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"HOW AND ™WHAT" ,
ACTION AND COUNTER-ACTION

Twolfth Night
Shakegpetre

"HOU™ ﬁﬂ? "WHAT™

Lot uo take the oxample of Twelfth Night. In the
fifﬂtlsir Tabuy geeney We find all the variety of bolorﬁ to
be faunﬁ in the whole ﬁlny. It Lo tho gomut of all tho
culorﬂ..thuJﬁyntofy,‘all the conspiracy, all #hn love, 2ll
thﬁ tundnrnann, all tho tgqgndy, ﬁlllthn iptrigun_fhnvorything.
It io the knleidqﬂcnpiclnéﬁnn‘inpwﬁiqh everything ioc what it
lin in fhn whﬁid play. I¥¢ iﬁ tho pallotte frem whiéh tho whole
play can be painted. | e

We mqnt have tho improssion here that ﬁq have when

wo gcee & nagle citj liko Venico for the first tino at night -
Vg are incapahln uf'taking'lt 21l in, but aftor we have lived
in Venico for a whilo wo will know it better and in mora pParte
icular ways. This ioc then the collar sconc. -In the first
Tobey scene, Shakespeare has given everything - ﬁll ihn "hotig"
that are in the pluﬁ. It must.cruate all the illusions - the
whole of tho theatre is an 1lluslion. :

In comady the charﬂctarﬁ aro thﬂ ine
portant thing, and the world in which they live. Thorefore,
the characiters must be étrungly developed, and 21so the atmos~
phereﬁ in which they play, For instance, the fine composer

and the good orchestra can givn'uﬂ the illusion that a2 small

orchestra can give us the impression that it is a huge orchestra,
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while a large, ﬁad one can glve & small effectes

ifhat io meﬁnt by "how® and "what"? The "how” ig
the artistic form, while tho "what" is the content. Ve canrot
have only "what® boctiuso then thero is no theatre art, and
"how®™ alone gives only dreans and vague iduau. The "what®
iz the oimplo stralzht line of the meaning, the idea or ideas
of the plays; the main content -~ the "how® ig arrived at by
guch artistic moano oo atmocphere, movement, intonation,
enotional movenent, radiation, ote., etece In tho {;nnlﬁ
complote productiocn, the "how®™ and the *what® nust bo folt
togother as cnes .

Tho danger ic that after actors have found the "hou"®
and "what® they forget 1t, and juct do the thing skilfully.
Wo nust become gkilfull, but this muot not kiil tho original

frochneoo of the *how® and "what,®

ACTION AND COUNTER-~ACTION:

Thore nugst be actien and counter-acticn in tho compo-
oltion of ecach scene, in each moment of the play. The counter-
action can be made to underline the actien.

Tho direcctor, in approaching the play from the point
of view of producticn, nust first analysze it from tho point
of "how® and "what,” and find its compositicon, Also from the
point of view of action and counter-action, hoving, of course,
decided on tho gtylo of the play.

Arigstotle spoke about tragedy ng o cathursiq; it
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is a miracle whon something happens on the stage -~ it ig a
myetery and an illusion, And we have such creative means to
reach this miracles VWe can study end create miracles insteazd
of relying on acclidents and high moecds. *“How® and ®"what® is
a gtep to tThio place where the miraclo lies. The nmiracle on
the gstage can bo c¢created if we have the right conscious means -
tho MGﬁhﬂd; Wie know tho holl of the theatrae, but we can algo
know tho ideal theatro if we work conseiously and concretely
with all the means we have, It 8o just tho same with the
1ittle boy who learns hio a,b,c,and then later on in 1life
baecones Goethol |

Shakoopearo was at nonents go high -~ in tha life of
Romeo and Juliot; which dovelops after thoir denthy and on tho
other hand, heo know tho.rcul value of the earthy thingo of
life - enting and driﬁklng - the right of the human being to
enjoy the 1ife on carth.



