trifling detall must have lts justification;
the lack of convietion in the slightest detall threstens
the creative functioning of the actor. . zZakhava shows in
the following sxcerpt how the dirsctorts calling the
attention of the asetor to a stage detall helps bring the
actor to réality, slde-gtepping "theatrical emotion.!

The actor rehoarses. . . » He squeszes out of him=
self ell the emotlon he can; . . » overplays pltifully;
feeling ell the while the Inadequacy sand Lelsity of hls
soeting. He becones enraged at Hlmsslf end st the
dirveetor, quits in disgust, sand then begins the whole
sgond.zing process over agin, Stop such an actor at a
pathetic spot in the scene and suggest thet he Hmiinutely
gxamine the button on his collesgue's juckeb., Heave him
note Lts color and shape, Then have hilm observe the
way Lhe men has combed his halr. When the actor Is
completely engrossed ln these observatlons say to hin,
PYou mey now resume playing at exactly the point where
we stopped.' You will marvel at the lnstent changs in
The wetors He'll come to life, gain in color, and
sen31t;ge, ganulne emotlon will appear as from no=

2
wWhare .

The actor's examinetion of his mobilves snd Jjustifica-
tion of deballs providss the correct object fox hils
abttentlion, and mekes possible his bellel in his stage

snviromment and in hilmseld as the charaober,

The sense of truth--stege bellef. The calminstion
of all the elements of the sysbtem comes with the fegling of

trutih wideh suryounds the work ol the artlst-aclor, causing

3O;aﬂlﬁh€iVEig QL Qit\sg Pe LS .
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the sudlence to believe in the roallity of what they see
befora them, Tha teum “artistlc trabh,* also labelled .
‘stage beliel™ oy “stagé attitude," defines an sctortsg
balief in the situétion he is playiné. If he lacks 1t,
the audiengs will lack it, ‘(Lhey may admire his perferma
snce and say, "Isn't he exactly like a hungry men?" but they
will never beli@va that he 1s a hungry man on a atfeet
corner, st

Stanislavsky comments:

What 1s so difficult on the stege 13 to belleve A
sinceraly in what is taking place there and fo teke it
all sariously. But without bellef and without a ser-
lous attitude 1t 1s ilmpossible %o play o comady or a
satlre. . « « For sverytitlng here depends on ths

actorts sincere bellief in the absurd and improbuble
situations in walch he finds himself., ., , » There is all

the difference in the world batwean axperianuggg SOma=
bidng and merely pretending to experlence Lt.”

Another agpect of the fesling of txuth is the voice
of control which governs the a¢torts work upon the stago.
By thls 1s meant that the sctor, in the use of his
dmagination, must not surxender hlmseli on ﬁhe stage to the
loss of @ sense of reality ayound him., On the contrary, i

some part of his senses must remain free fyom the grip of

5'1'011181{110\"; 0D« Mo ,' Ds 106. | 3,"“' T

52Magarshaak,‘gg. ¢it., pPp. 6E-6&,



tha play to contio} evarything bthut he atﬁamptg and
sehleves as tn@7penfarmex’of his pazrt.
tne mast retain the feelling af;truth;~that volog of
gontyol which keeps on signaling sll the time: all
rightt goodl o o o OF @lse; not so; I don't believq
?%Eéan% ligd~~just a; soon a8 you begln to get out of
ﬁow; then, does the actor achieve thls senge of
trath and stage bellef? Let us make it clesy that he will
not sehdeve 1t by "portraying" anything foxr the affect
that it will have on the spectator; the actor galns stoage
belief when he carviss out hils stage zctlon because he
believas in the glven circumstances., In this regard, 7
Btanislavsky suggested, "Get rld  of the stags smiles,vfor
they prevent the sctor frdm balleving invthe raeallty of
ﬁié faelings.“34 Jmstifioation, then, is the mneans Lo a
faaling of stége trutn, for the more thg aytist destalls
the cirecumsbances of his »ole, the more his stage environ~-
mﬁnﬁ will have reallty fox hilm, |
| ixereises ln sense~msmory will halp develcp the
feeling of txuth., For instence, one may do exercizes such
as ths following: wash witnouﬁ’watsx or soap, comb ons's

haly without a comb, mske tes without tea or teapot, vwork

5sudakov, ope ghte, Do EE

B4ygparshack, op. Site., ps 544,
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a8t & sewlng nachine wilthout the machine and material, and
vso forth. Unile doling thesa exercisas, one should tryvtef
recollect the smallest detailsvof execuﬁiﬁg thés@ actions
in reaiylife, and see thmﬁ tné datalls of perfcruance
correspend to actuality. IT the exsrelses are done before
& group, mambeﬁs of the class may cheek on the reality of
performence. ﬁata that the egxerclses will'snow bow the
datailling of circumstunces 1s necesssry for the stage
attltude to be troe to life.3B

Only partiaelly have We answerad the gquestlon: how
does the acbor acnleve the éense of truth and stage
bellalh Stage ballef is sat In motion by ths actox B8y~
ing, "Supposa. . ' In ofhar Words, though the sctoyr must
reallze that he ishsurroundea by things thet are not true,
he may svy to hims&lﬁ,:“i’know that my lméglned setting ls
-not reaiity.‘ But if all should be real, see how 1 might
be czrrisd away.* On agein, the actor mnsy uask himself,
“What would I do in hls place iY¥ I hed %o do such und such
a bthlogy® At that instent, when thére axlses in his mind
that sriistic "suppose,” the actor passes into the world

of creative neting,36

BVcndakov, op. ¢il.y Do Bl

S6gtanlslavskl, gp. cib., p. 27,
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The "magic If" thus bocane anwimportant~elementsaf;
&tanislavsky‘s systsm. Indead; at en@,tima,‘hércenSiderea
1t of paramount imporbance in his listing of basie
prinaipl@s,gv Fagarshack reports that It was only vwhen
Stanlslavsky had discovered the Impertance. f the feellng
of truth, produced by the mction of iL o5 gég actor 's
iméginati@g;’that he, Stenislavsky, suédaédéﬁ 1h attaiﬁing
o ganaing and natural stute of concentration and relaxsation
of mnsoles,58 |

Thus, ve see that stage bellef is pdt into actlon by
ths use of the "mogle LfY ond achleved by the detailing of
¢lroumstancas (justificaﬁian). Tnatvproeeduﬁe is possible
only with imaginstlon and concentration. This combination
of tralts brings about the necegsary quulitles or'muscula:
freadom znd ralvase from thes speli of the audlitorium (pub-
Lic solitude). Welding all 6f these olements together is
the through-action of the play, polnting towards the rullng
idea of the play. A¢cording to Staniélavsky, thesa are

the conditions necessary for & creative state of mind.

3751, ante, pe 12,

. Pusgarshuck, op. eib., p. 305,



CHAPTER TII
THE TECHNIGUE OF CHARAGTERIZATION

Chekhov stabtes tﬁat the work of ﬁha staniglavsky
system may be divided into two parts: (1) ons's work upon
one's self, and (B) one's work on specific roles.t ‘The
previcus chapter dlscussed the basic prineiples for
developlng the creatlve state of mind, thus covering part
-ana»&the aétox's work on himself,  In this chapter, the
seecond ﬁéiﬁ ol the system wlll bg the center of sttention
as the technlque of characterization is presentsd, Speci-
fically, this chaupter will deal with inspiration, the
greation of aApamt; the stage task, resulis of sebting

amotion, and the process of expressing emotlon,

Inspiration., wanting the actor to reelise that his
talent *doomed him to the hsrosim of cre&tive work,“g
‘ ﬁtanislévskyvagraaa wlth Rlceoboni, who teught thatkﬂtne

agtor mwust never rely on lnspiration or go on the stage as

Y6, 4. Chekhov, “Ihe pt&nislavski Method of Acting,"
in Toby Cole (campilar), petings A Handbook of the 5tanis«
Lavek] Fe ho‘, pe L0B, S ' ,

Bpavid Magarshack,

stanislaysky,
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an lmproviser, but must work, work, snd work."® In his
aarly acting days, Stanislavsky had nod ra&liéed tnis, for
"he vwag walting rer‘sametningVaatéiae him to arouse his
enthuslesn, end he depended un ths audlence to sﬂp?ly him
with the nacess&§$ amount Of'anargy;to carry on with nis
Qﬁf%¢“& In other words, as Velkhtangov states, & Journey-
manuaétax becomas ﬁmotimnaliy aroused baceuse of coming
out on tha sbtage, and he accapts this agitation as the =
“feeling® of the cheracter. This agitation doss not R —
react upon the audlence very deaplysg

 vhat Ls insplretion, and what paprt does it plaey in
creating & purt? Vekhtangov, Stanlslavsky's great student,
expresses it es follows:

Taspiration is the moment when the subeconsclious,
without the participution of the consoclousness, glves
form to all ths impressions, expeyience and work pre-
gading it. 7The aydor accompunying titls moment is &
naturuel sbate. Vhatever Is Invented congolously does
not bear thls charactaeristiec. whatever 18 coraeated
subcongelously is scoompsnled by a dlscharge of enerpy
which hag en infecting quality. Thig s sbllity, the

subconselous carrying away of the subconsgious of the
gpactator, 1s a aharactaristic of telent,6

SMmgarsheck, loe, clt, Franceseo Riccobonl's The
Art of the g@aagga was ona of meny books which StanisTaveky
l’@&aa

4;bid., Pe Ble

S, Vekbtangov, “Prey&ring for the ﬁoi&,“ in Lole,
Q.RQ ait;; pc llgq

61bid., p. 117,
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There was one element which sesmed to Sbanislavsky
to provide sll the stimuli neceséary for setting the
actoy's Subéénsaiousn@8$ f#@@‘to ereate the character he was
raprﬁsénting oﬁ the stage. That element was éha through=-
aotion of the pert, divecting all elements of the systen |

towards the ruling ides of the play.?’

creetion e£ 8 perxt, sntlelpating Stunislavsky by
nore than rifvy y@arg, Shﬂhﬁpklﬂa warﬁéﬂ out & system of ;WW_,ﬁ__
agting hased on stuge yealism, |

He demended that the mctor sheuld stop imitating
the externsl habits, voles and mannerisms of whaloever
- elass hls chﬂractar belonged to. 4n aebor, he taaght,

must penetrate into the *soul! of his parbt, he must
set 'under the skin' of the character, and not just
copy life oubwardly, At the sams time, houavey, the
actor must be very careful not to waly on intuitien
slone: on the stage he must strive to represent ‘s
living man, & man allve not en]y in vody, but slso in
windg atwi heart,'?

Speaking thus on the creation of a part, Shchepkln

claimed that an setor mast never invent his stage charscters,

Thagershack, 0D. @ib., Dp. 342-43,

8pikheil Shehepkin, 1788-1863, was one of the greate
ast sctors on the Russlen stege. His principles of stege
agtlng and production vere made by Stanislavsky into the
sorney-stong of nis own system of scbing and production.
(ﬁiﬂ&ﬂfﬁh&ﬂkg Qb m-; e l)

9bid., p. 142,
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but that he should create them as living people with the
| help of his own experlence of life., In gething *dnto* the
part, 1t wag Important, he sald, that the actor shculd
remain hisself, that he should speak his oun words and
utter his own sounds, vhich muast come straight Irom his
h&ait. ¥latslntova, the Russian acbress, quoted Pushiln,
"Ine words were flowing as Lf bteing born not by timild
ﬁemﬂry but by the h@&mt,ﬂ’and then wrote, "it is exaetly so
that I would llks to set. "0 Such acting cen be done if
the aétar has bscome one ﬁith’th@ person of his rols.

The first reading of a serlpt brings a fresh
approach and enthuslasm whlch sre uéeful in characterisation,
At thils time of spontaneous remction to the material,
creative suggestlons for the chwmractsrization a;@ most
likely to turn up. Thass can ba Stimulated by provocativae
questions about the cherscters, thelr backgrounds, and the
detalls of their 1ivés, For instence: whieh tralt of the
characgter ls nearest te the actory What andmal does he
sugaest? what would be do in soua situation outslde the
play? Thls gpoculation aiLl help tne actor clariiy his

id@a of the ennﬁaetar.ll

104, &, uiatsintova, "The Cese-distory of a nola,“
in Cole, gp. ¢it., p. 127,

llghekihov, op. cit., p. 107.
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A further study of cheracterization 1s xe%eéleﬁ‘in
the pmiﬂaiplé which Stanlslevsky learned saxly in his
stuge caxreer--that in pregenting the derk sides of 1life, the
performer must look for its brighter sides. Otherwise,
the exaggeratlon of the naturellstic elements may produce
hysteoria end net llfe. Thils suggests the fascination of
contrast in the seting of a chayacter: when personifying
& villsin, the interpreter should try to find where he is
goocd, or in playlng a good man, he should look for the
man's bed polnts, Thls ls typieal of human nature, which
is not all good, or all bad, Thus, characterization teakas
on reality when 1t lg brouzght ﬁawn to sarth, and glven a
- buslence more nearly llke that found in liif'e:.l8
© Nob all debtslls of imberpretation cen be planned
angsad in stuge work, Chekhov expresses 1t well when hoe
states: , _
Everything in aeting is not done nentally. Intelle
gotual analysis determines what is demanded by a
scong, and sets the problem fox the actor ss claarly
as possible, Dub the way in which the problem is 1o be
solved, the detalls and manner of the performance
cannot be arbityarily determined in advance, They have
to be worked out as one plays. This is where the yich
meberisl of the subeongclous, which holds much of the

background and personallty of the acﬁor, malktas its
contribation.td

12Magarshaak,_gg¢,§3§., Pe 68,

13chekhov, gp. gib., p. L05.
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The sotivity of ﬁha«im&gﬁnation and the "“magic
1£914 sve nacessary conditions, then, in creating a |
character. sudakovl® stated thet he could find the propsr
sgtlon foxr the churagtexy only when he ssked himself, “"what
would I do in his place if I had to do such snd sach o
thing:® Then from the many sugmested actlonsy he selected
the 011é that was ty piual for the churacter, Stanislavaky
reallzed the lumportence of discovering the most typiesl
tralts of a stage charscter, for 1t is these that protect e

the actor from the wrong methods of acting.

igg,gﬁggg Eggg. Muchvmexe lwportant than the
gxternal aation~~tna-caxrying out of action and thas
delivery of words, is the internsl aetién,‘by vhich the
getor compels himself to bhave the seme objeetives as the
character he is playimg, Tﬁa,agtor's first Job, of course,
is to find the ruling iaa&, the lnner meaning of the
play.t0 vThe actor's task, then, beging with the seszch

for the play's artistic sesd., ALL sxtlstlc sction . . .

14:{‘.:[‘. ,EQ Sy PDo 30 8-‘

1By, hudakov, "The {resatilve rreaeas," in GCole,
L Citcg I)a 8& - . .

;g

6ar, sntg, pp. 15-14.



starts from thls seed . , ."L7 1In the light of tils
understending, the acﬁor:oaﬂ'sat hingelf his stage task by
determiﬁlng'what aim ha, as the chﬁrante:,fis pursuing and
shat his wishes are at ény given moment of his presence on
the stage. Actlon will result, then, from the actor's
folf111ing his stage task.l8 |

In showing studentyact@rs the procedure for devels
oping a pars, &tanislavsky demonstreted how thinking in ' -
terms of achbion ("What shaell T do?v) swskensd tha sobor's ‘tw_~—-m
Imaginetion. %

'Supposa, ! he said 'ycu are worklng on the part of
thmlet, what are you to start withy You can, of course,
do what we used to do and begin your work with s study
of the middle sges, conjure up in your imegination the

yloomy old castle at llsinore with its drsughty vaultbed
corridors, and inagine yourself us a pale, dishevelled
prince, wrapped in a e¢lonk, vwellting slowly along ons
of thess coryidors. Lan saeh a picture excite youy
Waell, perhaps it cen,'?

"Bat we prefey to go another way, If I were asked
to play Hemleb, I showuld steyt with the proposition
that I am Yamlet snd not the man who is wandering aboub
the castle, VYhen? Now, and nobt in the middle ages.
“here? Here in Mogecow, in Leontysv Lane, apd not in
Wlsinore.! gStanislavsky looked round ag though confirme
ing the resllity of hls belng in the rehesarsal roum with
th@‘columns at thet very moment., 'How I am told,! he
wanl on, 'Uvhat fHom behind thet eolumt (which in tims
may e transformed lnto s ledge or & ¢llff or a column
of & medleval casgtlae) my dead father appears, my

AF?Canstantin tanloiavski, ﬂDjraotiQn mﬂd Actina "
1&1 bﬂl@’ “E- Citog ppo BE- aén - ,

181, Repoport, "Tna Work of the ﬁctorw“ in Cole,
ope gibe, p. O,
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father who dled some time ago end at whoge funersl I
wag, Wwhat ghould 1 do? N@t fegl, but do, that is,
aet physieally. I don't know, For the time being I |
cun't do esnything, but the guestion whieh has been

pat o me haes slready sroused my Imsginetion and
avekened my crestive nature, action is bthe very basis
of our art, and with 1t ouxr oreative work must

baegin., . ,'19

Thrae alemants of thm stag@,task ama (l)Aacﬁién*—,
what tho churacter is doing; (8) volitlon--why he is doing
it and (%) edjustment-~how he is deing it. Thé flrst two, V?~~WW~—~
aetion and volition, are consciously detarminéd‘by the -
agtor; as & rasult of thelyr performsnce the third element,
adjustm@nt.”arisas involuntarily.

For example: a. You bang your flrst on the table, {
b. In order to quiet the meebting, o The charsctay of tThe |
blow 1ls the result. Lot ths scblon remaln, but‘cnange the

deslre: @, You bang the table,‘b. In crder to btest the

. firmness of the table, ¢. Yhe blow will be uniike the one
in the first case, Or chsnge bthe volitlon to be. In ordex
to play & joke on a friend who 1s dozing at the table (o
friginten him); sgalu the vang will be different.
figmember : never aaticlpate how you mllljact, noy
plan the adjustment beforehand (8.5., how you will bang
oan tne table), but always strive to goncantrate on why

you 8re moting (why you sare banglng), then, qulte
independently, the proper sdeptavion will appear,Z0

l9m4garshack, p. cib., P 397,

5°Rapoport, ov. clb., p. 51.
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The actor's stage feslings will seen truthful and
convincing i proportion o his understonding of the first
two elements, "whet he shall do* (actlion) and twhyd
(volition), This demands that hs believe'in thé given clye
“eums taneas of'hia r0lG.

The actor must make the surrcuandings of the dramas
begome hls atmosphere, so that the problems of hls cheracs
ter become his own problems, l.e., “the coting out of the -

chorsctor must become the setor's natorel need ., nel ‘ I

Regulty of scting smotion. Whseh the actor does not
detail the clrcunmstancaes Iln whicnvha finds hlimself =g the
aoting person of the dyrama, when he falls to consider “uhat!
he ls doing aud *why* he is dolng 1%, whan,rinstﬂa&, hé w
saizes upon @mction,wtrying to aet 1t cut, he foradoowus
himsell te c¢lichds which inevitably distort the nature of
nis soting, 28

The artificiasl effegt resulting from the attamplt to
a6t emotien is seon when aﬁ'actor puts a seﬁtimantﬁl quiver
inte his voice, o¥ injects & throbbing, sweetb ﬁcte into
soﬁs emotlonsl phrase.  Tnis joarneymanaaetur,flaéking the

artistry of & mesber, “grasps uwlth bare hands at feelings

31Vakhtangov,,gg. cit;, Pe 119,
, ARHapoport, QQ; cit;, Pe 53} and gudakov, op. glt.,
Po 7;30 o

i
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and tries to pive a definite form to thelr expressilon, v29
In this way, he ls behaving Just the opposita'df howu né
would @eot Iin rewl life.

In life a maen who weaps i1s concerned about restrain-
ing his tearg--but the actor journeymen does Just the
opposlite. MHaving read the remerk of the mathor (He
waeps ), he trles with all his wight 40 squseze out
Goars and since nothing comes of 1t, hg 1s forced to
grasp at the straw of the stexaotyped theatricel cry.
The same ls true of laughter. Who does not ) know the
unpleasant, counterfelt laughter of an acbor?

In ons of his meny discussions with his student-

actors on the elements of his system, Stanislavsky vas
guestioned by o stadent, who objected:

But chekespeare iy very difficult to play. He forcss
you to rasoxt to pathos,

But what lg pathos?' Stanislavsky asked. ‘Slng-song
enunclation, tremolo, unnatural intonations--that's
the cause of all this beaustliness. The first sign of
pathos wppesrs in en getor when he spasks without
seeing anything. To desbroy pathos, one must sct.

If an actlon requires pathos, it will come by 1Tsslf,
bat it will be gulite o diiierent kind of pathos, It
will not ba the kind of pathos with which en actor
£11ls his spirituel smptiness, '8 V

Asked why anyone can communicste wmtn anyone he
liKas in l¢is, while not everyone uucceads in belng trath-

ful on the stage, Stanislavsky replied:

23Vakhtangov, 9p. git., p. 118,

85Magarshack, Ope gig., De 398.
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That happens becsuge in 1ifs all people gan ba nor-.
wal people, while on the stamge not everyone suceseds in
baing normal. In life averyone has organic lines, the
setoy on the stage slone hag not got then., It 1s only
on the stage that an actor cen tiink of enythling under
the sun while slnging a pagsionate love arla teo the
andlence and st the same time clesplng the lewding lady
to his heart withoubt even bothering to lock at her,
Wnen an seobor mukss a deelaxatlon of love on the stage,
he puts nls hand on his hoart, rolls up his eyes, sighs,
and so on, If you evaer tried to do the same in peal
lifg, the glrl you wers in love with would certalnly
tuke offence and send you packing, but Iox some reason
that sg1t of thing is considered qulte normal on the

L

state,<6
Thus, an aﬁtempﬁ to act fée;ingg‘is 8 baginning from I ]
the end, dolng the 0§p681t$ of éhat natura demends; Stanig- :
,lavsky,paught agtors to follow the road pointed out by

nature herself,

The process of sxpregsing euoblons., Stanislavsky

diyected that the agtor should not try Lo experienve feele-
ings;‘er make them to order, but should forget them
sliogethey., Vakhtangov writses that the fallowing stabament
,takes first placa‘in the system and methods of Stamislavsky;
"The actor should not be concerned wbout hls fegling during
o play; 4t will come of Ltself,oR7 The actor, therefore,

mast coms on the stage not in order to feel or experience

267p1d., pe 400,

RTyeaxhtangov, op. gile, pe 117
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emotlong, but in order to act, “Don't walt for emotiongee
get lanedletely. w38 -

This makes acting true to 1ife, for in life a
persgonts feelings eome to hilm by théms&lves, not because
he wills that they do, tut becanse they tre the result of
his setions teken to satisfy his deslres, Should the
individusl satlisiy a desire, a pleasant sensatlon results,
If, on the other hund, difflicultles lie in the way of the
satisfaction of the deslre, suffering may result, 4along
with the sttempts at satisfaction of deslres go all the
gensatlions of pleasant antlcipation or fear of possible
fellure, Emotidn, then, is & result of ths Indlviduslts
attompt to satisfy & deslye and to ovarcome Lho obgtacles
in the way of that s&tisfaation.zg

"By obstacles ve mean not only external but also
internsl ciroumstances which countepact our task."30 For
axample, you nead to study, someone pravents you,u&nd s a
result of your struggle with this obstucle the feeling of
‘ﬁhgar or excltement will arise. Or, you are in a hurry to

qatbn a traln. Your things are in your room, packed and

“81bid., p. 118,

298, Y. Zakhava, "frincipleﬁ of Diracting," in Gola,
CGhe _J_L_En' Pe 208,

%0papoport, op. ¢it, p. 53, The following two pages
are from this uﬂurca, Ppe H2=56,
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ready; yoa come for them, but the door 1s locked and you
cennot find the key. You will be upset, sngry, or annoyed.
In other words, you will expsrience the seme sequence of
feelings as you would have 1f such sn accldent had huppened
in real life, , 2

The following @xaxaisa-demonstﬁétas the feeling of
soryaw resultlng from the conflict with lnmternal obstacles;
- Someone you are fond of 1ls serlounsly 1ll. You vwant -
to help him, ease his suffering, buﬁ‘you are un&hlé to do T
80, Here wg meet with a differant kind of cbstacle-~the
locked door was used to lllustrate externsl (physiecal)
chstacles. ;
Imagine you are sitbing close to the slesping patient;

you are walting for the doctor, Yon lock et the

patient, there is ne outward action, but invwardly you

arg very actlve indeed, Internally, you are fLighting

with the slcknessg) with all your hesrt and soul you

want to help your friend get well., But the dissese is

meking inroads as you ¢an sae by the fece and the move-

ments of the patlent and as you can Judge by his braath-

ing. 1In this case, too, thsre ls conflict, struggle,

setion and counter-sction, but they are internal end

are reflected in your eyes, in your enbire appearance

and ln your behaviour, slihough outwardly you are \

practically motionless and silent,dl

| The actor should never sesk & mood of feeling merely
In the abstruct, such ag “fear In genersl," “sorrow in

general," and so forth. Take for exumple, feur. Whalt is

%l1pid., p. 65.
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fear Iin generaly It is a faeling whieh resalts from sous
threatenlng danger, or from something vwhich seems inex-
pliecebls. Since this is a concept which is present in all
easasvof'fegr, 1t 18 too general to ba sufficlent for the
stage. In life, and consequently on the stage (which must
ba a true reflectian of lifa) there 1s no "fear in 5eneral."

”here are as many individual 1n9tances of fear asg
there nre peoplas

It is one thing to be frlghtened by & fiog which
Jumps up before one's foot, end quite ancther thing to
ba frightened by an explosion., A young girlts iright
differs from that of & healthy lad. svery pergon has
his oun Individuwal expression of thls, ar that fesling
under sny glven set of eircumstances.s
It 1s, therofore, lmposslble to act feer "in gen-
eral.” In ordsr to avold this wisteke, the actof ghould
Justify (think throuzh in detall) the circumstances in
wvhich he, as the character, finds himself, and define the
object which tivestens danger; only then will & genulne
stage feeling of fear arlse appropriute to tha»given,situa«
tion,
For snother example, teke sorrow. There can be no
sorrow il general." Bvery person will heve his own varlety

of soxrrow, psculiayr to himself and to the clreumstances.

321bid., p. 6.
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In every glven instance, the actor muast find the detalled
cireumstances of hig situstion and the task which lies at
the root of the glven fseling, so that it will be plansible
and cmnvixmimg Lo the auwdlence,
We have sgen that setion aiffers from snotion

chlefly in the glement of ﬁill; a person ean will himself

to action, for actions snd thoughts pre subject to the

willd, while enotions are not.%% gince the motivation Loz I

agtion is desire, the uotox must think about wh&t;he, & o % ““““ —
the eharaetex; wanta te obtaln &t a psrtlicular moment and

what he 1ls to do, but not about what he is golng to feel.

The amotibn, as well as the mesnsg of ity expresslon, will |
be genersted saboonsclously asnd spontansously in the
process of sgbting in order to gratify the desirs.

Often the emotlon afiaes,involunt&rily, in spite of
thﬁ-individual, as if he sald, "1 don't want to cry but I
can't help it." This is true in 1ife, where a men who
. waaﬁﬁ triésftéAreﬁtrain hig Leuys xéther than make them
obvio&s. ftanislavaky Giscovéreﬂ‘that the congeslment of
feéliﬁg on the gbtspe would lasd to his intensification,
Tals discovery came about dus to his eurly attempts to play

tragic leading purts; whenever he had to play & highly S

| 35§q&akgv,vaoc. ¢lib.
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drematle scene he lost control of his body, with the result
'¢thatwit»$eamed,takbe tied up in gnﬂts;,gﬁe,learnsﬁfthat:tha
calmer and more controlled hils body was on the stage, the
more Lieble he was to substitate faclsl expression, intona-
tion, snd looks for gestures, Whenever in the qulat scengs
of a play he trieé to appear aalmAand indifferent, *“he
invariably felt s gtrasnge excltement bolling up insida e
dnd the more strongly he concesmled the excltement, the more
j;ew@rful it bocama, "34¢ It was in tols way that : R
Stanlislaveky ba@ﬂn to understend the velus of eontrolllag
emotion. | |

There follows an axampie of inding motives for
stage action: Lhe actor ﬁighﬁ ask himself vhat he would do,
whan'simpla setion he would perform if he found himsslf in
daspairQAif, Tor axample, he vere rejected by;the glrl
whom he loved, or if he vere Lo vacate an aparbtwant for
fallure to pay his vent. He could give himsell an zccount
- eof whet he might think or feel; bul 1t is more a question
of whet ne might do. It is inappropriste to agk what one
mighﬁifeel, BBy , at‘ﬁnﬂ mmﬁant one is being ordersd out of

his speytment., It is of grester intersst to think of ubab

Bl 1 re
Magarshack, gp. gib.,, pe 66
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one might say or do in such a case; thab ls the best way of
making oneself have that inaer experience.od

Aother example ls c¢lted:

The secript calls for a quurrel betwsen two of the
characters, One of them is the atbacked, the other is
on the defensive. The director wants ths actor who
plays the part of the sttackexy to display rege and the
vietim to be helpless to the point of tears., If the
director keeps repeabing to one, *You are angry, show
rage, ' and to the other one, 'You are ashemed and
showld be ecrying,' nothing tenglble will be achleved,
dowaver, if the directoy will carefully sﬁud% the
seript he will be able to grasp the motives behind the
feud and clarlfy them fox ths wetors; il the director
makes nimself clesar, the deslred emotions will
result . . 96

When an setor has agked himgelf whet he wants in a

particulor situation In wiileh he finds himself ss the
purformer in & play, he should £ind his answer in the for,
not of a nouny; but of a verb; "I wish to obteln possession
of the heart of thls lady'--41 wlsh to enter hsr housa¥--

1 wish to push aside the servants who are protecting har, o7
To persuade, to comfoxrt, to ask, to reproach, to forgive,

to walt, to chase awey, Lo beg, to mock, te hold back the
teurs, to hide cnets Joy or sufferlng--these sre verbs

axpressing will sction. The actor can underteks bto execute

5Bgudakov, gp. clb., Pp. T2=73.
56Zakhuve, op. Glle, ppe 204-5,

$Tstanislovskl, op. ghb., De 30,
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such agtlon st any glven tlme provided he understands the
motives benind them. On the othe ¥ hand, to pity, to veep,
to laugh, to hate, to love, to be impatient, to become
irritated, to get exclted~--these verbs express feeling and
cannot and must not be used by the actor In the analysls
of his role., Feellngs dencted by these verbs must be born
spontaneously as a result of the acﬁionslexecuted by the
firgt sexles ol verbs,o0

When the stage problem has been set by expressing a
desire in the form of & verb, the objset and setilng of
the problem begin to form a brighter snd clearer pleture
for the actor, end the problem itgell arips him snd exeites
him, Yextracting from the recesses of his working memoxy the
eambiﬁ&tions of emotions necessary to the part, of emotions
that have an agtive character and mould themselves lnto
dramatic aation,”ﬁg

The foll@wing'axcerpﬁ showg how Stenislavsky demon-
stréteﬁ %o hig students the difference betwean verbs of

faaling, or state of wind, and verbs of actlon.

3a2akhavm; op. ¢lbe, ps 280%5; Vakhibengov, op. ¢lto,
po 11&.

39stanislaveki, op. ¢ibe, Do Ble
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Stenlslavsky asked two gtudent-actors to repest the
seane of the firet meebtlng of Romeo asnd Jullet, . . &
- Romeo rushed in with lignt, furtive steps, looking
round hin apprebengively. Then Jullst ran out, look-
ing redisnt and gay. : :

tihat are you doing?' Stanlsloveky asked the actox.
*T e admiring Juliet's baaaty,' the aetor‘r@plied.

"Phe word ‘'eduire' must not exlst in the actor's
vocabulayy, * sald Stunlsleavsky, *for 1t expresses a
state of mind and not an sction, Before yon begin %o
admlire dJuliet's besuty, you must examine and sppreise
jt. vhat ig your attitude to Jullet now?®

"I am medly In love with Juliet,’ the actor replied.

"ot medly da love," Stanlslavsky corrected, "butb
madly attantive to Juliet., Love first of ell expresses
iosell in exceptlonal abitention to & person. You can
only pley the feeling of love on the stage by conven-
tlonel methods of mcting. In a theatrs one wust never
aob feeling or an acblon or a character. That ls the
horrible 'professional' way of scting from which I am
trying to do all I can to proteet you. Don't rush
after feellng, but learn to set coxrectly, snd the
correct desire will evoke the correct faeling. Fox
action alveys svokes correet desirgs and correct

degires will evoke the naeassary emctlons. It 1s much

gasler Lo overaet on the sbuge than to sot and spesk
trutafully . 40

In this way, & student of the Stenislavsky system

l@ains to develop a role. As he nmasters the basle princle
pl.ag éf creative Inteypretetion, he understends his stage
taske~what ha; the character, lg dolng, why he is dolng 1%,
and how he is doing it. This precludes trying to aet

emotlons. The procass of expressing emotlon on the stage

40vagarshack, op. git., p. %99.
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is aecomplished, not by seeklng e mbod in genoral, but by
detalling the clrcumstences in which the choracter finds
himself end declding what the character would do, not feel,
in that situstion,

411 mast be sluple snd natural. Obse¥ve and study
life, the simplicity of words, actions, and feslings of
living people, and try not to 'portray"aV@r\tnirﬂ on

Lhe glage, bub to bring with you on to the stogs that
Laonex dmpulse whlch.LI$MHt people Lo ach Lhis way oF

th Eo _’
And always remember that the best test of bhe

gorrectness of your shage behaviour will ba that feel-

ing of truth inherent 1n sveryone of us, For we oure
solves In our capacity as spuctators notice that the
only good metor is the one who 1s 8imi%e dﬂd who
convinees us by his performence .

41Eapop0rt, Ope. git., p. HY.
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PRESENTATION OF THE STAVISLAVSKY SY.TEM
PO LHE STUDENT |

with the evolvement of his system, Stuanlslavsky
‘maﬁkwd‘a chenge in the xalutionahip of pro@uuur and otor .
Hathex than be an sutoeratic ﬁLIdLﬁOI, the progucer trailned
In the Stanisluveky tradition sesks to aevaLop the creative
individuality of the aetor. Gince this is wn lmportant - _
sspect of the stunislavsky system, this chupter will prosent
the relationghip of the teacher and the student-slngey,
byinging out points bf the teacher's duby and‘of the
student's responsibliity, exemining msthods of prassntlng
creablva interpratation %o a student, and discussling the

value of voice clesses in studying interpretation, j

The teacher's alm, The volce teacher will want to

halp the student-singer astabllsh for hluself the condltlons

in wided he cen walge the performance ol & song & craative

gxporience, The principsl zlm of the bewcher "must be the |
Aibaration and disclosing of the individuslity® of the j
1

sinar,™ ! ' §

lh. Vakhtangov, "“rrepsring fox the Role," ln Toby
Cole (compiler), Acting, 4 Hendbook of bthe Htanlslavski
Metinod, p. 116.
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1f the teacher doss not draw out this self-suificient
creativensss on the part of the singer, he will have the
susily influenced, subservient will, the mers body of the
singer lacklng in all ersative ensxgy, & soulless doll, s
marionetbe; ths result, srtlstlcally, will be second-rate.<

The problenm for the teacher is how to draw out the
Agglf-sufficisnt ez&atiﬁeuesm" of the singer, How 1ls he to
'Stimulmte the student's imagiﬁation? How can he make him
wlsh to pubt the t“system? inte practlce?
| To begin with, the teacher should arouse in the
student~singer the desire to interprat, stressing the
difference bebwaesn merely entartaining the audience and
bringing to the listeners en expression of life in song.
Just askaéting should be used “as a meuns of penetrating
deap into the neart of the andience,"d so should song be
used., "If yeaul life is born on the Stagegfﬁaid ﬁtanislavsky,
"the sudlence does not demand &nything elsé—*it is entirely
in your power.d

Gonéidef,fﬂr o moment how powerful the theatre is!

in the theatre, you can arouse an sudlence to eecstasgy,
drive it to distraction, mske it tremble. Or, on the

2B, ¥. Zakhava, "Principles of Directing," in Cole,
;QE‘ citn" P lg{}l .

dgenatantin Stanislavski, “The Actor's Responsibility,
in 001@' C_LE& m-g P- %0. ’

4pavid Magmrshack, ptanisloevsky, 4 Life, p. HE,

>



contrary, you can mawé ths spectator sit quletly in

hi?;S?aF and\o%ediently absorb whotever you uwish %o

pour into him, : :
, surely the student cen bs encouraged to forget hime
self in the prasentation of hls songs, inding an urgse to
share wlth others what hes already moved hiw deeply, and
enticipating the "untold joy of the artist im . . . blow=
ing the breath of 1ife into it /The song/, and then
wataehing 1t teke on life feﬁ others."® This is the singer's
challenge and responsibillity--that he bring an experisnce
of life to the aqdiénca, Itlwauld ggem valuable, then, for

‘tho teacher to insist on a high level of song-interpretation

et all performances, whether st studlo recitals, in volce

elusses, or in prilvate lessons,

Jhe bteacher-student reletionship. In conferring
withlthe student on his interpr@tatian,_tnﬁ taachey will
gulde mevording to his bwn axperlence; the student, then,
¢an bulld hisvown ereativa inﬁsrpxatation in celluboration
with the teachar, AThﬁ beachey should not force polnts of
- lnterpretation on the student; he shculd offaer sugsestions

snd be of msslstonce to the singer ag bhey together develop

53%&nisl&vaki, dog.glt.

CRruth sauyer, The Wey of the gtoryteller, p. 36.



the Interpratatlon of & song, A4s Stanlslavsky stated,
"ine must never force people to do things, but alveys seek
to influence them ﬁhroagh their imsginations,.’

When a singer does not reech a c¢reatlve state,
experlenced teachers sare careful belors thsy lay the blune
upon the singer; they try over snd over, carefully leesling
thelr way. Therefors, the lnstructor may find it useful
to check his own approach fox aerrors in psychology. He
may be expeatliog the lmpossible of the student. O,
perhaps the student cannot carry oubt s suggestion bscsuse
the teancher has demanded an unreslistie polnt of view
towards the cheracterization of the songs. Also, the |
teacher ey hav@'presanted th@msihger with a problem bayond
the studsentis experience ond understanding.

Another teaching fault is the arbitrary demand fox
immed lete results from the qinger at the beglnning of work
on a song. Such pressuriog oitun cauges "emotlng® on the
part of the singer. Time 1s needed for craation; the
taacher «ho understandabcraativity will allow fLor that.

On the other hend , when the'stud@nt makes an attempt

at creative interpretution, he should not be stopped "cold,"

7Mﬂgartjhu(3k, QR- 011;., p. 361;}
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cat off by the teacher, HMugershack reports, in this vegerd:
When St&nislaV&ky was told by & director onee, in
hig mature years, that "he hed not succeeded in giving
birth to the part,s Lt made 1t impossible for him to carry
on with the part, Jue never jelt able to play & neu part
after that.
He could never forget the inJjury doune not to his
prestigs (that would not have worried Stanlslavsky in
the least) but te what he congldered to be the mosth
precions part of himgelf as an artist--his capunolity
for & dlirect and intultlve reslization of a stage
charactay.d
Another typleal chayscteristic of an Inexperienced
toecher 1s lack of fuith In the student; sach slnger saems
laeking in talent to such a2 teacher. ‘Tnis teacher axpects
nothing, yet is lmpatlent and demsnding, “He Goes not
understand that creetiveness lg a go-ordluneted process, . .
. [That 1t/ is like wn embryo which oneg must sefeguuxd,"?

4 toacher who understands the neture of intarpre-
ting and of the 1nte£praﬁer bénaves very differently
towards the singer, whome he loves snd values. He trles to

mulce 21l hils instructions clear, slmple, and suglly

Bibide, pp. 34647,

QZaKhava; op. elt., p. 811; this section s based
on Zakheve, pagas 210-12,
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understood., le doss not fatigue the stadent with @xéesa
theorizing. He talks livtle, encoursging the student to
digcuss hls ideas on ths interpretation., He ig atbtentive
to the slnger, o adapts himself to eech student as the
demand ls nede upon him, helng severe when netessary, yab
gentle and kKind when that s called fér.‘ He navey Toxgets
that the material of nis art (the singer) "ls the most
delicate, most perishable, most temperamental, most sensl-
tive, most complicated mechsnism in the world; a humen

Therefore, the teacher muﬁﬁ ba able to help the

singsr in his blind sesrch for expresslon of half-formed
ldess. Sympathy is needed for the student's peins of
ergation:

You feal the gonething that yoar part lacks; 1t is
just here, inside you, and all you have to do ls to
styetcoh out your hend and grasp it; but the moment you
do so, it vanishas, You appreoach the strong pagt of
your role wlth sn empty soul, wlthout any splritual
conbent, 411 you hsve te do is to open up, but o kind
of wall suddenly springs up all round the strong feeling
and pravents you from getting neur it. This stote of
mind resembles the sensaetion of a manlghe gannot make
up ols mind to plumge into ley vatexr,—

101pid,., p. 512,

Llyagarsheck, gp. giti«, pe 60, quoting Stunislavsky).



Hore ls where the tsacher nseds to help the singer
percedve what slready exists in himself. He wust be able
to put nimsel¥ in‘tha gbadent s place; he "must heve hlsg
tonacles sunk deep into the psychologle mold® of the

&ﬁin@er.lg

This ls 2 complex job for the teacher, for it is

- maeh simpiur-to impose & veady-made lunterpretation on the
slngaer then t@'halp hin fiad himself ia his pert.  The
tandency of the teschey is to devslop mu Inberpretation
‘he 1;3@3 best for & song, and then o influsnece, perhnps
unconsciously, the student's intexpretution of that song.
It is important, then; that the tesensr as neayly as
possible should approsch the song with his nind as fresh
and clear as the skinger ‘s, and that he should ar§W*witn
the student in the development of the intexrpretation for
that song, iIn this, he mast have the maXlaum regaxd for
the individuelity ond the creative sbilities of the singer.
Thus, ths teschsr's cresativeness should not be a rigid
sontrolk QV&# the student, but should be rocted in the
student's attempt at ereative interpretation,

Nots that nothing has bsen sald about the temching

of creativenass. This is becsuse the Stanlslavsky method

4K
&gZaKn&va, ORe Cit., p. 208.



stresses the directer stlmulating within the pupll the
quelities whieh meke it possible for him to do cr@ativa
work; the system does not atlempt to tesch creativeness
ltsell, 4s Stenislavaky's greatest student said: The
tascher “must claarrtne‘way for the craasbive pdtanti&liti&s
of the stmdent*—but he éfhe student/ must move and proceed
al@ng this roud by ninsell; he cannot be taught.ﬂlﬁ

| It is impossibla to btesch anybody how ﬁo craate

bacause the oreatlve procegs ls a subconsclous one,

while all teachlng is & form of consclous aetlvity
which can only prepaye the actor for oreative work,

14
Bpéaking of areativeness, gakhave vwrites: "TIo use
[iaterial7 crestively mesns to use any given material s sn
axprassien of ene's 0wn rosction to 1iYe,w P Inis infers
individuelity of understondins end performenca. It elso
presumes an understending of 1life on the psrt of the
singer, If he sesks to galn a wlde bhackground ol soelial
and indiﬁidu&l experience, of culture, and of acudemlc
abtudy, Ghe stadent-singer will find thet he has “opinlons
and‘cenviatians on those phsses of 1ife wileh aré the

activoting influencas':® in the songs to be studled,

Lyexntangov, Loc. cit.
HM1pid., p. 119,
1‘5{’»’-khﬂ\rdg Chis m» y Pe 191,

161pid., p. 194,
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The next chapber will present in detall the condi-

tions whilch will help the stuwlent-ginger pexrform creatlively.
For now, the dlscusslon will focus upon how the teachex may

glve his help,

Methods of tsacning gﬁﬁggﬁgagﬁtio:. Aiﬁa taachoy may
give his esslstunte aithey as an explsnetlon ox é& a
&aménstx&tian. Zekbeva feels that the axplanaﬁign is the e
sapericr technique, singe "no metter how the direetor -
phraseg hls explanation it demends tﬁeA&ctiva pérti&ipau 777777
tion of the motoy,wd7

Tae wore talented a teecher is, the more lilable is
e to "shou" the singer how a certain écmg should hav
imtaﬁ@éétad; cr how & bilt of stage business is to be
menegaed, Stunislavsky, during his esrlier perlod as an
autoeratic dlrector, rescried Lreguently to this method. Toe
danger of thils teehnligus of demonstratlon is that the teach-
gr may he satlsfied I the slnger reproduces eofr@etly what
hag been shown nlm and that tae simgaf will meraely try to |
imitete the dirsctions of his teacher. Thﬁ,singar's attd-
tude might sasily be: % will do whot my tescher tells me
but I donit unﬁemstandiéhy.”

17ihi&.e p. 205; this sectlon ls based on Zekhuve,
pp. 188-208, ‘



- The resul® would be thet the sudlence sess only o
pale copy ol the tescher's charazcterlzatlon Instesd of the
student's own Individual interpretation, As Lotte Lehmann
welbes, “Emiﬁation}is the enemy of arﬁistry,"lﬁ .

Let us usgums, for exumple, thet the dlrector not
only hos explolaosd to the actor some phasa of bis role, bud -
has demonstrated in dsteil.
The actor cerries out nll the lastructions. He is -
docile and willing., Bub what heppens when he reachss N
tha polnt where the dlrsctorlial demonstration comes ——
to an abrupt stop? What then? The actor, hls hands T
glack at his sldes, looks bland and says, 'what shall
I do now?' He resembles a mechenical toy which has
run the gomat of ibs accomplishments and needs reulnd-
iﬂé}ﬁ * lg .
However, the method of demenstration cannot be
lgnorsd, for it possesses meny velues, It is one of the
best ways to gtlmulate the creative resources of the
singer, for it often has the effsct of insplring and
exeiting the student when long explanations huve proved
fultless. Also, 1t is a great tlume-saver, Let it be
understood, though, that the demonstrative technique should

not be consldsred basle ln the teacher's work., "The basic

lﬁLoﬁt@ Lehpenn, Morsg Ihan Sing

‘," p‘ lol

197aKkhave, op. ehbe, Pe 199,
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method should be o lust resort usad only under certvain

e e
condltions 50

gondiviong for the use of demonstration. One of the

conditions nacossary for the succeess of the demonstratlive
mathod is the davelcpéd creative status of the singer. When
the student has achlevad a level of crestive lnterpreta-
tiony he is less likely bto copy méchsnleally the detslls of
the teacher’s illustration. Only when the teacher saes thsib

he singer ls indepandeﬂtly creatlve doss he huvo the rignht
to enrlch ang widen the seope of the singexr through demon-
stratlon.

4 second condlition in the use of this method 1ls that
the tescher should give an ides of varled approaches. "lne
moat uppnllxng of w1l faults in a directer ls the padaaﬁie
insifmange upon & parbleulsr inflectlion and particulsar mnoves
ment. ., 5L *nareioxe, the stadent should be given a
cuelc@ of int @rpxatmticns, By the singex's reactlon, the
teachery can tell which vwas the most sultable and he then
gan encouraga the gtudent o ex&»nﬁ apen it.

also essentlial in presenting & demonstratlon is that

the teschay should plaee himself in the studentts position,

201bid,, ps 206.

d1L<:>c. gite; all of this sectlon is based on this
SOULCE, Pps S0D=HLE.
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ad Justing nlsself to ths student's degree of sxpressive
novar, An honagt teacher would never glve @#actly‘th@
same Lnstructlons to sny twe singers even though thay were
rghasrging the same song. |

| Thua, while uging the wmethod of demonstratlon, &
brue touchar slways seeks to d@vsloprth@ cragtive indlyv-
iduslity of the singar. He tries to discover these
Inddvidual cssets, and helps to sxpand them. Never will
he accept Irom the student-singer a shellow, mechanlesl,
even thiough polished, performonce.

Lo addition to the obligativns of tns teach@r; there

isg a responsibility on tha part of the student befoxe the ;
demonstrative technldque can be sacesssful. This further
condition is thet the student must know how to ubtilize the
ta&chem'é denonstration. I the student sgeapts the illus-
tystion of the toachsr with the intention of mechmnicslly
c@pyihg it,; then the @fférts by the teacher to awaken his
creative potantiallties are wegted. 7To hundle the demon-
streted interpretatlion in & resoureceful menner, ths singer

“magt be abla to selze the inner meaning, the gssence, |

inherent in the pertleular demonstration end independently

transleate the ldea intoe terms" of his exp?aséien.ag L
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Vakhtangov reproaghed his students at ons rehearsal
for lacking in ereastive response to his directlons,
He sald, '"You'd like to gebt by with only the
material I glve you. It's not gnough. If you continue
in this way, snybody who’'ll see the production will
s%n*Tmmeisnaimﬁﬂmmmmyinﬁwamums“Wé
Whot did Vekhtangov recommend to his sﬁudant& to
help them gain & creabive approach to thelry wolesy Flist
of 8ll, he demandad that they work on thely rola ab home, -
end come to rehearsal with the result of that work, "iMeke
it & heblt to reflect on youxy role,? soys V&Khtangov. By
reflact, ! he mesnt to allow the imaginatlon free play..“g4
Tha r@spensibiliby of the student, then, is that he
Shbuld not surrender to the tescher his own invaluable
craative rights., He must develop his oun iﬂterpraﬁations,
outside of lesson tims, seeking to apply his teacher'&
explenations end te translote the underlylng ldea of a

demonstration into his own expression of a song.

The velue of volee clagses. #n importent eld to
the student in developing erestive Interpretation is his
perticipation in voloe clagsses, By thist we do not mean

the limited use of clussas for the beamching of volce

%Ib%@ AR ] P lgﬁq

*A1bid., pe 195,
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productlon and song literature to beginalng students. When
reforring to volce classes in this thesis, we shall be
thinking of eny group of voles students, whether 1% be o
 scheduled volce class or a,ré@ulur g&thﬁrinw,of private
stuaenta,'begimning or advanged. These meebings of students
should be more than student necltals. They msy be placea
fex evaluation and constructive critlelsm of the l@?el of
interpretution the singer has reached; they uay glve oppors
tunities for the studants to tyy before each other the — -
various exerclses for the creative state of mind, as
presented in chapter five of this paper.

This use of volce classes is suggested by the way
Stanislavsky made use of group study for his gtudent-actors
of the Moscow Art Theatre, He diseovérad thét actors vere
reluetant to dm,exereisea for the different elements of
his system. ke found & solutlon to thls reluctunce in the
sugegestion of Gorky, a playurlght, for a tnaatre of Lwmprov-
lsatlion. ;

The playwright would first of all prepare & rough

~outline of the plot of the play snd ilts characgters,
after that the setors would get to work on it, every
actor developing his part independently snd then dis-

cugsing his ides of 1t with his fellow-agbors, who were
expeoted to critlelss and complement 1%.% )

35Vawarsh&ck, op. elt., D« 321,
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Stanlslavsky's use of this ides vwas to let Lhe
aetors lmprovise on the drematvic sltuetion that was best
sulted as an exercise for a particulsy element of the
crestive gtate., He found this process of impravisation B8O
satislactory for the teaciing of his system that hs incor-
porated It as en exerelse into the curriculum,

The value of this suggestion as applied to the voice
fleld is that it ilmplies group setion, For exsmpla:
throughout the presentatlon of exerelses in the nexy
chapter runs the thread of group observation and paxrtleipa-
tlon. After & student has presented an exercise for one
of the slements of the creative state, the wanbars of tha
group mey determlns how successiul he wes in demonstrating
that element,

Another example of group auction In the volee cluss
is aaen'inAtn@‘class particlpating in song-interpretutlon,
Wnen & student has pressentad 8 song bafore the elsgs, the
class mambeys sneﬁld be expscled o make constructive
eriticlsm, such ag: "I belisve in your characgteriztion,®
of %I doa't pet the méanimg of;yeur song; why are you siné*
1ngoit?" Then would follow & discussion of the singerts
Ldoeas of his ch&racter; with the fellow-singers criticlzing
énd cogplementing the ides, vaiously, no two people will

agree on churacterization im detell, but the discussion



should bring » fresh mpproach and enthusiasm to the per-
former. The clags observation slso gusrds ag&ihst the
singex's expressing feelings in a shallow, insincers, and
eénvantional‘mannéx._ In this way, bssides benéfiting from
his own pa:férmanae bafore the groupy the singer learns
from tﬁe cbgervation and discussion of the sopng-lnter pretbo~-
tionvof athexs;

This procedure presupposes thres things: one, that
nenbers of the clasgs know the baslc elements of Intexrpre-
tation; two, thut they lezrn how to maké gonstructive
ciiﬁiciSm; ana‘three, that the performers can leayn to tuke
eriticisa. Of tals last, leb 1t be polmbed out bhat
Stanislavsky, in his early years of acting, dismissed the
‘producer's critlcism as Jeslousyl 4As he says:

From thls vicious eirele of gelf-delusion thers
seams to ba no way of escepe. ¢ » » Lhe setor cannot
help belleving in what he wants to belleves . . .
Young setors, « . . learn in time to listen te, to
understand and love the bitter truth about yourselves!d
and get to know those who gan tell it to you, 56

Youné singers Muy &ain nore quickly the humiliby
naédad to &ccapt eritlicloan when they vead what the araat'
Lieﬂér singer, Lotle Lehmenn, writes: "Ihls was the filrst

stap ﬁﬁr an ewakening/: the awsreness of my 1gngxancﬂ_u£?

%61bid., p. 61,

Z1Lehmenn, op. git., p. 18.
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The values Inherent in group activity would seem to
indicata that the teacher, besldes sncoursging singers to
study charsecterization lndependently, shéulﬁ provide‘
private S£udants wiﬁh regulur group mestings in order that

the students may have the sdvantages of gyoup perticipatlion.



CHAPTER ¥

APPLICATION OF STANISLAVSKY'S
BASIC PRINCGIPLES

Just as the Stanisleveky system dogs not alim at
devaeloping the actor's oubtwayd technlgne~«his skill in
naking use af,hié body and nls powers of speeen, so this
diseussion of the taachlng of song-lnterpretation dees nod
cenber on the masgtery of voesl production, Nor does it
touch:on the usuel polnts of song-interpratation, such as
the Tleow of the song, phrasing, dletlon, dynamics, and
vocul timbre. In the first place, these aspects are -
covered by such authors as Zay, Greens, Goward, and

L@hmann.l In the second place, meny quallitles such us

dynamics and voeal timbre should result from “getting into

the song" 88 Stanislavsky t@ﬂﬁnﬁﬁj

In this chepter Stenlslavsky's basie principlss fox
abtalning a8 oresbive stute of mlnd will be.appliéd to the
fleld of song=intsrpretatlon, Also,,axaréises for sach .

elenent of the system will be presented,

1411 euthors sre llsbed in the blbliography.
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Ihe ruling ldes. The chief element necepsary for a
exeativé state afAmind is an understanding of the ruling
idan, the‘inner meaniﬁg of the song. The smallest Inter=-
pretétiv@ detadl wniah.is'naﬂ in tune with the rullng idea
tends to brealks down the artiatic conviction of the perform-
anca; Egpeeclally in the cese of an opsrstic arila, sn
eratofic aicarpt; a light opera number, or & selection
frém a gong cyele, the slngar hes thae task of sesrching
for the fundamental motive which runs through the total
compogition, fitting the Interpretation of the axcerpt inte
the unityvof thé'Whgla, With sn individusl song, the
singey has less to gulde hlmj yet @van’thara, e should
censidar a gong as a moment btaken from a s@quénee of evenﬁs,
Thus; in planning interpretatieﬁg Ene slnger should seaxchﬂ
for»thﬁ ldeas and feeliags'which'anﬁérli@ & gong. He ‘
gshould ask: what brought the song to lifet? ndut of what"
mood or situation was the poem boxny What ﬁréma, what
dream, vhabt expsrience uwas the 1nspi¥ation for,its aon-
ceptlon?"®
B ?ﬁa'text, of course, ig the source fer getting nt
the domlnating ides of the song. [This demends from the

singer an nnderstanding and love of poetry which meny

“Lotte Lehmana, More Than Sir
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teschors nay not think of devaloping ln thelr student—
singers. Vet Lo be able to read the lyrics of the song
witi marmth and sensitivity ls certelnly the neocessaery
starbting polat for Interpretation. As Lehmenn says, “"Do
not Sing; Just e melody, slng a poem,. w3 This ability éozness
frow the gloger's sensltivity to tnavimpragsians of Lifets
experiences, through which he geins sympathy, understandlng,
snd aversness of spivdt. Sueh understonding ls referred
to fraquently in this thesis, for Stanlslavsky speaks of
it throughout his wreltings.

%hag the singer reeds the text of hlp song, he may

iscover that 1t ls trite and shallow. kuch of the song

o

literature would not stand Lf Lt wers consldered on tvhe
basls of its lyrics. Yet thare is & wealih of songs set
to excellent poems, ond ong hag only bo compare, in a

musleal setbing, the lmpuct of & great poem with that of

& medicere one to see the value of congidering the song-texts

in choosing song literature. The sbility to mske such

choleas demands training and experlende, all too frequently
neglacted by volce teachers in the tralnlng of singexs. M

gxcellent study of song-poatry ls given by Hobart Mitehell

albid-, P 18,
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in } mggggg‘in sonp.? a bulletin lssued four times a
aollﬁQGAye&r.

If the text 18 the source of understanding for the
ginges, 1t cerbainly 1s laportant to the cudlence. Yeb how
nany btimes 1s the aodience left In the daxk as to the vords
off the soag?

It is unfaly to both gomposer and llsteners to sing

a voeal compesition so that the words sre not under~
stood; and from thils it follows that whan tha text is
sung in & forelgn language, 1% should be undsrstood
phrase by phxase, if not word by woxd, by the Jﬂngcr,
and a complate tranalatie% or summary should be
~aupplied to the sudlence.,

This emphasis on the text may infer that the music
ig of saecondary importance. On the contrary, the singap
shonld be shown that & song is & anlon of poetry aanl nusle,
either of which mey lose vwaxt of its moving foree by stand-
ing slone. Mitchell suggests that if the sloger 1s able to
read the poem, finding its mood and pace, he then csn see
Wwhan he plays the song through “whethey the composer hdﬁ
illumined oy destroyed the flow of the poem."® IFf the
mugleal setting is poor, the song should be tuimed doun,

Lehmonn speaks:

4rigted in bibliography.

_ bpater W. Dykema snd Kexl W. Gehrkens, ﬁwgg School
;"EQSQ Gs Do T8,

Gobart Mitehell, Postry in gong, Vol. IV, Mo, 1,
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~In general T find that the woxd 1s entlrely too:
neglected, ©n the other hand I should like to protect
you fyrom this stege which I had o zo through: of feel-
ing first the wozd « » » and only ;t‘inmly the melg%x
v . o Loarn to foel ag & whole that which is a uhole in
complete hmnmony. poan end musilc. Neither can bs more
laportant then the other. Firet there was the poem,
That gavae the inspiretion for the seng, Like o frame,
magie ancloses the word ploture--and now comes your
Interpreteatlion, br@athina 1ife into this vork ol art
waldlng word and tons wiih equal feeling into one whmla,
50 that ths poot slags and the ecmpe&eg becomes poet
and two arts are born anew &85 one. . ,
Understanding the rullng idea has two aﬁpacts,»tnen,
for the singer~-finding the dominatlng idan, the lnnsy
meaning of the song, end sensing the totality of muslc and
text, Wibth this as a'basis for his interpretetion, the
singer moves to the appllication of other elements of the

Stanislavaky systen,

Mugaulax fraedom. ﬁtanislmvsky alwaysApaimted'aut
that museular freedom is a condition of the creative state.
A gxaaﬁ artist gives the impression of wafming at eaﬁa;
when the spectators say, "But 1t seems so simple," the
singar osn be assured ﬁhﬁﬁ he is gaining freedonm f@em
muséuiér straln. Tnerefdre,;%@ work out within himself
thils creatlve froeedom is‘the basle task upan which the

ginger should work.

7}4@]7111‘15111“, gﬂ_f_ gﬁ_ﬁ_u Pa 12,
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Taore sre twe solutions to tne problem of museular
tenslon, The first and the gimplest is concentre tion, not
on the audlenca, butkcn sone objact conuerned with the work
on the stage. Yor the s slnger, 0b3&cts of attention Q& nu
~the events of the song thet iuVOlvc him, tha Jm4f¢ncd
presance of‘charact@rs inferyred by the song, or the natui&
of the thou ht to be thresgea. ﬁuscalarvtansién‘may |
arise on @vary qacasionfif the singer doas not khow delin- .
itely what these cobjects are. Losklag oneself in the -
interpretatlon of the song, then, ls one solution Lo the
- prohlem, | |
The second mathod for relsasing muscular teﬁsien~1s
“that of using gxercises dilreected towaryds the relaxabion of
the museles. 1L the singer frees hlmself fyom masculay
tension, it will ba‘@asi@r for him to ovexrcome his ner-
vcmsmeés, vhich inltuxn will halp his concentratlon on ﬁh@'
whole problem of 1nterpretatioﬂ‘ since mugcular fresdom
is the normal exponditure of as much masoulay anérgy 88
is required for a glven operation and not one Lit more,
the follawln& exurclbes a1a dGVGlOped to help the student
achleve thut result,

Exercise one: Hove & chalr from place to place In
your room, using on hand; notice the amount of strength,

or musculey energy, 1t btekes. Naxt, perform the same
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actlon before the cless and ses how nmuch surpluyg ensrgy you
expend when you are belng watehed, Note whebher yéarvnaek
end shoulders are frag, ‘Thefgroup can hé;p ch@dﬁ,’too, by
saylng, “Relax your face,"--0p the forchasad or the nselk, as
the case msy be. “ B |

uwereise two: 81t on a ehelr with your museles
perfectly fres, making only ﬁha.efforﬁ;nacaésary to sit up-
right in the chalr., Wext, teuten the musclas of one hend
(Lot everything else remain relaxed), then the other hand,
then the muscles of your feel, shouldsrs, neck, and the
rast of ths body (in any order) unbll your uhole body is
tenge. Then let go, completely relaxing. 4galn, sit up-
rilght, uslng as little effort as necagsary. Ses Loy
yourself (and let others check) whether your arms, neck,
ghouldsexs, Tace, and l@g muscles ure perfectly free,®

Stanislavéky had leamnéd “that to walk on stage was
one of the mosﬁ;diffieult ace@mpiishmants for an aetoy to
acquize."? 4s & director, he spent hours teaching an aotor
to take btwo or three sbeps on the stuga. It is not strenge,

then, that perhaps the stilfest moment Lforx the singer s

81, Rapoport, "IThe Work of the actor," ln Toby Cole SR
(Compiler}, peting, 4 Hendbook of the Stanislavskl Method,
pp. 40-41, DBoth sxerclses are token from this source.

YDavid megarshack, Stenlslavsky, A ilfe, p. 134,
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meking an entrance on stage. The student may Lind the
Following exercises helpiul.

Jixereise three: Practlice walking in the privaegy of
youxr own room. Check the points of good posture, then
swing out in free, naturel sirides; let the legs gwing Lrom
~the hips, yatvdo not tenss the Knaes; A8 you walk, hold
the head high ond relax the shoulders snd arms, allowlng
the srms to sulng freely, not overdoing, of course. Hextv
try this exerclse before.the class. Do it frequently
grnough that 1% becomes natursl to walk in this menner;
thﬁn‘in making stege entrances you will not have to “ghink
to do what should seem natixral, u m

Bxerclse four: Practice, st Cfirst privetely, making
enﬁrancas on ﬁtage. in ordex that you do not walk on
lamely, perbhaps sven looking se;faéonseiously at the
andience, yon will want to have some purpose In mind. Here
sre & fau au@gestions. Think of the &ppidxim&tﬁ starting
plteh of the gong you will sing first; hum that tone
mantelly as you Walk on. Or, even better,raanaantrata on
the first phrsse of thst song, or on tne‘backgrnund of'
gvents leadingvupfté tha s6ng; have thls in ming as you
enter. In sddition, before starting on, plok a foeel spotv
glther in the Opposité wing ox at the proscaniumiarcn."

Keap your eyes focused on thet point ss you make your
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 Nothing has been &ald about the fieedom of muscular
gtrain in the aet of sluging, itsself, Truly, if a student-
gsingar masters all of bthe agpschts of creative interprete-
tion, he way find thet he sings naturally with llttle
thought about vocsl production. Bub what sbout the many
gsingers who are not "nstursls?® Stenlslavesky posed a
silmilayr quaestion wbaﬁ he asked hlmself how the average
nebor was to abtaln the creetive stote of mind exhlblied by
the genius~sctor. - Though this paper does not discuss vocal
production, Let it not be inferred, therefore, that the
stady of vocal production doss nobt have 1ts placs,

Tne skillful artlst does what he wantg when Lt comes
to interpretation, beceuse hils technlc permits and alds
hin to do it. The unskillful singer does what he can.
He may heve ideas, but he is uneble Lo carxy them out
becauge his technic ls insufflelent, It is exbra-
ordinary how the rank snd file of the profesglon do not

vealize thaet real finish snd style cennebt be super-
imposed upon & crude volce-productlon,tl .

10par jorle Sherldan, College of the racific, Stoekton,
Gallfornia, 1965, Hxercises three and four are based on this
SOULCE

1ly, Henri ey, Pragtioel Psychology of Volcs and
of Life, pe. 104,
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Lotte Lehmann writes:

. Teehnique ig the sll important foundation,--~ths & b
¢ of singing, It does without saying that no one can
carefully enough master the technlque of volce produce
tion. Complete mastery of the volce as en lastrument
is an idesl towsrd whieh avery singer must work
asslduonsly. . « « Bub reallze thet technique must be
magterved to the polnt of being uncongelous, before

you cen really bscoms an lnterpreter.sc

On the other hand, she points oul the shorteomlags

of vocal production when it is the éhiaf teachlng methed
of the instructor, snd of btachnlque, when 1t is the chief

aim of the singsx;

In & cortsin sense, 1t seems that perfect technigue
and interyretstion which wells from the heert and soul
gan nevar o hand in hand ond that this comblnatlon
is an unsttaineble ldesl, For the very emotion which
anables the singer bo carry herx audlence with hey into

the pealm of artlstic experdence, is the worgt enemy

of a crystal clear tachnlgue. « » « L have found again
and again thet a singer who delights In technigue
(much as I mey admire her virtuosity) still, in some
way, leuves my heart cold. + o « d0 not mlsunderstaend
me; conbrol of the voles ls the soll from wildeh intere
pretation springs-~ -« --but do not despair over small
imperfections, o 18

rublic selitudae. In order to gain musculer freedom

‘and to develop creabtive intsrpretation, the singer must
aequire another'alementyof the Stanlslavsky system--that of
public solitude, This may be defined as the abllity to be

alone in front of an audlence, oblivious to it while in

125 elumann, 0P g;g.,'p. 110,
18Ibld., pe 17.
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the world of the song Lisslf.

~4g was polinted out in the -previous section, concon~
tration on the suilence brings nervous self-consclousness
to the beglinning singzer snd s & hindrance to the hlghest
form of areative'inﬁerpretation even for tha«gxperieneed
artist, It 1s troe that a certain amount of audience
enjoyment comas from the performer “playing to the
andlence, " as daseribed below

The singer hag developed a personality., He + . .

is master of bimself snd of his forces. His forces

of personality send out waves of genlellty and
sympathy to the audience, The psychic forces of the
artist are so strong that he is a sali-starber, and
his forces resch out to the audience which, uwmknnad
glves back generously of the sympathy and snthusles
which has been spoused in them. Ihis egtablishes u
community of Jnterests with sverybody helping, snd the
audlence, having halped the axtlst, though uneonsclously
and unknowingly, loves him for i%t. The performance is
1ifted to & high plane of excellence which & merely
meghmmical technic would nevey resch,-

On the other hend, though that p@rfarmanq@ h
admittedly on a highaf lavel than ong of a "merely mechan-
lewl taahnia,“ it does notb approach the crestlve stote
attalned when the sing@x can forgst the audience in his
attention to the sattings of hls songs, At such a tlme,

the performer mey still "feel® the audlonce; ne'still nay

74y, 9. glb., pp. 106-109,
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have the Joy of shering and communicating with his
Listeners; he still may f£ind the pleasure that comes wlth
the reallzstion that the Pudi@ncewattituda h&ﬁ}ehanged
from that of “"spectator® to “frlend," waﬂver;‘his primary
attention is on hls work on ﬁhe stoge. An exﬁmple of this
publiec solitude iz well gilven by JZay, who is comparing

this way of creating atmosphere wlth the one he used above,
This is more Aifflecult to urGth, o kind of atmops»

phere with which the artist surrounds himself in order ‘
%o become oblivions of all surveuandings.  This - —
atmogphere cereates fox ths moment (whether on the
pl&tform or stage) a little world of its own in which
thy artist lives and expresses the fealings, or action,
or bhotin, of the character portrayed. This aWmogphere
is impervious to outgide inflaence; the ertist Ls
oblivious of the auwdisncs ox any thing elge outside the
radius of his atmosphere;:and vinlle it ils an insplra-
tien and protection to the artist, who seens to b@
temporarily In anothsr worldd, it iﬁ net repsllant in
the lesst, but radlatas impxe&sions of the emotiong
experiancem by the artist, who 1s 1ts center snd

- originator.LkO

Namas comae to mind of certain greet slogers who
exhibit thils ﬁrait of public solitude: Merlan sndarscen,
Helen Traubel, lLiela Albenese, Roland Huyaes, Jussi Bjoerling,
and others. Llela Albanesa parbleulsrly gebs into the
Wworld of her song; only after the lost nots of the
accompanluent has dlaed avay does she bresk the mood, uhen

the appleuse brings her back to the reslity of sudltorium

181p1d., p. 109,
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and andlenca,

The esxtrovert will tend to use the audlenve-sppeal
techuigue, Oflcoursa, gome gonge oan be presented only In
that wey--gongs such as Grisg's "My Johunn,® the Tonnesseo
gountain balled, "fhe Nightingsle," and many of the enaocra
songs. Houaver, most songs will sehieve thely greatest

effaet if the singey gives his attention o the setiings

of nis songs, thus demonstrating publle solltode,

Concentration--pbject and atbention, Another

neeessary atirlbuote, then, for interpreting songs is the
ebility to contyol atténtian in order that Lt may be Focused
at will on sny object selected by the singer, Ihis demands
the wtmoszt concantr&tieﬁ, and 1s egven mumé lmportant vhen
diatxacﬁiams amise; Sinca tha‘ability to concentrate
differs with people, 1t is ngeasgayy for the 5tud@nﬁ~singer
o dlscover the duration of hls own powers of concentrstlion
and to put forth an effoxt Lo lengthen and gtrengbhen them.
How éan one develop his faculty of cehcantr&%iam?
The first sugsestlon is that the student should bulld the
hablt of attentlen durlng his study and practice; lntense
concenbration at those times wey seb a pattern whieh will
bg easlier ta m@&ﬂt@iﬁ when under the stress of public
performance. In sddltlon to this development, the singer

should try before a group the following exerclses for



gaiﬂing control of obtbtentlon.

Exercise onet In the prasence of o group, the
student mey wread o book silently; elass mombers are to
Interrapt him with nolses, couversablon, jokes at his
expense, and go forth, The student must compel himself to
ba so‘abécrb@d'in his book thet he does not notice whsh
telkes place aronnd him,

Ixerclise two: In the midst of group convarﬁation, - S
the student may think to himself, or converse with someone, f;
about how he has spent the day, r@membering In getall whet
he Gid, with whom he spoke and sboub what, and so forbh,

Whilé the others telk, oy parhaps try to interrupt, the
student must continug to follow his own linefof tninking.ls

Next coma exercises for developlng concentretion im
perfiormancsa; |

Bxercise thrae: The student may pexforu before the
elass whilse menbers of the group lgnore hime They msy tay
qulet indifference this time, reading knitting, or just
locking bored, but by no mesns glving eny attention whatso-
aver to the singer. 1t is a challenge to the pesrformer to
sat the stage for hils song and to becoms Qngrassed In its

interpretation, forgebtting his indifferent audlence, ;

. LOrapoport, op. git., pps» 57-36. Ixercise one and
two axe from this source, :
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Actu&lly, this axwrclsa is nlse @ trainlng in concentration
for members of the group, for in ibnorlnﬁ the singer, they
magt concentrate un thely reading, or vhabever it mey bg,

Nxerelse four: Anotbax-versioh‘qf tha *qulet trest-
ment® from ths group. is for,tlass'mémbers to lean forward
and étﬂxe intently a2t the performer. This is a.gieatam’
ohhll@n;e to tha‘*im@a: in his congentration on his work.

ixavelse five: 4t lagt, the singer mey perform
bafove a’noisy group. Class members may btulk, move about,

and make nolses, 1nc]udinr such audltorium noises ag the

slamalng of dooxs, coughing, rattling of paper, end so forth.

Payticipsting in this type of experience several times, the
performar should work to develop suech complete sttention te
tha prablems‘of his amngsinterpretation that these dlgtrac-
tilcns do not reglater deeplyil7 |
The singer should remember, too, thst if .he tries
not to Sés or think sbout distractions, he will be all the
mors aware of those things he 1s trying to ignors. Instesd,
if he focuses hls attention on the cbjeots Iluvolved in
ntarpretatlon of his song, he will £ind that the dlgtract-

ing elaments tend to disappesr. What sre the obhjects of

M gaorge :f;z.mabb "Get Rid of Your Stege I riarht,“
Stude, (Septembay, ai), 1l. Exerclsegs thres, four, and
“ive come from taib refﬁr@nca.
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&ttéﬂtion in song-interpretation? For the singer, ths
gbjects of atbenbtion areith&‘e?aﬁts of the song that involve
him, ineluding the baakgrounﬁ laaaing/t0 tnavaong, the
Imegined presence afveharacﬁarslinfarméa by the song, anﬁ'é
the nature of the tmsughﬁ't@'b@ expressaed. These area
desired objJects for the foeusing of attention, not the

sudience or the “portraysl" of emotlon.

Agtivity of ‘a;inatfaég &inaé the sebblngs of e
séﬁg daknet<aet§ally @xist,‘ﬁhe:siﬂgar mag b hé able o -
 bring the cherecters and the sebiings of hisjﬁongsvt& life
for nimﬁalf by means of his im&giﬁ&ﬁiéﬁc V?nat}ié why the |
performer should eommand aﬁ sagily arouséd imaginatién;n

"o rich orestive funtagy,wl® | | |

: Thé riehnass of the pyrformer s lpsgination deperds
ot his sceumulation of veried sxperiences of llving.l9
Listen to Stanislavsky: " And whgt must you, modarn actors
be? You must Tirst of all‘hs living«péople e« 720 7pe
éiﬁg%x, like the &atax, naeds to ba glerlously aliva, He

should 1llke people and have raspect for the human

L8rapoport, gn. giles po 48,
1961, aunte, pp. 68-69,

: geﬁﬁg&&ﬁhﬁeﬁ,‘gg.‘git;, Pe 949,
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| personallity; he should be able to associate with people,
ab thé same Time obgerving them carefully. The obgervation
of fine srtlsts will help the student-singer enormously,
algo, Widenlng his interests, bthe singer should perticlpate
In verlied setivitles, such ss othser arts, sports, veusding,
and various hobbiss, It 18 sald of Jennle Tourel, one of
today's grentest aitists, thet "her wide interests inelude
the entire fisld of litersbture snd the fine arts, Bl R
zay writss of Capuso; - ——
And he nas found himsell not only in his singing, |
snd in his aeting, but ln hig sttltude towsrds liie.
His luck of affectation 1ls vefreshing; he doeg not
agsume & pose to sult othsr psoplets ldeus ar whdt @
great tenor should be, He is truly himself.S8
Assuming that the student-singer is developing his
povwers of observation, snd galnlng undexstending from his
nany and verled 1ife experlences, vhers does he go from
here? It is his next job te find the creative fantasy or
Aimaginatian which a young ahild disylays.. A child's fan-
tasgy 1ls free and abunﬂant; the singer must develop this

guslity by effort and by exercises.

dlDr. Henry W, Levinger, “1he Ghemistyy of & ut&r,“
The devi&m of Be gard@ fusle, 17:6, July, 1954,

B27uy, Op. CAbe, Do 136, Zay heura Geruso when he
first ceme Ho London, in his first rehesrssls snd in all
his appesratices at Covanth Gaxﬂan. both fLrom the Iront and
from the wings, He also heard Ceyuso continuously fox two
sengong bafore he came to New York.:
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Exerclses for ‘the development of lmaginetion
f0110w£ | |

hxcerelse one: Privabely, on befora the group, the
student ils tc coma home and Lind & lebler. Porhaps he
will notlce the postmark, wondering who 1t is from zs he
opens the envelopa. His mwanner of openlng the envslope
wlll We determined by hls decislon thet 1t ls & personal
letter, or thot Lt is & BLLL or an advertisemenb. 4s he
pantomiues rewding the lettey, he should bave delinite
detalls in mind, such es who the letter is from, the place
it was mailed, snd what Is 1n i%--1is it o bhrestening
1utbar, & fuﬂny letter, or a lettex centainin; good ar
- bad n@ws?az

4 variatlon of . this axaxei$a i for the student to
imagline writdng such a lettex, dbuln having uh@ detalls in
minﬂ. | |

ixerclse twoir The student muy teke a;huok and act
- as 1T he wers about to réad nis favorite typae of story,
whatﬂgr it be & pay xomunue, & mystaevy, ox s8¢ forth; or he

may act as 1f he were golng to read a forbldden book; ox

POLehmann, op. ghb., p. 13, and ﬁdpopﬂrt, 0. @ t.,
p. 48, Gther exercises ifor oavaioPmﬁnt oi the lmsglnatio
and the sense of justificestion sre glven in Rapoport,
PPe 41-49, :
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with the bool, he may appear to be sbsent-minded, or sald--
there are meny possibilitles of imsgined settings herve.B4

Class observabion is impoytunt for these sxarcissas,
slneca oonstructive comments at the end of & presentetion

will help the student eveluate his perforwance. Cless
mambers learn must, too, from thely observations and
suggagtions.,

With o developing lmagination made possible by parbi-
cipation In such exercises »g those above, the student-
singer wlll find, ss he begins the study éf a gong, thet
his creative lmsglnation 1s move gaslly aroused if he asks
himgelf, *wWhat would I do under these clroumsbancesy" Hs
needs to piétuxe the dreme, the experlences, of the $cng 80
vividly thet he feelws it 1s his oun belng which ls ereating
the song out of response to the gltuation he 1s in. There-
foxe, in order to get into & role, the singer must study

tha maﬁiVatiqns of the person he 1s in the song.

d sﬁifieaﬁidg. In‘studying the background of events

whleil may have led tu~thafaangi,and in lecking 8% the situa-~

tlon, he, ug the person of the song, s now in, the sluger

aQLehmanﬂ; 1og, glb.
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mast look at details oﬁ the setting and the charascteriz-
tlon; the motlvations of his rols must be Justified
aecording %o the detalls of the situstlon, Stenislavsky
emllad. this the “justification of detalls.”

These detailed motivations depend eﬂ‘ﬁhevaitaa%ion
es a whole; this ls true not only of a smhg which 1s an
exgerpt from & layger composition, but also of an
~individual gong, which actually is & moment teken from &
sequence of events. 0 e ginger should ask: Out of what
situatlon was the poem born? As Stanlslavsky would say,
"Whet is the Qggg;whieh Justities the present of thils
scone?" e |

How csn we apply this idea of Justifieatian to songe-
interpretution? Let us look at "Allerseelen" by Richerd
Strauss., What is the sattlng af'this SO 7 ‘It is autumn--
“Place on the teble the flowers of aatumn.® Furthermoxre,
it is 411 Soul's Day, the day of the aea&.w Whet are the
memories that sweep over youy They are memories of an old

love that will not die. What has separated you and your

BO¢L. ante, pp. 67-68.

26¢ons tantin Stenlslavskl, “From the Froduetlon
Flan of 'Othello,'" in Cole, gp. git., p. 131,



&7
baloved? VWas it 1ife itself, sending you on sapsrate
pathgy ﬁnd are you together today on this duy of memoryy
Ox was it death that took your loved onme from you? Is 1%
then in the overwhelmlng longlng of remembrence that you
are anited In splxit om this ALL Soul's Day? |

ALL of that understanding 1ls necessury beforye the
singer, in performance, avén heglng the song. Such wader~
standing comes from study of ths whole song; then the
performer would be ready to approzch guch detalls of
interpretatlon as would be involved in singing such phrasaes
in “Allérseelen“ a8 "Give me your hand,;¥ or “Give ma only
ong of youxr suaet glances .t | V

This suggests, pernéps, the detelled clroumstences
which the singer must Justify foxr each song~interprotation
he cfeates. The more he pats into detell the elrcumstances
of his role, the more hs will belleve in the situation in
wnién he 1s singlng, snd as the slnger Justifles sach
detall, his imegined stege envivenment will teke on reallty
for him,

The psehse of ltyuth--sitage belief. The wbility to

Justify motivetions snd %o detall clreumstencos mskes 1t
possible fox the singer to have stage bellel, convineing
tha sudisnce of the sincerlty of his perfomaonce, The

singer is then sble to belleve ln the circumstances of the

i
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song as 1f they vere reasl. Me can feel thet he lg the
person of the song snd not that he is singing about «
parson; he can bglieve in the situstion in whica he, as
the person, {inds himsalf.g7.

Slnce it is imporsant that the singer believe in
whit he is singing, 1t would seom that he should seek out
those songs which express whit he fesls wbout lile snd the
world; such numbers he will be able to lubterpret most
n&turaily snd deeply. Thié does not need to limit bis
cholee of songs, for the song-interpreter, 1t hus been
polnted out, must be & wholly daveiopad person with a wide
range of interests end a keen cbservation of life; 4if he
‘1s that, his understanding will reach out over a variety
of song literature. | |

Also, remember that Iln observing, resding, and
ligtendng, th@~singer 1o asslmilablng svwarensess beyond that
of his oun experiences. [Thils means that within hls sub-

conscloasnesgs the possibilitles of wvarious pﬂrformances

BTTheenas Swenses, volee teacher at Colowbia, Callf-
oxnde, slabes that & singer mey sing dn any ons of Lhreg
persens, Take the periormance of Bubtterfly's Song, "Un hel
al vedremo, Tor exumple. LI singlng in the Lirst person,

Mary omith would be just Mary Smith, singlang to the audiencs.

If singlong in the gecond persen, she would. be singing llike
snobthey singer, say Licla Albsnase, for instance, This
would be inltebtion rather then interpretation. The goal

would be to sing in the third paxson—~to be Madame Butterfly,

singing in Butterfly's ultﬂ&tiﬂno
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reslide,; for, though each parson's emotional experisnce is
limdted and he probably cannot ilnterpret parﬁé that are
disgimllar %o his own psychlic harmony, the shades wnd
gombinations of fundementsl emotlons are infinite. In
thut way, the sloger cen interpret and xepresént gitug-
tions whilch he has not yet experienced directly,.?8

V?he performer puts st&g@éheliaf into action by
saying to himself, "1 know that my imaglned setting is
not reslity. But éﬁ all should be real, gea how 1 might
ba carriad sway." The use of this "magle ifv is an
lmportant element of interpret&tion; |

On the otler hand, though the singer is carried
away in his song, he must retain & sense of truti, the
voiee of conbrol which remalns fres from the grip of the
song in ordex to chack sverything he attoupts as a
performer, Is the interpretation trus to the chermcter
and the eireumstances: Is th& singer penetroting ﬁeep'into
the heart of the charaeter? Or, Is the singer glving way
to “amuting"? Is hig emotionsl experlence while slnglng
sctuslly the thrill of hesring hls oun voiee; or of slinging

. ) . , ,
high notes? ﬁ&khav&“g states thet when the student shows

ESCI.‘ a;;‘ge N ppo B8-23,

,393. K. Zakhava, YPrineiples of Directing," in Cole,
op. ¢it., pp. R15-186, ‘
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Talsehood (insinceriby or disbéiiéf) at eny point in
~rehaearsal, tha teacher shoald stop him Lmmediately, Obhexs
wise, convicticn in the purt will be chokod off, fox
fusure developusnd of inﬁerpretﬁtion cannbt grovu from
falsehoods of conviction.

Thog, the singer must develop his sense of truth,
both in hig own work and by'observiﬂg'ﬂtners. iembexs of
the class nay ﬁbsarva:aach'aﬁnar for the presaence of
artistic truth in song performance, @smd slso for the o -
presgnes of truth in the p@rfcrmaﬂc@ of’ axeréises whieh
hava besn glven for developlng coacentration, imégination,
and Justificstion, Class meubers nay note where the person
doing the exereclse (or the song) hes lost the feeliné of
trauth, eviﬁaﬁt in over~acbing or in “poxtrayaslt of emotion
for the sudlence. Observers should ﬁuinﬁ ot ﬁo him whers
and why they did not balleve In his sincerlty, in the.
aathenticity of his stage feelings; the performer should
dtsouss th@sa,pointﬁ‘with;tha group, and strive Lo correct
thew, performing the song or exercise agaln, ln some othexr
WEY .

In his work in opers production, Stunisluvsky used
grephle illustration %o make the mneaning of an aria cleay =
o avsinger. One day at the Opera studio & new student, |

a well-known operatic baritone, seng Valentina's aris from
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”ﬁaast.“ Standslevsky complinented him on his volee, bub

s%iu that be did not under&tan& anything,

‘ *Y don't get bthe me&ning of your song aﬂd I don't
see why you oxe singing 1t. PFiyst of all, whom wers
you addressing your song tog!

'To you, siz.'
, 'To me? But am I the ‘deity? Your text suys,
TAlmighty God, God of Love,"  Your objact then ia God
cand youxr aria is s prayer.t. *
The bariﬁén@ aﬂreéé;,
tDon't you know how to preyp! ssked Stanislevsky.
1pid you never say your praysis as a child or did you
never gee anyone do 1t

thg 8 cohild I used to knassl In the cornsy of the
room and address myself to the ilgon,!

'wWall, do so now. Forget all about us, Kneal down

wlth your back to us., Donty vcu féel now that yau
shouldin't have sung go laudly

- It was dn this way that the meaning of an sxls was
mede cleay to the singers, with the resuli that aftar
B short time it sounded qulte different .0

Tae following exerclse is sn exemple of how students

mey work to develop a sense of truth, or stape belief:

Onrthé stage in the prés%nce of the group, the singex

may pretend that the stage s a forest, enmd that he is

glons in this Torest, He will need to Jjustify his attitude

to the objects on bhe stege; what about the chalrs and the

bare stage floor, for lnstamse? The chalys should be

30Magarshack; 9. eib., p. 3Bl



regarded as though they were bushes, sbumps, end trees,

cand the stage floor ss thwough 1t were the ssarth strewn

with plne needles.

If the student acquires s serious attitude tosards

this stogs fﬁrast;khe will £ind thet he fcrgetéktha clagy
(an exaunple of public solitu@e), and hils bthoughts and

fgelings will becoma whet they actuslly would be if he

were reslly in e forest. He will welk sround & chairg
which now ig & tree, and look for mushrooms; IL he sess a
nall, he will be surprised st finding 1t in the middle of
e forest, wnd so forths As & result of such s serles of
Justifications he will acquire o correct attitude toward
hig imaginﬁ& surroundlings; he will balleve that he is in
& fdrest, and nls behevior will be correct, corresponding

to the stmosphere of the forest, He will also compel the

audlence to regsrd the stage us though. 1t were a forsab,o

, C Variations on thls exercise would include imaginwy
ing thabt one is in the fislds, in a bout on the river, at
homa, and go forth, The group should discuss the effects
aciileved by Vaﬁicus studente, studying why somse are mors

gonvinalng then others in achieving reallistlic e¢ffeats.

31Rap0port; ope Slla, Do 47,
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‘The above example demonstrates how the elements of
the Stenisloevsky system sre interrelated; vhen one ls
lueking, crestive interpretation is not possible. In o
WAY , stageébeliﬁf comordiﬁ&tas}all of these ﬁiﬁmentsa
stag@;beliaf ls sculeved by Justificatlon, the detalling
of c¢lreumstuances, and that 1s possible only with a‘rich
Imegination; &1l of this demends concentration, with
public solitude and musgulay freedom being nob only resualts,

but necesgory sttributes for successful possession of

ge belief, The sbarting point for this development is
ge b ;

for the singer to discover the dominating idea of the
song, Thus, In an interscting clrcle, we find the baslo

alemants necessary for crestive song-lnterpretation,



CHAPTER VI

APPLICATION OF THR STANISLAVSKY THCHANIQUE
OF GHARAGTERT 24T ON

With hls developing ability to use the principles
for the crestive state of mindl the singer will do much
more in inkexrpretation than sceept -as true "feeling' his
helghtened response dus to faclng en endlence. He will
not welt fox the dmprovisation of the moment, but will

gtudy the characterization of each song.

Ihe gtege tesk. It is the singer's task, therefore,
to compel himself to have the same objectlves as the
character of his song. Tt is not enough to imltete thob
~ person, or to imltate himself; the intaipratsr magt vget
under the skin" of his churaeter, snd represent a,liVing
poxgon; he mu@@ meke "the catwaxdly probable charsober
inwardly‘camplata.“l ‘For instance, it is said of Ga@rge
London, the basg-bar itona whﬁ is hail@&kas a grast singlng-
sotor, that he "is not content with merely slnging s

0 e, « « o He digs in&o als part until he bagomes the

Ya. B 5 ﬁiptsintcva, "The Casa-iistory of a Rola,"
in Toby Cole (compller), Acting a Hagdbook of the gtanlis-
davekl Method, pe 187.
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éhar&cter, and 1f he dossn't fsel he's ready, he don't
sing it,ve

How mey the singer get intmlhis part? Bringlng into
play Qll of the elements of ths creative state, he must
search for the Inner meaning, the raling idsa, of the song,
and develop his characterlzation in hazmony‘with that
understanding. f%spsclally stlmunleting ere the questions
the singer may ask at the first reading of o song-text:
what is the background of this song? What events have
teken place? What has baein the infiu&nce of othsr parsons
on this song-chayactery What would i do In these c¢lrecum~
stances? 0Of the pbssible actions, what is most typlesl
for the characteyy What are the typlesl tralts of this
chayacter? Which of those traits are nearest to mine?
What would this person do in some situatlon outside the
aohg? The interpreter should remember, too, the fagcine-
tion of cchtrast in studying @ character, In other words,
if the song~character is a good men, in what ways is he
bady 4nd if he is bsd, in whalt ways ls he good?

| Thus,.ﬁhé singer details the civecumstences of his
role, gaining an understanding of two important elements

of the stage task--what the character is dolng, and why he

Boartist of the Month, " The Hevleu of Recorded pMusic,
17:382, January, 1984.
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is doing it. This intellectuel enalysis is the flzst step
in characterization, sebting the stegse, so to spsak, for

the performed .

an g85dng &ma&img., The sangwintarpretér who

mesters the elements of creative interﬁretatien and galns
an undevstending of his stege task will Lind it easier to
avold the artificiel effects of trying to foree out ths
amotlon of & song, HRemember thet of prime luwportancs in
the matheds of Stanislavesky Ls the statement thebt the actor
should not be congerned with nis Ieelings during pexfoym-
ance, o Eﬁan 80, in performances which do nob involvg
staglng and seting, how is the singer to apply Stanislav- |
sky's adunenition, ?’ﬁnn*t walt for emotions—-act Lumadlately?®

He mey vpply it Iln seversl ways. Flrst, vhen the
singer thinks of the song as & mam@nt’frcm & gequanceg of
gvants, he will be avare that actien<g§§ been involved be~
fore the momeny in which he 1s singing, snd that it will |
continue in the imagined future of the song-ghayacter. In
other words, in his lmsglnabtlon the perfommer will get the
st&ga and study the action which leads to the BONE.

 For @depla, in interpreting the Griffes setbing
"By 8 Lenely Forest Fatnway“ (*anf gehsiman Waldespia&e“),

ngniagta, Pe 40,
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the singer nast visuallze his loved one 1In deteil, for he
goes to the beaches to draamlcf her. what doss she look
like? what is heyr personsllty? ind most impartant'cf 8ll,
sinee hoe lles there Imaglning thet he hears her voice, what
is the sound of her volge, and of her singing?

Frow seeking to visualize the loved one, the singer
“tumns to the @vents'ef the song. Why is the men slone 80
many evenings, "faln to flse by a lonely forest pathway®
 1§0 the dveary besehy Is he wiﬁh s beloved only occasion~
jfélly5 or 1s the loved ons far away? ind 8t the moment of
the song, ls she with him aé§ﬁ%”talls of tha lonely
moments without har¢ 0# ls he writing hoer, descrlbing his
dreams of hert Can it be that he is &t the beseh, "hesring
the reeds’ mystériaus sighs," snd in his imagin&tieﬁ ,
plecing her beside him so thet he can talk to herfe-*ind
I fancy 'tis the accents of thy volss that round ma play,
- T4l the music of they ginglng on the water dles ausy."

To be eble to think of the action involved in a
SONE , theﬂ; the perfommer magt aetail,tn@»eiréumﬂtﬁnées of
the song and unQQIStana~what.tha cheyacter ls doling snd why
he 1g dolng 1t. When the singer concentrates on the stage
task iﬁ»ﬁhis vay, ha will be able tayfoxget about feelings;
they wiil come of themselves, sincersly snd truthfully,

as the singer “gets Llnto" his part.
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Second, though a song may seem to be primarily one

of atmosphere, the int&rpreﬁas mast anderstand that it is

not the expression of an sbstract fesling, Nothing can be

abstract in Interpretation, such as "love In general" oy
‘sorrovw In general.," lvery gcngwﬁaaxéatex will have his
ewaiexpr@ssioa of iaveﬁ or of sorrow, pascullsr to him&@lf
aﬁd hi5'ci£aumstanees.

To 1llustrate thet polnt, let us Llook at Georges

Hiets “J'al pleurd en reve." Here we find three dilfferent

gots sf“éizcamstaﬂeas for tné,ex@ressian; I wapt as I
dreamed,® rssulting in two specific @motiaﬁs ﬁf\sarxaw,'
and Qm&'af Joy. 1In the first dreem, 1t was the griefl of
bereavement through desath of the loved one which brdught
the burning flood of tears, &fter the second dreai, the
song-character wept bitterly & long, long time, for he had
dresmed that his beloved had farsakeﬁ'him, Than there 1is
the release of the third verse, when the dresm was of* the
loved one alive and loving-~"ind Qhen I woke, blind were
ny eyes wulth tears that forever £lou, ¥

yin sach instance &bﬁ?ﬁﬁ the exﬁx@ssion~af feeling,
wh&ﬁh@y 1t be gorrow or relesase, will be determlned by the
eonditions and the'eauae;' Agoin 1s seen ﬁha.ﬁee@saity fox
~ the singar understanding the backzground of his song and
believing in it. JIn this way he will not attempt to

"portray" en sbstract emotlon.
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Tolrd, the slnger should realize that dlscovering
the inney essance’ of the role ls of utmost Importance,
Magarshack reports that Stenislavsky ren Into sn experl-
ence slmilar to thet of the interpiatation of & concert
singer when he was producing e play thet did not have the
usual "stege" atumosphere of the gennine drems; it vas,
ingtesd, a péycnolmgieal study in the fomm of dialogue, In
this case; o |
- [Btenislavsky's/ problem consisted in finding the
best possible way of laying bare the souls of the
characters so that the speeluators should be able %o
grasp at once what was taking place in them. BSuch @
problem could not bhe solved by gesture, or the play of
hands end feet, or indeed by any of the gensrslly
aceepbed methods of acting. What he had to get was
some ‘Ilnvisible irradistion of will and feellng by means
of & look in the aye of the mector, by means of hardly
pereeptible inflexlons in hig volee, by means of
psychologlcel pauses of great Inbenslty,.'d
The singer hes just that probvlem of developing that
*lnvisible iryadletion® by means of which the audlence is
lad Inbo an understanding of the song, lts atmosphere and
characterization. Thersefore, though he does not act, the
singer inverdly ls vexry active, His understanding of bils
song-character maans that he is lavelved in the internal

conflicts and struggles of that person, and thls is reflacted

“pavid Mogursheck, Stanislevsky, 8 Life, b. 306.
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in his eyas and in his entire appearance, although oul-
wardly he is practically motlonless. B

The inward activity of the sing@r will be gvldsenced
in hig dnterpretation of "o not go, my love," by HRichard
Hageman, Here, as Hﬂgemaﬁ sugzested to one of his
students, s parent ls wabtohing beside the bed of a ehild
who 1s serlously 1ll. 0x, who ls to say that 1t cannot be
husbend watoehlng beslde wifs, or wife by husband, or lover
by loved ong? V

Do not go, my lova, wilthout asgkling my lsave,

I have watchsd all night, ,

And now my gyes are heavy with sleap'

I Tesr lest I lose you when I am sleaping.

‘Lo not go, my leve, wlthout asking.my laava,

I start up, and streteh my hends to toueh you.

I ask myself, 'Is it a dresm?'

uould I but entangle your foeet with my heart.

and hold them fagt to my breast!

Do not go, my love, without agking ny leave.

(ﬁrom Rebindranath Tagors)

Hageman's musical setting so enhances thls moving
poen that the singer enn hﬂrdlyAescapa its poignancy, 1T
he becomes involved in the situstlon and in the "internal

sbruggles® of the person watching by the bed, the singer
will reflect 1t in bis inbterpretation., Inwardly, he will

be very metive, end the eudlence will be drewn inte the

Bcr. ante, p. 44,
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invisible irradiatibﬁebf the performer,

In thosse threaAWays the singey cen vact" and forget
émohion: pleturlng the action which has sét.hﬁa,staga for
the gong, detalling the clrcumgtences and tha Lralts of
the song-churacter in order that the expression of faeling
is spacific for that situationy and finding the innar

gssence of the rols.

Ihe ;gggg‘assegee of Qgg role. iince the aiseevery
of that lnner essence is vastly lmportant to the concaert
singer, let us look &t this aspect in detail. The
Minvisible ilrradlation® mentioned sbove is the result of
imspiﬁaﬁion,'wh@n the éubeansciousness of tha perfeimer
glvag form to &ll of the impressions, experiences, and WOL K
pracediﬁg,tnat moment,6 Gh&raeteria&tion which waits for
the Insplration of the'mmmSnﬁ is shallow; thers must be
work, study, and snalysis in prepsration for it. However,
8ll of interpretation is not lntellectusl snulysls; the
datalls of integpretation will be worked out, not so muach
in advance ag in performance, when ths slnger will dyav
upon the rich meterisl of his preparatieﬁ, background, and

persenality in ordsr to enter into hls role, Lehmwan expressaes

6of. ante, p. 31.
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~this thought well when she wrltes: .

Do not build up your songs as Llf' they were sncased
in stone walls--no, thay mast soar from the warm,
pulsing best of your own heart, blessed by the

dnsplretlion of the moment., Oniy from life itaelf‘may
life ‘be born 7 ' IR o

Thus, cheracterization progresses from the first moments of
dntellectusl onalysis to the findl woment of warm; luspiraed
interprebation, when the singer subconsclously carries
away the subcongcious of the spectator o o

“hat are the polnts that eld In the dlscovery of ths
innuy essencag of the song, ond what are the guallties which
indicste its presence? In the first plaae,lin‘orﬁer to
gain the invisible irradiation, the singer must visuallze
the things he sings sbout, This is similay to the justifi-
cation of detalls, but 1s wore specifle In that 1t stresses
that each phrase the singer ubbers must be precsdaed by &
suceeasion of vigual imuges in hls Qinda It could be sald
thet the song-interprevey musht plsace under eaan phrase the
moving pletures of his imagimaﬁion. If these visusel inugss
are preclse snd detalled, sg Stanislavsky demandéﬂ, the
singer is protected from the misteke of “emoting." In this

way, the pexfommer slngs, not for the ears, but for the eyes

Tiotte Lohmann, Jore Xuen slnging, p. 10.

Sce. ante, pe 31
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of his avdience. If he is ceught up Jn the sxpression of
his visusl Imagery, his Listeners will experience the song,
not only ss sound, which in itself can beaama‘muﬂahdnaas,
but ag a visual effect, xiech in coloxrful lspresslong.
~ Gertainly, this dlscloses bthe innexr essence of ths xole,?

In the second place, the attempt to conceel vabhesz -
than to portrsy emotion ailds in finding the inner ecssence.
Gtenielavsky discovered thet if hs tried to concesl feeling
| on the stage, 1t sctually beceme more intanaa, such as:

oI don't went to exy but T cen't nelp 1%," rether them,
&see/how,ssrrawful I ami» Tn other wcr&sé~if ths slnger
tries to tuxn on emotion, it will be false and shallow,
with the body, too, llkely to be tense. If, on the othey
hand, the perforpmer approsches chayacterization and intar»
pratation with o true umdersta@&ing of the croative state,
he 1is apt to £ind in perfommance thet, though he appears
calm and hils body is relexed, he wlll foal & vsbrange
excltement boil up lnslde i, 10 Than, welling from
wlthin, his song wlll revesl itself in facialk&xgrassian
and pley of tha eyes, and in the dynemic shedlogs end tona

colors of the volce.

91, sudekov, "The Creative Frocess,* in Cola, gp.
ite, ps 98, .

10CE, ante, pe 44.
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Thus, among the qualities which indicate the presence

of the luner essence 1g the fact thut the singer's eyes will

not be cold end 1ifeless. Rapoport reminded aectors, “And
ab@va:all Go net foxget that the essoncs of thﬁ'xola,&
appaars in the actoy's &yaawFll 1f, Tor instancs, the
song~choracter ls a jolly person, remomber that sverytalag

- makes him heppy, and hls eyes will heve & merry tulokle in

them., The singer who 1s chsaracterizing such a porson should

bry to regard the world ia the way such un exubsrant fellow

would, tnen hils eyes will take on a twinkle, too, 1t is
importent, thersfore, that the song-interpretsr look &b

the world thiough the eyes of nls character.

ancther guallty of the inner essence concerns intere

indaes in the song. These times when the performer iﬁ'not\
singimg'&ra momenbs that test whether or mot he is "ind
his role. iere sgaln, hls eyes, @8 well &p hilg b&ﬁilyu
attitude, will give him sway 1f he drops hls churaoteriza-
tion when the sceompanist plays alone, oy when hls singlng
partner has a solo. RHoes he listen, but not hesx? Or
dosg he congider interludes os essentisl o song-interpre~
tatlon, and use them to pengtrate deeper into nds

understending of his xole? If he dogg the letier, surely

dly, Bapépert; 1Thg work of the 4ctor," ln Cole,
gp. cit., p. 67.

o P
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hie 18 finding the inner essence of the SONE o
The slnger who hag zrown lnto ths Inner essence of
his gongs wlll reveal it in the dynamic shadowings and tone
eolcring of hils singing, ‘These effeoats will seem ertirfic-
izl =0d meaningless 1f they are used as & substitute for
en understanding of the inner qualitias,ef the song. ir, N
inztead, such affacts come us the result of a deep lnner
gonviction about the song, they will be trus and moving.
The weelth of tona colors ls seen in the followlng excerpt,
which deseribes how dynsmic gradations come ﬁo‘lifa with
the snimating intorplay of volce tlmbre--dark snd light,
cleay and restralned: |
Ihere 1s o clear, sllvery planissimo which sounds
light and etherssl, and there is the veiled planissimo
which trembles wlth passion snd restralned desire.
There is & bright Lorte~~strong end forceful like 8
fanfarae--and the darly colored forte, which bresks out
gombrely, in grief aaﬁ pein, The 'velled® plopo wiieh
I have menticned is a vibration of tone which holds no
place in the realm of technlque and yet, in my
opinion, it csnnolt be neglegtad In inSpired sinblng~~
in faet 1t 1s of the utmost importance, Iow much
‘resbrained pession cen be conveyed by a velled tons and
how much floating purity in & oleay flubte like
rianisgimol ; ,
Beay in mind, sbove #il, that this variety of
gxpression Lg the result of the sloger ﬁattinv into hils part,.

Lf he believes, understands, «nd feels whaﬁ ne slngs, the

dBiehnann, 9pe gibes P 14
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m

ingey will slung with move than volice; his body will sing,
his eyes wlll, sing, his whole being will rise to the
fullest possibvle revelaslon of pent-up feclings ln the
climex of the song.

As & Cinal point on discovaring the Lnner assence of
the song, let Lt be clear thut Stanlslavsky was convinced

that the cygative process does not end with the first

aJ

performance for the publie, wlth other presentations being
meraly mechanicsl repetitions of the fiyst. HNo, the singer
comes to gach performence of the seme song in & differant
state of mind, ’Tnat_faat can be used ln keeplng the
incerpretation from bevoming stale. In approschlng esch
rehonrsal ond pexformunce of sny sdng, the singer st
leam to 3@ak\semathing news He must relresh hlmsell by
'ﬁhiﬁking ovay bthe principal Intentlon of the charascber and
relating it to his oun immsdiaté state; he may ask hinselfl
what sspegt of the situation is nesyest 1o him at tha
pregent moment, Ihis 1s how the interpratﬁtian takaes on &
gpacial colowing gach btime, bthough In essence 1v remaing
the soamas.

45 Lotte Lehwmann wribtes, "Bverythlng which breathes
the breath ol life ls changaablai & momaentayy feeling

often makes me slbter an interpretation. S Thevefore, an

181bid., ps 10,
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interpretation should nevsr become stereotyped; the
ereative princlples must epply to every performence. if,
in singing, the performey brings ell of his immer forces
into play, ere&tively adspting to the capyicious chonges
whleh may develop ln those foress, he then, and only then,
can "transuit to the spectator that lavisible something,
inaxéraﬁsibla in words, which forms the splritusl
content 4 of the song.

So~egummarizing the points above-=the slnger will
have dlseevérea the inner assence of his role, alded by
visnal imagary and conceslment of feeling, end evidencing
play of the eyes, attentlon during interludes, dynamic
shadings snd tone color, and“the cyeatlve process ln
rapeated perfarmances. Thig finsl sspect of characteriza-
tlon~~the subcanaeiéus, nen-intellectual level~--has been
reached whon the singer’is able to ploture the avents of
the song so vividly thet he fesls 1t 1s his own belng
whieh 1s cra&ting the song out of response to the situation
he i¢ in. Then, the surmnun&ings'af the song heve become
hls atmosphere, the problems of the charscter have bacome
nis own problems, and he is looking at thavwarld through the

ayes ol hls character,

14Gonstantin utanislavski ﬁuir@etiom and Aeting, "
iﬂ u@l" ;qE- m-' Pe &?
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Freedom of the congert gtage. When the appllication

of the Stenlslavsky system i1s cerried into characteriza-

tion and the discovery of the inner essence of the song,

the song-interprsateyr can have the same dramabic impﬁct

that performers in opera snd drama may have. In fagt, one

is inelined to sgree with Lotte Lehmenn when she suggeéts o
that the conecert stage olfers a fresdom of luagination
whieh the operatic and dramatle stage does not. As she
gays, the stege deerass limitations which simply don't exist
on the concert plstform. In the reality of the stage, "the
lmegination of the sudience has 1lts limits: 4t seas thé
figure befors it clad in the freme of the role, sarrounded
by the characters of tha story,"15 yet, bepause of this
naterial xaality, tha'aetor's pﬁyslcal repregantation must
correspond to the character which be portrays. Not go wlth
the concert artist, who can be many versonalities in the
-course of & reclital. | |

On thy concert st&ge it is the unllmlted power of

your art which must change you into just that figure
which you seek to bring to life. You are without any
materlal sids, without any gestures, . . « You stand
close to the auwdience--almost ong with it, you teke it,
80 to speak, by the band and say: 'Let us llve this

song togethex! TForget with me that I cannot have a
thousand xeal forms, for I will meke you belleve in all

laLahm&nmn op. ¢lt., p. 16,
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these formg ag I chenge my personality in evexry song.
Let us topgether put aside rewlity, mnd let us, singing
and hearing, sonxy awsy into the limitless raalms of
phantagy . « «' « « s%=80 the singsr sosrs above all
limitetions, is young, is besutiful, is nan or woman
longing and iuliillment denth and resurrection. . .iﬁ

« Thisg 1s & tramanﬁously shallenging fieldw~

that of charsctorization and interpretation in song. 1t is
the teachsr's tesk to bying that challenge tﬁ'tha student
in saoh a way that he willl work btowards lnterpretution
which ls chsrsotenrlzed by loner trath. The teacher cen do
this best by bffering suggestions, assistance, and guldence
to the singsr, not by foreing him. Stanislavsky after all
Insisted that his system was not rigld, and that i1t wasg not
the only sysbem on the art of mcting that. could achieve the
results he sought. No, indsed; he sald thet Lf one had his
own mathod, hs should use 1t by all means, Buat Stanlslavsky
sbressed that whatever wag done, the spsctator should
never be allowed o be indiffexent, |

If the spectator is to be pull@d setively into the
ycrformaﬁg@, he must be remched hy that invisible irr&dm
iation which 4s the indication of the singer's having

penetrated into his role.l? ©ince this inner essence is

16 ohmenn, log. glit.

17cf, ante, pp. 94-107,
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spiritual In content, 1t would seem that for the song-
intexpreter, greatness of spirit nagt be the domlnating
thought 1if he truly seeks the inner essence of 8 song. ,
Greet singing, then, is not dwellinglon high notas, singing
1gvalyttonas; or “portraying? emotiqn} It begins with the
magtery of tachni@ua to such an extent that the singer
nesds not think of 1%, and it goss on from there to the
vwork and inspirétion of erxsative lnterpretatlon, 4

Thus, the chellenge of songe-Iinterpretation can be so
presanheﬂ te a ginger thet he will "uork, wcrk, and work® to
develop the basiec prineiples fow th@ creative stute of }
mind, He nesed not wallt antil he has mastared the prin-
ciples before he attempts interpretation, for in interpreting
an& creabtlng the characters of song, he can be mastering
the gusllties of ersativity. He will be Ygetting into his
part,* studylng his eharacter in the lighf of the $ong and
1ts bhackground. ie will be expressing emotlon, not because
he mast foica 1t cut, but beesuse he understands what the
gharactar 1s doing and why., Theon his characterization will
sgem glmple and netural, trus to raality, The sudlence
will belisve in it, for the singer bimself will have
penetrated into the soul of his part; the sengwcharacﬁar

will have become s Living parson,
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