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CHAPTER 1

THE FPROBLEM



I. STATEMENT OF THE FiOBLEM

Hystery, discord, and smbipguity surrcund the craft
of scting. 1t is possible to find many theories of acting
that are in direct conflict with each other., Ask an actor
what he does tc create & role snd one will get slmost as
rany different anewers as there are different actors. The
teacher of acting is feced with a variety of dicta such as:
"1t 48 a trulsm that actors are born and not madey another

truism that acting cannot be taught."l

Teachers do, how=-
ever, conduct classes in acting. The question is what are
they tezching. Is it possible that they have mystically
discovered what should be taught in an acting c¢lass, or
have they Jjust determined their own methods from all
possitle methods available to them? They either teach
their own method or someone else's, but who is to say
which is the right or the correct interpretation of the
craft of acting?

It is the purpose of this study to explore one area
of the actor's craft to find out if this select area can be
measured, and if a principle, besed on empirical evidence,
can be formulated., There is & growing interest in theatre
scholarghip in the establishment of objective measurement

lﬁichael Redgrave, The iActor's wJays and Means (New
York’ 1%1)' Pe 30
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and analysie of the craft of aetins.a If the craft is %o
be taught (and the number of schools teazching acting would
indicate that this is so), then it is of great importance
to research the ocraft and to arrive at some definite,
empirical principles that can be used in tezching these
classes.

Studies are being carried out in the ares of aot-
ing.5
others with the changes of personality ceused by being in

Some of them desl with the personality of actors,

&8 play, and still others with the judgment of an actor's
performance, The fleld is new and relatively open for
research., The scope of this atudy is limited to explora-
tion of only a very small portion of the craft.

A bagic principle of acting accepted by a great many
pecyle is that an actor must be mentslly in character (the
actor must think as his character would think) az well as
being physically in character (the actor must walk, talk,
dresz, and look as the character would)., "The actor
creates the whole length of 2 human soul's life on the
stage every time he crestes a part. This humen soul must

aﬁeorge Gunkle and David Thayer, "The Helevance of
Measurement Research to Theatre: A Progress Report,” a
R ticin Bucational Thestre fesociation convention in New
York (1967), p. 1.

JGunkle and Thayer, p. 15,



be visible in all its aspecte, physical, mental, and
emotional."4 There is a concept implicit in this state~-
ment thet should be looked at more closely. The assertion
that an asudlence must see the "mental" aspect of the
charascter implies that the mental stste of the actor does
indeed communicate itself to an audience, If that asser-
tion is true, can an acter function in the dual capacity
suggested by John Dolman Jr.? The artist, he claims, "is
two things st once: artist and instrument. . . . A8
instrument, the actor is theoretically identified with the
character he represents. . « » As artist, on the other
hand, we think of him as independant of the character--as
an interpreter. . ."5 Thus, a dualism in the sart is
implied: acting is emotion controlled by intellect; e.g.,
the actor uses, say, seventy-five per cent of his mind to
play his charscter and twenty-five per cent to control
everything he doces on stage.

If the mental processes of the actor do communicate
to the audience, it would seem that the actor would not be
able, during performance at any rate, to fulfill this dual
nature. If he is thinking sbout his function as an
(Now rzﬁfh%ogflgflggfky' defipg: The Fizet olx Leasons

325gghn Dolman, Jr., The Art of Acting (New York, 1949),
PPe Jc=20« ‘



interpreter, surely that must be communicated to those
people watching.

The actor considering Boleslaveky's and Dolman's
theories must suddenly find that he is faced with a dilemma:
does he play his role with full involvement in the mental
aspects of hls character, or does he reserve a part of his
mind to act as an overseer of his emotions?

Konstantin Stanislavski, the great Eussisn director,
claimed thet the actor must always play to his audience
and be aware of how the audience is acoepting what he is
offering. "The asudience is an important co-creator of the
performanco.“6 If this is true then the sctor must devote
another portion of his mind to a function unrelated to the
full development of his character's mental state, Now the
actor must think on three levels., He muat communicate the
total mental sspect of his character while, at the same
time, his mind is engaged as an overseer of his emotions,
and an observer of audience reaction. Denis Diderot wrote
that the paradox of ascting is that the man who feels
‘nothing is the man who will make the best actor.7 It

would seem that there are even more apparent contradictions

€xonstantin 8., Stanlislavski, in The & lavs
Systen by Sonia Moore (New York, i965 Y p.
7Denis Didesot, The Pn of A y trens. Valter

Herries Follock (Hew 2 PP



in the actor's art,

The problem is compounded when one realizes that the
actor is already very busy mentally. e must, of course,
remember his lines, his blocking, and the relationships
that exist between his character and every other character
on-stage., Certainly these aspects of role playing have
become almost second nature to him through the process of
rehearsal; but he is faced with the problem of keeping
these things fresh-~that 1s, he must present all the
actions and reactions as though they were happening for
the first time.a In order to lnterrelate acceptably with
other actors he must listen, as the character, to what they
are saying and react accordingly. iIn short he nmust aslso
think &bout what the other actors are saying and doing. It
would lead one to believe that the tasks are imposslible,

It cannot be an lmpossible task, however, for sctors
do perform and they give very good characterizations
apparently without the audlience percelving all of these
mental processes. lerhaps the perception of mental pro=-
cesses is a question of degree--depending upon the caliber
of concentration the actor devotes to the role; or upon
the degree of perception, by the audience, of the mental

841111am He Gillette, "The Illusion of the First

Time in Acting,” 1in Acto A eds Toby Cole and
Helen K. Chino} (New York, g%ﬂﬁ;. p.'EE.'
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activities of the actor., It is poscidle that all members
of an sudience are not as sensitive to the mental pro-
cesges of the actor as some people have indicated.9 This

very small segment of the actor's craft is worthy of study,
II, DEFPIRITIONS OF TZRMS TO BE USED

Abgurdist Drame. The term is usuaslly defined in two
weys. The most common is that Absurdist Drame is drams
that presents characters in gituaticns that are inconsist-
ent with reality in order to show that 1life is absurd.
Mertin Esslin, however, says that /bsurdist Drama is that
which presents the absurdity of 1life on the stage in con~
crete images; it does not argue that life is absurd.l0 For
the purpose of this study the second definition is more
appropriate,

Blocking is defined as the changes in location of
the actors on stageoll

Businegs. This term refers to bits of individual
illustrative action, as oprosed to blocking above.12

9staninlavsk1, Dolman, et al.

10 o ,

Martin Zsslin, The I of the Absurd, rev, and

enl, ed, (LOQQQQ' l?&é), Do . !
llbolman, Pe 110,

12Do1man, loc. cit.
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Character. This term carries a double meaning as it
relsates to the study. First, it refers to the persons in
the drama, as written by the playwright. In this sense
role, part, and character are synonymous. Iecond, the
term alludes to the aggregate of distinctive qualities
belonging to an individusl role.

Direstion. Direction refers to sll the duties of
the director. These include selecting the play, casting
the roles, rehearsing, and the responsibility for zll the
artistic aspects of production,

M ni a Frod one This is defined as the pre-
paring of a producticn to be put on the stage. It refers
to the techniecal and business aspects necessary to set the

play in its final form before en audience,

g3

a e« This 1s defined ns all of those things an
actor does to portray a characteri such as the interpretaw
tion of lines, the manner of speech, movement, and inter-
action with other actors.

He Audile + & group of ten people was asked
to see all three productions of the play produced for this
study, They were an experimental group.

2 A « 7These people saw the production
once only. They were the contrcl groupe.

5 D onge Almost every playwright includes
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in his script many descriptions (stage directions) that are
not a part of the spoken dialogue. They are intended to
give the actors and director some additional information
about the characters and settings, and some suggestions
concerning the blocking of the scenes,

Strai P « The term is used in this study to
identify the playing of the actors according to the play-
wright's intentions,

Theatricality. Theatricality is here defined as all
of those qualities that give a play its standing as a
dramatic work and one that is stimulating both to read and
to produce, as contrasted with the popular definition
noted by Roby and Ulanov as "the quality of artificiality
or sheer sensationalism in stage presenmticns."l5

Varying Character. The actor who, at the request of
the director, played his role differently on each of the

three successive nights is called the varying character,

III. STATEMENT CF HYPOUTHESIS

14

According to Samuel Selden, the spectator responds

in three ways to an actor'e role., He perceives
13&obert Ce Robg and Barry Ulenov, Introduction Lo
Drama (New York, 1962), p. 675.

Y5omuel Selden, First Steps in Acting, 2nd ed. (New
York, 1964), p. 7.
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participates, and makes a mental comment. The visual
aspects of the actor's role, costume, make-up, facial
expresslion, and stance, are, of course, what the audience
member perceives, The spectator alsc participates in the
role in thet he imagines the character's experiences as
real sltuations and that he, the spectator, is involved
with them. The spectator also meskes a running mental
comment on the role. He znalyzes, evaluates, and criti-
cizes the role.

The sudience then, like the actor, is very active
mentally during a performance. Perception is essentially
a mental process, The act of participating involves
another mental activity, the use of imagination., While
the audience member is engaged in these two processes he
is making a variety of evaluationn. He must be very
involved mentslly because all of these mental processes
are directed toward a number of characters snd all of the
artistic aspects of the production--pets, lighting,
costune, and properties.

Thus it can be seen that there 18 a very involved
interaction between the actor and audience. Books have
been written on the paychology of an audiencc.ls but

1530e Har Ihe Pgychology '
ry L. Bollingworth, The I of the
Audience (New York, 1935), )
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research has fulled to turn up any writing on the percep-
tion by the audience of the mental stste or processes of
the actor. Iif directors recognize that this communication,
a silent one, does exist, then it would be of value to
know its charactsristice. 1he communication mey be very
subtle, or the audience may percelve the expression of only
the most obvious thoughts of the actor,

There asre expressions of thoughts that can be called
obvious to an sudience, because the actor is reacting
physically--that is, he uses his body snd facial expres-
sion, to convey whst he is thinking., 1f, however, the
communication ig very subtla; then 1t 18 guestionsble if

Le spectator cam tell whether or not the actor is mentslly
in charsctur, and whether his thoughts are those of his
character.

1f for exasple, it can be proved that the communi-
cation is of & very subtle nature, them the principle that
many directors use, that the actor must be thinking as his
charscter would at all times, would be true and one that
should be taught in every c¢lsss in scting. On the other
hand, if the obvious mental processes are the only ounes
that do communicste to an audience wzember then the princi-
ple should be sbaendoned and the actor should be taught

more about body movement and faclul expreasion to convey



thought processes,
IV. EKYPOTHESILZ

It ig held thut the actor communlicates his mental
processes to the audience and that this silent communica=-

tion is of n subtle nature.



CHAPTER 1X

DESIGN OF THE STUDY



Decause the purpose of the study was to discover
whether a subtle form of mental communicetion exists
between an actor and his rudlence, it wuas decided that a
descriptive method of investigstion would be used., 4as far
as can be established, a study of this type has not been
published. Thus, this 1s a pilot-study. It was decided
to direct a4 play in which one psrticular character would
be played differently each nirht. Immediastely feollowing
each performence the audience was asked to fill out a
questionneire designed to determine sudience renction %o

the three performances,
I. THE FPRODUCTIOR

Zugeéne Ionesco’s The Lesgon was produced and directed
as the vehicle for the study. The reasons for selecting
The Lesson were; its very small cast, its theatricality,
and the character reversals in the play. These three
c¢riteria sre discussed at lemgth in Chapter I1I, The
production was mounted on the stage of The Little Theatre
in Barge Hall on the campus of Central Washington State
College. The stage is very small (twenty feet wide and
sixteen feet deep) and the auditorium seats only one hune
dred and twenty-four., The emall theatre was chosen

rather than the main stage, bacause it was thought that
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the intimacy of The Little Theatre would be more suitable
for testing the mentzl relationship between sctor end
audience. 4As a questionnasire waeg used it was also desir-
able to test an audience of small numbers in order to
make tabulation of the resulis easier.

ZIhe Lesson was presented on three consecutive nights
after five weeks of rehearsal, The first two nights the
play was performed using the varying character technique.
The third and final night the play was acted straight.

The audiences were one hundred and ten, ninety-four, and

eighty-seven in number, respectively.
II. 7TEE VARYING CHAKACTER

The cast of The Lesson oonsists of only three char-
acters~=the Frofessor, the Student, snd the Meid. In
order to evaluate sudlence responses to the mentel cone
nunication of an actor, it was decided to vary the play~
ing of the Professor each night. Since it was also an
intent of the study to determine the degree of subtlety
in communication with &n audience, the varying chsragter
wag played so that the amount of concentration devoted to
the charscter's thought processes grew progressively
greater in eaoch performance, OUn the first night of pere

formance the varying character waes asked to play his role
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without thinking about the play. It was suggested that he
concentrate only on lines and in this wey he would be legs
apt to think ss the Yrofessor would think. When he was
listening to the Student and the Maild he was to try to
think about anything except what they were saying.

During the second night of the production the
varying charscter was directed to play his charsoter
almost straight, He was asked to concentrate on his
blocking and the cue lines a little more than he normally
would., The third night he was to play the role strsight
snd with full concentration. The mctor was most coopersw
tive and with very little rehearsal he was able to do
what was asked of him., It abould be noted that 1t is
frustrating for an actor to play a role before an asudience
and not play his part to the utmost of his artistic
ability.

The outward particulars of the Irofessor were played
the same¢ each night., HMake-up, costume, movement, blocking,
business, apd facial expression wers executed as consiste
ently as possible., Dluring rehearsals the Ctudent and the
Maid had grown accustomed to the Yrofessor's varying chare
acter technique and thus were able to remain fairly

consistently in character on each night of performance.



17
III1., THY ROGULAR AND N.CURMENT AUDIENCE

The regular audience saw the show only once, They
came to the performances as & result of the normal adver
tising that was done-~posters, newspaper sdvertisements,
end radio announcements, The recurrent audience was made
up of selected persons who saw the play on all three
nights, Letters of invitation were sent to rendomly
selected members of the fuculty, students of various
disciplines, and college employees. The letter stated
that The lLesson was being produced for a thesis project,
that it was necessary to have & recurrent audience, and
invited the receiver to be one of that selected audience,
There were ten people in the recurrent audience. A

questionnaire was filled out by every apectator each night,

IV, THE ;USOTICNNAIRE

The qumstionnairel

began, in Section I, by seeking
information about the respondente~such as educational
level, major field of study, sgze, sex, and maritsl status,
Section II consisted of ten questions, each supplied with
several printed answers, oanly one of which was to be

chosen by the respondent, The sectlion asked questions

13ee ippendix I, guestiopnaire, p. 79,
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about the production of the play. ‘ueries were made as to
whether or not the respondent had read the plasy, had read
any work by the suthor, Zugéne lonesco, or had seen any
other production of Zhe lLesson. The person f£illing in the
questionnaire was asked if he liked: sbsurdist plays,
this production, the lighting, end the setting. The
respondent was also asked to rate the production by
checking one of the following: very good, good, falr,
poor, or 4o not know. The Second Section was put in the
quastionnalre for two reasons. first, it was more diffi.
cult for the individusal using the form to discover the
nature of the variable belng studied, snd second, it gave
the investigator some indication of the relative asuoccess
of the produation,

In the Third Jection, a three-point rating scale
enabled the spectator to aesess the success of each of the
three actors. lineteen cquestions dealt with the variocus
aspects of each role, (f the nineteen questions only
seven were concerned specifically with mental aspects of
the actor's performance., These questions were spaced arbie
trarily throughout the list (1, 2, 6, 8, 10, 13, s&nd 19),
so thst they would not receive specilel attention, Kine
other guestions required ratings descling with scting

ability. The remaining three questions were directed
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toward the physical side of the role. The nineteen
nuestions in Section III were the most important to this
study, in that the answers to them would indicate to what
degree the mental aspects of acting a role communicate to
an audlence, |

A8 the play has at least seven possible interpreta-
tions (discussed in Chapter III), Section IV reguired the
respondent to pick from the list those interpretations
which seemed appropriate to him. These anawers were for
the benefit of the investigstor so that he ¢ould deter-
mine how meny of the seven possible interpretstions the
sudience discovered,

In Section V space was provided for the respondent
to write his evaluation of each of the characters and his
comments on the direction of the plsy. The replies to
this section could then be compared to the answers
supplied in the other sections. Also, the respondent wase
thus permitted to evaiuat@ any other aapecté of the pro-
duction which had not been provided for in the investi-
gator's questionnaire., The complete questionnmire is

attached in Appendix A, page 79,
Ve LVALUATIOR AND REPCHTING

The questionnaires were carefully exsmined and any
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that were not conmpletely filled out were not used in the
tabulating procedure. If it seemed thet a questionnaire
had been facetliously filled in, that also wae discarded.
After this culling process, the number of questionnaires
obtained from the Saturday nirht (third performance)
regular audience was sixty-five, .ince each questionnaire
was numbered, 1t was possidle to select sixty-five from
each of the other two groups (the Thursday and Friday night
regular audiences) by using a table of random numbers.2
Thus, thirty questionnaires from the recurrent audience and
one hundred and ninety~five from the regular asudlences were
used for tabulastion. Tables were compiled and results
reported in proportions to describe the following data,

l. Audilerce descriptione-sex, education, msjor field of
study, and dezree of partiality for absurdist plays.

2. Audience familiarity with the play--by reading or
having seen other productions of The lLesson and other
plays by Ionesco.

%e Audience rating of the production-~-~degree of partiale
ity expressed for lighting effects, setting, acceptable
interpretations, and the production as a whole,

4., Audlence interprstation of the play~which of the

EGeorse We Gnedecor and williem G. Cochran, £ -
ﬁnL Methods, 6th ed. (imes Iowa: Iowa State University
ress, 18635 Phe 543=545.
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seven listed interpretations were selecthed,
5. 4acting ratings«-méan scores were reported for all the
answors to guestions concerning the acting of the three
roles. Mean scores were also reported for angwers to the
seven guegtions concerning the mental aspects of the
roles, Comparisons were made between the anawers of the
regular and recurrent sudiences to determine if there
were azny similarities end to ascertain any trends in the

B8COIT0S8.



CHAPTER III

SELECTING, INTERPRETING, AND DIRECTING THE PLAY



I. SELLRCTING THE PLAY

The play chosen for the study was Eugéne lonesco's
The Lesson. This play was picked because of its theatri-
cality, its emell cast, and the great possibility for
development of the characters, An Absurdist play was
selected in the hopes that it would attract a large repre=~
gentative audience.

The Department of Drama has produced relatively few
Avant-Garde or Absurdist plays, yet faculty and students
campus~wide have evinced an interest in productions of this
‘kind., Thus, The Legson seemed to be a good cholice in that
it would draw an sudience comprised of drama students,
non-drama students, faculty from all disciplines, and
possidbly people from the town,

As this study was concerned with the relationship of
the actor with a broad audience, it was important to have
an audience so composed, so that the observations would be
valid, If all members of the audience were alresdy sensi-
tive to character development, a- one might expect persons
traine& in theatre arts to be, then it would be expected
that they would be able to detect slight differences in
portrayal of charscter. A comparison of responases from
knowledgeable theatre people with replies from persons

from other disciplines should produce some comclusive or at
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least significant differences.
"Art ig the marvelous cone to life, ind that is what

theatre ought to be above all."l

If cone eccepts this
definition of thestricality written by Lugéne Iomesco,
then ihe Lesson is & very theatrical play. It is certainly
an extraoxrdinsry situation come to life on the stage.
Laying that the play is theastricsl mesns that the plece
would play weli for the audience and that it has much to
offer in visusl and intellectusl stimuletion. The use of
pantomime is very thestricsl as are chsanges of character,
The e¢ontroversy surrounding the pley was thought to
be a factor that would drew an sudience. when The lLesson
znd Ihe Yhairs were produced (ff-Broadway in 1958, the six
lew York reviewers were split down the middle in their
acceptance of them, Irooks Atkinson led those in favor by
sayiog: “"These odd, elliptical farntastificatlons are

U "2

smusing sud provocative'. alchard »atts Jdr. on the other

hand, called them "hollow and pretentious fak&ry."5

wven the memning of The Lessgn is subject for dlscusslon,

1Euﬁ&ne Ionesco, "The Marvelous Come to iAfe," trans,

ﬁos;gte C. iamont, lheatre irtp, 4.V (Leptember 1%cl),
Pe .
2 ;uoted in, "lonesco Double Bill,"” (editorial),

Iheatre irte, Abil (March 1958), pe lhe
*Ibid.
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but this will be taken up in a later section of the
chapter, '

The small cast of The lLesson (three characters) made
it an ideal play for the atudy, 7The relationship that
exiats between actors while performing m work was a factor
viewed with concern. Good actors, of course, play for and
to one another, That i1s, they play each other's roles as
well as thelr own. They must do éo for the play to be
auccessrul.a The obJect of the study was to hsve one
actor varying his role on each of the three nights. This
would present a difficulty for the sctors playing opposite
him. The other actors would have to be skillful enmough to
play their rolee consistently even though they would not
be playing to exsctly the same character. This would
probebly make directing more difficult in that the director
would have to be especially concerned about the performance
of the two consistent roles, Of course, the more charace
ters in the play the more difficult the dirscting becones,
Due to these considerations The Legson seemed to be a very
good choice.

The character reversals in The lLesson were another
reason for its selection, 1If the varieble of the study is

4
Bardie Albright ﬁgg;ggt T%g Creative Process
(Belmont, Calif., 1%675. PPe 1



26
to be the nature of the playing of one role in a piece, it
would @eem appropriate to pick a plsy in which the chare
acters are changing. It would then be more difficult for
the audience to presume what the questionnaire is attempt-
ing.

The role of the Frofessor must be played with a
changing personality snd then with a reversion to the per-
sonality first established. When he first comes on stage
the author asks that he be played ss an old man of fifty-
five to aixty. He 1s unsure of himself end almost seems to
be frightened of the Student, As the play progresses he
becomes more and more sure of himself, He becomes strong
end very powerful; indeed, in the middle of the play, he
dominates the pupil. This change is to be played imper-
ceptidbly. After he kills the Student he immediately
becomes the old man who first walked on stage.

Ionesco says of the Ltudent: "From gay and sailing
she becomes progressively sad and morose, from very
lively at the beginning, she becomes more and more
fatigued and sommolent."” By the end of the play she is
completely submissive to the lrofessor. This change of

character, like the chanze in the rrofessor, ia a slow

5"’“ L] "
gene Ionesco, "The lLesson,"” in P ;ﬁ;g
Agépe loneseo, transs Donald M, Allen (Eow Yor 1%%8),
PPe 45«40 ereafter oitad as "Ionesco, The Leaaon.




and subtle process, The third charscter, the Maid, is
soumewhat of a mystery. <-he appears on stage, briefly,
several times before the murder, However, a strange
relationship seeus to exist between her and the rrofessor.
s+fYer the murder ghe reveals herself as o weird kind of
agther figure.6 Table I, page 28, graphically illustrates
the character changes,

Jith all three characters chenging so radieally
during the presentation of the play it seemad almost
certain that it would not be obvious to the recurrent
asudience that a particular character was being played
differently each night, If, under these circumstances,
the recurreat audience would indsed pick out the character
#who was not playing with full concentration, then it would
be safe to assume that the mental attitude of an actor is
communicated to an audience. The foremost reason for
selecting The Lesson was to make 1t as difficult ss
possible for the audience to discover what was being
tested,

It was decided that the I'rofessor would be the
varying charscter. Two facts determined this., PFirst, the
role changes twice., The initial change is a very slow

Shartin Lssiin, The Theatre of the Absurd, rev. and
» Pe

enl, ed. (London, 1 .






process snd this would serve to disguise the variable,
econd, the role should be played with hesituncy and very
slight stzmzmering et the beginning. These two charscter-
istics 1in combinatlon would meke the accidental discovery
of the variable practically impossible,

Unce the play was selected and the varying character
chosen, try-ouils were announced. Casting was effected
throuzh open zuditions znd it wes nade elear that the
production would be mounted as s thesis project. The cast
wes not told what the study wag to be until the first
reading rehearsal. 7The peo le cast were chosen not oaly
for their talent, but also for thelr ability to work
togethers The plan of the rehearsals was to work the play
straight until it weas firmly set. i fter 1t was met, it was
to be rehearsed using the varying character technique, but
always returning to the straight runthrough before leaving
esch particular rehearssl,

The lesgon is a play of many levels of meaning. It
was discovered in the first reading that all of the actors
had ressonable interpretations of the plesy. The interprew
tatlons, however, were all different, and some of them were
‘ogmatically held, The first order of business was to
reach & consensus on which interpretation to use and to

develor a unified course for the production to follow,
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II, IKTERPRETING THE PLAY

lonesco called Ihe Lespon & comlic drama. It is
funny, but it is also stark, pessimistie, and tarrirying.7
"Ionesco laughs steadily, and the ache of absurdity,
failure, and despair is felt, if it 18 felt at all, in the
midet of a2 kind of hyena laughter, a voiceless laughter, a
laughter that is noisy only in the lunge and mouth of the
astonished spirit .  « Laugh all you like, but just try
to forget what you saw and how it made you feel, IYou
can't,*3

The play is sbout a lesson and at the beginning it e
2 reslistic piece of work. A puplil arrives for her first
lesson. The dialogue is ordinary and except for s few
leaps into the ridiculous (the delight from simple answers
and the various degrees to be obtained) the play is slmost
banal, (nce Ionesco has established this banallity he
makes the play absurd by emphasizing the banality-g

The young girl has come to be tutored for her total

doctorate, The i'rofessor begins his questioning to find

7Eaalin, Pe 145,

8ui111om 5Saroysn, "lonesco," Theatre .rts, ILII (July
1956)' P 25‘

9Guer Ee Wel Th
ge E. Wellwarth, The

T%eatar Frotest And
Faradox (Rew York, 1964}, pre : of

T=58,
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out what the girl has already learned. She knows the
basics of addition but is unable to subtract, Although
she can multiply enormous numbers (she has memorized all
the products of all possible multiplications) she can
count no further than sixteen, Because of these limitae
tions the Professor decidea that she will only qualify for
the partial doctorate.

48 he begins a lecture on "the fundamental principles
of the linguistic and comparative philology of the neo=
Spanish languages," the pupil develops a sudden tootheche.
Language and communication break down. The Student, so
overcome with her toothache, is unable elither to communie
cate with or learn from the Irofessor. This 80 enrages
him that he murders her. The Maid, who has been on stage
several times to warn the Frofessor that he is going too
far, now dominates him, He tries to kill her also but she
is too powerful for him, The Mald quiets the Frofessor
and when he begins to worry about what people will think,
she gives him a swastika armband, so that people will not
ask questions., They carry the body out and the Maid re-
turns to admit another student. "Ihe Lesgon has the same
circular structure as [lonesco's| first play, [The Bald
Soprapg] and suggests again the perpetual but senseless

sctivity., 'A vicious circle has its virtue,' one of
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Jonesco's characters says."lo
The Lesaon has at least seven interpretstions., They
are: (1) The absurdity of life, (2) The misuse of power,
(3) Sexual domination, (4) The ineffectiveness of language,
(5) A political statement, (6) A study of character, and
(7) 4n attack on educstional philosophy. The interpreta-

tions are discucsed in turn,

The sbsurdity of Ilife

Martin Zaslin states that: "The Theatre of the
Absurd has renounced arguilng abouy [italics his] sbsurdity
of the human condition; it merely presents [italics his|
it in being-~that is, in terms of concrete stage images.“ll
The circular structure of Ihe Lesson seems to indicste
that not only is life absuxd but also that men 18 unable
to escspe its sbeurdity. The fact that the Ctudent is
stabbed with an imaginary knife is, of course, absurd, but,
all the same, the Gtudent dies.

As the body is being removed, another student knocks
at the door, but she too will be unable to learn and the

Professor will amurder her. Thus, the students are as.

The Lxperi- :
Angeles, E%EB),

loLeonard Cabell l'ronko, Avent-G
eea%l Iheater in Frange (Berkeley an
Pe 'y

llﬁsslin, Pe 25
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trapped by life as is the lI'rofessor.

M e I
During the course of the play the Professcr becomes
very powerful, IHe dominates the Student completely. The
1aid in turn dominates the Yrofessor. Both of these
people use their power in a perverted way., The Irofesser
demands that the Student learn what he prescrides and when
she does not he kills her, The Maid, descridbed by Esslin

as & malignant mother figure.12

keeps her hold on the
I'rofessor by permitting his actions and also by covering
up the murders., She drives the Professor to commit the
acts by telling him that he is going too far and that he
does not know what he is doing. This makes him angry sand
pushes him into situations that must lead to the Student's
murder,

Language in The Llesson is both & source and an instru-
nent of power., The I'rofessor obtains his increased
potency from his position as the authoritative source of
meanings. His use of words drives the girl into insensiw

bility and he virtually rapes her with woxds,
The Professor, "rubs his hands together constantly;

12pe811n, p. 143.
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occasiocnally & lewd glesm comes into his eyes and ism
quieckly repressed., During the course of the play his
timidity will dissppewr prosressively, imperceptibly; and
the lewd gleams in his eyes will become a stesdy devouring

flame in the end.“13

This character description by
lonesco makes it very clesr that the iIrofessor not only
wants to dominate the Student, he must also possess her,
Acecording to the stage directlions, the slash of the
knife that kills the .tudent is delivered so as to cut her
"from bottom to top." The nuthor asks also that the body
fall into a chair in an immodest position with legs hanging
over each side of the chalr, The sexual drive is explicit.
‘The murder scene is written to be played as the climax of
la sexual act. Doth characters scream at the final blowg
the Student has reached the climex of life, the rrofessor
the climax of his domination of her,
Martin Csslin states that the sexusl nature of the
play is the main proposition and that it:
+« « « hinges on the sexual nature of all power and the
relationship between lanpusge snd powsr as the basis of
all human ties,

. - L ] LJ L] - [ ]

» - L] * - L] [ ] L ] LJ & LJ L] * L] » * - L]
It is all authority, therefore, which is shown
in its sexusl, sadistic nature, what Ionesco is
saying is that sven behind so apparently harmless an
exercise of authority as the tescher-pupil relationship,
all the viclence and domination, all the aggressiveness

] »

up

IBIonoaco, "The lLesson,” p. 46,
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and possessiveneas, the cruelty and lust are present
that make up any manifestation of power. The teche
nique of non-literary theatre, which allows the author
and director to treat the text of s play as expendable,
ensbles Ionesco to bring this hidden content into the
open. while the languapge remalne on the plane of
question end enswer, of information asked for and
imperted, the gction [italics hiél can become more and
more vioient, sensuous, and brutsl. sll thet remsins

of the elasborate body of knowledge, information (in its
parodied form), and conceptual spparatus is the basic
fact that fka rrofessor wants to dominate and possess
the pupil.

The T'rofessor points out to the OStudent that commune
ication is impossible because words do not convey the
personal assoclations that they carry for seach individual,
The exgmple given is the meaning of "my country." 1f an
Italian says "my country® he mesns ltaly. But when a
Frenohman sseys "my country" he means Franece. In another
case, if two people are using the word "grandmother" they
are, of course, talking about two very different persons.
The only safe words are nonsense syllables because, “"words
charged with significance will fall, weighted down by
their meaning, and in the end they alweys collapse;
felle o« o o Ur else buret like balloona.“ls Indeed, the

1% 2eslin, pp. l42-143,

= g e oy
“lonesco, "The Lesson," pp. =63,
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ineffective use of langusge ie one reason that communiceae—

tion is lost between the teacher and the pupil in [he
Lesson.

ihe Foliticel ltatement
Zgs1in is very emphatic in his theory of the sexual

implications of The lesgon, but he claims that the politie

cal statement is there, although 1% is very minor.16

George wWellwarth is equally emphatiec that the politicsl
stotenent is very ilmportant.

The allegory is obvious: the insidious deadli-
ness of the professor's apeech is precisely analogous
to the equally insidious deadliness of the rhetoric
uged by the Nezlge-and nothing was more appslling
gbout the Nazi era than the extent to which the German
intellectuals (the teachers, the artists, sll those
in short, whose task it is to guard the truth) willing—
ly used their powers teo pervert truth, to give false-
hood the appearance of truth. Ionesco's professor
perverts language, which, as he himselfl says, is more
important then anything else, for 1t is the medium
through which truth is expressed, 4is the words lose
meaning, they bac-me deadlier: the professor's
rrenzie& gabble and Hitler's hysterical ravingse-whioh
were not only mesningless but unintelliglble as well--
are one and the same, OSemantic anarchy equals morel
anarchy 17

The use of the swastika armband to cover up nmurder is
today an absurd idea., However, at one place in time it

wae an sbsurdity that was a reality. One can try to use

16Esalin, pe 144,
17wellwarth. PPe 58«59,
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another armband but the thousht behind the ewastika, the

political statement, willl not allow any other.

A Ot Characte ‘

Zhe Lesson cen be interpreted as a study of a
gexually perverted, homicidel character. The Irofesesor is
an emasculated individual, dominated by the Maid (the
mother figure). The lMaid goads the Irofessor inte a
gituation thet must end in the murder of the girl, Indeed,
after he rapes her (verbslly, on stoge) he must also
destroy Ler in an attempt to regnin his masculinity. 4is
soon as the sct is committed the tlald chastises him in
order to reinforce his guilt feelings., OShe then comforts
and protects him so that she may keep her hold on him. 4&s.
the play ends she is admitting another girl and thus starts
the process over again. It is almoet a perfect textbook
case history.la

The psychology of the Student can be approached in
the seme way. +he 1s & study of the victim who wantas to
be Just that, & victim. OChe has every chance to leave the
room; in fact she is left alone, but she waits for death.

If it is argued that this point of wview puts too much

18From conversations between this writer and Iulin K,

Gerg, I'rofessor of ioclology, Central Washington Ztate
College, (January, 1969).



resality into an absurdist play, i% can be rebutted by
gaying that Ionesco must haove taken his characters from
life, for how olse do we know characters? Lwen more
important; 1f Ionesco is presenting the absurdity of life,
then he must present life--that is, characters whom we
know snd can recognize,

In his book on charscter, Alvin Kernan discusses what
he c¢sllg the "psychologieal plot." He says that the
psychological plot is as important as is the story. “We
must try to approach psychologicel plots as well as
phyeical plots without preconceptions about how the play-
wright ought to portray the workings of human nature. In
his depiction of the process of mental change he offers an
image of the dynamics of the human mind, and we are likely
to miss his point conmpletely if we fail to take his plot
seriously.“lg If we infer from this that a psychologicsal
plot can be taken as a charscter study, then we must also

consider Ionesco's description of the Frofessor seriously,

so that we will not miss the point.

Feslin presents Pierre~Aimé Touchard's theory that

Ihe Lesson expresses the spirit of domination that is
1951vin B, Kernan, Characte ot: An Introe
duction to Drams (New York, 1'3?533, p. 316,
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20 This theory

found in all teascher-student relationships.
was brought out foreilbly as the play was being discussed
by the actor vwho played the Professor, Hobert lichael
Kevillgs. Nevills saw the Frofessor as the embodiment of

an educational system that does indeed rape all students
by demanding they learn a prescribed body of knowledge.

In this case the Frofessor is the power and needs no
external justificstion; nor can he accept anything from

the student but submission or death. The Mald is simply a
supporter of the system,

Kevills uses a frame of reference that is contempo-
rary. In this age of student riots, student interest, and
involvement, a dissatisfaction with the old stendards of
education is often violently expressed. The calllng to
task of long-msccepted philosophies gives this interpreta-
tion plausibility. Even if one claims that Ionesco 4id
not mean anything of the kind when he wrote the pilece,
this interpretation is defensidble in that the work is
meaningful to todsy's sudiences and that in itself is a
testimonial to the worth of the play.

As 811 seven of these interpretations were thought to
have value, it was decided to work towards come of thenm

and to leave the rest to discovery by the sudience. The

zoEsslin, Pe 144,
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absurdity of life is, of course, what the play presents,
and this ig evinced through the dialogue and action. The
misuse of power, another interpretation, was not made
manifest because the actor plsying the Frofessor should
not develop the mental asttitude that he is misusing power,
The sexusal connotations in the play were thought to be
very important to the development of characters and some
scenes were directed to bring out this interpretation very
strongly.

Ineffectiveness of languege, one of the themes of the
play, is brought out in lonesco's dialogue. Ais stated
sbove, the political stastement is present in the plsy, but
it was decided that a mere reference to the swastika arm-
band would be a sufficlient suggestion to the audience. The
clearly defined psychological traits of the characters (as
described above) were immensely valuable in directing the
play, and each role was subtly developed in order to effect
a psychological interaction among the players. The attack
on educational philosophy is a sound interpretation but one
that was left to the interpretive powere of the audience,
The cast finally agreed with this over-all interpretation
and the play was rehearsed with these goals in view,
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III, DIRZCTIRG THE PLAY

In the stage directions, lonesco indicates that the
Student should bring bocks and notebooks on stage with her,
Later in the play, however, he asks that the Irofessor
write on an imsginary blackboard and that the knife used
to kill the girl be "real or invisible," thus leaving the
decision to the discretion of the director, Aifter careful
consideration, it was decided that no hand props would be
used at all, The nonrealistic style created by the lack of
props seemed to be more in accordance with Ionesco's play
than the suggestion of realism that would be created by the
use of hand Props.

The same line of reasoning led to the decision not to
use a set. The play wase performed on a very small stage
with curtaine defining the walls. The only furnishings
used were a desk and three chairs, It was intended to let
the audience members imagine their own sets and more
important, it was thought that the audience would be able
to concentrate more on the acting if the setting wers kept
to a minimum, Entrances were made through the curtains
up-stage, Jjust left of center, and stage~left. The up~-
stage entry was to suggest the outside door and the stage-
left entry was to represent the door to the rest of the

house. Illustration I, page 42, shows these entrances as
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well ag the location of the imspginsry window, boockcase,
and blsckboard. The positiens of the real furniture are
alao shown.

The author gives no indicatlon of the period of time
in which the action takes place. It was decided to keep
the play timeless and the progrsm note wbout time resds,
"The time: TYesterday = Today - or perhaps Tomorrow." is
the time of The lLesson was undefinoed it seomed appropriate
to costume the sctors in the same way, that ls, ageless.
The Professor was costumed in 2 black acsdemic gown, with
grey trousers and shoes, a slightly dirty and wrinkled
white shirt, and s bleck tle, He also wore the dlack
skullcap cslled for by Ionesco.

It waa decided to use the skullcap because it seemed
to support the politicel statement of the play. If one
sccepts the condemnation of the Nami power structure that
is in the play, it is suggestive to have the Professor
wearing a symbol of the Jewish falth, Of course it was
the Jews who were slaughtered under the Nazi regime, but
ionesco might be saying that the possibility exists that
the Jews could have been capable of the game dbrutality.

The Student was dressed in a blue "i-line” skirt,
hemmed to three inches above the knee, a pink, long-sleeved

turtleneck sweater, plnk shoes, and wore & white bow in her
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hair. The intentlon was to make her appear young and
bright, The Maid's costume was a nondeseript black dress,
calf length, with a white apron, ani black shoes. The
apron was styled to go over each shoulder, Ags the effect
desired waé that of & mother imaze, she did not wear a
caps Illustration II, page 45, shows the actual costumes
worn by the Frofessor and the Student,

Make-up was designed to concur with the character
degeriptions given by Ionesco. The dase color for the
Professor was selected to give him a pale, pasty look, &s
though he had not been out in the sun for a very long tinme,
The face lines and shadowing suggested the age of asixty.
lils hair and beard were whitened. The lNaild was made-up in
much the same fashion except that, as her age was thought
to be fifty, her hair was only slightly grey. The Student's
base color was chosen to give her a healthy look, as though
she were active in outdoor sports. Her hair (brunette) was
left in its natural state, while her eyes were made-up to
achieve a rather wide and eagoer look. Illustration II1I,
page 45, shows the actual make-up used for performance.

The people cast in the roles were selected, in part,
because of their physical characteristics. Hobert M,
Nevills (the Irofessor) etands six feet four inches tall,

As the old man, his stance was to be bent and crippled so
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that his height very nesrly approximated that of Lsavinia
whitworth (the Student). 48 the charscter of the Irofessor
grew stronger it was planned to have lievills stand pro-
gressively taller so that it would appear that he grew in
height as well as in strengthe.e AL his tallest, it would
make an imposing sight to have his great size dominating
Lavinia Whitworth who is only five feet five inches,
Revills' capacious gown helped to mske him appear smaller
vhen such an affect was desired,

Pamela Cole (the Maid), a stocky womsn of consider-
able height (five feet nine and one half inches) was cast
because her size and height would be advantageous in the
scene where the llaid knocks the Vrofessor to the floor,

She would also present a figure that would be believeble
when she is in complete domination of the Professor.

The lighting was designed to give a natural effect
except for a few select moments in the play. During the
scene in which the Irofessor tries to get the Student to
subtract,21

lighting end help creaste the feeling of frustration that

blue light was added in order to cool the

the scene presented, Ais the sexual connotations of the
play were thought to be izportant, this scene was played

as an unsuccessful attempt, by the Professor to seduce the

Ellonesco. "The Lesson," ppe 55=57.
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girle To haighten the excitement red light was introduced
in the Addition ﬁcene,gg which was played as a succeasful
encounter, 7he scene was blocked so that the Irofessor
sat at his desk with the Student sitting in the chair
across from him, both characters in a relaxed state, 4is
the scene progressed they became exclited and breasthless,
“he Frofessor broke the scene when he fell buck into his
chair, exhausted, crying, "liagnificent. You are magnifi-
cent. You are exquisite.">> Both the red and blue lights
were brought up Just enocu.h to color the scenes slightly
in order to accomplisgh the psychological effect desired,
The murder scene also was played for the sexual

24 tve

connotations present., 4As the final encounter began,
red lights were brought up slowly, to one half of full
intensity. 48 soon as the reds were up the natural light
was dimmed to one half, The scene was played in this light
until the murder blow was struck. Ionesco asks that two
blows be given. It wae declded that only one blow would
fall., The irofessor struck the Ltudent in the groim and
held the "knife" there until the soream stopped. He then

raised the “knife" to breast level., 4is the blow fell the

22Ionesco, "The Legson,” ppe. 51«52,

25Ioneaco, loc, cit.

a4Ioneaea, "The Lesson,” p. 78,
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white light was turned off, plunging the stage into red
light,

After the murder was done, the {rofessor fell to his
knees to allow his breasthing to becomse normal and also to
effect the change of churacter. Juring this pause the red
light wes cross-faded to the full natural light. The light
remained the samse from then on until the curtain.

Fhysical contact was kept at & minimum. The iro-
fessor touched the tudent only three times and the Maid
touched the irofessor twice. In the Subtraction il?-cane25
when the student put up ten fingers for thz irofessor to
count, he tock hold e¢f her hands. Leter in the play when
the Irofessor demonstrated how the head must be held to
speak properly,a6 he put his finger under her chin and
forced her to rise to her feet., The last contact with the
Student was, of course, the final blow. The HMald's two
physical contacts with the Irofessor occurred when she
slapped him and then put her arm around him to comfort him

in the final scene.2’

The gestures discussed above were
the only physical contacte in this production. Tenseness

wag developed merely by the proxizmity of the characters.

25Ioneaco. doc. cit.

zﬁlonesco, "The Lesson," p. 62.
27Ioneaco, "The Lesson," pp. 76-78,
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The blocking of the play was planned to develop the
seme feelling that the characters were experiencing., At
the beginning the Student was blocked in such a manner so
as to force the Irofessor to retreat from her conatantly.
When the lesson began they were both seated, and except
for the occasions already noted, the Student remained in
her seat. When the Professor forced her to rise (during
the demomstration of a corrsct spesking postura)aa the
Student's chalr was forced to a center-stage position.
Thet wap the only time the Student left her seat until the
murder. This was done so that she was always at a lower
level than the Frofessor. 48 the Trofessor beocame stronger
he used the whole acting ares more and more., At times he
was very close to the Student, towerlng over her, snd at
times he was at a distence, but always dominating the
scene, The murder was staged Just as it is written in the
stage directicna.zg The final scene was blocked so that
the Frofessor was subservient to the Maid.

In order to reinforce the circular structure of the
play, when the curtsin opened a chair was discovered
center-gtage, overturned and very out of place, As the

Maid entered to edmit the first student, she picked up

2BIoneaco. "The Lesson," p. 62.

aglonesco’ "The Lesson,” pp. 73=75.
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the chsir, Later, during the murder, the ssme ohsir wes
knocked over and remained that way until the Msid picked
it up when she returned to the stage to admlt the second
student. In order to strengthen lonesco's point of
reoccurrence and also because the ‘rofessor was portrayed
as & homicidal pervert, the second student appeared on-
stage, rather than announcing her presence off-stage,
Because of the nature of the characterization of the Fro-
fessor and the portent of the play, it seemed most
appropriate to have the role of the second student played
by the actress who was the first student. The play ended
with a blackout as soon as the second student made her
entrance,

Charscterization wos developed and then sustained
according to the interpretation discussed earlier in this
chapter. It must be made clear, however, thet the I'ro-
fessor, as the varylng charascter, was given the responsi-

bility of subtly changing bis role om each successive
night during the run of Ihe Lesson.



CHAFTER IV

PINDIRGS



It is held thst an actor communiocates his mental
processes to the sudlence and that this gilent communica-
tion 1s of a subtle nature, To test this hypotheais
Eugéne lonesco's play, The Legson was produced and directed
by the investigstor. The playing of the Frofessor's role
was varied on each night of three productions. This was
done to see if the audlences would notice any differences
in the characterizations of the Frofessor. In order to
test the subtlety of the communication, the Professor
became slightly more involved in his charscter's mental
processes during the second production than he was in the
first production. On the third night, this involvement was
carried a 1little further and he playsd the role with his
utmost concentration.

Thirty questiovnneires from the recurrent sudience and
sixty-five selected from each of the three regular sudiences
made & totsl of two hundred and twenty-five questionnaires
from which the data were assembled, In the following
descriptions (Sections I, II, and III) data relating to the
regular audience are mean percentages, established from the

three regular audiences, unless otherwise atated,
I. AUDIENCE DESCHIPTION

Table 11, page 53, shows that the sudlences were



TABLE

IT

AUDIENCE DESCRIFPTION

(RECURRALT REGULLR LUDIENCE
AUDIENCE
THURSDAY | PFRIDAY | SATURDAY
10 65 65 65
MEN .50 A5 A2 A8
1.“]OI\IEN Y 50 Y 55 . 58 e 52
HIGH SCHOCL
STUDENTS .00 .12 .02 .08
COLLEGE
STUDENTS .80 .66 2 .83
GRADUATR
STUDEKRTS AND
7 ACULTY .20 22 2h .09
MEMBERS
DRAMA L0 23 .15 .11
NON-DRAMA .60 .77 .85 .89
LIKED ABSURDIST _
PLAYS .80 .52 .63 .66
DiSLIKED OR
INDIFFEZRENT ARCUT
LABSURDIST pLAYS | 20 -8 57 Ea




similar in some respects and dissimilar in others.,

& A

The recurrent audience consisted of fifty per cent
men and fifty per cent women, and the regular sudience of
forty-five per cent men and fifty-five per cent women, In

this respect the two audiences were well-balanced.,

I at , kS €

The recurrent sudlence was comprised of eighty per
cent undergradustes and twenty per cent college graduates,
The reguler sudience consisted of geventy-four per cent
undergraduates, eighteen per cent college graduates, and
eight per cent high school students. Thus the recurrent
and regular asudiences were well-balanced in regard to edu-

cational background,

M Fle (8]

Drama majors constituted forty per cent of the recur-
rent sudience and seventeen per cent of the regular aud-
ience, In this respect the two audiences were signifi-
cantly different., DBecause of their training as audience as
well as craftsmen, drama students are uaually considered to
be nmore exacting in thelr evaluations of dramatic produc-
tions and therefore, this varisnt should not be detrimental
to the study.
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Elghty per cent of the recurrent sudience liked
absurdist plays as compared to twenty per cent of the seme
group that either disliked them or were indifferent., Of
the regular audience, only sixty-one per cent liked absurd=-
ist plays snd thirty-nine per cent were negatively pre-
‘disposed. Thus there was a small disparity in the two

Jaudiences.
IX. AUDIENCE PAMILIARI®Y WITH THL FPLAY

Table III, page 56, shows the responses to the quese
tions in the Second lection of the questionnaire. This
section dealt with the familiarity that the individual had
with The Lesson or any of Ionesco's writings.

Forty per cent of the recurrent audlence and eleven
per cent of the regular sudience had read the pley. Twenty

per cent of the recurrent audience and thirteen per cent of

the regular audience had attended some other production of

Ihe Legson.

Concerning esudience famliliarity with Ionesco, eighty

per cent of the recurrent asudience and thirty-one per cent



TABLE III

AUDIENCE FAMILIARITY WITH THE PLAY

HAVE YOU SEEN

HAVE YOU READ

HAVE YOU READ

ANY PRODUCTION THE PLAY ANY ICNESCO
OF THIS PLAY
YES NO YES NO YES NO
THURSDAY .24 .76 14 .86 i .66
REGULAR
AUDIENCE FRIDAY .08 .92 .09 .91 .31 .69
SATURDAY .06 o4 .09 .91 27 .73
RECURREKT .
AUDIENCE .20 .80 40 .60 .80 .2Q

9%
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of the regular asudience were, to scme extent, familiar with
his writings., Thirty per cent of all the people who filled
out questionnaires had no prior expesure to the work of
lonesco., For them this production was a new experience in
theatre, That some of the audience had no prior exposure
to the play or its author was not considered significant to
the study. The response to the acting of the varying chare
acter, regardles:z of audience background, was what was

sought.
I11. AUDIERCE RATING OF THE PRODUCTICN

Table IV, page 58, shows the regular and recurrent

audience ratings of the production as a whole, and also of

its technicel aspects.

Hinety-four per cent of the regular audience and
ninety per cent of the recurrent audience thought that the
lighting was effeotive, and eighty~five per cent of the
regular audience and ninety per cent of the recurrent
audience thought that the lighting effects were helpful to
the actors. In response to the question concerning the
acceptance of the bare stage, eighty-one per cent of the
regular sudience and ninety per cent of the recurrent aud-

ience were favorably disposed.



FROM RECURRENT AND REGULAR AUDILNCES

DID YOU LIKH

TABLE T

PRODUCTION RATINGS

WAS THE DID THE WAS THEZ INTER4DID YOU LIKE} HOW WOULD YCU RATE THE
LIGHTING|LIGHTING|{THE BARE PRETATICN THIS PRCDUC-} FRCDUCTION
CFIECTWE |HELP STAGE ACCEPTABLE TION
. VERY
YES) NO (YES)| NO |YES| NOD.NJ YEY NO D.N. [YES| NO|D.N.|{GOCD | GOCD} FAIR POOHD.M.
i g «991.0111.851.1511.771.231.00{.571.00| 43%31{.95(.05].00 23 1621 .15 .00} OO
O g
a |-
i 53.88 12 {482 [.18].841{.08].08].43{.00} «571]{.88}.0%].09 e31 | .62 ] .07} .00} .00
Fy
H 35.94 e06 |].881e12[|82]14|,041{.37].01] 621].88].041.08 L3 L 42 | 12 1 .00 LO3
N
o §§.80 .2011.801.20!}.801.20}{.0G1.701.00} .30}{P.CO}|.00|.00 A0 | 40 | .20 1 .00 | OO
3 1.
e :j.90 «1011.901.1011.901.101.001.70 .00 | «30 1100 |.00 }{.00 40 1 .50 { .10 } OO | .OO
- Eﬂ.OO .0011L00}.00 |00 }|.00}.0G1,701.00} .30 }{L.0C}|.00}{.00 .50 1.%0 | .20 } .00 ; .00
0 ’

8%
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A b Interpretat

Seventy per cent of the recurrent audience thought
that this production presented an acceptable interpretation
of The lLesson, but only forty-six per cent of the regular
audience expressed this opinion. It should be noted, how=-
ever, that only two fifths of one pe¢r cent of gll the
respcendents thought the interpretation unacceptable, while
thirty per cent of the recurrent audience and fifty-three
per cent of the regular audience were unable to express

either a negative or positive opinion,

Prod Hat

The production was liked by one hundred per cent of
the recurrent asudlience., Cf the regular audience, ninety
per cent liked the production, four per cent did not like
it, and six per cent werec undecided.

Thirty-three per cent of the regular sudience rated
the production as "very good,” fifty-five per cent as
"good," and eleven per cent as "fair." Kot one respondent
in either audience rated the production as "poor," and only
one per cent of all porsons who saw the play gave no
opinion whatsoever on its merits. Of the recurrent audience,
forty=-four per cent rated the production as "very good,"
forty per cent es "good,” and fourteen per cent as "fair,"

Thus it can be seen that the production was well-received



&n
by both audiences. It should be noted thet the "very good"
rotings inereased with each night of production, the "moo2ad"
ratings tended to 511 off, and the "f£air" ratines tended
to remcin conntant. Obviously, the production was better

received on Caturdsy night than on the previous two nights,.

Since more than one third of all the respondents
(thirty=-five me:n percentase of the four different zgroups)
hnd expresccd a dislike of absurdist plays, compariscns of
production ratings were made in relstion to the respondents’
partiality to tris type of 7lay. From Table V, page 61, it
cusn be seen thit, regardlegs cf thelir partislity, & lsrge
majority of all the respondents thought the lighting and
the setting were effective. Cf those who disliked absurd-
ist plays, only twenty-seven per cent thought that the pro-
duction prescnted an acceptatle interpretation of the play.
0f that group, however, only two par cent thought the
interpretation unacceptable, but seventy-one per cent were
unable to give an opinion.

In considering the whole production (Table V, page
61), only mine per cent of those who 4id not like absurdist
plays disliked this presentation of lhe lesson, seventy-six

per cent were favorakbly disposed, and fifteen per cent 4id



TABLE V
PRODUCTION RATINGS
ALL RESPONDENTS' PARTIALITY TO ABSURDIST PLAYS

WAS THE [DID THE |DID YOU LIKZWAS TdE INTER4DID YCU LIKE HOW WOULD YCU RATE THE

LIGHTING|{LIGITING |THZ BARE PRETATION THIS PRCDUC- PRODUCTICN
FIFPECTIVE {HELP STAGE ACCEPTABLE TION
VERY

YES INO YES ] NO |YsS| NO|D.NJYES | NO D.N. {YES| NO|D.N.|GOOD [ GOOD| FAIR PCCH D.N.

4

URS.

1l

ALY

.971.0311.811.191:.68}.%2}1.00 (.42 .00 {.58 .941.06].00 .16 .58. .26} .00} .00

Or INDIF-

IRI,

i

-

:921.08(|.87}1.13{}.79{.08{.131.21 {.00 |.79 671.081.25 .17 | .70 1 «13 | .00 | .GO

RENT
Saf.,

DISLIKD
ey
PRERES)

.951.0511.911.0911.82{.091.091.18 .05 |77 .681.14 .18 .56 | .36 | .18 | 00| .10

JHURS,

1.001.00{.88{.12}{{.85;.15{.00{.71 .00 }.29 .971.031{.00 29 | 65 .06} .00} .OO

=
iy

J !

.851.1511.78].221].88}.07{.09].57 {.00 {43 [}.00}{.001.00 .39 | 56| .051 .00 .00

T R

1493(.071]{.87].13}]|.82}1.16{.04}.46}.00 |.54 .981.001.02 A6 .45 1 .09 1 .0C OO
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not state an oplnion.

sudience evaluation of the production established
that twenty=-three per cent of those opposed to absurdist
plays rated the production as "very good," fifty~five per
cent as "good," and nineteen per cemt as "fair,” Only
three per cent were undecided. Audience members who liked
absurdist plays rated the production as follows: thirty
per cent as "very good," fifty-seven per cent és "good,"
and seven per cent as "fair,"

The production, therefore, appealed both to persons
who professed a dislike for absurdist plays and to those
who enjoyed them. The data asgembled in Table V show that
the final performance of The lLegson recelved the highest

ratings concerning over-all production.
IV. AUDIEKRCE INTERPHETATION OF THE PLAY

Seven possible interpretations of The Lesgon were
listed on the questionnaire and respondents were asked to
select those that they thought appropriate. Table VI, page
63, shows how nany times each of the interpretations was
selected and the percentages of persons making those selec-

tions.

selec Inte etatl

The regulsr audience selected “"the absurdity of life®



TABLE VI

INTERPRLTATIONS OF THE PLAY
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more often than any other interpretation, and the recurrent
sudience more often chose "the use of power." In both the
regular and recurrent sudiences, "political implications”
were selected least often, Lrach of the seven interpreta-
tions was chosen by some respondents on all three nights of

production,

r ctage 5 e

4 mean fifty-three per cent of all the respondente
chose only one of the seven interpretations listed, and &
mean three per cent selected all seven. Thus, relatively
few people considered that the production successfully
presented all seven interpretstioms, although almost half
the respondents thought that the production as staged

eould be interpreted in more ways than one.
V. ACPING RATINGS

Table VII, papge 65, shows the percentages of the
total number of first, second, and third plscesa allotted to
each character by audience mendbars ﬁho like absurdist plays
and by those who were not in favor of them. Table VIII,
page €6, also shows percentages of runkings, but this table
conpares the opinions of drama majors with those of others.
‘The percentores of first-place ranking for the Irofessor

(the varying charscter) incressed on the second and third



ACCORDING TC RESPONDENTS'

TABLE VII

ACTING RATINGS

TO ABSURDIST PLAYS

PARTIALITY

PROTESSOR STUDENT MATD
1 12 13 1 1o s 11 121 3
PHURSDAY | |
.50 1.38 | .12 || .58 |.27 |.15]|.35 | .25 | .40
34
LIR=D FRIDAY
ABSURDIST 41 $69 .25 1.06 || W49 .39 [.12/1.32 | .25 | .43
PLAYS S ATURDAY
68 .22 | .10 || .44 [.38 {.18]].33 | .33 | .30
4%
DISLIKED THURSDAY
; 45 .37 1 .18 | .u8 1.35 1.171].26 | .26 | .48
CRr 31
INDIFFERENT | oo
ABCUT on A6 [ 0381 .16 |1 47 (.39 [.141].32 |.16 | .52
ABSURDIET S TURDAT
LAY ” .62 .28 | .10 || .40 [.30 |.30{]|.3%0 |.29 | .51

$9



TABLE VIII
ACTING RATINGS

ACCORDING TO MAJOR

PROFESSOR . STUDENT ZAID
1 |2 | = 1 o |z |1 |o
THURSDAY |
.39 t.aa {12 | .57 [.33 l.10ll.20 |.18
15
- PRIDAY
DRAMNMA .62 1.30 |.08 || .ua |.no |.1611.25 1.26
MAJORS ' 10
SATURDAY
48 .29 {.23 || .21 l.s6 |.231].30 | .22
7
THURSDAY
.52 1.35 (.13 |1 .43 [.33 |.oall.33 |.28
50 :
PRIDAY
OTEER | .60 1.30 1.10 || wu3 |.a3 |14 l.33 | .22
55
SATURDAY
| 63 |.25 .12 || .6 .33 l21|].32 |.34
58

99
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performances in both tables. In almost every case the
Jtudent scored higher than the Professor in first-plsasce
votes on the first night, but ranked lower on the second
and third nights. The Msid was rated in third place con=
sistently in all three productions. It is significant that
the ratings follow the same trend in both tables, regard-
less of the manner in which the respondents were classified,

The Professor ranked higher on Saturdzy night then on
the two previous performances, and on that night there was
considerzble agreement of opinion regarding the ranking of
the other two characters, This indicates that not only was
the role of the ''rofessor most effective on vaturday, but
also that the successful playing of the other two roles

depended upon asudience acceptance of his performance.

Mean o A R n

The average number of times each character was given
a particular rank is shown in Table IX, page 68, This
table provides the mesan scores of the answers to all nine-
teen questions in the Third Sectlion of the questionnaire
which dealt with the effectiveness of the scting,

Comparisons are made between the ratings of the
regulsar and recurrent audiences. The mean scores indicate
&8 rising trend in the ranking of the Professor on each

succensive night of performance. 4Although the recurrent



TABLE IX

MEAN SCORE FCR ANSWERS TO ALL QUESTIONS

ON ACTING RATINGS

PROFESSOR STUDEN MAID
1 2 % 1 2 3 1 2 3

REGULAR THURSDAY {31.3% {24.2} 9.5/| 35.5|20.3} 9.4119.5|16.6| 28.9
AUDIENCE FRIDAY 39.% 119.3] 6.4/ 31.4125.1| 8.%{20.4]14.7{29.9 |
65 TCOTAL SATURDAY {41.6 [15.7] 7.7(1 30.5|26.5] 8.0]20.7|20.6| 23.7
RECURRERT THURSDLY | 3.7 5.2 1.1l 6.5} 2.8 2.2 .9 ‘6.9
AUDIENCE FRIDAY 6.4 3,4 21 4.2 4.9 91 1.8 1.8 6.4
1C TOTAL SATURDAY | 6.2 2.4 1.4{} 6.0] 3.0} 1.0} 4.3 2.1 3.6

&9
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asudience considered his i'riday night performance slightly
better thsn his caturday pre@&ntation,l it was the opinion
¢f the Jaturdsy nicsht recurrent snd regular audiences that
he outrasnked the othsr iwo charsct s, On the first nisht
of production the Jtudent received first-place among all

three characters, but in the finsl performsnce she was

roted second to the l'rofessor.

The mean scoreg of the answers to the seven questions
desling with the ranking of the charactors' mental processes
are tabulated in Tsble X, page 70, The same trend 1s evi-
dent as is shown ln Tables VII, VIII, and IX. The Ztudent
was rated best sctor by all respondents on opening night,
but fell to second place by the finsl performsnce., 7The reg-
ular asudience rated the irofessor second to the Student on
opening night, but in first-place in the second and filnal
rerformances. The recurrent audience rated the Frofessor
one half of a point lower then the itudent on the final
performance, although this same audience gave the Professor
a higher rating than it had given him on opening night,

lﬁha rofessor was rated only .2 of 8 point lower by
en audicnce of ten people, The sample was small and the

difference so slight that it is not considered very
significant,.



ANSWERS TO SEVEN QUESTIONS ON

MEAN SCCRE ON ACTOR

TABLE X

RATINGS

MENTAL PROCESSES

PROTESSOR STUDENT MAID
1 |2 | 3 1 1o |z 11|21 3

REGULAR THURSDAY |34.9 {21.7| 8.4|! 38.7|18.7{7.6(123.9]12.0| 29.1
AUDIENCE FRIDAY |42.1 |18.6| 4.3|| 34.9|24.6]5.5{|20.9]12.7] 1.4
65 TOTAL SLTURDAY |42.8 |14.6| 7.6|]| 31.4125.0|8.6]]20.3|20.6| 22.1
RICURRENT THURSDAY | 4.0 | 5.4{ 0.6|| 7.0| 2.7|0.3]| 1.7] 0.7| 7.6
AUDIENCE FRIDAY | 6.3 | 3.7| 0.0|| 4.3|5.1l0.6]] 1.6] 1.1] 7.3
10 TOTAL SATURDAY | 5.9 | 3.0| 1.1|| 6.4 3.2|0.4| 4.2 2.1 3.7
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CHAPTER V

CONCLUSIONS, IMPLICATIONS, AND RECOMMENDATIONS



I, COHRCLULICHE

It has been shown in Chapter IV that most of the
audience members not only liked the production of Eugadne
lonesco's The lLesson, but also that they were favorably
impressed by its integral parts such as lighting and
setting, and that they were gatisfied with the director's
interpretation of the meaning of the play. It is there-
fore concluded that this production of The lLesson was
successful,

It hes slso besen shown that the audiences tended to
rate the Frofessor (the varying character) lower on the two
nights when he was not concentrating completely on his role
than on the final nizht when he was playing the character
with his utmost concentrstion, Thus, it is concluded thst
an acﬁor does communicate his mentsl proccsses to the
sudience,

The director percelved that the changes in the role
of the lI'rofessor were very slight each night and the data
support this in that the statistical results, although
significent, are small. It is concluded that communication
of an actor's mental processes to the audience is indeed
subtle.

Concerning evaluation of the actors, the responses

made by the regular audience members, who saw the
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producticn once only, were remarkably similar to the
responses from members of the recurrent sudience who
attended 23ll three performances. It is concluded that
actor ratings made by asudience members who attend a single
rerformance follow a similar trend to evslustions made by
individuzls who see more than one presentstion, |

At the finsl presentation, when the varying character
played his role with his grestest concentration, there was
congiderable audience agreement on the ranking of the other
two characters, Thus, it 1s concluded that the degree of
concentration of one cast member has an effect on sudiunce

scoceptance of s8ll the roles,
II. IMFIICATICNS

It has bdeen here demonstrated that investigations
into the craft of acting are possible and that norms should
therefore be sble ¢to be estzdblished. This study has shown
that there is - silent communication between an actor and
hig sudience, and slso that the acting of other cast
members 1s affected adversely when ona actor fsils to cone
centrate completely on his role. !Mere research in these
aspécta of the actor's craft is implied and it is to be
hoped that more sclentific methods of study msy be developed,

An encouraging fact emerged from this study. Even when
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relying on the opinion of seversl heterogensous audlences,
the investigator discovered that there was considerabdle
agreement among them. !ersons who saw only one presenta-
tion of the play seemed to apply the same standard of
Judgment es those whose familiority with the production

increased throuph attending three performances.
II1I. RECOMITILDATICND

It is recommended that a simnilsar type of study be
carried out in other theatres and with other plays. It is
also recommended that attempts be made to develop more
scientific methoda of investigation. For example, it might
ba possible to perform a play for a "blue ribbon audience”
of experienced theatre psrsons, inatead of a lay audlence.
It might be possible to vary several roles instesd of just
one, to discover 1f an sudience would still notice the
changes. Staging mig't be altered: this play was done on
a proscenium staze and it is possible that results might be
different if it were done arena style. Ferhaps more
stfingent controls could be developed znd thus mofe

conclusive results obtained,
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APPENDIXES



AFPFENDIX A

SUZOTICRNAIRE



wuestionnaire hLumber
If you plan to see the play tomorrow night, will you pleacze

remenber this number.

1.

Zducation: High School « College « Year .

Graduate Student o+ Faculty liembexr _____ .
student Wife . 7aculty Wife .
Major or Lepartment .
Age T3 4 o HMarital Gtatus .

How many times have you seen this production?
First Time .
Second Time .

Third Tine v

If you have seen the play before, what was the number of

the last questionnesire you filled out?

[

“hich nights have you seen the play? The 6th
the 7th sy the 8th N

m’

11,
l, Have you seen any other production of this play?

Yes e Lo .

2. liave you read the play? Yes + DNo .

A T e

3. Have you read any Iomesco? Yes . No .



6.

7e

8.

Qe

10.

il.

I1I.
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what do you think of absurdist plays? Like ____.
bislike _____. Indifferent ____ .
would you say tnis production presented an acceptable

interpretation of Ionesco's worik? Yes . No .

———————

Don't know .

id you like this production? Yes « o .

Don't know .

How would you rate the production? Very good .
Good . Fair . loor « Don't know .
Jo you think that the lighting was effective?l

Yes . Ko .

AR

Do you think that the lighting helped the actors?

Yes « Ko .
Did you like the bare stage? Yes « ko .
Don't know .

vWould you have preferred a full set? Tes .

Ko o Jlon't know »

“ould you rate each of the performers on each of the

following questions by placing either 1, 2, or 3 in the

boxes under the chsaracter name., 1 should be the highest

and 3 the lowest.



1,
2e
3
4,
Se
6.
7
8.
De
10.
1l.
2.
13.
14,
15.
16,
17.
18,
19,

WHICH OF Tii ACTCORS:

PROFESEOR

STUDENT

MALD

Understood the role best?

Believed in the role most?

Played most effesctively?

Had the best interpretation?

Had the bdest physical character?

Had the best attitude towsrd the role?

Used voice best?

Seemed to be thinking most about the play?

Had lines memorized the best?

Had the best attitude toward the play?

Had the most bellevable character?

Was the most convincing?

Seemed to be concentrating most?

Had the best make-up?

Had the best emotional control?

Seomed to be overacting most?

Used most effective pantomine?

Wwas moat true to life?

488 most in tune with the play?




Iv.

83

If you were to describe the play which of the following

phrases would you use?

a.
b.
Ce
d.
e.

f.
)

Ve

The play is about
The play is about
The play is about
The play is about
The play is about
The pley is sabout
It is a political

educaetion methods,

language.
sexuality.

the use of power.

& psychopathic personality.
the absurdity of.life,

et

play. ————

Wouléd you pleace write the shortest possible evaluation of

each role,

THE PROFESSORS

THE OSTUDENT:

THE MAID:

State the good and bad of each,



Would you evaluate the direction of the production.

Thank you 80 very much for your help. The cast is very
willing to discuss the plaey with you. Flease feel free to
question them.

Again, thank you for your time,



APFPENDIX B

SAMPLE TABULATION SHEET



TABULATIONS FCR:
TABULATION OF SECTICN I
iducationt High School _____ College _____  Graduate
Major: Drema _____ Other

Sex Iike or Dislike Absurdist Flays

Total X
NIGHT OF PERFORMLECE PRIDAY
TABULATICH CF Si0TION II

=S KO
1. 5 60
2 o 6 59
3, 20 5
4y B2 7 16
5, 28 0 37
6. 57 2 6
BT e 800D PLIT T TO0R T DOV RROT
74 20 40 5 0 0
8. 57 8
94 53 12
b éoicd (o] DORTT KNOW
10. 53 > 5

11,




TABULATION OF SECTION III

87

professor student maid

1 2 3 1 2 3 1 2 3
12, 48 | 14 3 29 30 | 6 23 12 | 30
13. 39 | 20 6 || 37 | 26 | 2 19 14 | %2
14, 41 21 3 32 30 3 72 | 18 |0
15. 40 | 21 4 31 27 | 7 15 | 18 | 32
16, |aa | 16 s || ax | 30 |11 23 | 20 |22

17, 0o 20 3 32 24 | 9 20 | 1w |27

18. uy 16 | 5 21 26 8 1% 15 | 37
19. 11 | 21 3 36 | 23 | 6 21 9 |35
20. 25 |27 | 13 || a9 1 | a4 27 | 14 |on
21. 28 22 5 40 21 4 22 15 | 28
22. 30 | 27 s o7 | 23 |15 22 | 15 |28
2%, 37 18 | 10 || 29 25 |11 23 18 | ou
2, 40 | 18 7 3 | 26 5 16 15 | 34
25. 49 11 5 19 30 |16 |l 16 | 25 |oa
26, 36 | 19 10 31 25 | 9 25 | 12 |28
27, 33 23 31 20 |14 25 | 15 |eos5
28. ny |17 4 || 29 29 | 7 11 9 |45
29, 28 20 17 21 25 119 1 34 13 |18
' 30. 17| 15 3 36 |22 | 7 21 | 10 |34
TABULATION OF SECTION IV

a b c d e hif g
31, 23 | 26 |20 |31 3 | a2 |14




APPENDIX C

RCTES



A student plsnning a thesis and using the type of
experiment employed in this study might be interested in
the number of hours spent in the various processes. They

are listed below.

RELEAUSAL OF THE PLAY
lumber 0f rehearsalBeiccesseccsavsnsssvccssssasrcsncne 31
Hours of eaCh rehearstlececscssssscsssesccccscscsnnse 2‘5

Total DOUrBaesssessesossescsssnsonccesosvacscsnsecnnss 75.5

ZABULATION
Total number of uestionnalreB8ecsccscccsceas 225
Time to Tabulate one uestionnairecececcssne 7 minutes
Number of Tebulations made@.ceessscecccrceens 10
Jotal time for T8bulabtiofNeccsrscresscesceenes 26245 hours
Total time for math work on all of the
Tabulation sheetBesesssncsssnssscsssscns 66,0 hours
Grand Total of Time spentescecercccccesacsee 404,0 hours,
or 50 3/4 dayes at 8 hours per day.
Thiz does not include any of the planning time or
research time. The project does not seem very biy at the
beginning but the hours spent in the processes mount up
very quickly. 1 am grateful to both faculty members and
students in the lepartment of ipeech and Lrama for their

help, advice, and especlally their tine.



APPENDIX D

PROGRAM
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