 SEQ CHAPTER \h \r 1The Art of Dramatic Writing

-we all crave attention.  We want to be important, immortal.  We want to do things that will make people exclaim, "Isn't he wonderful?"

-if we can't create something useful or beautiful…we shall certainly create something else, (perhaps trouble)

-the urge to be outstanding is a fundamental necessity in our lives.  All of us, at all times, crave attention.  Self-consciousness, even reclusiveness, springs from the desire to be important.  If failure arouses compassion or pity, then failure might become an end in itself

-everyone was born with creative ability.  It is essential that people be given the opportunity to express themselves

-every human being needs an outlet for his inborn creative talent

-we have based our theory on the eternally changing "character" who forever reacts, almost violently, to constantly changing internal and external stimuli

-that power which will drive a character to greater heights or to his destruction

-a builder who does not know the material he has to work with courts disaster.  In our case, the materials are "premise," character" and "conflict"

-this approach is based on the natural law of dialectics

-instinct may lead a man once, or several times, to create a masterpiece, but as sheer instinct it may lead him just as often to create a failure

-most important of all is the structure of the incidents, not of man, but of action and life

Premise

-everything has a purpose, or premise.  Every second of our life has its own premise, whether or not we are conscious of it at the time.  That premise may be as simple as breathing or as complex as a vital emotional decision, but it is always there

-premise - a proposition antecedently supposed or proved; a basis of argument.  A proposition stated or assumed as leading to a conclusion

-others, especially men of the theater, have had different words for the same thing: theme, thesis, root idea, central idea, goal, aim, driving force, subject, purpose, plan, plot, basic emotion, dramatic emphasis, superobjective

-you must have a well-formulated premise for your play

-no idea, and no situation, was ever strong enough to carry you through to its logical conclusion without a clear-cut premise

-you must have a premise - a premise which will lead you unmistakably to the goal your play hopes to reach

-no emotion ever made, or ever will make, a good play if we do no know what kind of forces set emotion going

-our aim is to eliminate chance and accident.  Our aim is to point a road on which anyone who can write may travel and eventually find himself with a sure approach to drama.  

-so the very first thing you must have is a premise.  And it must be a premise worded so that anyone can understand it as the author intended it to be understood.  An unclear premise is as bad as no premise it all

-the author using a badly worded, false, or badly constructed premise finds himself filling space and time with pointless dialogue -even action - and not getting anywhere near the proof of his premise.  Why?  Because he has no direction

-every good premise is composed of three parts, each of which is essential to a good play.  The first part of the premise suggests character.  The second part suggests conflict; and the third part suggests the end of the play

-a good premise is a thumbnail synopsis of your play

-character, conflict, conclusion

-the author's conviction is missing.  Until he take sides, there is no play.  Only when he champions one side of the issues does the premise spring to life

-we, the readers or spectators of your play, do not necessarily agree with your conviction.  Through your play you must therefore prove to us the validity of your contention

-the premise is the motivating power behind everything we do
-no you don't have to start your play with a premise.  You can start with a character or an incident, or even a simple thought.  This thought or incident grows, and the story slowly unfolds itself.  You have time to find your premise in the mass of your material later.  The important thing is to find it

-the dramatist has a big enough job on his hands to prove one premise, let alone two or three.  A play with more than one premise is necessarily confused

-this is an ambiguous statement.  It says too much and therefore says nothing

-you also have an inkling as to the kind of characters they are, the characters they must be to carry the premise to its logical conclusion

-if you have a clear-cut premise, almost automatically a synopsis unrolls itself.  You elaborate on it, providing the minute details, the personal touches

-we are taking it for granted that if you choose the above premise, that believe in it.  You should believe in it, since you are to prove it

-you, however, should not write anything you do not believe.  The premise should be a conviction of your own, so that you may prove it wholeheartedly

-although you should never mention your premise in the dialogue of your play, the audience must know what the message is.  And whatever it is, you must prove it

-the premise will suggest the one and only road you must take

-although you may have the story set in your mind or even on paper, you cannot necessarily dispense without a clear-cut premise

-it is idiotic to go about hunting for a premise, since, as we have pointed out, it should be a conviction of yours.  You know what your own convictions are.  Look them over

-it is unnecessary to torture your brain, to weary yourself by searching for a premise, when there are so many ready to hand.  Anyone who has a few strong convictions is a mine of premises

-a good premise represents the author

-you may not believe it, but the characters in a play are supposed to be real people.  They are supposed to do things for reason of their own

-the reasons behind the events are what interest us

-the more the dramatist reveals, the better the play.  The more you can reveal of the environment, the physiology, and the psychology of the character and his personal premise, the more successful you will be

-everything in existence is closely related to everything else.  You cannot treat any subject as though it were isolated from the rest of your life

-if the reader accepts our reasoning, he will drop the idea of writing a play about how someone committed a perfect crime, and turn to why someone did

-whichever side you take, you must prove it

-you can arrive at your premise in nay one of a great many ways.  You may start with an idea which you at once convert to a premise or you may develop a situation first and see that it has potentialities which need only the right premise to give them meaning and suggest an end

-the variations are endless, and with each new variation the premise of the play is changed.  But whenever you change your premise, you will have to go back to the beginning and rewrite your synopsis in terms of the new premise.  If you start out with one premise and switch to another, the play will suffer.  No one can build a play on two premises, or a house on two foundations

-daydreams are usually an escape from reality - a reality which the dreamer has no courage to face.  Daydreams are a substitute for action.  Great minds are dreamers too, but, they translate their dreams into reality

-a premise has to contain character, conflict, and resolution

-no one premise is necessarily a universal truth

-the premise is the conception, the beginning of a play.  The premise is a seed and it grows into a plat that was contained in the original seed; nothing more, nothing less.  The premise should not stand out like a sore thumb, turning the characters into puppets and the conflicting forces into a mechanical set-up.  In a well-constructed play or story, it is impossible to denote just where premise ends and story or character ends

-remember this and remember it well; no part is more important than the whole

-neither the premise nor any other part of a play has a separate life of its own.  All must blend into an harmonious whole

Character

The Bone Structure

-we shall vivisect a character and try to find out just what elements go into this being called a "man."  Character is the fundamental material we are forced to work with, so we must know character as thoroughly as possible

-every object has three dimensions: depth, height, width.  Human beings have an additional three dimensions: physiology, sociology, psychology.  Without a knowledge of these three dimensions we cannot appraise a human being

-it is not enough, in your study of a man, to know if he is rude, polite, religious, atheistic, moral, degenerate.  You must know why.  We want to know why man is as he is, why his character is constantly changing, and why it must change whether he wishes it or no

-the first dimension, in the order of simplicity, is the physiology

-our physical make-up certainly colors our outlook on life.  It influences us endlessly, helping us to make us tolerant, defiant, humble, or arrogant.  It affects our mental development, serves as a basis for inferiority and superiority complexes.  It is the most obvious of man's first set of dimensions

-sociology is the second dimension to be studied

-who was your father, your mother? Were they sick or well?  What was their earning power?  Who were your friends?  How did you influence or affect them?  How did they affect you?  What kind of clothes do you like?  What books do you read?  Do you got to church?  What do you eat, think, like, dislike?  Who are you sociologically speaking?

-the third dimension, psychology, is the product of the other two.  Their combined influence gives life to ambition, frustration, temperament, attitudes, complexes.  Psychology, then, rounds out the three dimensions

-if we wish to understand the action of any individual, we must look at the motivation which compels him to act as he does

-no one escapes the effect of such a shortcoming.  Does this character of our possess a feeling of dissatisfaction with himself?  It will color his outlook, quicken his conflict with others, or make him sluggish and resigned.  But it will affect him

-important as this physical dimension is, it is only part of the whole.  We must not forget to add background for this physical picture.  These two will round out each other, unite, and give birth to the third dimension, the mental state

-if we understand that these three dimensions can provide the reason for every phase of human conduct, it will be easy for us to write about any character and trace his motivation to its source

-leave out one of the three, and although your plot may be exciting and you may make a fortune, your play will still not be a literary success

-when you read drama criticisms, the all refer to one flaw, the lack of tridimensional characters

-Shakespeare's great plays are built on characters

-a play should grow out of character

-any woman will love the man who appeals to her, and will sometimes make sacrifices hard to believe


Physiology

1. 
Sex

2. 
Age

3. 
Height and Weight

4. 
Color of hair, eyes, skin

5. 
Posture

6. 
Appearance: good-looking, over or underweight, clean, neat, pleasant, untidy.  Shape of head, face, limbs

7. 
Defects: deformities, abnormalities, birthmarks.  Diseases

8. 
Heredity

Sociology

1. 
Class: lower, middle, upper

2. 
Occupation: type of work, hours of work, income, condition of work, union or nonunion, attitude toward organization, suitability for work

3. 
Education: amount, kind of schools, marks, favorite subjects, poorest subjects, aptitudes

4. 
Home Life: parents living, earning power, orphan, parents, separated or divorced, parents' habits, parents' mental development, parents' vices, neglect.  Character's marital status

5. 
Religion

6. 
Race, nationality

7. 
Place in community: leader among friends, clubs, sports

8. 
Political Affiliations

9. 
Amusement, hobbies: books, newspapers, magazines he reads

Psychology

1. 
Sex life, moral standards

2. 
Personal Premise, ambition

3. 
Frustrations, chief disappointments

4. 
Temperament: choleric, easygoing, pessimistic, optimistic

5. 
Attitude toward life: resigned, militant, defeatist

6. 
Complexes: obsessions, inhibitions, superstitions, phobias

7. 
Extrovert, introvert, ambivert

8. 
Abilities: languages, talents

9. 
Qualities: imagination, judgment, taste, poise

10. 
I.Q

-this is the bone structure of a character, which the author must know thoroughly, and upon which he must build

-no two individuals react identically, since no two are the same

-minute physical differences between the individuals, and their psychological development, will influence their reactions to the same sociological conditions

-the slightest disturbance in the atmosphere, the direction of the wind, the position of falling snowflake, will alter the pattern. Thus there is endless variety in their design.  The same law governs us all

-every move hinges upon the peculiar circumstances of the given moment

-all emotion has physical effects

-this principle of tridimensionality opens up undreamed-of perspectives and an entirely new world for exploration and discovery

-you must know all of these, but they need not be mentioned.  They come through in the behavior of the character, not in any expository material about him

-anything that happens in your play must come directly from the characters you have chosen to prove your premise, and they must be characters strong enough to prove the premise without forcing

Environment

-the truth, is that even such a simple matter as saying "yes" or "no" is the product of elaborate reviewing, reshifting, reevaluating of fancied or real, mental or physical, economic or sociological conditions around us

-words have a complex structure. We use them gibly, without realizing that they too are compounds of many elements

-the principle of contradiction and tension makes motion possible, and life is motion, essentially

-through motion higher forms of life developed, the specific form being determined by the place, climate, type of food, abundance of food, light or lack of light

-it seems that human being react to environment exactly as the original one-celled creatures did when they changed their shape, color, and species under the pressures of environment
-it is of the utmost importance that we understand the principle of change in character.  A character is in constant change.  The smallest disturbance of his well-ordered life will ruffle his placidity and create a mental upheaval, just as a stone which slides through the surface of a pond will create far-reaching rings of motion

-if it is true that every man is influenced by his environment, health, and economic background, then it is evident that, since everything is in a process of constant change, the man too will change.  As  a matter of fact, he is the center of this constant movement

-don’t forget a fundamental truism: everything is changeable, only change is eternal

-changing conditions will mold him, whether or not he wants to be molded, and they will affect his family with him

-every human event comes home, at long last, to roost.  We find to our sorrow, perhaps, that even seemingly unrelated things are very much related to each other - and to us.  There is no escape

-you, as an individual, are only as secure as the rest of the world is under prevailing circumstances

-a character, then, is the sum total of his physical make-up and the influences his environment exerts upon him

-our minds, no less than our bodies, respond to external influences.  Early memories are so deep-rooted that we are often unconscious of them.  Unconscious recollections color our judgment regardless of how fair we try to be

-our own childhood recollections, memories, experiences, become an indelible part of us and will reflect upon and color our minds.  We cannot see things otherwise than this reflection permits us to see them

-life is change.  The smallest disturbance alters the pattern of the whole.  The environment changes, and man with it

-this common interest toward a subject may deepen until they feel fondness and sympathy.  The sympathy grows, and before they realize it, it will be attachment, which is deeper than sympathy or fondness.  If nothing disturbs this harmony, it will become infatuation.  Infatuation is not yet love, but it approaches love as it moves on to the stage of devotion and then to rapture, or adoration which is already love.  Love is the last stage.  It can be tested by sacrifice.  Real love is the capacity to endure any hardship for the beloved

-every human being is in a state of constant fluctuation and change.  Nothing is static in nature, least of all man

-what is dialectics?  The word comes to us from the old Greeks who used it to mean a conversation or dialogue.  The citizens of Athens regarded conversation as a supreme art - the art of discovering truth - and contested against one another to find the best conversationalist, or dialectician

-Socrates discovers truth by this process: he states a proposition, finds a contradiction to it, and, correcting it in the light of this contradiction, finds a new contradiction.  This continues indefinitely

-movement of the conversation is secured by three steps.  First, statement of the proposition, called thesis.  Then the discovery of a contradiction to this proposition, called antithesis, being the opposite of the original proposition.  Now, resolution of this contradiction necessitates correction of the original proposition, and formulation of a third proposition, the synthesis, being the combination of the original proposition and the contradiction to it

-these three steps - thesis, antithesis, and synthesis - are the law of all movement.  Everything that moves constantly  negates itself.  All things change toward their opposites through movement

-the present becomes past, the future becomes the present.  There is nothing that does not move

-constant change is the very essence of all existence.  Everything in time passes into its opposite.  Everything within itself contains its own opposite.  Change is a force which impels it to move, and this very movement becomes something different from what it was

-the past becomes the present and both determine the future

-new life arises from the old, and this new life is the combination of the old with the contradiction which has destroyed it.  This contradiction that causes the change goes on forever

-a human being is a maze of seeming contradictions.  Planning one thing, he at once does another; loving, he believes he hates.  Man oppressed, humiliated, beaten, still professes sympathy and understanding for those who have beaten, humiliated, and oppressed him

-on the surface, these examples are part of a riddle, part of the so-called "mystery of life."  But they can be explained dialectically

-Hegel said "it is only because a thing contains a contradiction within itself that it moves and acquires impulse and activity.  That is the process of all motion and all development"

-Adoratsky said "the general laws of dialectics are universal: they are to be found in the movement and development of the immeasurable, vast, luminous nebulae from which in the spaces of the universe the stellar systems are formed…in the internal structure of molecules and atoms and in the movement of electrons and protons"

-to understand the dialectical for this girl's action we must know her thoroughly.  Only then can we perceive the contradictions within and without her, and through these contradictions, the movement which is life

-because all conflict grew from the character's physical and environmental background this approach is dialectical.  The inherent contradiction made her do what she did

-of course, a playwright can start with a plot or an idea.  But after that he must formulate a premise which will crystallize his plot or idea.  In this way the plot or idea will not be separate from the play as a whole, but will be an integral part of it

Character Growth

-"the only thing that one really knows about human nature is that is changes.  Change is the one quality we can predicate of it.  The systems that fail are those that rely on the permanency of human nature, and not its growth and development" - Oscar Wilde

-you must know your characters thoroughly.  And you must know them not only as they are today, but as they will be tomorrow or years from now

-you may think you know someone who never has changed, and never will.  But no such person has ever existed

-there is only one realm in which characters defy natural laws and remain the same - the realm of bad writing. And it is the fixed nature of the characters which makes the writing bad.  If a character in a short story, novel, or play occupies the same position at the end as the one he did at the beginning, that story is bad

-a character stands revealed through conflict; conflict begins with a decision; a decision is made because of the premise of your play.  The character's decision necessarily sets in motion another decision, from his adversary. And it is these decisions, one resulting from the other, which propel the play to its ultimate destination: the proving of the premise

-no man ever lived who could remain the same through a series of conflicts which affected his way of living.  Of necessity he must change, and alter his attitude toward life

-we can go further and say that if a character cannot change, any situation in which he is placed will be an unreal situation

-look at any great play, all build upon the constant change and development of character under the impact of conflict

-all these characters move relentlessly from one state of mind toward another; they are forced to change, grow, develop, because the dramatist had a clear-cut premise which it was their function to prove

-when a person makes one mistake, he always follows up with another. Usually the second mistake grows out of the first and the third from the second

-when you plant a seed, it seems for a while to lie dormant.  Actually, moisture attacks it immediately, softening the shell of the seed so that the chemical inherent in the seed, and those which it absorbs from the soil, may cause it to sprout

-the soil above the seed is hard to push through, but this very handicap, this resistance to the soil, forces the young sprout to gather strength for the battle.  Where shall it get this additional strength?  Instead of fighting ineffectively against the topsoil, the seed sends out delicate roots to gather more nourishment.  Thus the sprout at last penetrates the hard soil and wins through to the sun

-let a man represent the soil: in his mind we shall plant a seed of coming conflict: ambition, perhaps.  The seed grows in him, though he may wish to squelch it.  But forces within and without the man exert greater and greater pressure, until this seed of conflict is strong enough to burst through his stubborn head.  He has made a decision, and now he will act upon it

-the contradictions within a man and the contradictions around him create a decision and a conflict.  These in turn force him into a new decision and a new conflict

-many kinds of pressures are required before a human being can make a single decision, but the three main groups are the physiological, the sociological, and the psychological.  From these three forces you can make innumerable combinations

-a certain type of character will develop on his own line to fruition.  Only in bad writing does a man change without regard to his characteristics

-every character a dramatist presents must have within it the seeds of its future development
-growth is evolution; climax is revolution

-his temperament, his background - in short, his character was the seed which ensured growth and proved and the author's premise

-from decay springs a new, vibrant life.  Somehow these formless things belong to life.  Without disharmony there could never be harmony

-characters; living, pulsating, dynamic personalities.  They know what they want and fight for it

-"growth" is a character's reaction to a conflict in which he is involved.  A character can grow through making the correct  move, as well as the incorrect one - but he must grow, if he is a real character

-the proving of a premise indicates the growth on the part of the characters

-every good play grows from pole to pole

Strength of Will in a Character

-a weak character cannot carry the burden of protracted conflict in a play.  He cannot support a play.  We are forced, then, to discard such a character as protagonist 

-there is no sport if there is no competition: there is no play if there is no conflict.  Without counterpoint there is no harmony

-a play needs characters who are willing to put up a fight for their convictions. He needs characters who have the strength, the stamina, to carry this fight to its logical conclusion

-we may start with a weak man who gathers strength as he goes along; we may start with a strong man who weakens through conflict, but even as he weakens he must have the stamina to bear his humiliation

-these characters are vital, full of fight, and they will easily carry the play to a crescendo

-go through all great dramas and you will find that the characters in them force the issue in question until they are beaten or reach their goal

-who, then, are the weak characters?  They are those who have no power to put up a fight

-self-preservation is a natural law, and it leads both animals and men to hunt, steal, and murder to get food

-the truly weak character is the person who will not fight because the pressure is not strong enough

-contradiction is the essence of conflict, and when a character can overcome his internal contradictions to win his goal, he is strong

-where there is not contradiction there is no conflict

-a weak character is one who, for any reason, cannot make a decision to act

-many a character fails because the author forces him into action he is not ready to take, action he will not be ready to take for an hour, or a year, or twenty years

-if you look hard enough, you will find that there is always a long chain of circumstances leading to a seemingly unmotivated crime.  And these "circumstances" can be found in the criminal's physical, sociological, and mental make-up

-every living creature is capable of doing anything, if the conditions around him are strong enough

-you cannot force a character to make a decision before he is good and ready.  If you try that, you will find that the action is superficial and trite - it will not reflect the real character

-the question is: did you catch your character at that particular moment when he was ready for conflict?

Plot or Character?

-when we read a bad play carefully, we are struck by the author's ignorance of his characters; and when we read a good play carefully, we are struck by the wealth of information the writer displays

-one is not supposed to conduct important business on a hunch, a feeling, a whim - one is supposed to act upon knowledge

-we contend that character is the most interesting phenomenon anywhere.  Every character represents a world of his own, and the more you know of this person, the more interested you become

-every great literary work grew from character, even if the author planned the action first.  As soon as his characters were created they took precedence, and the action had to be reshaped to suit them

-if we know that a character embodies in himself not only his environment, but his heredity, his likes and dislikes, even the climate of the town where he was born, we do not find it hard to think of situations.  The situations are inherent in the character

-a character thus has the capacity to completely reverse himself under internal and external stimulus.  Like every other organic being, he changes continuously 

-character and environment are so closely interrelated that we have to consider them as one.  They react upon each other.  If one is faulty; it affects the other, just as the disease of one part of the body causes the whole to suffer

-the inference is unmistakable: character creates plot, not vice versa

-"fate," as premise, drives the character to the inevitable end

-when the author has a clear-cut premise, it is child's play find the character who will carry the burden of that premise.  When we accept the premise "Great love defies even death," we necessarily will think of a couple who defy traditions, parental objections, and death itself

Characters Plotting their Own Play

-"shallow men believe in luck," said Emerson

-the characters must prove the premise through conflict

-a person has the privilege of choosing a hundred different ways to achieve his purpose.  But not when you have a clear premise which you wish to prove.  After close scrutiny and elimination you must find the one way which will lead you to your goal - prove your premise

-isn't that what you want, conflict?  Only when it proves the premise

-you have a premise on one side and a perfect character study on the other.  You must stay on the straight road marked by these limits and not wander off on a byway

-the premise is a tyrant who permits you to go only one-way the way of absolute proof

Pivotal Character

-the pivotal character is the protagonist.  The protagonist is "one who takes the lead in any movement or cause"

-anyone who opposes the protagonist is an opponent or antagonist

-without a pivotal character there is no play.  The pivotal character is the one who creates conflict and makes the play move forward.  The pivotal character knows what he wants.  Without him the story flounders…in fact there is no story

-a pivotal character must not merely desire something.  He must want it so badly that he will destroy or be destroyed in the effort to attain his goal

-there must always be something a person wants more than anything else in life if he is to be a good pivotal character; revenge, honor, ambition, etc

-a good pivotal character must have something very vital at stake

-not everyone can be a pivotal character

-by the way, there are two types of patience: positive and negative

-there is a positive kind of patience which is relentless, death defying.  Then there is a negative patience which has no resilience, no inner strength to endure hardship

-a pivotal character is necessarily aggressive, uncompromising, even ruthless

-to withstand hunger, torture, physical and mental suffering for an ideal, whether real or fancied, is strength in Homeric proportions.  This negative strength is really aggressive in the sense that it provokes counter-action

 -a negative force, if it is enduring, becomes a positive force

-a pivotal character is a driving force, not because he decided to be one.  He becomes what he is for the simple reason that some inner or outer necessity forces him to act; there is something at stake for him, honor, health, money, protection, vengeance, or a mighty passion

-a pivotal character never becomes a pivotal character because  he wants to.  He is really forced by circumstances within him and outside of him to become what he is

-the growth of a pivotal character cannot be as extensive as that of the other characters.  For instance, the other characters might go from hate to love or from love to hate, but not the pivotal character, because when you play starts the pivotal character is already suspicious or planning to kill

-the pivotal character can match the emotional intensity of his adversaries, but he has a smaller compass of development

-remember, the growth of the pivotal character is much less than that of the other characters for the simple reason that he has reached a decision before the story starts.  He is the one who forces the others to grow
-he is forced to be a pivotal character out of sheer necessity, and not because he wills it

Antagonist

-anyone who opposes the pivotal character necessarily becomes the antagonist

-the antagonist is the one who holds back the ruthlessly onrushing protagonist.  He is the one against whom the ruthless characters exert all his strength, all his cunning, all the resources of his inventive power

-the antagonist in any play is necessarily as strong and, in time, as ruthless as the pivotal character.  A fight is interesting only if the fighters are evenly matched.  The protagonist and the antagonist must be dangerous foes to each other.  Both of them ruthless

-a story is really a crisis from beginning to end growing to its necessary conclusions

Orchestration

-when you are ready to select characters for your play, be careful to orchestrate them right.  If all the characters are the same type -for instance, if all of them are bullies - it will be like an orchestra of nothing but drums

-good orchestration is one of the reasons for rising conflict in any play

-necessarily they will be different in temper, philosophy, and speech

-if both have the same temperament, the same outlook on life, there will be no conflict - and no play

-together, these contrasting characters are instruments which work together to give a well-orchestrated composition

-orchestration demands well-defined and uncompromising characters in opposition, moving from one pole toward another through conflict
-whenever you see a play, try to find out how the forces are lined up.  The forces may be groups, as well as individuals (democracy vs. fascism, freedom vs. slavery)

-in every big movement there are smaller movements.  Let us suppose that the big movement in a play is from love to hate.  What are the smaller movements within it?  Tolerance to intolerance is one, and it can be broken down into indifference to annoyance

-your characters should be as contrasted as the movement you are using will permit.  Fine plays can be written on the smaller movements, but even on this smaller scale the conflict must be sharp

-we have to know exactly in what category every character belongs.  As the author, you have to know every character's exact status, because you will orchestrate him with his opposites.  Different orchestration is necessary for different movements.  But there must be orchestration - well-defined, strong, uncompromising characters in conflict commensurate to the movement of the play

-their speech will necessary be contrasted also

-their dialogue will reflect their respective natures

-if you are faithful to your tridimensional character outlines, your characters will be faithful to themselves in speech and manner, and you need have no fear about contrast

-contrast must be inherent in character

-conflict is sustained through growth

-there are infinite variations of growth possible for any character - but growth there must be.  Without growth you'll lose whatever contrast you had at the beginning of the play.  The absence of growth signals the lack of conflict; and the lack of conflict indicates that your characters were not well orchestrated

Unity of Opposites

-the real unity of opposites is one in which compromise is impossible
-it will be a fight to the finish, because the opposites are so constituted  that they must destroy each other to live.  There is no choice

-the unity could be broken and the play ended only by the "death" of some dominant quality in one of the characters
-naturally, death in the theater need not apply to the death of a human being

-the closer the unity, the more difficult the breaking

-in nature nothing is ever "destroyed" or "dead."  It is transformed into another shape, substance, or element

-a lost equilibrium tries to find a new equilibrium for itself

-criminals are people whose backgrounds have thwarted them, making crime necessary in the absence of more normal action.  If we are given the opportunity of seeing how a murderer is forced by necessity, environment, and inner and outer contradictions to commit a crime, we are witnessing the unity of opposites in action.  Proper motivation establishes unity of opposites

-fascism and democracy in a death grip are a perfect unity of opposites.  One has to be destroyed so that the other may live.  Here are still others: science - superstition, religion - atheism, capitalism - communism

-the unity between opposites must be so strong that the deadlock can be broken only if one of the adversaries or both are exhausted, beaten, or annihilated completely at the end

-the real unity of opposites can be broken only if a trait or dominant quality in one or more characters is fundamentally changed.  In a real unity of opposites, compromise is impossible

-after you have found your premise, you had better find out immediately - testing if necessary - whether the characters have the unity of opposites between them.  If they do not have this strong, unbreakable bond between them, your conflict will never rise to a climax

Conflict
Origin of Action

-every manifestation of life is "action"

-there is no action under the sun which is the origin and the result in one.  Everything results from something else; action cannot come of itself

-action is not more important than the contributing factors which give rise to it

Cause and Effect

-we shall divide conflict into four major divisions: the first will be "static," the second "jumping," the third "slowly rising," and the forth "foreshadowing"

-we shall examine these different conflicts to see why one is static, and remains static regardless of what you do, why the second one jumps, defying reality and common sense, why the third, the slowly rising, grows naturally without obvious effort from the playwright, and why without foreshadowing conflict no play can exist

-almost all conflict, can be traced to the environment, the social conditions of the individual

-if you are sufficiently aroused, you will make a decision.  And this decision will set in motion forces to thwart itself, foreshadowing a counteraction which will oppose you

-if you are strong enough, conflict is born, the result of a long, evolutionary process which might have begun with an everyday occurrence

-if the young man makes a decision, but lacks the strength to carry it through, or if he is a coward, the play will be static, moving very slowly, and then on an even plane.  The author would do best to leave such a character alone.  He is not yet ripe enough to carry on a protracted conflict

-we wish to see the natural sequence, the step-by-step development of a character.  We want to see how the cloak of decency, high moral standards, is torn away from a character shred by shred by the forces emanating from him and from his surroundings

-every rising conflict should be foreshadowed first by the determined forces line up against each other

-all the conflicts within the big, major conflict will be crystallized in the premise of the play.  The small conflicts, which we call "transition," lead the character from one state of mind to another, until he is compelled to make a decision.  Through these transitions, or small conflicts, the character will grow in a slow, even tempo

-a human being is a unit, part of a well-organized society of human beings.  Whatever change comes over the society will affect him; whatever happens to him will affect society

-any of these, and thousands of other traits, can be the soil from which a conflict springs

(insert here)

-bring opposites face to face and conflict is inevitable

-he threw his life into the balance, and the fight was to the death.  This was rising conflict: conflict, crisis, conclusion

-every manifestation of life, from birth to death, is conflict

-there are more complex forms of conflict, but they all rise on this simple basis: attack and counterattack.  We see real, rising conflict when the antagonists are evenly matched

-when two people are evenly matched, each is forced to utilize all that is in him.  Each will reveal how much he knows about generalship; how is mind works in an emergency; what kind of defense he is capable of; how strong he really is; whether he has any reserve marshal as a defense when he's in danger.  Attack, counterattack, conflict

-there is nothing in existence which is out of touch with its surroundings or the social order in which it exists.  Nothing lives for its own sake, everything is supplementary to every other thing

-the conflict may become increasingly serious, reach a crisis, then come to a climax, and the individual is forced to make a decision which will alter his life considerably

-every human being has an ambition of some sort, depending on the character of the individual

-there is no doubt that conflict grows out of character.  The intensity of the conflict will be determined by the strength of will of the three-dimensional who is the protagonsit

-on the surface, a healthy conflict consists of two forces in opposition.  At bottom, each of these forces is the product of many complicated circumstances in a chronological sequence, creating tension so terrific that it must culminate in an explosion

Static

-you cannot expect a rising conflict from a man who wants nothing or does not know what he wants

-static means not moving, not exerting force of any kind

-nothing in nature is absolutely static

-no dialogue, even the cleverest, can move a play if it does not further the conflict.  Only conflict can generate more conflict, and the first conflict comes from a conscious will striving to achieve a goal which was determined by the premise of the play

-a play can have only one major premise, but each character has his own premise which clashes with the others. Currents and undercurrents will cross and recross - but all of them must further the life line, the main premise of the play

-without attack, counterattack, there can be no rising conflict

-characters, instead of engaging in conflict, tell us about themselves, which is contrary to all standards of drama

-there is no visible development in character, hence the conflict is static.  If a character, for any reason, loses its reality, it becomes incapable of creating rising conflict

Jumping

-one of the chief dangers in any jumping conflict is that the author believes the conflict is rising smoothly

-no honest may will become a thief overnight, no thief will become honest in the same period of time

-no violent physical act was ever carried out without mental preparation
-if you know your character has to travel from one pole to another, you are in an advantageous position to see that he or she grows at a steady rate.  You are not fumbling around; instead, your characters have a destination and they fight every inch of the way to reach it

-if your character starts from "fidelity" and with a gargantuan leap arrives at "infidelity," omitting the intervening steps, it will be a jumping conflict, and your play will suffer

-even well-orchestrated characters can jump - and frequently do - if the proper transition is missing

-if you wish to create jumping conflict, you have only to force the characters into action which is alien to them.  Make them act without thinking, and you will be successful in your own way, but unsuccessful with your play

-between winter and summer come autumn and spring.  Between honor and dishonor there are steps which lead from one to the other.  Every step must be taken

-we must be completely in the know, and in jumping conflict our knowledge is only superficial.  Real characters must be given a chance to reveal themselves, and we must be given a chance to observe the significant changes which take place in them

-whenever a conflict lags, rises jerkily, stops, or jumps, look to your premise.  Is it clear cut?  Is it active?

-the genuine rising conflict is the product of characters who are well rounded in terms of the premise  Every action of such a character will be understandable and dramatic to the audience

-granted that there are many solutions for any given situation, your characters are permitted to choose only those which will help prove the premise

-the moment you decide upon a premise, you and your characters become its slave.  Each character must feel, intensely, that the action dictated by the premise is the only action possible.  Moreover, the dramatist must be convinced of the absolute truth of his premise, or his characters will be the pale repetition of his undigested, superficial conviction.  Remember, a play is not an imitation of life, but the essence of life.  You must condense all that is important, all that is necessary

-when characters go round and round, without making any decision, the play will undoubtedly be a bore.  But if they are in a process of growth, there is nothing to fear

-if your play jumps or becomes static, see to it that the unity of opposites is solidly established.  The point is that the bond between the characters cannot be broken, except through the transformation of a trait or a characteristic in a person, or by death itself

Rising

-rising conflict is the result of a clear-cut premise and well-orchestrated, three-dimensional characters, among whom unity is strongly established

-tension can be achieved through uncompromising characters in a death struggle

-two determined, uncompromising forces in combat will create a virile rising conflict

-through conflict, these characters will reveal themselves, assume dramatic value, and all the other attributes which theatrical jargon terms "dramatic"

-the counterattack must be stronger than the attack in order that the conflict may not be static

-the drama is not the image of life, but the essence.  We must condense.  In life, people quarrel year in, year out, without once deciding to remove the factor which causes the trouble.  In drama this must be condensed to the essentials, giving the illusion of years of bickering without the superfluous dialogue

-the conflict is still going higher and higher, revealing the characters' inmost feelings; the forces that made them act as they did; the position in which they now stand; the direction in which they are going.  Each character has a well-defined premise in life.  They know what they want - and fight for it

-conflict comes in waves, rising higher and higher to an awesome crescendo, overwhelming in its power - until we start to scrutinize the characters

-once more, then: rising conflict means a clear-cut premise and unity of opposites, with three-dimensional characters

Movement

-it is simple enough to recognize a storm as a conflict, yet what we experience and call "storm," or "tornado," is actually a climax, the result of hundreds and thousands of small conflicts, each bigger and more dangerous than the last, until they arrive at the crisis - the lull before the storm.  In that last moment the decision is made, and the storm either moves on or breaks in all its fury

-every conflict differs from every other conflict

-since no two individuals ever think exactly alike, no two transitions, and no two conflicts, will ever be identical

-the small movement, then, becomes important only in its relation to the big movement

-in a play, each conflict causes the one after it.  Each is more intense than the one before.  The play moves, propelled by the conflict created by the characters in their desire to reach their goal: the proof of the premise

-true, attack and counterattack is the most direct, the shortest method of building a conflict. But it cannot be employed exclusively throughout a play without becoming tiresome and without ending the play far too rapidly

-the man who wishes to fight and finds no opponent becomes increasingly dangerous

-the battle seems one-sided - seems like a prizefight in which one fighter showers blows on an apparent defenseless opponent.  But Nora, instead of weakening, is waiting her turn patiently.  Every blow strengthens her position, and her resistance is a counterattack in itself

-every conflict must be treated with regard to the characters and the situation involved

Foreshadowing Conflict

-lack of conflict is a dead give-away that your characters are badly orchestrated.  They are not militant; they do not have unity of opposites, and there is no uncompromising pivotal character in your composition.  If al these things are missing, then you have no unified work - just an accumulation of words

-conflict is the heartbeat of all writing.  No conflict ever existed without first foreshadowing itself.  Conflict is that titanic atomic energy whereby one explosion creates a chain of explosions

-a play without  conflict creates the atmosphere of desolation, the imminence of decomposition

-without conflict life would not be possible on earth, or, for that matter, anywhere in the universe.  The technique of writing is only a replica of the universal law which governs an atom or a constellation above us

-set any two fanatics or groups against each other and you will foreshadow conflict of breathtaking intensity

-foreshadowing is really promising; in our case, conflict

-how can you line up strong uncompromising characters on the stage, foreshadowing conflict at the very beginning of a play?  We think this is the easiest job of the writer

-foreshadowing conflict is really tension in theatrical parlance

-people distrust strangers.  Only in conflict can you “prove” yourself.  In conflict your true self is revealed. On the stage, as well as in life, every one is a stranger who does not first “prove” himself.  A person who stands by you in adversity is a proven person.  

-even an illiterate knows that politeness and smart talk are not signs of sincerity or friendship.  But sacrifice is.  Again, foreshadowing any quality of a character is as necessary as breathing to a man

-if you foreshadow conflict you’re promising the very substance of existence

-foreshadowing is not conflict yet, but we are eagerly waiting for the fulfillment of the promise of it.  In conflict we are forced to reveal ourselves.  It seems that self-revelation of others or ourselves holds a fatal fascination for everyone

-both sides are on the verge of losing or winning everything.  The very determined set-up between these people creates tension, which, in our lingo foreshadows conflict

-unrelenting people facing each other in a show-down fight foreshadows merciless conflict to the bitter end

-determined foes, under no circumstances, can or will compromise.  One must destroy the other in order to live.  Add this all up; it certainly foreshadows conflict

Point of Attack
-when should the curtain rise?  What is the point of attack?  When the curtain goes up, the audience wishes to know as soon as possible who these people on the stage are, what they want, why they are there.  What is the relationship between them? 

-yet, the characters in some plays prattle a long time before we are given a chance to know who they are and what they want

-it is pointless to write about a person who doesn’t know what he wants, or wants something only halfheartedly

-if he has no internal and external necessity to achieve this desire immediately, that character will be a liability to your play

-what makes a character start a chain of events which might destroy him or help him to succeed?  There is only one answer: necessity.  There must be something at stake - something pressingly important

-if you have one or more characters of this kind, you point of attack cannot but be good


A play might start exactly at the point where a conflict will lead up to a crisis


A play might start exactly a point where at least one character has reached a turning point in his life


A play might start with a decision which will precipitate conflict


A good point of attack is where something vital is at stake at the very beginning of a play

-in each of these plays - in every work which one can unblushingly call a play - the curtain rises when at least on character has reached a turning point in his life
-what is a momentous decision?  One that constitutes a turning point in the character’s life

-necessarily the type of decision or just preparation for a decision cannot be as sweeping as in the big movement

-before one can arrive at a decision there are minutiae: doubts, hopes, vacillations.  If you wish to write a drama around a transition, utilizing this preparatory state of mind, you must amplify these minutiae, enlarge them so that they are visible to the audience.  A supreme knowledge of human behavior is necessary for one to write such a play

-we must start a play at a point of decision, because that is the point at which the conflict starts and the characters are given a chance to expose themselves and the premise

-the point of attack must be a point of decision or preparation for a decision

-good orchestration and unity of opposites ensure conflict; the point of attack starts conflict

-if a man contemplates murder, he is not particularly interesting.  But if he plots with others or alone, and decides to commit the murder, the play is started.  If a man tells a woman he loves her, they can continue in that vein for hours and days.  But if he says “let’s elope,” it may be the beginning of a play

-the conflict was inside her mind, invisible.  There was no antagonist

-a play should start with the first line uttered.  The characters involved will expose their natures in the course of conflict.  It is bad playwriting first to marshal your evidences, drawing in the background, creating an atmosphere, before you begin the conflict

-whatever your premise, whatever the make-up of your characters, the first line spoken should start the conflict and the inevitable drive toward the proving of the premise

-it had no tension because there was nothing important at stake
-without the right point of attack, the play will drag.  It will drag because there was nothing vital at stake at the beginning of the play

-an author must find a character who wants something so desperately that he can’t wait any longer.  His needs are immediate

-you have your story or play the moment you can answer authoritatively why this man must do something so urgently and immediately.  Whatever it is, the motivation must have grown out of what happened before the story started.  In fact, your story is possible only because it grew out of the very thing that happened before
-it is imperative that your story starts in the middle, and not under any circumstances, at the beginning

Transition
-nature never jumps.  She works in a leisurely manner, experimenting continuously.  The same natural transition can be seen in mammals

-the gradual change, transition, works everywhere, silently building storms and destroying solar systems.  It helps the human embryo to become an infant, an adolescent, a young man, a middle-aged man, an old man

-now let us see the transition between friendship and murder:


friendship - disappointment - annoyance - irritation - anger - assault - threat - premeditation - murder

-between “friendship” and “disappointment” for instance, as between the others, there are still other smaller poles with their own transitions

-if your play will go from love to hate, you have to find all the steps leading up to hate

- if you try to leap from “friendship” to “anger” you necessarily leave out “disappointment” and “annoyance.”  This is a jump, because you left out two steps which belong to the dramatic construction as your lungs or live to your body

-the movement is complete.  The poles were “anger” and “forgiveness.”  In between: transition

-it is possible, in life, that such a transition would take place in a split second of thought.  But Ibsen has translated that thought into action, so that the audience can see and understand it

-it is possible that a person flares up instantaneously at the very moment the insult occurred.  Even then subconsciously the person went through a mental transition.  The mind received the insult, weighed the relationship between the insulter and himself; found that the insulter was an ingrate, misused their friendship and on top of it insulted him.  The lightning review of their relationship made him resent his attitude.  Anger and explosion followed.  This mental process might have happened in a split second.  The instantaneous flare up as we see it, then, wasn’t a jump, but the result of a mental process however quick

-since there is no jump in nature there cannot be one on the stage either.  A good playwright will record the minute movements of the mind as a seismograph jots down the slightest oscillation of the earth thousands of miles away

-the audience has to take al the steps which lead to the conclusion, whether that conflict happened in just that way or in the person’s mind

-of course, such plays are slow moving, but they contain conflict, crisis, climax, on a smaller scale

-in these tiny, split-second movements with which we are concerned.  Analyze a transition and you will find that you know the character better

-the conflict rises higher and higher, and between one conflict and the next conflict, there is perpetual transition, which makes dynamic conflict possible

-an almost universal fault of mediocre writers is ignoring transition, but believing that their portrayals are true to life

-melodramas and stock characters have no transition which is the lifeblood of real drama

-without transition there cannot be development or growth

-considered qualitatively, it is...self-evident that the universe is never for any two successive moments the same

-it is self-evident that a play is never for any two successive moments the same

-a character who travels from one pole to the opposite one has to be on the move constantly to traverse this immense space in the allotted two hours in the theater

-this is transition: we are never, for any two successive moments, the same.  And transition is the element which keeps the play moving without any breaks, jumps, or gaps.  Transition connects seemingly unconnected elements, such as winter and summer, love and hate

-one, two, three, four, five, six, seven, eight, nine, ten This is the perfect rising conflict.  The jumping conflict is erratic: one, two - five, six - nine, ten

-in life there is no such thing as a jumping conflict.  “Jumping to a conclusion” indicates an acceleration rather than a break in the mental processes

-the author never gave him a fighting chance - he determined his fate, instead of letting him figure it out for himself

-if you suggest a movement in transition, and this suggestion throws a light on the working of the character’s mind, we think it is sufficient.  It depends upon the dramatist’s ability

Crisis, Climax, Resolution
-in birth pains, there is crisis, and the birth itself, which is the climax.  The outcome, whether it is death or life, will be the resolution

-in every act, crisis, climax, and resolution follow each other as day follows night

-a turning point in life is a crisis.  The culmination of all that went before; the climax

-the crisis, and climax rise to a higher plane than the previous ones

-death is a climax.  Before death is crisis, when there is hope - however slim it is.  Between these two poles, transition.  A turn for the worse in the patients condition or an improvement will fill that space

-crisis: a state of things in which a decisive change one way or the other is impending
-the climax can still be ruined if any character weakens for some reason or other

-crisis and climax follow each other, the last one always on a higher plane than the one before

-a single scene contains the exposition of premise for that particular scene, exposition of character, conflict, transition, crisis, climax, and conclusion.  This procedure should be repeated as many times as there are scenes in your play, in an ascending scale

-the characters are made known to us (exposition) through conflict.  Every line spoken throws light on their traits and relationships 

-nature works dialectically; she never jumps.  In nature all the dramatis personae are well orchestrated.  The unity of opposites is ironbound, and the crisis and the climax come in waves

-a man steals: conflict.  He is pursued: rising conflict.  He is caught: crisis.  He is condemned by the court: climax.  Transferring him to prison is the conclusion

-there is no beginning and no end.  Everything in nature goes on and on.  And so, in a play, the opening is not the beginning of a conflict, but the culmination of one.  A decision was made, and the character experienced an inner climax.  He acts upon his decision, starting a conflict which rises, changing as it goes, becoming a crisis and a climax

-the shortest scene contains all the elements of a three-act play.  It has its own premise which is exposed through conflict between the characters.  The conflict grows through transition to crisis and climax.  Crisis and climax are as periodical in a play as exposition is constant

-what is crisis?  “Turning point; also a state of things in which a decisive change one way or another is impending

-almost immediately after the climax, the promise of punishment and a just future brings down the curtain

-there is no moment in a play which does not grow from the one before it.  Any scene should be supreme in its moment.  Only an integrated scene has the vitality to make us eager for the next

-if we consider only the obligatory scene, we might be likely to concentrate on just one tense scene in a play, forgetting that the scenes before it need equal attention.  Each scene contains the same elements as the whole

-the play as a whole will rise continuously, reaching a pitch which will be the culmination of the entire drama.  This scene will be more tense than any other, but not to the detriment of any previous scene, or the play will suffer

-not one but many obligatory scenes created the final clash, the main crisis - the proving of the premise

Exposition
-exposition: a setting forth of the meaning or purpose of a writing; designed to carry information

-now then, what do we want to expose?  The premise?  The atmosphere?  The character’s background?  The plot? 

The scenery?  The mood?  The answer is, we must expose all these at once

-“exposition” itself is part of the whole play, and not simply a fixture to be used at the beginning and then discarded

-exposition should proceed constantly, without interruption, to the very end of the play

-reading aloud a letter to expose the background of a character is a poor device

-if you read any good play, you will notice that the exposition is uninterrupted, continuous to the drop of the last curtain

-whatever a character does, or does not do, whatever he says or does not say, reveals him

-the moment you stop exposition in any part of a play, the character stops growing, and with it, the play

-what most teachers call exposition, we prefer to call “point of attack”

-in other words, conflict is really exposition

Dialogue
-in a play, dialogue is the chief means by which the premise is proved, the characters revealed, and the conflict carried

-really fine dialogue is impossible unless it follows clearly and validly from the character that uses it; unless it serves to show, naturally and without strain, what has happened to the characters that is important to the action of the play

-only a rising conflict will produce healthy dialogue

-and no matter how clever connective dialogue is, it is always very shaky because it has no solid foundation

-dialogue must reveal character.  Every speech should be the product of the speaker’s three dimensions, telling us what he is, hinting at what he will be

-dialogue must reveal background

-dialogue grows from the character and the conflict, and, in turn, reveals the character and carries the action

-save words.  Art is selective, not photographic, and your point will carry further if unhampered by unnecessary verbiage

-sacrifice “brilliance” for character, if need be, rather than character for brilliance

-it is possible to have lively, clever, moving dialogue without the loss of a single growing character

-let the man speak in the language of his own world

-you need not make a speech into protest

-make clever language truly part of the play.  Remember that your drama is not a vaudeville skit. “Gags” for their own sake ruin continuity, and they must fulfill some function besides “getting a laugh”

-it must work within itself on the principle of slowly rising conflict.  When you name several things you save the most impressive for last

-even the voice recognizes growth: one, two, THREE, we say; not ONE, two, three

-just as conflict must come from the character, and the sense of the speech from both, so must the sound of the speech come from all the others.  The sentences must build up as the play builds up, conveying the rhythm and meaning of each scene by sound as well as sense

-consider, therefore, the idiom your people will employ, and their voices, and the methods of delivery.  Think of their personalities, and backgrounds, and the influence of these on their speech.  Orchestrate your characters, and their dialogue will take care of itself

-one thing more.  Do not overemphasize dialogue.  It must fit into the play without jarring

-dialogue often does this, breaking away from the character and diverting attention to itself

-in summary, then: good dialogue is the product of characters carefully chosen and permitted to grow dialectically, until the slowly rising conflict has proved the premise

Experimentation
-every great writer, painter, musician, has broken some ironclad rule which was held sacred

-do not look for special effects, surprises, atmosphere, mood, without knowing that all of them and more, are in the character.  Experiment as you choose - but within the laws of nature

-they must have certain basic elements in common - the three dimensions.  Beyond that, you can experiment as you choose.  You can emphasize one trait above another; you can enlarge details; you can deal with the subconscious; you can try a variety of effects in form.  You can do anything conceivable, as long as you represent character

-every experiment, no matter how bad the result, is worth the labor put into it in the long view.  Nature too, is experimenting constantly

-if you know anything about natural history, you will have been struck by the way in which nature tries every conceivable method of expressing herself

-in a bad play, people live as if they were self-sufficient, alone in the world

-everything in nature and in society is dependent on other things, whether it be an actor, the sun, or an insect

-this so-called experiment by nature is no experiment at all, because it happened under the inescapable force of necessity.  Necessity makes characters do things they would never think of doing under normal circumstances

-experimentation, even if we refuse to accept it, is good, because we learn from it

-we want to emphasize over and over again that nature is invariably dialectical in all her manifestations

The Timelessness of a Play
-if you have a deep rooted conviction, write it, regardless of what the public and the managers think.  The moment you try to think with another man’s head, you might as well stop writing.  If your play is good, the public will like it

-everything is timely if it is well written.  Human values remain the same if they grow naturally out of the forces around them

-we are given the chance to contrast his day with ours.  We can see the progress which has been made since then, and guess the road ahead of us

-plays which are valid and well written, will reflect their time forever

-if he had created tri-dimensional characters; if he had penetrated their backgrounds, their motivations, their relationships with society, their premises, their disappointments, the plays would have been worth seeing

-character possesses limitless energy, but many playwrights have yet to learn how to release it and use it for their purposes

-environment is included, and that that means a thorough knowledge, on your part, of the customs, morals, philosophy, art, and language of that time

-you must know that era as you are supposed to know your own

-the timelessness of your play will be timeless if you realize your characters

Entrances and Exits
-your tempo may change, should change, but motivation must remain.  The cause and the effect must be present clearly and logically

-people can’t wander in and out without rhyme and reason

-entrances and exits are as much a part of a play’s framework as are windows and doors in a house.  When someone comes in or goes out he must do so of necessity.  His action must help the development of the conflict and be part of the character in the process of revealing himself

-the play has characters, but not growth, which is why it is static, making its chief purpose the exposition of these brutal, demoralized creatures

-if you are interested not in writing good plays, but in making money quickly, there’s no hope for you.  Not only won’t you write a good play; you won’t make any money

-sincerity cannot be manufactured, cannot be injected into a play when you do not feel it

-we suggest that you write something you really believe in.  And, for heaven’s sake, don’t hurry.  Play with your manuscript, enjoy yourself.  Watch your characters grow.  Draw characters who live in society, whose actions are forced by necessity, and you will find that you’ve bettered your chances of selling your play.  Don’t write for the producers or for the public.  Write for yourself

-the difference between a drama and a melodrama:


-in a melodrama the transition is faulty or entirely lacking.  Conflict is overemphasized.  The characters move with lightning speed from one emotional peak to another - the result of their one-dimensionality

-transition must be present to make even a three-dimensional character believable.  The lack of transition produces melodrama

On Genius
-genius is a transcendent capacity for taking trouble first

-from a maximum of observations the talented man draws a minimum of conclusions, whereas the genius draws a maximum of conclusions from a minimum of observations

-genius: the mental endowment peculiar to an individual; that disposition or aptitude of mind which qualifies a person for a certain kind of action or special success in a given pursuit; extraordinary mental superiority; unusual power of invention or origination of any kind

-the “genius” can learn more rapidly than the average man.  He is inventive, he does things which do not occur to the ordinary person.  He is mentally superior. But none of this means that a “genius” can be truly a genius without serious study

-a genius has the ability to work at something longer and with more patience than any other man

-no one is born to be great.  We love one certain subject more than any other.  Given all we need to further our knowledge, we are likely to make great strides; forced to do something else, we become disgruntled, discouraged, and end in failure

-success is a happy combination of circumstances which help a genius to expand, to produce the thing for which he has infinite capacity

-“genius is the happy result of a combination of many circumstances”

-yet we must not forget one important attribute of the genius: an infinite capacity for taking pains in the field where his interest lies

-although geniuses are equipped with uncommon powers of mental absorption in their particular fields, many of them are never given the chance to approach the thing in which they are interested.  Remember that most geniuses are one-sided, and you will see that in an alien atmosphere they have no chance to develop

-a fish out of water is a dead fish, and a genius kept from his art is often a simpleton

What is Art?
-a man not only represents himself and his race, but mankind

-destroy any branch of this well-organized society and all of it will perish

-put together, these individuals make an individual society.  Every part functions separately; co-ordinated all these separate parts make one man.  And a man, too, is only part of the whole: mankind

-it is for this reason that you had best be your brother’s keeper; he and you are parts of the same whole, and his misfortune necessarily affects you

-art is, in a microscopic form, the perfection not only of mankind but of the universe

-the universe is governed by the same general laws that govern human society. The compound, the mechanism, the action and reaction are the same

-when a dramatist creates one perfect human being he reproduces not only the man but the society to which he belongs, and that society is only an atom of the universe.  So the art which created the man reflects the universe

-his knowledge of the exact sciences does not include imagination, taste, grace in actual execution

-others utilize data, obey the rules which they find valid, and fuse this information with their emotions.  They lift their knowledge on the wings of their imagination, and create a masterwork

When You Write a Play
-be sure to formulate a premise

-your next step will be to choose the pivotal character, who will force the conflict

-the pivotal character must be a person who will go all the way 

-the next step will be to line up the other characters.  But these characters have to be orchestrated

-the unity of opposites must be binding

-be careful to select the correct point of attack.  It must be the turning point in the life of one or more of your characters

-every point of attack starts with conflict

-you want only rising and foreshadowing conflict

-no conflict can rise without perpetual exposition, which is transition

-rising conflict, the product of exposition and transition, will ensure growth

-characters who are in conflict will go from one pole to another -like hate to love - which will create crisis

-if growth continues in a steady rise, climax will follow crisis

-the aftermath of climax is the conclusion

-be sure that the unity of opposites is so strong that the characters will not weaken or quit the play in the middle. Every character has to have something at stake, as for example, property, health, future, honor, life.  The stronger the unity of opposites, the more certain you can be that your characters will prove your premise

-dialogue is as important as any other part of a play.  Every word uttered should stem from the characters involved

-a play can be judged before it reaches actual production.  The premise must be discernible from the beginning.  We have a right to know in what direction the author is leading us.  The characters, growing out of the premise, necessarily identify themselves with the aim of the play.  They will prove the premise through conflict.  The play must start with conflict, which rises steadily until it reaches the climax.  The characters must be so well drawn that, whether or nor the author has declared their individual backgrounds, we can make out accurate case histories for each of them

-if we know the composition of character and conflict, we should know what to expect from any play we read

-between the attack and counterattack, between conflict and conflict, is transition, holding them together as mortar holds bricks. We will look for transition as we look for characters, and if we do not find it we will know why the play progresses by leaps and bounds, instead of growing naturally.  And if we find too much exposition, we know that the play will be static

-when the characters are obscure, the dialogue rambling and confused, we need no production to determine whether the play is good or bad.  It must be bad

-a play should start at a turning point in the life of one of the characters.  Similarly, we can learn in our first few minutes of reading, whether or not the characters are orchestrated

-the dialogue must stem from the character, not the author.  It must indicate the character’s background, personality, and occupation

-if we read a play which is cluttered up with people who do nothing to further the ultimate aim, who are there simply for comic relief or variety, we know that the play is fundamentally bad

-every man writes as he pleases, bu there are certain rules he must follow

-as a matter of fact, a writer like James Joyce sets up rules far more rigid than the average writer is able to follow.  So, in playwriting, there is no conflict between personal approach and basic rules.  If you know the principles, you will be a better craftsman and artist

How to Get Ideas
-whenever you have a fully rounded character who wants something very badly, you have a play.  You don’t need to think about situations.  This militant character creates his own situations

-when you take a basic emotion, you might as well emphasize that emotion or trait

-if you write about love, you should write about great love.  If you write about ambition, it should be ruthless ambition.  If you choose affection, it should be possessive affection.  They generate conflict

-it is not enough, of course, to know that a person is possessive; you must know why.  Generally, insecurity and the desire to be important are the fundamental reasons for all exaggerated traits

-drama must not only entertain but teach as well.  The dramatist interprets man to man.  When you see a character on the stage causing unhappiness, you might recognize yourself in the same act

 Abusive: an abusive character suggests one who doesn’t realize his own shortcomings.  He is shortsighted, narrow- minded, lacks imagination.  He tries to do the right thing but can’t.  He doesn’t know how.  This man will inevitably  force you into conflict

Accuracy: can you imagine living with a man who is accurate twenty-four hours a day?  Such a person must be abhorrent; his perfection demands perfection from everyone else.  The perfectionist is not aware that he is an ordinary human being too, who also has faults and weaknesses.  And so, such an individual must create conflict with the people around him

Conceit: a conceited person must necessarily be hypersensitive.  He is quick to take offense at any real or imaginary criticism.  He is terribly insecure that he must bloat his own ego constantly to reassure himself of his own importance.  He must always have things done his own way, and it takes adroit handling and diplomacy on the part of others to accomplish anything with him.  Such a person must inevitably lose the love, affection, and respect of those around him 

Dignity: a overdignified person should be good material for a comedy.  Your character would be pompous, a stuffed shirt, mortally afraid of stepping out of line the least bit.  Put him in conflict with a person who is just is opposite, make sure to create a unity of opposites between them so that they cannot separate

Wisdom: too much of anything, even a good thing, can be very irritating.  Your wise person who is always right, who never makes a mistake, can make the ordinary mortals around him feel very stupid and unimportant.  Even though they admire and respect him, the fact that he makes them feel inferior instead of making them love him, which he desires most, makes them rebellious, resentful, and angry

-there are in fact, thousands of human traits, emotions, qualities which can create characters for a story

-you can take an honest-to-goodness person, a real individual, but with one of these traits exaggerated

-anybody who overdoes something is good material for a story.  Remember: your characters must be militant.  A militant person is bound to expose himself through conflict.  The secret of happiness is the understanding that no one is perfect; we must always realize that there is room for improvement for all of us

-you must feel your story deeply - in fact, it should be a conviction of yours.  You must never be afraid of conflict in your writing, because if you do, you will have a dull and static piece of work in whatever form you happen to use

-even a good idea at best in only an idea.  What is an idea anyway?  A seed.  Nothing more, nothing less.  It’sup to you to do something with it

-allegory or any imaginative conceptions are good only if they represent human aspirations

-look around you and be observant.   Be observant and you will be forced to admit that the world is an inexhaustible pastry shop and you are permitted to choose from the delicacies the tastiest bits for yourself

What makes a ruthless character?

-something vital at stake, can’t turn back, determination, ambition, desperation, cornered - trapped, fear of failure, truthfulness, great passion (love, hate, greediness, jealousy), fixation on a goal, self-centeredness, one-track mind, farsightedness, revengefulness, opportunism, greediness, vindictiveness

A shiftless man suggests:

-day-dreaming, lack of initiative, laziness, one who has no objective in life, devil-may-care

A clever man suggests:

-shrewdness, quick-wittedness, persuasiveness, observation, intellect, talent, a good psychologist

A bored person suggests:

-slow-wittedness, egotist, self-centeredness, worry or fear, lacking in insight (observation or intelligence) Blase

Ill-temper suggests:

-inconsiderate, irascible, nervous, lacking in understanding, impatient, frustrated, hating, sick, self-willed, spoiled, quick-witted

Anti-social suggests:

-cruel, rapacious, inhibited, inhuman, ruthless, anything which hurts mankind, bigoted, perverse

Love of Luxury suggest:

-self-indulgent, sensuousness, self-expression, great hunger for beauty, decadence, over-indulgence

Self-righteousness suggest:

-hypercritical, bigoted, fearful, insecure, inferiority complex, domineering, egotistical, selfishness, gossipy, fighter

Mistrustfulness suggest:

-insecurity, guilt complex, skepticism, sneakiness, vanity, cowardly, unhappy, no power of evaluation, inferiority complex

Bigotry suggests:

-narrow, judging others according to a single set of standards, conformist, righteous, unimaginative, cold anger, propriety, inflexibility, reactionary, formal, courteous, polite, zealot, guilt complex

A cad suggests:

-egotist, unscrupulous, selfishness, envy, insecurity, vanity, fickle, loneliness, inferiority complex, lacks ability to do something creative

Ambition suggests:

-rebellion against the status quo, desire for recognition, desire to justify existence, dissatisfaction, craving to change, craving for fame, escape from frustration, craving for power, jealously, control, desire to entertain, self-fulfilment, ruthlessness, desire to be secure

-there are times when the most normal people feel that the most dreadful revenge is an absolute necessity.  A writer is supposed to catch people in crises.  Unfortunately, in a crisis, no one behaves normally

-when we read in a story or see on the stage, cruelty, violence, abuse, and all the passion that will transform men into beasts, we really see ourselves as we were, perhaps only for moments, sometime in our lives

-let me emphasize it once more - it is worth your while to write about people only when they have arrived at a turning point in their lives.  Their example will become a warning or an inspiration for us

-to become a playwright you should be a man with imagination and common sense, to begin with.  You must be observant.  You must never be satisfied with superficial knowledge.  You must have patience to search for causes.  You must have a sense of balance and good taste

-you should know economy, psychology, physiology, sociology.  You can learn these things with patience and hard work - and if you do not learn them, no approach will make a good playwright

