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Abstract

ABSTRACT

The dissertation is a ‘critical edition' of a system of actor training
based on three main sources: a vocabulary of movement analysis developed
by Rudolf Laban in the last years of his life and mostly unknown until
now; C. G. Jung's theory of psychological functions and types; and the
acting system of C. Stanislavski and his main followers. The three strands
were brought together by the British acting teacher Yat Malmgren, who has
taught his system for over forty years to some of the major figures of
world theatre and film: Peter Brook, Pierce Brosnan, Simon Callow, Sean

Connery, Anthony Hopkins, Adrian Noble among others.

The dissertation is presented in two volumes:

- Volume I sets the system in context, historically as well as in terms
of the current discourse about the nature of acting. It includes a survey
of its origins, followed by an in-depth examination of its three main
sources, focusing on the central concept of energy in acting. Further
chapters describe:

a. a systematic, step-by-step psychophysical approach to analysing
character, the actor's own self and to ways of bridging the two in the
process of transformation. The author captures the salient features of a
method of work which informs much current Western acting practice.

b. the light thrown by the system on the idea of theatre character. The
author puts forward the idea of a character 'independent' of both actor
and text.

c. the applications of the system in training and professional practice,
based on interviews with a number of prominent British actors and

directors.

- Volume II is more technical in nature - it consists of a detailed,
annotated description of the system. It is based on a free transcript of
recordings of Yat Malmgren's teaching and amounts to a 'manual' for those
interested in studying and/or teaching the system. The volume is
illustrated throughout. Appendices include original materials derived from
Laban's last years of work, published here for the first time.
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Introduction Preface

PREFACE

This thesis describes a method of theatre character analysis and training
which I have christened the 'Laban-Malmgren System' in deference to its
two originators: the choreographer Rudolf von Laban and the dancer and
teacher of acting Yat Malmgren. Laban's impact on dance and movement
education in this country is well documented. Yat Malmgren's teaching has
also affected a number of major figures on the post-war British theatre
scene, from Peter Brook, Anthony Hopkins and Sean Connery in the fifties
to more recent disciples such as Pierce Brosnman, Simon Callow and Adrian
Noble. Despite his undoubted influence on a constellation of former
pupils, however, his work is as yet little known to the wider public.

In a teaching career spanning over four decades, Yat Malmgren developed
certain ideas left by Laban and his collaborators into a theory of
character analysis designed specifically with the theatre in mind. At
first this was done to help the work of the professional actors who
attended his private Studio in the West End of London; then for acting
students at the R.A.D.A. and the Central School of Speech and Drama. Since
1963 Yat Malmgren has taught the system at the Drama Centre, the London
acting and directing school he co-founded and whose Director he still is.
He and his disciples have taught in the United States (notably at the
American Conservatory Theatre school in San Francisco), in Sweden,
Australia, Canada, Israel, Greece, etc.

The thesis is therefore concerned with a critical account of Yat
Malmgren's particular approach to analysing and creating theatre
character. This approach is based on a deceptively simple idea: between
certain psychological and certain physical functions there is a direct
correspondence. The method of work which emerges from this basic principle
is therefore concerned first with the psychological understanding of
characters; secondly with their physical realisation in action. The pages
which follow examine in detail this method and its roots: the various

schools of thought and practice upon which the founders drew in
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Introduction Preface

establishing the system and the way in which these influences are drawn
together in a unique synthesis. In travelling on the intricate ways and
byways of the system, however, the reader ought to keep in sight these
simple pointers:

the system consists of a classification of characters into six
fundamental types called the "Inner Attitudes”. The actor uses them
in two ways:

a. he places the character into one of these groups.

b. he trains, through simple acting exercises, to recognise each of
these types in himself.

This process enables the actor to begin the process of
transformation into the character.

This is the raison d'etre of the system and its attraction to actors,
directors, teachers and students of acting. The description which follows
explains the criteria by which one arrives at the six types and outlines
the implications and applications of this approach to acting and the
teaching of acting.

Over the years of working on this complex material I have sometimes been
asked whether I was writing a 'manual for actors' or an 'essay' on the art
of acting. I must confess I have difficulties seeing the difference. Can a
text addressed to the actor be anything but a discourse on a certain view
of theatre? Are Stanislavski's books only descriptions of exercises and
"psycho-technique™ Have they not a whole subtext of assumptions, very
explicit at times, on the realistic nature of theatre, on its social
function, on empathy? And are Grotowski's and Meyerhold's writings only in
the way of theoretical manifestos, or do they begin to make sense only
when they describe productions and rehearsal processes? As Grotowski
showsl, someone like Artaud, who only writes "proposals” - that is a form
of theatrical 'ideology', without a method and technique - cannot really
be put into practice. And texts made purely of exercises often raise more
questions than they answer. Therefore this thesis is both a practical and

a theoretical description. The reader is invited to look at it from both

1 Jerzy Grotowski: Towards A Poor Theatre, New York, Touchstone Books,
1968. p. 118
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Introduction Preface

points of view: not only from the 'normal' observation point of the
spectator, but also from what Eugenio Barba calls the "complementary point
of view® -~ that of the performers themselves. The system is first and
foremost concerned with establishing a possible method of work for the
actor. As a consequence, it also evolves a specific understanding of the
Idea of theatre character. Thirdly, it is concerned with some aspects of
training. As Sartre says, "all technigue leads to metaphysics".

However, one thing must be made clear: although this is a movement-based
system, and its practical applications often use elements of movement, the
reader looking for a description of physical exercises risks being
disappointed. Unlike the work of Grotowski and predecessors such as
Delsarte and Meyerhold, the Laban-Malmgren system is concerned primarily
with the laws of expressive movement on stage, not its realisation in
exercises. Yat Malmgren and his colleagues do teach movement, in related
but separate courses, but their exercises are not special in themselves:
the work done at the Laban Centre, the exercises described by Dalcroze, by
Grotowski and others are essentially similar to one another? and indeed to
the exercises taught at the Drama Centre and in other British drama
schools.3 What is special is the relationship between these exercises and
Yat Malmgren's theoretical course on "Movement Psychology". The point of
the system lies not in its physical aspects, important as these are in
training, but in the wunderlining philosophy and in the theoretical
underpinning which it provides for all Western systems of movement. In
this respect the system is closest to the work on "theatre anthropology"”
developed at the 0Odin Theatre and the ISTA by Eugenio Barba. Like Barba,
Laban and Malmgren are concerned first and foremost with the laws which
determine the "pre-expressive™ platform upon which all theatres are
built. The system therefore invites actors not to learn a specific
technique, but to "learn how to learn”. It attempts to describe, to use
Barba's phrase, "the technique of technigues™.

1 Eugenio Barba: The Paper Canoe, London, Routledge, 1995. p. 11

2 gee for example, Grotowski's reworking of Stanislavski's exercises based
on observing a cat. ("Towards a Poor Theatre", p. 135)

3 The application of specific, Laban-inspired, movement exercises to
theatre 1s described extensively in Jean Newlove: Laban for Actors and
Dancers, London, Nick Hern Books, 1993.

4 Barba: "The Paper Canoe", p. 9

5 ibid., p. 10
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The thesis raises a number of fundamental questions in acting as well as
in the related fields of movement, psychology and philosophy. Its purpose
is not, however, to provide an 'ultimate explanation' or ‘'scientific
proof' of the validity of the approach to acting it describes. Further
research based on this material may throw additional 1light on its
implications, which are far from being exhausted here. This thesis,
however, is consciously designed in the form of an 'annotated edition'
setting for the first time in writing the Laban-Malmgren system and noting
its points of contact with other authorities. 1In addition, the
Introduction places the system in context in terms of its sources and
draws parallels with related aspects of theatre, movement and
psychological theory.

Tracing the origin and evolution of these ideas is often fraught with
difficulties. Laban is notorious for not giving sources in his books. Yat
Malmgren only mentions in his teaching his main ‘'artistic heroes':
Stanislavski, the American actress and teacher Uta Hagen and, of course,
Laban himself. Both men wish to present their ideas to practitioners -
notoriously suspicious of intellectuals speculating about creative work -
as entirely original. This is not vanity: they know that their assertions
are likely to be absorbed more readily if not weighed down by an apparatus
of references. Therefore previous acting or related theories, if
acknowledged at all, are valued only because they confer legitimacy to
their own observations and conclusions.! However, seeing the work set down
on paper, therefore subject to the scrutiny of a readership with a range
of theatre-related interests, inevitably raises critical questions as to
the validity and origin of some of its assertions. I therefore feel it is
important at this, the first outing in print of the system, to place it in

1 In one of his earliest books, published while he was still in Germany,
Laban states: "I avoid deliberately mentioning the great ones of the
past...I have not found the core of my Iinsights in the works of
intellectual heroes. My experience came exclusively from dance
itself...Theoretical works on the dance as art...have confirmed the
correctness of my impressions...as have the works of the great thinkers
and creators.” (Rudolf Laban: Die Welt Des Tanzers, Stuttgart, Walter
Seiffert, 1920, Appendix, p. 253; unpublished translation quoted in Gordon
Curl: "A Critical Study of Rudolf von Laban's Theory and Practice of
Movement", MEd Thesis, Leicester University, 1967, p. 40)
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its proper context. This I do both in the Introduction and in the notes
which accompany the description of the system proper.

Finally, two sections examine its applications in training and
professional theatre practice:

The section on training is based on my own and other former students'
recollections of the way in which the system is passed on to student
actors. The chapter on applications in professional practice records the
traces left by the system in the daily work of a representative group of
British actors and directors, taught by Yat Malmgren at various stages of
his career. They were interviewed by me during the summer of 1996.
Throughout, Yat Malmgren, my other interlocutors and I use examples taken
from well known dramatic texts. In addition, Yat Malmgren refers
occasionally to actual performances, especially to productions which have
entered the post-war theatrical ‘'collective consciousness': Brook's
"Dream", Olivier's "Othello", Bergman's "Hamlet". In my descriptions,
however, I have tried to keep mostly to examples based on textual clues. I
am aware that examples taken from actual performances might seem more
appropriate in a discussion about character and acting. Unfortunately,
there is no way of ensuring that both writer and reader have detailed, if
any, recollections of particular performances. Filmed excerpts, even if
one could manage the technicalities of assembling a sufficient number of
suitable extracts on a video cassette or similar addendum to the text, are
often most unsatisfactory in reproducing the rapport between actor and
live audience on which so much depends in the theatre. The texts, on the
other hand, are a fund of knowledge commonly owned by all: by Yat Malmgren
and his students, by me and the reader. Unlike live performances, they can
be revisited, re-examined, re-interpreted. Constant reference to texts
guarantees that everyone shares the same experience.

Yat Malmgren's main way of recording his work consists of a typescript,
known amongst his pupils as the "Book".l The "Book" has been the basis of
Mr. Malmgren's classes at the Drama Centre and elsewhere, where successive

1 A copy of this typescript can be found at Appendix A. I shall refer to
it as the "Book" throughout. All bibliographical references are to pages
of the "Book" as appended.
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generations of students have set down 1ts contents from his 'commented
dictation'. Its main function is to list crucial concepts developed by
Laban in the last years of his life and bequeathed to Yat Malmgren in the
form of succinct notes and definitions.l These definitions, as well as Mr.
Malmgren's own additions, are listed in the "Book" in an organic order,
following the journey of acting energy from its innermost psychological
source to its outer, perceptible expression in movement and speech. In
addition, the "Book" contains a number of representations in graphic form
of central ideas of the system, designed as teaching aids. I have redrawn
these graphics using a computer programme and inserted them where relevant
in the central section of the thesis. Yat Malmgren's own typescript,
constantly updated over the years in the light of new discoveries made
during its practical application in acting training, is made widely
available here for the first time.

The typescript would make little sense, however, without the explanations
furnished by Yat Malmgren to his students. The classes given by Mr.
Malmgren to first year students at the Drama Centre during the 1990-1991
session were recorded and I have extracted from them extensive notes.2 One
must understand, however, that these are acting classes, not academic
lectures: the tapes record the live dynamic of the conservatoire, where a
turn of the corners of the mouth may say more than any number of words.
Moreover, Yat Malmgren, whose first 1language 1is Swedish, often uses

English terms in engaging yet idiosyncratic ways.3 Like all live teaching,

1 see below "The Origins of the System", pp. 20ff.

2 Mr. Malmgren taught three ninety minutes sessions every week for about
thirty weeks during the year. There are 92 tapes in all, numbered from 1
onwards. The first fifty or so are directly relevant to the thesis, as
they consist of Yat Malmgren‘'s commentary on Laban's definitions. The rest
are mainly taken up with practical exercises devised by the students as
part of Yat Malmgren's teaching method and are of direct relevance only to
the individual students whose work they feature. These tapes do offer
occasional comments of general import, but they often reiterate points
made earlier in the year. I therefore refer to them sparingly.

All references to the tapes are given with two numbers separated by a
hyphen. The first refers to the tape number, the second is the number of
the page in my notes where the particular reference is to be found. For
example, "Tapes: 22-3" means that a particular reference comes from page 3
of my notes to tape 22.

3 cf. Simon Callow: Being An Actor, London, Pengquin Books, 1985 (1984), p.
171: "I remember Yat Malmgren telling a student who’'d done a successful
exercise concerning his camera (which he loved): 'You can go round the
world on your camera.' Freely translated from the Swedish, this meant: You
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his classes are full of jumps, digressions, references to the plays in
which the students are performing, to current events, to other people in
the school. A student may be asked to sing in order to bring home a point;
a sequence of steps might be shown to illustrate another. The tapes also
contain numerous restatements - sometimes separated by weeks or even
months - of the same ideas, as is normal when students need to be reminded
of aspects of the work they may have overlooked. Translating all this into
a text accessible to the general reader seemed at times a hopeless task.

I chose not to give a verbatim account of the classes - given their nature
this would have been impossible anyway. Instead, what follows is a
personal retelling of the content of the tapes. Nevertheless, I follow
closely the order in which the concepts of the system are presented in the
"Book". Each section dealing with one of these concepts is preceded - as
it would have been in Yat Malmgren's classes - by the relevant definition
from the "Book" and consists of his comments on that definition, culled
from across the tapes. However, the sections are structured by me and the
explanations are articulated, mainly through my words, into a unified
discourse. I have traced the sources mentioned by Yat Malmgren and give
appropriate bibliographical references where needed. I have also conflated
the repetitions and only give tape references when an idea is introduced
for the first time or when new elements are added. There is no doubt that
much of the spirit and charm of Mr. Malmgren's classes is lost in the
process. I would hope, however, that in exchange something may have been
gained in the clarity and accuracy of the exposition. In the same spirit,
I have added a "Dictionary of Terms Used in the System" which precedes the
description of the system proper. It gives succinct definitions of the
terms used by Laban and Malmgren in ways specific to their work. It also
shows the way in which certain psychological concepts have been adapted

and integrated into the system.

will be able to discover a whole world of emotions and sensations in what
you feel for your camera and the depth of your knowledge of it. For
example, the sensation of clicking the shutter may be exactly the way in
which you tell someone that you don't love them..." Simon Callow is
neither the first nor the last to realize that Yat Malmgren's pithy
sayings needed 'translation' and elaboration in many more words than he
himself uses in class. This often accounts for the extended explanations
in Volume II of the thesis.
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The system builds up into a relatively complicated structure, as the pages
which follow make clear. The tapes only record one year of the three year
course followed by the students - inevitably, there are certain omissions,
gaps in the gloss on the "Book" which would have been remedied in
subsequent years of the course. Yat Malmgren filled in most of these gaps
and clarified a number of related points in a series of private interviews
with me. In a few cases - mainly to do with examples needed to illustrate
an aspect of the system - when neither the tapes nor my interview notes
were of help, I give my own instances. Furthermore, in writing one can
analyse texts to a level of detail which would be self-defeating in the
live class. I therefore sometimes build upon Yat Malmgren's examples of
scenes or speeches in order to supply the reader with an analysis detailed
enough to answer potential queries which a teacher might illuminate with a
slight inflection of the voice. As I hope to make abundantly clear in what
follows, the system is a live, dynamic tool which lends itself to any
number of interpretations and views on plays and characters. I have used
it in my own work as a director and teacher of acting for almost twenty
years. Inevitably, therefore, my examples reflect my own practice and
ideas. However, all such additions are marked in the notes and any errors,
of fact or of opinion, are entirely mine.
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aspects of Brazilian life and created a number of character dances steeped
in the Brazilian experience.! Most interestingly from our point of view,
he was taken on several occasions to watch the secret rites of the
macumba, the African-Brazilian form of ancestor worship similar to the
Haitian voodoo. There, as he often relates to his students, Yat Malmgren
found himself prone to go into trances and become a medium for the spirits
invoked by the macumba priestess. To his stupefaction, he discovered in
this strange way a principle which was to inform much of his later
teaching: he experienced the sensation of the peculiar state which allows
a performer to forgo his own nature and ‘'give in' to someone or something
else. This insight was woven into his continuing preoccupation with the
creation of characters, of 'other people', in his solo dances.

Yat Malmgren returned to Europe in 1947 to give a series of recitals in
Copenhagen, then on tour in Sweden and Finland. In 1948-49 he was invited
to join an international ballet company based in England and to that end
resumed his training in London and Paris. He worked as a soloist until
1953 when, following an injury, he started teaching at the International
School of Ballet in London and opened what was to become his famed Studio
at 26 West Street, Cambridge Circus. There he moved increasingly away from
ballet and dance and towards the application of movement to acting.
Between 1953-63 his classes at the Studio were attended by Peter Brook,
William Gaskill, Tony Richardson, Sean Connery, Harold Lang, Diane
Cilento, Fenella Fielding, Gillian Lynne, Anthony Hopkins and many others.
In 1955 he assisted Peter Brook on his production of "The Tempest", in
which he choreographed the role of Ariel for Brian Bedford. Soon after the
opening of the Studio, William Gaskill, then a young aspiring director,
heard that Laban had settled near London and was giving classes at the old
YWCA in Great Russell Street. He suggested that Yat Malmgren renew his
acquaintance.

The second encounter between the two men was to become, indirectly, the
cornerstone of the Laban-Malmgren system. To Yat Malmgren's surprise,

1 The dance critic of the newspaper ”"A Manha”, Rio de Janeiro, 1945: "It
is really surprising that a Nordic temperament, natural antipode to the
exuberance of our Brazilian psychology, could know how to penetrate so
profoundly the soul of our most representative type. ...To see Yat
Malmgren in "Malandro" is to feel all the Afro-Brazilian erotism...”
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Laban recognized him immediately and proceeded to invite him to his newly
founded "Laban Art of Movement Studio"” at Addlestone, near Weybridge in
Surrey. Following a demonstration, Yat Malmgren was asked to give classes
at the Studio, beginning with the Summer Term of 1954 and continuing
throughout the 1954/55 session. To this day, Yat Malmgren remembers with
gratitude the help given by Laban at a time when he was still struggling
to establish a second career.

At Weybridge classes started at eight even during the dark winter
mornings. On such a morning, probably in late 1954 or early 1955, Laban
met Yat Malmgren on his way to give a class and summoned him to his study.
Laban was agitated, obsessed by the idea that, as he put it: "everything
he had achieved was going to be lost”. William Carpenter, his close
collaborator for the previous year had just died and Laban had convinced
himself that all his work until then had only been a "beginner's trifle".
In the absence of the work he had been doing with Carpenter, he was going
to leave to posterity only an incomplete and unsatisfactory picture of his
ideas. He then proceeded to show Yat Malmgren a pile of recently made
notes: the product of his collaboration with William Carpenter.

Carpenter himself is an elusive figure, perhaps the least known and least
acknowledged of Laban's collaborators. His role in the evolution of the
Laban-Malmgren system was crucial, however. A tall, dark, very thin man
who spoke with a slight Irish accentl!, he came from a very different
background than the artists who surrounded him at Addlestone.2 A
successful engineer and businessman, he seems to have had a number of
nervous breakdowns in middle age and to have undergone therapy with a
Jungian analyst at the Withymead Centre near Exeter, an institution run by
Dr. and Mrs. Champernowne, two of the most active members of the incipient
"Laban Art of Movement Guild". They recommended to all their patients to

1 go Geraldine Stephenson remembers him

2 Information on William Carpenter's life and work is limited to hints
contained in two unpublished sources: a text written by Laban, entitled
"In Memoriam Bill Carpenter”, dated 1955, presumably destined to serve as
Preface to a book based on Carpenter's manuscripts and notes; and a brief
autobiographical passage contained in the Introduction to "Conflict and
Harmony Between Man and Woman - A Study in Movement Expression" by W. M.
Carpenter - the typescript of Carpenter's unfinished "fragment of a book",
as Laban calls it.
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Dhrector :
Lisa UrLimann

My dear Malmgren,

Established by Deed of Trust

October Bth,1955.

WOBURN HILL
ADDLESTONE, SURREY

Telephone :
Weybndge 2464

My recent absence for a much needed holiday
has delayed this letter.

For a long time I have desired to express
my great satisfaction and pleasure that you have found
in my theories such a solid basis and inspiration for

your activities as a dancer and dance teacher.

You have

contributed surely to the extension of our common ideas
concerned with the inner qualities of movement and their
application in art and life.

I was so glad to see, that these ideas can
be mirrored and developed by an independent personality to

fruitful practice.

It is admirable how,

in spite of the

struggle which always accompanies the activities of a
pioneer, you have remained so valiantly faithful to your
convictiongs. I am proud that my ideas were one of the
basic sources of your inspiration.

In your work at the Studio the practical
application of your educational gift has certainly contributed

to the good development of the students.

It was a great

help, not only in achieving skill but also an integrity of

purpose, which in my opinion,
future dance teacher.

clearly evident.

is so essential for the

The development of the students!
artigstic taste in the lines of such integrity has also become

It is unfortunate that the present circumsteances
do not allow of your active participation in this year's
School work here, but I hope very sincerely that this will
be a temporary interruption only.
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T 4o not think that you need a stimulus to
your perseverance in your excellent strivings but it is
always good to know that one has a friend who appreciates
your ways and who ig convinced of their intrinsic values.

I hope to see you again soon and if you ever
feel the need to communicate with me, please do not hesitate
to call on me.

With my very best thanks and good wishes.

Yours very sincerely,

-
g

: P ~
( - ;. L’) ':. / /" f. /~\" ) )
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G. Malmgren, Esq.,
l, Belsize Grove, ) i
LONDON, N.W.3. 7



Introduction Origins

patients to take some movement classes with Laban and his associates as
part of their treatment. Carpenter became obsessed with Laban's ideas and
by the early fifties had sold his remaining assets and lived in a caravan
in the grounds of the Laban Centre. There he spent most of his time trying
to translate Laban's "movement-language” into words. In particular, he
attempted a synthesis between his intimate interest in Jungian psychology
and Laban's ideas on movement expression. A passage in an unfinished
typescript 1left by Carpenter implies that the two men observed
systematically the movement patterns of other former Whithymead patients
present at Weybridge and drew conclusions from the relationship between
their psychological problems and their physical expression.l? He also seems
to have played a part in the architectural and financial planning of the
Laban Centre at Weybridge.2

There is 1little doubt that Carpenter was above all an enthusiastic
amateur. His contribution to the evolution of the system is so important,
however, and his collaboration with Laban acknowledged so little, that I
feel an extended quotation from the Introduction to his unfinished book
might help the reader to place the man in his time as well as give a
flavour of the messianic attitude he adopted towards Laban and his work:

"During the writing of this book my frequent consultations with Rudolf
Laban have been a constant inspiration...The privilege of working in this
harmony, in this exposition of the theories and philosophy of one of the
great men of our time is granted to few. In return I can only hope that
these efforts and the future training of selected students together with
further lecturing on the harmony of mind and body will lead to a wider
understanding of Laban's agogic of Movement and Behaviour; for I believe
that his work will be no less important than that of Freud, Adler and Jung
in contributing to the knowledge and contentment of mankind.

For myself it suffices to say that for nearly 30 years I held an Executive
position in Industry. At the end of this long period the emotional
problems derived from the increasing materialism of my life became too
great a penalty to pay for an ever rising standard of living; for

1 cf. "Conflict and Harmony", Ch. 1, p. 19
2 cf. "In Memoriam" p. 7
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materialistic comfort is no substitute for inner contentment. I then
turned to the hard work of a working farmer but, though the farm grew to
be an island of green fertility, my problems remained. Realising at last
that I could no longer refrain from learning about myself I turned for
guidance to the Withymead Centre at Countess Weir, Exeter, where I
received an unstinted wealth of kindness and understanding, and where also
I benefited greatly from the shrewd wisdom of a woman Psychologist who
taught me to be aware of myself and of the motives which activate us and
cause us so often to hold illogical opinions. There also I gained my first
experience of Movement under a Laban-trained Instructor and...I joined a
Summer School of Modern Dance under Lisa Ullmann and Rudolf Laban. The
revelation of the narrowness of my previous physical and emotional
experiencing came with startling clarity in a class for men conducted by
Laban personally; and my life's course was transformed in that single
session.” 1

Like the dancers with whom he worked, Laban seems to have been reluctant
to have his ideas described in words. When he did write them down they
tended to assume - even in English - a florid, romantic tone similar to
that of his early German writings.? Carpenter, on the other hand, had the
doggedness of the engineer and a British obsession with clarity and
detail. Above all, Carpenter was motivated by a belief that "language
dances” and that words could be made to express what hitherto could only
be intimated through sensation. In practice, Carpenter's writing was
heavily indebted to Jungian psychological concepts and in particular to
the English translation of "Psychological Types" from which he derived a
large part of his terminology. But this appealed to Laban, who had already

encountered Jungian ideas with interest.

There is some conjectural evidence that Laban and Jung might even have met
during the First World War, when Laban paid regular summer visits to

1 "Conflict and Harmony”, pp. 3-4

2 Laban's early (German) books are more the “manifestos of an
artist...written in the very special kind of metaphoric German which was
then a fashionable means of expression.” (Roderick Lange: "Philosophic
Foundations and Laban's Theory of Movement", LAMGM, No. 43, Nov. 1969, p.
9). Even in his later, English, books one would be hard put to find the
"clear and strict statement of findings” assumed by Lange. (ibid.)
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Switzerland. Unfortunately, as John Foster shows!, no positive proof has
emerged so far. Interestingly, however, Foster quotes an interview with
Diana Jordan, one of Laban's main collaborators in England, in which she
mentions the possible existence of a correspondence between the
choreographer and Jung.2 The correspondence, if preserved at all, has not
yet come to light. On the other hand, I have found evidence of another
gignificant link with Jungian ideas. From 1949 onwards, one of the
stalwart 'Associate Members' of the emerging Laban Art of Movement Guild
was Dr. Rolf Kosterlitz, a qualified, practising Jungian analyst.3 In
1950, Dr. Kosterlitz gave a lecture to the Guild, dealing with the
possible application of Laban's movement principles in the treatment of
psychiatric patients4. A few months later this (unacknowledged) dialogue
was resumed by Laban, who lectured at a summer dance course on the
'obverse' of Dr. Kosterlitz's subject, namely on the "Psychological
Effects of Movement".5 In his lecture Laban all but quotes Dr. Kosterlitz
verbatim. There is little doubt that by the early fifties, whether through
direct contact with Jung or through associates in England, Laban had
become familiar with Jungian ideas and terms.®¢ Through Carpenter's
diligent, if not always accurate, reading of Jung, Laban's own earlier

1 cf. FOSTER, John: The Influences of Rudolf Laban, London, Lepus Books,
1977, p. 52

2 op. cit., p. 51

3 a biographical note in the LAMG 'Newssheet' (the precursor of the Guild
Magazine), no. 8, March 1952, pp. 4-5, links Dr. Kosterlitz to Laban
through the former's attendance at Laban's movement classes in Berlin
before the war. At the time Dr. Kosterlitz had only qualified as a
physician, but following his emigration to England in 1938, he trained as
a therapist and went on to practice psychiatry in Cheltenham. He
eventually became a Fellow of the British Psychological Society and
lectured at University College Hospital and Oxford. He remained a close
associate and supporter of the Laban Guild, in constant contact with Laban
and his entourage.

4 Rolf Kosterlitz: "The Application of Movement to the Treatment of
Psychological Disorders", LAMG Newssheet, No. 5, Oct. 1950, pp. 6-7 (an
account "by M.K.B." of a lecture given by Dr. Rolf Kosterlitz at the
'Easter Conference' of the Guild).

s Rudolf Laban: "The Psychological Effects of Movement", lecture given by
R.L. at the Modern Dance Holiday Course, August 1950, reported by H. Irene
Champernowne in LAMG Newssheet, No. 6, January 1951, pp. 5-6

6 It must be said that Jungian terms do not appear in Laban's published
work. Although terms such as conscious/subconscious, introvert/extravert
and so on feature heavily in Carpenter's typescript, the only place where
Laban himself makes direct and consistent reference to them is in an
article published two years after his death. ("Light-Darkness", in LAMGM,
No. 25, 1960, p. 14)
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interest was taking root. The confluence of two major intellectual
traditions - Jung and Laban - had begqun to bear fruit, as evidenced by the
notes which Yat Malmgren was carrying with him on the train back to
London.

The notes turned out to be a loose collection of sketches and diagrams
relating to a classification of human types according to their psychology
and the way in which this was reflected in movement. Even on first
examination, Yat Malmgren remembers being fired by what he saw: he felt
certain of holding in his hands the beginnings of a 'psychology of
movement' - an explanation of the content and form of movement expression
and of the relationship between them. When, a few days later, Laban asked
what the younger dancer had made of the notes, Yat Malmgren found it easy
to express enthusiasm for the potential of the work, but put forward two
areas of concerm:

The first related to Carpenter's efforts to express in words the
sensations experienced by dancers 'inside', before they come out as
visible movement. Yat Malmgren's main concern revolved around what the
notes called the "Interpretations" - concentrated descriptions of the
sensations associated with certain psychological states. To the younger
man's surprise, Laban agreed - these were William Carpenter's attempt to
pin down the most elusive of sensations, an attempt which he, Laban, had
also felt was doomed. The "Interpretations"”, they agreed, were only of
limited use and had to be treated with caution.

Yat Malmgren's second objection was of greater importance to the evolution
of the system. His experience of working with actors and directors led him
to believe that Carpenter's notes were less suited for dancers - either as
tools of movement analysis or for teaching purposes - and more appropriate
for the theatre. Apparently Laban did not object. One can only speculate
as to the motives for Laban's impulse which entrusted a dancer of only
casual acquaintance with what he clearly regarded as important material.
But one reason at least must be that Yat Malmgren's interest in applying
movement ideas to the theatre had met with thoughts already alive in
Laban's mind.
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As I mentioned already, the ideas introduced by Michael Chekhov were still
very much in the air during Laban's stay at Dartington, even though the
two never actually met. Laban could not but respond to these ideas: they
were, after all, very close to his own preoccupations. Both men were
engaged in a search for the "inner movement" inherent in a given action or
spatial relationship. In his book on the technique of acting, Michael
Chekhov defines four types of expressive movement! whose very terminology
echoes Laban's early work. Dorothy Elmhurst, a member of Michael Chekhov's
class at Dartington, recalls him asking his pupils repeatedly to “find the
gesture in everything”.? This gesture was an "inner quality”, a source of
expression to be found equally in animate and inanimate objects -
precisely the kind of thought which exercised Laban throughout the post-
war years. Moreover, Michael Chekhov suggests a link between the elements
of movement and inner experiences which I think attempts a relatively
crude correspondence between Laban-inspired elements of movement and
Stanislavskian acting concepts.3 It is difficult to ascertain who
influenced whom, but I think there is some evidence that the influence
exerted by Stanislavski's teachings, through Michael Chekhov and
Dartington, found its way into some of Laban's thought.4

I stress the fact that Laban came into contact with ideas on acting
because this is an area often neglected by his contemporary critics. Yet
immediately after the war, A. V. Cotton, the ballet critic of the Daily
Telegraph, thought of Laban as primarily a theatre, not a dance thinker.S

1 "moulding, floating, flying and radiating” (Michael Chekhov: To The
Actor, On The Technique of Acting, New York, Harper and Row, 1953. p. 13)

2 Bonham-Carter: "Dartington Hall", p. 133, emphasised in the original

3 "So we may say that the strength of the movement stirs our will power in
general; the kind of movement awakens in us a definite corresponding
desire, and the quality of the same movement conjures up our feelings."
(Michael Chekhov: To The Actor, On The Technique of Acting, New York,
Harper and Row, 1953, p. 65)

4 A few passages in Rudolf Laban's: Mastery of Movement, MacDonald &
Evans, London, 1971 (1950), for example, attempt to define the ideal
actor. One can hear Laban comparing mentally the physical restraint of
English actors with the expansive, if less disciplined, Russian and
Central European traditions. He rejects both the lack of expressiveness of
the English stage at its most stilted and the undisciplined continental
and American expansiveness. He calls for an actor who is not only adept in
terms of physical skills, but also imbues his acting with high moral and
aesthetic "values”. (op. cit., p. 7)

5 "Laban is one of the little appreciated thinkers in the past fifty years
of theatrical history; it 1is probable that he will be reckoned as
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Since then, Laban's interest in theatre has been 1largely forgotten.
Written material concerning this aspect of Laban's work is almost
nonexistent, while the literature concerning Laban's ideas and practice of
dance and movement education is considerable.

Nevertheless, Laban had had personal experience of theatre work. The
choreographer Geraldine Stephenson, who studied with Laban in Manchester
in the mid-forties, remembers him teaching acting students at the drama
school founded by Esme Church in Bradfordi. In its relatively short
existence the school produced some excellent actors, Bernard Hepton among
them. Not only did Laban - known as "uncle Rudi” by the acting students,
in spite of his formidable physical presence - take movement classes for
actors there, but he choreographed a number of 'Movement Scenes' involving
speech, movement and music. These grew eventually into fully-fledged
'masques' which Laban and his collaborators organised for several seasons
with the participants of the Saturday course they held at the YWCA in
London in the mid- to late-fifties. Unfortunately, after Laban's death in
1958 his interest in extending his ideas to theatre was not developed by
his principal collaborators. Thus, although Laban's main book was
originally entitled "The Mastery of Movement for The Stage”, after Laban's
death, his editor dropped 7"for the stage” from the title of later
editions. Theatrical applications were driven out to pockets of
enthusiasts: partly to people working at Joan Littlewood's "Theatre
Workshop" and partly to Yat Malmgren's Studio.

Yat Malmgren stopped teaching at Weybridge at the end of the 1954/55
session. His interest in Laban's and Carpenter's ideas was undiminished,
however. As a consequence, in the years that followed his fateful second
encounter with Laban, Yat Malmgren began incorporating elements of
Carpenter's notes in the classes he gave to actors at his Studio. He began
to 'dig' doggedly under Carpenter's succinct definitions, trying to
assimilate the latter's thought and apply it to his own work with actors.
He also sought more material relating to Carpenter's work and eventually

historically important as Delsarte, Appia and Stanislavski.” ("The New
Ballet"™, London, 1946, p. 9)

1 Interview 6.5.1995 ; Geraldine Stephenson was eventually brought in to
cover his classes when Laban fell ill with typhoid in the winter of
1948/9, and was then kept on as his assistant.
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obtained, with Laban's permission, copies of the former's unpublished and
unfinished material. This included three main items, all in typescript:

a. A "Glossary Of Terms As Used In Movement Psychology", dated February
1954. This sets out the terminology of the system in dictionary (A to Z)
form. The "Glossary" was to be appended to the book on which Carpenter was
working at the time of his death, a book intended to reflect the last and
most advanced stages of Laban's thinking. It presents in list form some of
Laban's work described in "Effort"! and "The Mastery of Movement" and it
adds, without explanations, the new notions of Inner Attitudes and
Externalized Drives.

b. A set of "Charts Of The Inner Attitudes", also dated February 1954 and
bearing Laban's and Carpenter's joint signatures. This document
establishes in diagrammatic form the 1links between notions already
familiar from Laban's earlier, published writing, such as Shadow Moves and
Working Actions, and the new concept of Inner Attitudes. A version of
these charts was later included by Lisa Ullmann into the second and
subsequent editions of "The Mastery of Movement", published after Laban's
death.?2 In the same editions we encounter a tabulation of what Laban
himself calls: "an attempt to attach each 'mental effort' to one of the
motion factors'®. This, together with the tables containing the names (but
very little on the nature) of the Inner Attitudes, is as much of their
joint work as Laban and Carpenter seem to have recorded. As they are, both
the tables and the attendant attempts at "Interpretations" are too vague
to be helpful in practical work without further explanation.

c. A copy of Carpenter's unfinished typescript entitled "Conflict and
Harmony Between Man And Woman (A Study in Movement Expression)", undated,
but bearing the address of the "Art of Movement Studio" at Addlestone,
Surrey. This typescript contains a Preface and the first five chapters of
the book on which Carpenter was working in 1953/54. The Preface and
Chapter 1 ("Introduction to Movement") constitute an overview of Laban's
principal concepts, linking in general terms the physical and
psychological aspects of Movement. Chapters 2-5 deal with the physical
dimensions of Weight, Time and Flow and their 1links to Jungian

1 Rudolf Laban: Effort, London, MacDonald & Evans, 1947
2 Laban: "Mastery of Movement", pp. 85-87
3 op. cit., pp. 126-127
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psychological functions. One can only assume that Chapter 6, listed in the
Index but not titled, was intended to cover the concept of Space. It is
the loss of this last section which so upset Laban when, meeting Yat
Malmgren on the morning following Carpenter's death, he bemoaned the lack
of "the most important chapter - that on Space”. The most significant
development brought by Carpenter's typescript is the explicit link made
between Jungian psychological concepts and their correspondences in
movement.

However, this is far from being the cool, 'scientific' account one might
have expected from someone of Carpenter's background. On the contrary, the
typescript is written in the style of an enthusiast's call to arms, as a
tract designed to popularise the idea of therapy through movement or art.?
As such it is based upon, but not primarily concerned with, Laban's late
work. As a consequence, the part of interest to us is not the body of the
book, but its Introduction (which contains a summary of the basic concepts
of the system) and the two appendices Carpenter managed to write, namely
the "Glossary" and the "Charts of the Inner Attitudes". Carpenter promises
other appendices, probably covering refinements of Laban's ideas as well
as chapters on therapy, but illness and death prevented him from
completing these.

The genesis and ownership of this unfinished typescript are somewhat
confused. Among the pupils attending Laban's classes at Weybridge was
William Elmhurst, the scion of the Elmhurst family of Dartington Hall
fame, whose mother Dorothy had been herself an amateur pupil of both
Laban's and Michael Chekhov's in the thirties. A highly strung young man
given to ardent interests, William sought to continue the family tradition
by using his inheritance to support artists in whose work he believed. He
seems to have 'sponsored' financially the work done by Carpenter and thus
may have had a claim on the typescript of "Conflict and Harmony". However,
between 1955-1958 the fragment remained with Laban and his collaborators

1 r"previous experience and practice of Movement, through which we have
trained our bodies to express each Element of Motion as we may need it,
will aid us to make the first conscious effort to be creative. When once
we have experienced the transfiguration of alchemising depression into
sound, colour or movement, then when next we are stricken we can the more
easily convert our conflict into creative effort."” (Chap. 5, p. 25)
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and one gathers from a hint in Laban's "In Memoriam” that the master hoped
for yet another of his pupils to continue Carpenter's work.l This hope did
not materialise and William Elmhurst turned to Yat Malmgren, going as far
as to make a small covenant in Mr. Malmgren's favour, designed to help
with his research. Finally, after Laban's death in 1958, William Elmhurst
acquired Carpenter's fragment and passed it on to Yat Malmgren, thus
completing the trio of written sources for what was to become the Laban-
Malmgren system.

Carpenter's book is clearly a pamphlet destined to promote a model for an
"integrated”, fulfilling life. In this it reflects, maturally, Carpenter's
own path towards Laban's work. His book was never intended as a specialist
dance, industrial or movement work like Laban's earlier writings. On the
contrary, one feels that Carpenter saw himself as a disciple shouting from
the roof tops the merits of his master's miracle cure to a public
interested in therapy and general self-improvement. The content of his
book is therefore often obscured by this prophetic, exalted tone.2
Paradoxically, this is the only form in which Laban‘'s late thoughts were
recorded in all their complexity. Yat Malmgren's work consisted therefore
in re-extracting Laban's concepts from Carpenter's typescript and applying
them in turn to an area secondary, if closely allied, to Laban's main
preoccupations.

It must be stressed, therefore, that neither "Conflict and Harmony" nor
the "Glossary" contain any applications to character analysis for the
theatre. It was left to Yat Malmgren, working with and for actors, to

1 cf. "In Memoriam" p. 4: "Michael Leonard, an architect and colleague of
Carpenter at the Studio, has offered to complete this fragment in editing
a chapter on "Movement in Space”.

2 "Thinking, Sensing and Intuiting have an immense economic importance in
this world of distorted values. But who attempts to value Feeling?

We have gone so far down this road that we have become a "Where? What? and
When?" people who hardly ever ask "Why?"... Having disclosed this malady
of our civilisation, we must seek for the remedy which lies surely in the
field of Movement since if our Working Actions are the prose of life then
Dance Movements are expression of life's poetry...It is thus that Modern
Group Dancing achieves such seeming miracles in liberating people from the
tensions of our 20th Century for with Flow substituted for formality we
are free to relate ourselves to the lead of the Teacher and to adapt our
Feelings and the Flow of our movements to our companions, who, in their
turn, reciprocate by adapting to us.” (Chap. 5. pp. 14-16)
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develop these hints into a coherent, useable whole. Carpenter sees his
synthesis between Laban and Jung as a journey of the divided self towards
integration, aided by an understanding of the laws of movement. He views
human personality from the inside, from the point of view of the
'sufferer' striving for balance. Yat Malmgren on the other hand, dealing
with theatre character, 1is confronted with an apparently unitary
personality: the character revealed through his actions. The main thrust
of his work is to split the character and its actions into components so
as to uncover the psychological truth hidden under the veneer of the
actions.

As we saw, Yat Malmgren began by teaching the rudiments of the system at
his Studio. Between 1960 and 1963 he taught movement, again incorporating
certain early features of the system, at the Central School of Speech and
Drama and the R.A.D.A. From 1963 onwards he became Joint Principal and
Director of the Drama Centre, London, the school he co-founded. At the
same time, he joined the staff of the newly formed Royal Court Studio and
was invited by Laurence Olivier to undertake movement training with the
company of the National Theatre at the 0ld Vic, a role which he fulfilled
until 1967. In the decades which have passed since, Yat Malmgren developed
and taught the system to over thirty generations of actors at the Drama
Centre, as well as the State School of Drama in Gothenburg, the Royal
Dramatic Theatre School in Stockholm, the University of Gothenburg and at
the American Conservatory Theatre in San Francisco.

As a result of its application to acting and actor training, the system
has evolved considerably. A number of amendments and additions were made
to Laban's and Carpenter's original concepts and in one significant
respect Yat Malmgren struck out on his own: he linked their work to
Stanislavskian notions of objectives and action. This development was
encouraged by the environment at the Drama Centre, where the teaching has
always been resolutely Stanislavskian. While careful to remain critical of
the more 'Method' oriented parts of the teaching, Yat Malmgren absorbed
into his system essential Stanislavskian concepts, thus moving the system
further from its origins in movement and psychology than either of its
initiators had thought possible.! Thus the system draws on three main

1 Yat Malmgren's development is by no means the only occasion when Laban's
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areas: a realistic acting method, Jungian typology and expressionist
movement.

The synthesis of these three major modes of thought could not but be
complex and difficult. Yat Malmgren was handed the first principles on
that cold morning at Weybridge - he then had to struggle on his own, for
many years, with the material Laban had bequeathed him. This he did with a
dogged application perhaps matched only by the passion with which
Carpenter himself had approached Laban's ideas. "The Work”, as Yat
Malmgren likes to refer to his theory of character analysis, seems to
arouse this sort of obsessive interest in those who come into contact with
its ideas. In spite, or perhaps because of its complexity, professional
actors and directors trained in the system find that it becomes a second
skin, that it affects profoundly their way of thinking about their work
and about themselves. Maybe the secret of its fascination lies precisely
here: because of its basis in a recognised branch of psychology, the
system offers not just a coherent method of work, but also the tools for
understanding oneself and others a 1little better. This strong driving
force must have compelled Carpenter until his death, then Yat Malmgren for
so many decades, and even myself in the years of writing this account, to
try and understand, describe and explain an edifice which never stops
yielding new findings to all those who enter its many rooms.

ideas have been taken out of their original context and applied to a new
field. It is indeed one of the paradoxes of Laban's work that its most
fruitful applications were in fields other than dance: movement education,
job interview techniques, personality assessment (developed by Warren
Lamb) and the theatre. (cf. Foster: "Influences", p. 3)
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Introduction Energy

THE THREE PILLARS OF THE SYSTEM

In the middle of Qui Va La, Peter Brook's theatrical essay on "Hamlet" and
the actor's artl, a moment of magic comes to pass. Yoshi Oshida speaks
this passage from Stanislavski:

"All your energy is concentrated in your heart. It's like a little ball of
mercury. Let it roll down your left shoulder. Now all your energy is in
your shoulder. Further, in your elbow, your forearm, your wrist, down your
fingers. And back. It goes down to the leg, the knee, into each toe. Comes
back, rolls down the right shoulder, the arm. Until the index - the end of
the index."

As the words of a fellow actor resound, indifferent to time and distance,
something stirs in the depth of the actors' bodies. For a few seconds, for
an eternity of stage time, one can see something travelling through the
shoulder blade, the shoulder, the arm, the elbow, the hand, the fingers
and finally, marked by a thin chime from the percussionist, out and up,
across the air of the stage, high above, towards a fairy-tale watery moon.
"Look at the moon. - Zeami now speaks through the actor's mouth - I can
indicate the movement. But from here to the moon, it's up to you." The
words have been made flesh.

The pages which follow are an attempt to put into words the process by
which such magic is brought about. They chart the journey of the "little
ball of mercury”, of that intangible yet perceptible concentration of
energy from its awakening as impulse, see it amplified by different layers
of the psyche, then realized as a physical act, taking flight towards the

spectator.

The task is not easy. Unlike most theories about acting, this one is not
about the reason why theatre is necessary. It is not a book about the
'why' of drama. Neither is it a book about the 'how'. Although much of
what follows can be and is used to teach actors, this is not primarily a

1 Bouffes du Nord, Paris, 1996
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text about acting techniques. It is about the ‘what' of acting - an
attempt to describe what happens when one of us becomes someone elsel.

Yat Malmgren approaches Laban's and Carpenter's legacy in a state of mind
which I can only describe as meekness. He sees himself as the servant of
"The Work", whose complexities and potential applications transcended the
understanding of any of its originators. He has therefore spent his life
digging into Laban's ideas in order to extract the meaning and relevance
of the pithy formulations he had inherited. At some basic level this was a
struggle with language - words had been given imports other than their
ordinary meanings and his task was to 'translate' them for his pupils. He
took up this charge with the wonder of the foreigner trying to penetrate
the fog of a new lanquage. No wonder for years he took his best examples
from "Twelfth Night". "What country'’s this? It is Illyria...". He
travelled through his Illyria gquided more by intuition than through logic
- logic depends on words and the words were foreignm.

My attitude to Yat Malmgren's own work is very similar. In his teaching he
uses not only the changed English terms bequeathed by Laban, but a myriad
other terms he has charged with his own personal meanings. He talks of
"tempo’ and ‘'organic', of ‘'expressive', 'energy’, 'imagination',
'extraversion' and ‘'introversion' and a host of others. The words are
familiar - their meaning in terms of the system, however, are altered
beyond recognition. Like Bottom, they are "translated”. Somehow, in the
overall context of studying at the Drama Centre, most of these terms fall
into place intuitively. When they are set down on paper, however, they
begin to raise quite a number of questions which Yat Malmgren's teaching -
focused on Laban's system, naturally - often does not answer. I have

therefore had to 'dig' myself. First into the three main sources of the

1 cf. Simon Callow: "Yat's work was... puzzlingly difficult. Nevertheless
I had no doubt, and have none now, that what he was saying expressed the
profoundest truths about acting. His work addresses itself directly to the
very nature of acting: not 'What it is for?' or 'What are the conditions
which give rise to it?'. It attempts to say what it is...it amounts to a
praxis of character in action, an account of the physical embodiment of
character and impulse.” ("Being An Actor", p. 39, emphasised in the
original) For Barba, on the other hand, energy is a 'how', not a 'what'.
Yet even Barba agrees that performers find it useful to think of their
energy objectively, as a 'what'. These, he says, "are efficient figments
of imagination”. ("The Paper Canoce', p. 50)
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system, whence most of these concepts hail. Then into my own and other
actors' and directors' practice of applying the system. Finally, into
aesthetic and philosophical areas which help to place the system into a
wider context. These three areas I call the 'three pillars' on which the
system rests. Crowning them is an airy span made of words - the system is
a language.

These introductory chapters are therefore an attempt to elucidate the main
concepts which inform Yat Malmgren's teaching, alongside the terminology
and ideas left by Laban and Carpenter.

At no point must one forget, however, that at the beginning and the end of
the teaching is the body. The Laban-Malmgren system is first and foremost
a physically-based understanding of acting. It establishes a lexicon for
the purpose of describing the semnsations of movement. In the process, it
reduces theatre communication to a pattern of movements. It measures these
movements according to specific dimensions. It then seeks to define the
psychological roots feeding the movements. In the end it describes that
most elusive of concepts - artistic expression.

Can one talk about sensations? A doctor's anodyne question turns us to
bewildered babes about our own aches and pains. How much more difficult to
talk about those of another. Yet this is the task Yat Malmgren set
himself, perhaps only half consciously, on that fateful train journey from
Addlestone when he could not take his eyes off Laban's notes.

Four decades later this task is well advanced and the results are
described in detail in the central section of this thesis. But in the maze
of new concepts and connections which follows we should not lose sight of
one simple fact: the system is about sensations. About how to allow them
to rise powerfully in the dulled spirit with which most of us come to
rehearsals. How to become consciocus of their presence by naming them. How
to discern recurring patterns in the entanglement of our impressions and
by so doing relate them to things beyond ocurselves. How to differentiate
between allied yet distinct senses. How to convoke them to the acting

feast at will. How to sharpen them, make them into physical realities.
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Ultimately, how to connect them to their most profound source in ourselves

-~ psychic energy.?

1 1 v __this Agogic dealing with the psychological implications of
Movement Expression..."” is how William Carpenter puts 1t. ("Conflict and
Harmony", Preface, p. 6, my underlining)

page 42



Introduction Energy

THE FIRST PILLAR - ENERGY

Last run before the Dress Rehearsal. The play drags, the lines come
stilted, acting is artless. Lunch. The slough of despond! An hour later, a
'speed run' (what in English is called, reasonably, ‘'an Italian run' and
the French call, for reasons unknown even to them, a 'Spanish'). People
run about. The director waves his hands. The tragic characters put on
funny accents. Even the designer laughs (designers never laugh). The play
flies! After that, at the first Dress, the lines flow, people 'give and
take', acting is free and easy. Yet on the timepiece hanging on the neck
of the hard put upon DSM the timing is the same - no difference on the
clock between the dregs and the heights. Why? What has happened during the
'speed' run that makes such a difference? No one can measure it, tell you
its colour or taste, but we know it when we feel it in our bones - energy
was unleashed!.

The awareness of the actor's energy (or energies, as Yat Malmgren would
rather think of them) as a physiological fact is central to the system.
Energy may seem a cloudy concept in artistic endeavour. But Carpenter was
a scientist by formation. He brought to Laban's earlier work the
scientist's frame of mind. He also brought Laban to Jung, another
scientist who ended up dealing with the nebulous region between science
and art. One thing struck me powerfully when reading Carpenter's
typescript, which is anything but 'scientific'. He is trying to speak to
'artists' and that leads him to be 'inspirational' and muddled. But
precisely because Carpenter's typescript is so hazy, I tried to think
through his ideas in the way in which he thought commonly: as a scientist

1 cf. Peter Brook: "Occasionally in the theatre what one loosely calls
chemistry, or luck, brings about an astonishing rush of energy, and then
invention follows invention in lightning chain reaction."” (Peter Brook:The
Empty Space, New York, Avon Books, 1968, p. 17) Barba's terminology for
these two states of energy arousal differentiates between a normal or
"daily” state and a heightened or "extra-daily” form appropriate to the
stage. ("The Paper Canoe", p. 15) The latter involves a wanton "wasting of
energy”, like that display by my director hopping mad and waving his hands
in the air. In Japan, Barba recalls, spectators thank the performers with
one of the loveliest expressions I have encountered in the theatre:
"otsukaresama”. Literally translated this means: "You have tired yourself
for me" (apud "The Paper Canoe", p. 16). Barba surveys the concept of
energy in the Far Eastern theatre traditions on pp. 64ff.
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bringing scientific perceptions to the arts. I am now convinced that
energy is best understood by means of a scientific parallel.

To the scientist energy is not vague. He can measure it using basic
instruments, in widely accepted units of measurement. The universal
presence of energy is a basic postulate of science, as is its production
or, more accurately, its transformation from one form into another. Energy
is primarily a physical event. It exists potentially in all matter, and
can be measured by the universal formula: Potential Energy = mass x
gravity x height. Organisms, ourselves among them, ingest it in the form
of food and oxygen and their bodies turn it into active forms - kinetic

(movement of the muscles), thermal, electrical, chemical.?

I believe Carpenter brought Laban to think in the same way about artistic
enerqgy:

a. what is the food, the passive form of energy taken in by the performer
from the environment? - he asked.

b. what is the mechanism through which it is turned from physical to
psychological forms and then transformed back into physical expression?

c. how can it be measured when it has been expressed?

Looked at in this way, one might say that the Laban-Malmgren system
considers artistic endeavour as a sort of energy exchange. The artistic
'soul', 'mind', 'psyche', no matter what we call our inner facultiesZ?,
feeds itself on the world around it. Through a psychological 'metabolism’
it turns energies coming from the physical world into psychological
energies. The 'enzymes' of the imagination transform these energies back
into physical expression. Finally, the expression, in the form of movement
and sound, is measured with physical 'units', the equivalent of the joules

and calories of the physicist. Basic principles of physiology are thus

1 cf. Barba: "The Paper Canoce", p. 55

2 to avoid confusion, I shall use the terms 'psyche' in the sense in which
it is used by Jung: "By psyche I understand the totality of all psychic
processes, conscious as well as unconscious. By soul, on the other hand, I
understand a clearly demarcated functional complex that can be best
described as 'personality’. (C.G.Jung: The Collected Works, London,
Routledge and Kegan Paul, 1971. Volume 6: Psychological Types, p. 463, my
emphasis) Frieda Fordham draws the same distinction in relation to the
term 'mind'. (Frieda Fordham: An Introduction to Jung's Psychology,
London, Penguin Books, 1991 (1953), p. 15)
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transposed to the realm of psychology. But the physiological roots are
never forgotten. The system recognizes that there are two ways, with
parity of esteem, of inciting and measuring creative energy: through the
body and through the psyche.

In his work developing Laban's thoughts, Yat Malmgren draws on the three
sources of the system in order to answer each of these questions in turn:
From Stanislavski he takes an understanding of the way in which the actor
starts his creative process through interacting with the Given
Circumstances - the 'food' of the character. This shows how physical
realities are 'ingested' and activate psychological sources of energy.
Jung provides the answer to the psychological processes - the 'mechanism®
- through which the energy is turned back from psychological to physical:
from impulse into movement. Finally, Laban offers the means of 'measuring'

the physical energy when it comes out as expressive movement on stage.

The system takes from its "ancestors”, to use Eugenio Barba's termi, a
number of fundamental concepts. At times these are changed, reinterpreted,
re-assessed. In the pages which follow I shall try to define the most
important concepts underpinning the details of the system.

1 "The Paper Canoe', p. ix
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a. Enerqy Aroused (Stanislavski)

Yat Malmgren's teaching cannot be separated from that of Stanislavski.
Stanislavski is a constant point of reference and I am convinced that Yat
Malmgren based his initial teaching on a very careful reading, and
assimilation, of Stanislavski's writings. I can picture him in the early
days of his teaching, when he was finding ways of adapting a dancer's
vocabulary to that of actors, pouring over Stanislavski's books. By the
time of his recorded lessons (1991) these readings have become subsumed
into his own practice and discourse to the point where he himself is
probably no longer aware of the origins of many of his statements. But the
spirit and the letter of Stanislavski's teachings breathe out of every
page of the system and Yat Malmgren would be the first to acknowledge his
debt. I therefore point the reader in my notes to the description of the
system towards the main points of contact and the echoes found by
Stanislavski's teachings in the Laban-Malmgren system. In doing this I
have no intention of diminishing Mr. Malmgren's contribution. The
originality is in the synthesis, not in the discovery. There are also a
number of points at which Yat Malmgren diverges from Stanislavski's
teaching. These I try to signal in the pages which follow.

I. Contacts

The most immediate route from the physical to the psychological is the
creation of inner images or, to use the term preferred by Yat Malmgren, of
contacts. Because most of our reactions, at least in the first instance,
are visual, the term 'image' is used to describe the mental reactions of
the actor to a textual or physical stimulus. The idea of 'images' is the
first of the important concepts the system takes from Stanislavski and
amends to suit its own ends.

Let us look at what happens to an actress working on the first line of a
well known passage, say Viola's "ring" speech in "Twelfth Night". It
reads: "I left no ring with her, what means this lady?™ At first reading,
the actress may identify with Viola's immediate emotion: her sense of

wonder. This will then be tinted - depending on the interpretative line
1 op. cit., II, 2, 18.
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taken by the actress - with more cerebral (thinking) responses: suspicion,
perhaps, or ironical amusement. Were she to act Viola's line, as opposed
to reading it, she will move a step further. She will need to react to the
stimuli offered by, on the one hand, the physical presence of the ring,
and on the other by the images evoked in her mind by Shakespeare's words.
Both "ring” and "lady” have therefore a double power of suggestion: once
through their concrete presence (the metal band supplied by the properties
department, the physical reality of the fellow actress playing Olivia) and
once - crucially - through the associations the words "ring” and "lady”
arouse in the mind of the actress. The heart of the matter is in the
difference: the actress adds to the general emotions and thoughts of the
reader a level of personal sensuous engagement with the words which is
unique to her craft. This sensuous approach is not to be confused with the
reaction aroused in all readers by the rhetorical values of a literary
text (its rhythm, rhyme, assonances, etc.). The latter also contribute to
the power of the words spoken on stage, but they are not specific to the
acting process, as anyone used to read poetry aloud can testify. What is
specific is the use of memory. Through it the actress gains access, using
the concrete reality of the words provided by the writer, to their echoes
in her own psyche.! Our mind deals with reality by turning it into a
narrative - we tell ourselves 'stories' in order to assimilate daily
occurrences into our consciousness. As a result, whenever faced with the
need to recount an experience, our brain rolls the film of images it

associates with different aspects of that experience.2 To the literary

! cf. C.G.Jung: Analytical Psychology, Its Theory and Practice. (The
Tavistock Lectures), London, Ark Paperbacks, 1990 (1968). p. 22: "The
function of memory, or reproduction, links us up with things which have
faded out of consciousness, things that became subliminal or were cast
away or repressed. What we call memory is this faculty to reproduce
unconscious contents, and it is the first function we can clearly
distinguish in its relationship between our consciousness and the contents
that are actually not in view."

2 this, at least, is the view Stanislavski took from the psychologists who
influenced him directly: Ribot and Pavlov. In the nineteenth century most
early psychologists interpreted the way our minds work in terms of
associations. They tried to prove, through experiment as well as
deduction, that the mind functions through linking its contents together,
either by similarity or contrast. These "associanist theories" were at the
root of Pavlov's well known principle of conditioning ('Pavlov's dog')
"which essentially depends upon one stimulus being associated with
another.” (Anthony Storr: Jung, London, Fontana and Collins, 1973, p. 25).
This is the basis of Stanislavski's belief in personal images merging with
those of the character.
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minded the actor's 'images' will seem banal, trivial. What is the
actress's memory of her granny's ring compared to the subtle ambiguities
of Shakespeare's text? It is true that the very nature of the process
involves bringing rhetoric down to the level of the individual who is
speaking the words. After all, it does not matter one bit once the
rehearsal process has taken its course - images need only be potent for
the actor, never for the audience. Their value lies precisely in their
intense personal nature and not in their general appeal. Images must
remain the secret tools of the actor at work.

In real life each image precedes by an infinitesimal fraction of a second
the utterance of the words which describe it. Part of the process of
realistic acting involves the reproduction of this procedure in relation
to words and experiences which belong to someone else. This is the
difference between an actor's response and that of the general reader. The
sensuous evocation of images involves the actor in a time sequence
radically different from that of the reader: while the latter hits on the
images of the text after the words have been spoken, the actor needs to
bring to the fore his images a split second before.:

Stanislavski was the first to connect this basic psychological observation

to the acting process:

"Nature has so arranged matters that when we are in verbal communication
with others we first see the word on the retina of the mind's eye and then
we speak of what we have seen. If we are listening to others we first take
in through the ear what they are saying and then we make the mental
picture of what we have heard.

To hear is to see what is spoken of, to speak is to draw visual images. To

an actor a word is not just a sound, it is the evocation of images. '

1 There is a school of thought which argues that what it calls
"projecting” an image "demands that the actor speak and see it
simultaneously” (L-S. Johanson: "The Inner Life of the Character"”,
Dramatics, March 1992, pp.2-28, p.24; see also Grotowski: "Towards A Poor
Theatre", p. 16). I do not see how this is possible. Looked at from the
point of view of the system the sequence looks like this:

ACTOR <-feeling <- thinking <- semsing -> thinking -> feeling = ACTION

The process takes place, albeit with the lightning speed of the mind,
before the visible expression is directed towards partners and spectators.

2 Stanislavski: Building a Character, translated by E.R. Hapgood, London,
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Stanislavski's contemporary followers speak of "imaging” and of the
joining together of several such images in an “"inner monologue”.}!
Unfortunately, this identification of the inner life of a character with
visual "imaging” has often led to a reduction of the inner life to the
psychological function of thinking. In the process, the difference between
cerebral and sensuous responses becomes obscured. "The inner technique -
says Johanson - refers, essentially, to the thinking an actor does in
character... Creating an inner life on stage is almost totally dependent
on one thing - thinking.”.2 This point of view ignores the fact that,
strictly speaking, Stanislavski's "“images” are not thinking but sensuous
responses ( "image” involves, by definition, the use of the sense of
vision). Even when this confusion of terms is cleared, we are left with
the question of the order in which an actor engages his or her
psychological functions. As we saw, the actor reverses the order of
responses experienced by the reader: the sequence emotion - thought -
sensation is turned upside down and starts with the sensuous recreation of
images. Only when the actor has brought his or her own images to bear on
the words of the text, can questions of feeling and thinking arise again.
This time, however, feelings and thoughts are anchored in the solid ground
of personal sensation. The use of images is there, as Stanislavski put it

"because it is necessary for our creative natures, our subconscious".3

Once a bridgehead towards the unconscious has been established, other
forms of psychic energy are released and brought into action. The point
made repeatedly by Yat Malmgren, and central to his system, is that the
'images' are sensuous. Sensation is the entry point to all other faculties
brought into play in acting. The sensuous 'images' of the text reverberate
in the psyche of the actor. They arouse his memory which produces, through
association, another set of sensuous images. These release specific forms
of energy which eventually colour the expression. Above all, they release

emotion. The 'images', being concrete, first trigger, then crystallize

Methuen, 1968 (1950), p. 118

1 Johanson: "The Inner Life", p. 24.
2 ibid.

3 "Building a Character", p. 119
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diffuse emotional contents.? The whole process is the psychological
equivalent of the biological ingestion of 'food'.

Stanislavski's emphasis on "visual images” can lead, if wrongly read, to a
further unfortunate reduction. "Visual images” is in itself tautological,
but Stanislavski and his translators felt the need to distinguish this
type of psychological reaction from the gamut of responses the actor
experiences on stage.? Yat Malmgren substitutes the term contacts for
images in order to emphasize that the actor responds to stimuli with a
full panoply: through the 'mind's eye' as well as through the sensory
recall of sound, taste, touch and smell. The term comes from Stanislavski
himself, but seems somehow to have been overwhelmed by the widespread use
of 'images'. Stanislavski speaks of being in "contact with some object™
as an essential means of “"mental communication”, of what his American
translator calls "communion™ . By this I think he means a "contact" with a
physical object on stage which is transformed by the emotional attributes
with which the actor endows it. Grotowski extends the idea to make it
expressive: "By his controlled use of gesture the actor transforms the
floor into a sea, a table into a confessional, a piece of iron into an
animate partner, etc.”™ Yat Malmgren extends the meaning of the word
further, to include the memory of objects, as well as the concrete
"communion” on stage. The term 'contacts' as used by Yat Malmgren covers
the entire gamut of inner reactions experienced by the actor in response
to an outside stimulus, be it the words of the text, the actions of the
partners or any other stage event.

1 cf. Frieda Fordham: "An Introduction", p. 136: "[Jung] found that if he
could crystallize an image, i.e. find a psychic representation for his
emotion...the image gave him some means of understanding what gave rise to
the emotion or what it meant."”

2 Stanislavski does not insist on 'images' being exclusively visual.
Indeed, he speaks of "visual, audible or other images” (C. Stanislavski:
Creating A Role, trans. by E.R. Hapgood, London, Methuen Drama, 1994, p.
20) and only mentions the fact that, as an actor, he himself responded
mainly to visual stimuli (ibid.). "To the fact that we see such images
with inner vision he added that the same was true of our sense of hearing,
smelling, touch and taste."” (C. Stanislavski: An Actor Prepares, trans. by
E.R. Hapgood, London, Methuen Drama, 1986, p. 87)

3 "An Actor Prepares”, p. 193

4 ibid.

5 "Towards A Poor Theatre", p. 21

page 50



Introduction Energy

ii. Objectives

The second trigger for the actor's energy recognised by the system is a
refinement of Stanislavski's idea of motivation and Objectives.

For Stanislavski the source of acting energy lies in the arousal of the
actor's "will” to perform the actions demanded by the text.! In order to
arouse his will to perform an action, the actor needs to know why the
action is necessary, to discover the motivation which lies behind it. Only
then the character's actions become one with those of the actor.2 In order
to arrive at a source of energy, a motivation common to him and the
character, the actor identifies the latter's Objectives. Among these, the
deepest layer of motivation is that of the Super Objective, a notion as
central to the Laban-Malmgren system as it is to Stanislavski's. The
Laban-Malmgren system reinterprets Stanislavski's notion, however. Since
this is an area of considerable confusion for students of acting, I think
it may be worth examining the similarities as well as the differences
between the two systems in some detail.

One of Stanislavski's clearest examples of Super Objective occurs in his
description of his work on the main character in "Woe From Wit", the
classical Russian verse comedy by Griboyedov. Chatsky, an eighteenth
century nobleman, is desperately in love with Sophia, a young coquette.
After three years spent abroad, he rushes home on an impulse to propose to
her. He finds her surrounded by other suitors. Stanislavski's reasoning

is:

"What is it that will give me, as Chatsky, such faith in my objective that
I shall have the strong wish to go into action? Is it the sight of
charming, helpless, inexperienced Sophia at the side of that pitiable
nonentity Molchalin or coarse-grained Skalozub? But these people do not as
yvet exist, at least I do not as yet see them either in actuality or in my
imagination. I do not know them. Yet I do know of my own experience the
feeling of pity, humiliation, aesthetic outrage at the thought of any fine

1 see "An Actor Prepares", Chapter 12: "Inner Motive Forces", pp. 244ff.
and especially pp. 245 & 247.

2 cf. Jean Benedetti: Stanislavski: A Biography, London, Methuen, 1988, p.
172
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young girl (whoever she might be) sacrificing herself in a marriage with a
coarse fool, like Skalozub, or with a shallow opportunist, like Molchalin.
The prospect of such an unnatural and unaesthetic union would arouse one's
instinct; the desire to stop an inexperienced girl from taking a wrong
step would be alive in any one of us. For the sake of such a desire it
would never be difficult to stir one's impulses, which in turn would
enkindle genuine desire, and action itself.™

I quote Stanislavski's argument in its entirety because it shows better
than any definition the nature of his understanding of the concept of
Super Objective. It is clear that he thinks of it as a surge of "desire”,
a powerful impulse to act. At the same time, the motivation for the desire
seems very generalised ("To save any girl from contracting an unsuitable
marriage") and somewhat sentimental. True, in the continuation of his
reasoning, Stanislavski makes the motivation more personal to Chatsky by
changing what he calls its "inner tone™, that is its emotional content
and intensity. This new "key” in which the character plays changes from
the general "to save any girl from a bad marriage" to the more personal
and passionate "to come home to declare my love to Sophia". But this
refinement, as Stanislavski himself writes, does not alter the basic
objective. It only changes the how, the intensity and tempo with which the
objective's actions are executed.4 The change, while making the objective
more specific and emotional, still leaves unanswered the question: 'what
is it in Chatsky that makes him fall in love with a girl of fourteen,
cultivate this passion for three whole years from thousands of miles away,
then rush home on a mad impulse expecting to find his passion
reciprocated?' In other words, what are the sources of the immediate

motivation in the character make-up?

Yat Malmgren's teaching encourages the actor to look for a deeper layer of
psychological motivation, for a more personal desire, one which is
connected intimately to Chatsky's psychological characteristics. Chatsky,
he would say, is an idealist, a dreamer and an enthusiast. He is

fascinating, yet dangerous to his society, whose stability he threatens.

1 "Creating a Role", p. 53
2 op. cit., p. 64

3 ibid.

4 op. cit., p. 65
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Sophia's reaction to his attempt to 'save her from herself' is to declare
him insane. Dreamers like Chatsky are hurt when their idealism is
rejected. They swing perilously between the need to withdraw into their
shell and the need to emerge in agitated bouts of self assertion. Chatsky
has already 'withdrawn' into an exile which lasted three years. As
Stanislavski himself points out at length, the play starts with his
frantic rush to Moscow, to the girl at whose feet he is going to deposit
his heart:

"...beside myself,

Two days and nights on end, and never closing eye

I travelled fast over the many hundred miles, through wind and storm,
In turmoil, many times I fell..™m

The play ends with Chatsky's equally precipitated departure from Moscow, a
gesture of rejection and defiance against the pettiness of Muscovite
society. The pendulum swings - the idealist, who had emerged from his
shell for a characteristic moment of self assertion, retires back into it,
hurt.

The immediate goal that animates Chatsky upon his entry is indeed "to see
Sophia”. But, while Stanislavski stops here, the system looks deeper. For
it, the Super Objective is the force which animates the character
throughout its whole life, regardless of the particular circumstances of
that part of its life which constitutes the play. If Chatsky's Super
Objective is "to save Sophia from an unsuitable marriage", or even "to
make Sophia marry me", as Stanislavski states, then these must come to an
end with Chatsky's departure from Moscow. The system contends, however,
that the vital force which animates him will continue in Paris, Venice or
Baden-Baden, wherever his life-long 'grand tour' takes him. His deeper
motivation lies more in the realm of 'to change the world in my image’ or
'to find kindred souls in order to change the world in our image' than in
the immediate motivation of his passion for Sophia. The point is again one
of energy: in the view of the system, the immediate goal ('Sophia!')
triggers the deep-seated motivation ('to change the world in my image')
and the motivation arouses the energy which propels the character through

1 quoted in "Creating A Role", p. 65
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life. The immediate goal is a concrete, sensuous reality, part of the
Given Circumstances. It is not the motivation, which is an imnner event,
determined, as we shall see, by the psychological inclinations of the
character.

Indeed, Stanislavski himself seems to have moved some way towards this
idea.l? In the continuation of his exploration of the notion of Super-
Objective, Stanislavski says:

"This is the inner essence, the all embracing goal, the objective of all
objectives, the concentration of the entire score of the role.™

These kinds of statement have been a source of confusion for generations
of beginner actors. I think this is because Stanislavski tries to unite
three different meanings into the one word - Super Objective. On the one
hand he thinks of the Super Objective as the "inner essence” of the
character, its supreme motivating force. On the other hand, he refers to
the Super Objective as "the all embracing goal” of a role. He then goes
on, in the next sentence, to talk about the Super Objective of a play.3

The psychological considerations which inform his system lead Yat Malmgren
to separate the three strands of Stanislavski's thinking. The notion of a
Super Objective of the play, in the sense of its governing idea or theme -
the widest sense in which the term has come to be used* - is set to one
side. Important as it is in the interpretation of a play, it is not seen
as being immediate to the roots of the acting process. This leaves the two
other possible meanings.

Objective, in English, is synonymous with 'goal', 'aim', ‘'intention',
'action' and a host of others. Indeed, most of these terms have been used

1 one must remember that "Creating A Role", the book in which these ideas
are discussed at length, only represents a collection of manuscripts left
by Stanislavski at the time of his death and not finalised for
publication.

2 jbid., p. 78, my emphasis

3 "If for the writer this through action is expressed by the progression
of his Superobjective, then for the actor the through action is the active
attainment of the Superobjective.” (ibid., p. 78)

4 cf. Jean Benedetti: Stanislavski: An Introduction, London, Methuen,
1982, p. 42
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by Stanislavski's followers in trying to define what the master's original
Russian word meant. Their variety reflects the dual meaning Stanislavski
himself had in mind. 'Objective', 'goal', 'target', 'aim' and so on
presuppose a focus on something outside the character. For Chatsky, Sophia
is the 'aim' to be attained, the 'target' to be hit. 'Intention', 'want',
'desire', on the other hand, are internal events, to do with the
character's psychological motivation. Chatsky's unconscious desire 'to
change the world in his image' is an inner force, a personal source of
energy, the engine which drives the character forward. More, it is the
defining characteristic of the role, a life-long motivating force.

This overwhelming desire can exist, in latent form, regardless of a
particular Objective. And, by extension, it can be aroused by a number of
suitable Objectives. Indeed, the character constantly seeks opportunities
to bring his secret motivation to light.! The outer Objective acts as the
catalyst of the inner motivation. It first arouses it, then it becomes its
target. This circular route of energy is crucial to Yat Malmgren's
understanding of the Super Objective. Indeed, in a little noticed passage
in the Appendix to "Creating a Role" Stanislavski actually confronts the
idea of the Super Objective as both motivator and target:

"The Superobjective requires complete surrender, passionate desire,
unequivocal action....Try to understand and fix in your minds to the best
of your ability this line: From the Superobjective to desire, effort, the
through line of action, and back to the Superobjective.'?

For Stanislavski, the two aspects cannot be separated. For Yat Malmgren,
however, they have to be distinguished, if only for as long as it takes to

1 "Thus a miser seeks in everything that occurs to him the secret bond with
his aspiration to enrich himself, an ambitious man with his thirst for
honours, an aesthete with his artistic ideals. Often, in life and also on
the stage, the through line will manifest itself unconsciously. It will
become defined only after the fact, and its ultimate goal, the
Superobjective, will have been secretly, unconsciously, exercising a pull,
drawing to itself our human aspirations.” (Stanislavski: "Creating a

Role", p. 79)
2 op. cit., p. 259; This is what Eugenio Barba calls in an illuminating
passage the "hermaphrodite” nature of the expression 'to be decided' - the

nearest verbal equivalent of the state of engagement which merges action
and passion - the two poles between which flows the "current of life”
represented by the Super Objective. ("The Paper Canoe", p. 76)
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dwell on the psychological roots of the character's motivation. Talking
about what makes Chatsky tick, Stanislavski says: "To define love from the
scientific point of view is a job for the psychologists.™ Precisely! This
is where Stanislavski leaves off and the Laban-Malmgren system takes over.
It places a much greater emphasis than Stanislavski on Super Objectives as
inner sources of motivation and energy. It wishes to ‘'psychologise' even
further Stanislavski's understanding of acting.

1 "Creating A Role", p. 66
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b. Enerqgy Defined (Jung)

Objectives and contacts are like stones thrown into a lake. They cause
ripples of psychological energy. The substance of the ripples is not
determined by the stone, however, but by the water. Objectives and
contacts are 'irritants' which provoke the energy. To define the nature of
this energy the system turns to Jungl!. It adopts some important Jungian
concepts and adapts them, sometimes radically, to serve its own, theatre-
related, interests.

Before describing the similarities and differences between Jung's
psychology and the system, I ought to make it clear that very little of
what follows is incorporated in Yat Malmgren's actual teaching. Indeed,
Jung's name is rarely mentioned, if at all, after the initial,
introductory sessions of his course. There is no reason for it to be -
teaching actors is very much a matter of developing intuition through
practice; an extended theoretical discourse can hinder the praxis. The
system does, nevertheless, use Jungian terms such as conscious and
unconscious, extraversion and introversion, attitudes and psychological
functions. Yat Malmgren received these notions from Laban's and
Carpenter's notes. They themselves had taken them on board somehow 'on
trust'. Jung's was an overwhelming presence in the thought of the
twentieth century and Laban must have been captivated by Carpenter's
suggestion that the ideas of the Swiss psychologist matched his. This, I
think, is the way in which these concepts were integrated into the system:
they simply fitted, miraculously. They seemed to confer legitimacy on
Laban's thoughts as well as extend their scope beyond the worlds of dance
and movement education. The system is thus built on Jungian foundations
almost by default.

Laban and Carpenter neither defined the terms they took wholesale from
Jung nor substantiated the way in which these terms fitted with their own.

Here, I feel, is the rub. Viewed from the perspective of four decades,

1 The account of Jung's ideas on energy is based on "On Psychic Energy”,
CW 8, pp. 3-66. The account of his character typology which follows is
based primarily on his seminal book on "Psychological Types" (1923) and on
his London lectures of 1935 published as "Analytical Psychology (The
Tavistock Lectures)".
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some of the connections make one uneasy. They will appear even more
questionable to a reader who has not been trained in the system. It seems
as if the 'legitimacy' needs to be proved afresh. I therefore set out to
do what none of the fathers of the system had felt the need to do before,
namely to explore systematically those key Jungian concepts which are
woven into the fabric of the system. I wished to ascertain to what extent
the psychological assertions of the system were based on what Jung had
actually written. The result is a journey across the Jungian landscape in
search of the true quality of the 'psychology' included in the Laban-
Malmgren system.

i. The nature of energy - the four functions

To understand the interplay between the system and Jung a brief account of
the latter's ideas on typology is necessary. This is addressed to the
reader without extensive knowledge of Jung's work in this area, a category
one imagines most theatre people will find themselves in. It can be
skipped without loss by those familiar with the theory of psychological
types.

Let us return for a brief moment to the actress playing Vicla. We imagined
two of the possible choices for her response to “"what means this lady?"
She may respond emotionally - fear of the consequences of the caprice of a
great aristocrat on the fate of a poor orphan in disquise. She might
respond through her intellect - a wry amusement at the poser brought about
by the success of her disgquise. Again, she might respond intuitively -
looking for an instant answer to the puzzle, then almost discarding it
with a shrug, before coming back to it from another angle. She might even
respond through her senses, her entire being concentrating on the
sensations of Olivia's ring she turns and turns in her hand. In theory all
these responses are possible, though in practice some make more dramatic
sense than others. How will our Viola decide?

In his effort to distance himself from what he saw as the reductionist

preoccupation with sexuality, hunger, power, etc. as the source of all

impulses which characterised the work of his predecessors, Jung asks
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similar questions of the generality of human experience.! He asks whether
individual differences between people can be attributed to their reactions
to the objective world. If so, do these common traits fall into any
discernible patterns? Could one bracket such individuals, across time,
distance and cultures, into groups with a common psychological way of
looking at the world? Are we all just individuals or does each one of us
also belong to a greater 'tribe'?

To answer these questions Jung undertakes a wide ranging survey of modes
of thought across three thousand years of Western and Eastern civilisation
in his seminal book on "Psychological Types".? On the basis of his
analysis of this empirical evidence he declares that our psychological
ways of dealing with reality fall into a small number of categories. We
are defined by a fundamental inclination towards dealing with the world in
certain ways rather than others. Jung distinguishes between two primary
typological categories: two attitude-types and four function-types.

The "function-types” are so called because they are determined by one of
the four psychological functions which make up the human psyche according
to Jung. These are the sensation, thinking, intuiting and feeling

functions.3

Jung's basic psychological functions are the four ways through which our
conscious psyche (the subject) relates to the world (the object). A
function is "a particular form of psychic activity that remains the same
in principle under varying conditions.™ The functions are divided into
two pairs: thinking and feeling are "rational” functions, while sensation
and intuition are "irrational”. Sensation and intuition are "irrational”
because through them we expose ourselves to continuous experience (we
'absorb' the environment) without stopping to assess what we perceive or

1 ¢f. Frieda Fordham: "An Introduction", p. 139

2 Parts I-IX

3 cf. Jung: "Psychological Types", chap. 10: "General Description of the
Types", pp. 330ff.; "Tavistock Lectures", pp. 11-14.

4 "psychological Types", p. 436; Jung continues: "I can give no a priori
reason for selecting these four as basic functions, and can only point out
that this conception has shaped itself out of many years' experience. I
distinguish these functions from one another because they cannot be
related or reduced to one another”. (p. 437)
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to take decisions about these perceptions. Thinking and feeling, on the
other hand, are "rational” because through them we make judgments and take
decisions. In order to do this, however, we need to suspend temporarily
the collection of data from the environment through our “irrational"”
functions.!?

In developmental order, sensation comes first. "By sensation - says Jung -
I understand what the French psychologists call la fonction du reel which
is the sum total of my awareness of external facts given to me through the
function of my senses... Sensation tells me that something is: it does not
tell me what it is and it does not tell me other things about that
something; it only tells me that something is.™

Having perceived reality through sensation, we engage our thinking to give
our perceptions names. We turn these into abstract concepts and make
rational judgments about them. Thinking tells us what a thing is.3

Intuition is a slightly more elusive concept. Fundamentally, for Jung
intuition is our capacity to "see around cormers”, to "have hunches”. Like
sensation, intuition is a function of perception: the perception of
signals from the environment "so feeble that our consciousness simply
cannot take them in'"4. Unlike sensation, however, intuition is "perception
via the unconscious'™ - we are not aware consciously of detecting these
"feeble” signals.

Finally, feeling is - controversially, as we shall see, - the second
"rational"” function. Unlike thinking which was concerned with naming the
object, feeling, says Jung, is the function through which we assign

"value” to things, ”"in the sense of acceptance or rejection."¢. Feeling

1 ¢f. Ann Neel: Theories of Psychology, London, University of London
Press, 1971, p. 226

"Tavistock Lectures", p. 11; emphasised in the original

cf. ibid., p. 12

ibid., p. 15

"Psychological Types", p. 463

ibid., p. 434. Hillman cautions, however, against taking this statement
in the narrow sense of 'like or dislike': "The feeling function...is a
process, as Jung says. To reduce feeling to mere like-dislike is an
intellectual devaluation; it would be similarly unjustified to reduce all
thought processes to the true-false dichotomy... We may separate, analyse,

N
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tells you whether a thing "is acceptable or agreeable or not. It tells you
what a thing is worth...™

To the question whether the functions are a product of nature or
development Jung does not give an unequivocal answer, although he inclines
towards the view that they are inborn and self-activated2. For him a
function is primordial or, to use a Jungian phrase: ”"a pre-conscious
psychic disposition”.3

Jung further observes that people are inclined to react to the environment
through one of these functions, in preference to the others. "People who
have a good mind prefer to think about things and to adapt by thinking.

examine, describe; but reduction belittles because it cuts down the
wholeness of an event, the existential reality of just now, what it feels
like, which is always complex. This complexity is given by feeling.
Feeling records the specific quality and value. And just this exploration
and amplification of shadings and tones, this reversal of reduction, is a
function of feeling." (James Hillman and Marie-~Louise von Franz: Lectures
on Jung's Typology, Texas, Spring Publications, 1986. pp. 112-113, my
emphasis). Precisely because feeling is so specific and ‘'holistic’' a
function, it is so important in acting. Acting is a process of judgment on
the totality of the character's and the play's experience. Yat Malmgren
stresses the overwhelming importance of feeling in the creation of a
Super-Objective.

1 "Tavistock Lectures", p. 12, emphasized in the original.

2 The question as to whether the functions are 'biological' or 'formative'
has exercised psychologists ever since the publication of Jung's
"pPsychological Types" in 1923. Jung's own writings seem to incline towards
the 'biological’ explanation, but do not present enough convincing
scientific evidence. For those of Jung's followers who subscribe to this
opinion, the functions are predispositions akin to the instinctual "innate
releasing mechanisms" described by Tinbergen, which enable animals to
respond to their environment without any prior learning. (apud Storr:
"Jung", pp. 49-50) Marie-Louise von Franz, one of Jung's closest
collaborators, assigns the "differentiation of types” to ‘"very early
childhood”. According to a series of lectures she delivered in 1961, the
attitudes of introversion and extraversion can be seen in a child as young
as one, while by "kindergarten age” one can already observe the
development of a (main) function in preference to the others. (Marie-
Louise von Franz: "The Inferior Function", in "Typology", p. 5) But, while
she reviews Jung's 'biological' examples of attitudes in the animal
kingdom, and adduces newer zoological evidence, her final answer to the
question of what determines the original basic disposition is that "we
don't know”.(op. cit. pp. 8-9). The 'innate' nature of the functions thus
remains a working assumption.

3 E. Jung and M-L. von Franz: The Grail Legend, London, Hodder and
Stoughton, 1971 (1960). p. 36
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Other people who have a good feeling function are good social mixers, they
have a great sense of values; they are real artists in creating feeling
situations and living by feeling situations. Or a man with a keen sense of
objective observation will use his sensation chiefly, and so on. The
dominating function gives each individual his particular kind of

psychology. ™

This preference is the basis for his classification of personalities into
"types”: Jung therefore talks of sensation, thinking, intuiting and
feeling "psychological types”.

Adapting these notions to the analysis of theatre characters, the Laban-
Malmgren system can therefore speak of a "feeling character”, a "thinking
character” and so on. These are the four 'lakes' open to our Viola, who
will decide by using her strongest function, by putting her "best foot
foremost”?. 1f she is a feeling type she will react through 'fear', if a
thinking type through 'wry amusement' and so on. In Jungian terminology
the preferred function is designated as the "superior function"”. But human
nature is usually more complex. In real life one would be hard put to find
‘pure' types, dominated entirely by one of the functions. All one can
usually say is that a person is predominantly sensitive, or a thinker, or
has the weighty presence of a sensuous type. More often than not human
beings combine their superior function with a second function, less
prominent in their psychological make up, but just as important in
determining their reactions to the world. Jung spoke of his description of
types as ‘"somewhat Galtonesque family portraits™ to stress their
inevitable tendency to oversimplify human nature. However, such reductions
are necessary if one is to accept the two underlying principles behind the
theory of functions:

a. that in any individual one and only one of the functions is fully
developed, while the other three are in various states of

underdevelopment.

1 "Tavistock Lectures", p. 16

2 "This means that we usually develop our best function, be it thinking or
intuition, feeling or sensation, and at the same time have a strong
tendency to conform to what is expected of us, to respond to education and
social pressures to behave in an accepted way."” (Frieda Fordham: "An
Introduction”", p. 47)

3 ibid., p. 45
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b. that the functions are in a dynamic relationship, either opposing or
helping each other.

In consequence Jung and his disciples establish a hierarchy between the
functions present in the psyche of a given individual. According to their
preeminence in the reactions of the psyche to the environment the four
functions are designated thus:

a. the superior, dominant or primary function is the most developed
function, the one which the individual will bring most into play. It
determines the “type” of the individual.

b. the auxiliary function. The superior function is characterised by
confidence, stability, aplomb. Alongside it comes a "helper function that
is slightly unconscious™. It 1is less developed than the superior
function, but "nonetheless accessible and useful to the person in his or
her daily life. ™

c. a tertiary function. This is not strictly speaking Jung's term. He
tends to refer to the second and third functions in one breath under the
generic term "auxiliary”. However, contemporary Jungian theorists point
out that this third function is rarely developed sufficiently to 'help’
the superior function and thus warrant the name of auxiliary. The term
"tertiary” is therefore preferred, linking it to...

d. the fourth or inferior function. This is the function diametrically
opposed to the superior function. In a thinking type, feeling is the
inferior function; in a sensation type - intuition, and vice versa. The
inferior function lies deepest in the conscious psyche and is therefore
laden with unconscious contents, in particular with emotion or "affect”.3
This function is not open to the person in a conscious way - on the
contrary, it tends to play havoc with the order established by the
superior function and to bring into it vitiated perceptions. It is
enormously important, however, as an engine for personality development.
According to Jung, its integration with the superior function is one of
the goals of psychic development.

1  Angelo Spoto: Jung’s Typology In Perspective, Illinois, Chiron
Publications, 1995 (1989), p. 80

2 ibid.

3 cf. Jung: "Tavistock Lectures”, p. 17 and von Franz/Hillman "Lectures on
Jung's Typology", p. 39
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The Laban-Malmgren system appropriates this theory, with some significant
modifications. The functions represent fcur different kinds of inner
energy which, when mixed in different proportion within one character,
give it its precise psychological make-up. But in the process of adapting
them to theatre character, the system simplifies Jung's ideas
considerably. Only the two functions which are immediately 'useful' in the
character's interface with its Given Circumstances are retained: the
superior and auxiliary functions. Moreover, unlike Jung, the system does
not consider that certain functions are in total opposition and thus
incompatible with others. It creates a typology of theatre character based
on combinationgs of two functions at a time, across the rational/irrational
divide. By considering that any of the functions can be the superior
function and combining it with any of the other three, the system arrives
at a total of six possible 'types' of theatre character. These Laban named
his six Inner Attitudes - each composed of two of Jung's functions, but
given a name specific to the Laban-Malmgren system. They are usually
presented as pairs of opposites:

a Sensing/Thinking! character type called Stable
an Intuiting/Feeling character type called Mobile

a Sensing/Intuiting character type called Near
a Thinking/Feeling character type called Remote

a Sensing/Feeling character type called Adream
a Thinking/Intuiting character type called Awake.?

This classification, while based on Jung‘s idea, nevertheless constitutes
a significant innovation:

1 the / indicates that the two functions are interchangeable. A

Sensing/Thinking type (sensation - superior function and thinking
auxiliary function) can also be, as far as the system is concerned, a
Thinking/Sensing type (Thinking - superior function and sensation

auxiliary). There are differences of detail, but they both belong to the
general category or 'Inner Attitude' of Stable.

2 cf. "Mastery of Movement", tables on pp. 85-87; Carpenter: "Glossary",
pp. 1-2; "Book": pp. 1l6ff.
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Near is a combination of both irrational functions - intuition and
sensation. This is not possible in Jungian terms, because the functions
either side of the rational/irrational divide are supposed to be opposed
to each other and therefore incompatible. One is supposed to be the
inferior function of the other.

Remote is equally unorthodox from a Jungian point of view as it is a
combination of both rational functions (thinking and feeling).

Mobile, Stable, Adream and Awake are combinations of one rational
(thinking and feeling) and one irrational function (sensation and
intuition). Again, though these are theoretically possible from a Jungian
point of view, this is not a merger which Jung himself envisages, as he
describes types defined by one function alone and qualified by the further
categories of 'introvert and extravert.! These last two concepts are
discarded by the Laban-Malmgren system in terms of character
classification.

Carpenter's typescript does not argue theoretically in favour of his
innovations and simplifications. One feels that Carpenter and Laban try to
avoid being submerged under the weight of Jung's wealth of detail and
speculation. As we shall see, their main interest is in connecting certain
aspects of physical movement to some of the concepts presented in
"Psychological Types". Anything not relevant to this connection is
ignored, perhaps in the hope that 'real' Jungian psychologists will take
on board and amplify Laban's and Carpenter's insights and square them
fully with the totality of Jung's theory.

1 It is true to say that Jungians acknowledge the possibility of
"developed"” individuals embracing effectively more than one function. cf.
F. Fordham: "An Introduction", p. 47; see also Marie-Louise von Franz:
"Lectures on Jung's Typology", p. 21: "Many people, moreover, develop two
superior functions so well that it is very difficult to say whether the
person 1s a thinking-intuitive type or an Iintuitive type without the
thinking, for the two seem equally good. Sometimes sensation and feeling
are so well developed in an individual that you will have difficulty in
ascertaining which is the first. But does the intuitive-thinking person
suffer more from knocking his head on sensation facts or from feeling
problems? Here you can decide which is the first, and which the well
developed second function.”
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Their innovation is also made possible by the fact that the system
reinterprets the nature of two of Jung's functions, namely feeling and
thinking. Since these constitute significant departures from Jungian
orthodoxy, I think it is important to clarify the precise meaning assigned
by the system to these functions.

i. Feeling or Emotion?

As we have seen, for Jung, feeling is a rational function dedicated to
assigning values to our perceptions.! Moreover, Jung intimates that these
values are not only based on utility (on what we like or dislike) but have
a moral basis. In describing the neurosis of a young patient who lives off
the earnings of an older woman whose affection he exploits, Jung says: "He
has no right values, he is inferior in his feeling-life. That is his
problem.'? For Jung feeling seems therefore a function of discrimination
between good and bad, even if the good and the bad are determined by the
standards of the individual himself.3

For Laban and Carpenter, on the other hand, feeling is identical with
emotiont. This runs against one of the most dearly held Jungian
assumptions, according to which emotion is not a function of the conscious
psyche, but the perception of a physiological reaction to the environment:
"Emotions... are involuntary conditions which override the intentions of
the ego...[and]... are identical with certain physical conditions and are
thus deeply rooted in the heavy matter of the body.’s For Jung the

1 "psychological Types", pp. 354ff.; "Tavistock Lectures", p. 12; cf. also
"A Psychological Theory of Types” in Jung: Modern Man In Search Of His
Soul, London, Kegan Paul, Trench and Trubner, 1947 (1933), p. 105

2 "ravistock Lectures", p. 100

3 cf. Frieda Fordham. op. cit., p. 40; These standards, of course, are
profoundly affected by those of the society in which the individual lives
and Jungian "feeling types” have a strong sense of history and tradition
as well as profound religious attachments. I am left wondering, therefore,
whether this understanding of feeling is not too socially determined to be
an "innate” function?

4 The first words of their definition in the "Glossary" spell this out
unequivocally: "The emotion of 1liking or disliking, interest or
disinterest, etc.” (op. cit., p. 2)

5 "Tavistock Lectures”, p. 154; cf. p. 24: '"emotions and affects...are
clearly not functions any more, they are just events, because in an
emotion, as the word denotes, you are moved away, you are cast out, your
decent ego is put aside, and something else takes your place”.
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difference between feeling and emotion consists in the fact that “feeling
has no physical tangible physiological manifestations, while emotion is
characterised by an altered physiological condition.™

In making these assertions, Jung bases himself on one of the best known
(and most controversial) of the early psychological theories: the so-
called James-Lange theory of affect.? For most contemporary psychologists,
this theory - enormously influential in its time - has become of mainly
historical interest. I think, nevertheless, that - seeing how important
the understanding of the role of emotion in the creative process
undoubtedly is, and how much Carpenter and Laban depart from Jung's ideas
in this area - it is important to explain its basic principles, especially
for the benefit of the reader without a background in psychology.

William James' theory proposes that emotions are physiological in nature.
They are based on vasomotor reactions, that is reactions which affect the
circulation of the blood and can be observed in our blood pressure, the
tension of our skin, the depth and speed of our breathing, etc. They also
entail - as we now know - significant chemical changes, such as the
release of larger than usual quantities of adrenaline into the blood
stream. Our bodies react to external stimuli in this physiological way -
whether they be the anticipation of pain or of pleasure. Contrary to
common belief, says the James-Lange theory, we do not first feel 'love' or
'anger' and then the body reactions follow. On the contrary, our physical
reactions come first, we perceive the changes which occur to our body and
only then we give 'names' to these changes to suit the circumstances. Only
when we have chri