
I t i s b e t t e r n o t t o r e a d v e r s e a t a l l , t h a n r e a d
i t i n t h e w a y w h i c h i s c o n s i d e r e d l a w f u l , r e q u i s i t e
a n d p a t e n t e d i n t h e s e n s e o f p o e t r y a n d m u s i c a l n e s s .
R h y t h m d o e s n o t c o n s i s t i n s t r e s s i n g i a m b s a n d
a n a p e s t s . I c a n n o t b e a r t h e m a r c h l i k e b e a t i n g o u t
o f r h y t h m . I w a n t t o s l e e p w h e n I h e a r t h e r e a d i n g
o f v e r s e i n a s o l e m n l y m o n o t o n o u s v o i c e w i t h
c h r o m a t i c t o n e s c r a w l i n g u p . I c a n n o t b e a r v o c a l
l e a p s t o t h e t e r z a o r q u i n t a w i t h a f a l l a t t h e e n d
o f e a c h l i n e t o a s e c u n d a . T h e r e i s n o t h i n g m o r e
v u l g a r t h a n a m a d e , s w e e t i s h , q u a s i - p o e t i c a l
v o i c e i n l y r i c p o e m s , w h i c h r i s e s a n d f a l l s l i k e
w a v e s d u r i n g a d e a d c a l m . W h a t c a n b e m o r e t e r r i b l e
t h a n t h e f e m a l e r e a d e r s a t c o n c e r t s , t h o s e t e n d e r ,
p o s i n g , s o u l f u l y o u n g l a d i e s i n l i g h t g o w n s w h o r e a d
f r o m a p i n k v e l v e t - b o u n d b o o k d e a r v e r s e s l i k e :
" L i t t l e s t a r , l i t t l e s t a r , w h y a r e y o u s o s t i l l ? "

C o n s t a n t i n S t a n i s l a v s k y : M Y L I F E I N A R T
" M e r i d i a n



What is the proper approach to spoken poetry? I don't think
it's an approach which is based entirely on diction or elocution
or articulation or any of the other by-products of a speech class
Not that these things aren't important - they are, but in
themselves they're simply not enough to sustain spoken poetry
for very long. And we don't want an approach that just uses
the text as a springboard for any sort of personal pyrotechnics.

I think what is needed is intelligence and a willingness
on the part of the actor to confront the written text itself,
to find out exactly what the poet had in mind and why he chose
this particular way of saying it. Now, this takes considerable'
humility and a profound respect for the text. It means that
the actor must stop worrying about the sort of impression he's
making up there on the stage, and begin to concern himself
with the shape and the form of the words he is saying. Only
in this way will he begin to achieve some sort of approach
to spoken poetry.



POETRY ACTING Name Date

FIRST BEAT:

FOCUS - PRIMARY

SECONDARY

SECTIONS TO
CHECK IN TEXT:

OTHER COMMENTS



We do not go back to our c l a s s i c s s i m p l y out
of r e s p e c t for the p a s t . We do not vant to be
c o n g e a l e d by our r e s p e c t . By looking at the
G r e e k s , the S p a n i a r d s , the E l i z a b e t h a n s ,
by l o o k i n g at S h a k e s p e a r e as well as at the
C h i n e s e and J a p a n e s e t h e a t r e s , w e are t r y i n g
to find r e s o u r c e s for our m o d e r n w o r l d , for
our m o d e r n a r t , our m o d e r n t h e a t r e . W e a r e
t r y i n g to r e d i s c o v e r s e c r e t s of c o m p o s i t i o n ,
of c o n s t r u c t i o n , of l a n g u a g e , we are t r y i n g to
r e d i s c o v e r what is m e a n t by form in o r d e r that
w e may e x p r e s s s u b s t a n c e : for m o d e r n r e a l i s m
n e e d s new i n s t r u m e n t s with w h i c h to reach the
heart of r e a l i t y . We want to d e v e l o p r e a l i s m ,
not to kill i t . T h e r e is o n l y o n e t h e a t r e
and it is in c o n s t a n t e v o l u t i o n as t i m e
g o e s b y .

M i c h e l S t . - D e n i s

T H E A T R E : T H E R E D I S C O V E R Y O F S T Y L E
T h e a t r e A r t s B o o k s



I m e a n t h e o n e t r u e t h e a t r e , t h e a g e - o l d t h e a t r e ,
t h e t h e a t r e o f t h e G r e e k s a n d E l i z a b e t h a n s , a t h e a t r e
t h a t c o u l d d a r e t o b o a s t - - w i t h o u t c o m m i t t i n g
a f a r c i c a l s a c r i l e g e -- t h a t it is a l e g i t i m a t e
d e s c e n d a n t o f t h e f i r s t t h e a t r e t h a t s p r a n g e , b y
v i r t u e o f m a n ' s i m a g i n a t i v e i n t e r p r e t a t i o n o f
l i f e , o u t o f h i s w o r s h i p o f D i o n y s i u s . I m e a n
a t h e a t r e r e t u r n e d t o i t s h i g h e s t a n d s o l e s i g n i f i c a n t
f u n c t i o n a s a T e m p l e w h e r e t h e r e l i g i o n o f a
p o e t i c a l i n t e r p r e t a t i o n a n d s y m b o l i c a l c e l e b r a t i o n
o f l i f e i s c o m m u n i c a t e d t o h u m a n b e i n g s , s t a r v e d
i n s p i r i t b y t h e i r s o u l s t i f l i n g d a i l y s t r u g g l e
t o e x i s t a s m a s k s a m o n g t h e m a s k s o f t h e l i v i n g .

Eugene O'Neill

DOGMA FOR THE NEW M A S K E D T H E A T R E



The human soul, in intense emotion, strives to
express itself in verse. It is not for m e , but
for the neurologists, to discover, why this is so,
and why and how feeling and rhythm are related.
The tendency, at any rate, of prose drama is
to emphasize the ephemeral and superficial; if we
want to get at the permanent and universal, we
tend to express ourselves in verse.

T. S. Eliot: "A DIALOGUE ON DRAMATIC POETRY"

SELECTED ESSAYS



D o n ' t Let a n y t h i n g go — y o u Look at that s p e e c h
and y o u s a y : " I d o t h a t r a t h e r w e l l , t h e v o w e l s
a r e a L L w e l L t u r n e d and my b o d y L o o k s g o o d a n d
t h e a u d i e n c e is i m p r e s s e d " -- but t h e n y o u get
o f f s t a g e a n d y o u s a y , " W h a t t h e b l o o d y hell i s
t h a t s p e e c h all a b o u t ? " -- P l e a s e d o n ' t let us
t h i n k t h a t t h e s e p e o p l e say t h e s e t h i n g s n a t u r a l l y ,
t h a t it is a l l a lot of b e a u t i f u l s o u n d — t h e
i m a g e s h a v e got t o b e s o u t t e r l y real t o y o u ,
t h a t y o u ' r e a b l e t o say t h e m a n d f e e l t h e m a n d
b e t h e m , a n d t h e a u d i e n c e i s a b l e t o s a y , w h a t
a n e x t r a o r d i n a r y t h i n g !

John Blatchley

ROYAL SHAKESPEARE THEATRE



M o r e o v e r , a n d a b o v e a l l , d o n o t b e i n a h u r r y
t o r e a c h t h e m e a n i n g . A p p r o a c h i t w i t h o u t f o r c i n g
a n d , a s i t w e r e , i m p e r c e p t i b l y . A t t a i n t h e
t e n d e r n e s s a n d t h e v i o l e n c e o n l y b y t h e m u s i c
a n d t h r o u g h i t . R e f r a i n f o r a s long a s p o s s i b l e
f r o m e m p h a s i z i n g w o r d s ; s o f a r t h e r e a r e n o w o r d s ,
o n l y s y l l a b l e s a n d r h y t h m s . R e m a i n i n t h i s p u r e l y
m u s i c a l s t a t e u n t i l t h e m o m e n t t h e m e a n i n g , h a v i n g
g r a d u a l l y s u p e r v e n e d , c a n n o l o n g e r m a r t h e m u s i c a l
f o r m . Y o u w i l l f i n a l l y i n t r o d u c e i t a s t h e s u p r e m e
n u a n c e w h i c h w i l l t r a n s f i g u r e y o u r p i e c e w i t h o u t
a l t e r i n g i t . B u t f i r s t o f a l l y o u m u s t h a v e
l e a r n e d y o u r p i e c e .

P a u l V a l e r y : O N S P E A K I N G V E R S E
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D r a m a i n G r e e k m e a n J s " A c t i o n " . A c t i o n i s t h e
g r e a t e s t g r a t i f i c a t i o n l i f e i s o f f e r i n g t o u s .
A c t i o n i s L i f e i t s e l f ... W h e n a f f l i c t i o n g n a w s
a w a y a t o u r h e a r t , w h e n w e a r e f a l l i n g v i c t i m t o
g l o o m y d e p r e s s i o n a n d w e s e n s e o u r s e l v e s s m o t h e r e d
u n d e r a d i r e s u f f e r i n g o f i s o l a t i o n , w h e n w e f e e l
d i s g u s t e d a t t h e s i g h t s o f a d i s m a l w o r l d , t h e n w e
g o t o t h e t h e a t r e ... T h e r e f o r e , t h e b u r d e n o f
r e s p o n s i b i l i t y i n c u m b e n t o n t h e i n t e l l i g e n t s i a
o f e v e r y c o u n t r y i s a h e a v y o n e . I a m r e f e r r i n g
t o t h e e l i t e , t o t h e c l a s s o f m i l i t a n t s c h o l a r s
w h o c o n s t i t u t e t h e l e a d e r s h i p e n t r u s t e d w i t h t h i s
r e s p o n s i b i l i t y . I t i s u p o n t h e s e p e o p l e t h a t t h e
u p - l i f t i n g o f t h e t h e a t r e , o r i t s e v e n t u a l d e c a d e n c e
a n d i t s t o t a l a n d l a s t i n g " e c l i p s e , " m a y d e p e n d ,

D i m i t r i R o n d i r i s
G R E E K T R A G E D Y T H E A T R E



I f e e l a c t o r s h a v e t o a c c e p t t h e r e s p o n s i b i l i t y
o f t h e i r p r o f e s s i o n , w h i c h i s t h a t t h e y a r e
L o o k e d a t , a n d t h e r e f o r e t h e y s h o u l d b e p e r f e c t ...
A c t o r s , a l a s , w h e n t h e y a p p r o a c h a S h a k e s p e a r e a n
p a r t , d o n o t s i t d o w n a n d a s k , " W h a t d o t h e s e s p e e c h e s
m e a n ? " - - t h e y j u s t g e t t h e g e n e r a l s e n s e , a n d i f i t
c a l l s f o r a l i t t l e b i t o f c h a o s , t h e n t h e y c a n w o r k
i t u p . B u t I'm s u r e y o u w i l l a c c e p t a n d k n o w t h i s
m e a n i n g i s e s s e n t i a l t o a n y p l a y t h a t y o u w o r k o n ,
a n d f o r a p l a y l i k e a S h a k e s p e a r e p l a y w h i c h i s s o
r i c h a n d s o c o m p l i c a t e d , y o u c a n n o t i n a l l h o n e s t y
d o i t w i t h o u t s t u d y i n g i t ... A l l t h i s i l l u s t r a t i o n ,
a s i f S h a k e s p e a r e h a d n ' t m a d e h i s p o i n t s w e l l e n o u g h ,
s o t h a t h e h a s t o b e h e l p e d a l o n g ! ! - - i t ' s s o
u n h u m b l e !

J o h n B l a t c h l e y ,
R O Y A L S H A K E S P E A R E T H E A T R E



O n e m u s t l o v e t h e a t r e t o o m u c h t o l o v e t h e a t r e e n o u g h ,
I f t h e p l a y i s a s u c c e s s , t h e p l a y w r i g h t a l o n e g e t s
t h e c r e d i t . I f i t i s a f l o p , t h e n , n a t u r a l l y , t h e
s t a g e d i r e c t o r a l o n e w i l l b e r e s p o n s i b l e . I w o u l d
l i k e t o i n s i s t o n c e a g a i n o n t h e r e s p e c t w e m u s t h a v e
f o r t h e w o r k s , f o r t h e i r a u t h o r s a n d f o r t h e a u d i e n c e
T h i s r e s p e c t i $ s h o w n b y t h e s t r i c t e s t o b e d i e n c e
t o p e r f e c t m e m o r y .

R o b e r t M a n u e l

C O M E D I E - F R A N C A I S E .



THE PROPER APPROACH TO A POETIC TEXT

1. Write out the text on a separate sheet of paper. Mark off all

the various poetic devices - image, sound, voice. Draw transition

lines across the page, creating separate beats. Circle any "reality"

words (truth / beauty / justice) for substitutions.

2. As far as possible, try to withhold your own interpretation
from the text. So far you are not ready to "interprete" it --
remember that relaxation and familiarity with the form of the text
are the most important things. LET THE TEXT TELL YOU.

3. DO THE TEXT ALONE, ALOUD, MANY MANY,MANY TIMES.

This is the most important single step of all, and it cannot be done
Filently or intellectually. You must try to get the very rhythms
of the text into your own bloodstream, all the sight and sound and
sense values.

4. Get up and focus the text -- locate specific image areas outside
yourself --choose contact sources. If you are speaking the text
to someone (primary focus), choose where that person is --and if
you refer to other image areas (secondary focus), choose where those
areas will'; beT

Do this as you walk through the text, just as you would walk through
the blocking of any ordinary play -- only remember that you are not
yet acting.

5. AT LAST: begin to ask all the acting questions: what do I want,
what are the obstacles to my getting what I want, what are my"
given circumstances, my physical lire, &c &c &c.

In the words of the French poet Valery: "as the final nuance, ask
about the meaning of the text."

Remember that the challenge of a poetic text is to say what
you see and see what you say.


