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Theais.

Persuasion should involve not only the baslc principles
of rhetoric,but also the "dynamic" ap exemplified in drama.
{.The principles of rhetoric,established by ancient
authorities,are unassallable and still prevail.
2,Persuasion involves also the "dynamlc} the creative
control of speaker over audience and the situation.
Such creative control is most easlly recognized in
the drama,
3.The "dynamic" operates in accordance with well estab-
lished and recognized principles of psychology.
a.A speaker engaged in public persuasion is sim-
ply using an outlet for self-expression.
b.The functioning of the "dynamic" is in accor-
dance with principles of group psychology.
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I.

In order to present a new theory,it is best first to
review the old in order to be familiar with the principles that
have been established., Consequently,a review of the principles of
rhetoric established by ancient authorities is prerequisite to an
attempt to emphaaiée an element which has hitherto been neglected
in dilscusaions of the principles involved ln oratorical success
before the public, The fundamental principles of rhetoric are un-.
assallable and still prevail against the attacks of time and logic.
Therefore,a review of those principles will provide a basis upon
which new ldeas may be established,

The creator of rhetoric was Aristotle,whose definition
of it was,"a faculty of discovering all the possible means of per-
suasion on any subject'.’1 In his works,Aristotle siresses the value
of rhetoric,since rhetoric seeks truth and justice,which,in them-~
8elves,are inherently superior to their opposites,and since rhetoric
ﬁust be added to pure knowledge to persuade audiences that will not
be convinced by truth in cold,logical form,alone?

As to the general construction of the speech (which is
“ simply the physical manifestation of rhetorical principles),Aris-
totle holds that,lin general, there are two parts, the stating of the
case and t he proving of 1it, "But 1f more parts are added,they must

not exceed four,viz,exordium,exposition,proof,and peroration¥3

-1+J.B.C.Welldon,Rhetoric of Aristotle,Translated,Micmillan and Com-
pany,New York, 1886, p. 31, ‘

2.Ibid. ,P.31 .

3,Ibid.,p.279.



Quintilian,however,holds that there are three general
stages of progress in a speech,"a beginning,an increase,and a com-
pletioh94 And whereas Aristotle divides a speech into only four
parts (exordium,exposition,proof,and peroration), Quintilian contends
thus;"in every judicial cause there are five parts;that the Jjudge 1s
to be conciliated in the exordium;that the cause is set forth in the
statement of facts,supported by evidence,and overthrown by refuta-
tion,and that the memory is to be refreshed,or the feelings excited,
in the perorat.ion'.'5

Let us now proceed to a brief examination of the functions
and characteristics of these various parts of an oratorical composi-
‘tion,

In the first part, the exordium, the fundamental object is
to make clear the purpose,object,or end of the speech and to attract
attention to the speaker, Quintilian believes that it is in the ex-
ordium that we are interested in securing the good will and atten-
tion of the audlience and of making the audience desirous of further
information® Moreover,an aim of the exordium is to interest the au-
dience to such an extent that it will listen to a speaker with great-
er interesat in the parts of the speech that follow. One is more
inclined to believe if one is inclined to listen., 1In the exordium
there shoulaAbe at least a hint of what is to come,and such intima-
tion should be of a nature to make it attractive and worthy of at-
tentlon. These three elements, then,of conciliating the good will
of the audience,of ralsging (and inereasing) the attention of the

4,John Selby Watson,Quintilian's Institutes of Oratory,Translated,
George Bell and Sons,London, 1903,p.349,Volune I,

5.1Ibid.,Volume II,pp.2R,73.
6.Ibid.,Volume I,p.254,
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hearers,and of rendering the hearers submissive to the possibili-
ties of persuasgion, these three are the motives underlyling the prep-
aration and execution of an exordium. First impressions do count,
and sometimes remain fixed after speakers have entered upon ground
less smooth and easy to traverse,

As to the length or size of an exordium, there should be
a direct relationship between its magnitude and the scope of what
follows, Cicero's analogy between the exordium and the rest of the
speech and the relation of the vestibﬁle to the house is well es-
tablished., Common sense should direct the architecture,

The second part of a speeéh,as eatablished by authorities,
is called the partition or the exposition. Eilther name refers sim-
ply to:"the enumeration according to their order,of our own propo-
sitions..,because,by its aid,the cause ié rendered clearef,and the
Judge more observant and atﬁentive if he knows exactly on what point
werare_Speaking and on what points we intend to speak afterwards!’
it ls reasonable to suppose that a partition contributes the quality
of clarity to a speech and gives the listener a better appreciation
of the few main ideas about which the rest of the speech will be or-
ganized. _

Aristotle's third division, the proof,which might bé called
the confirmation,lis divided by Quintilian into evidence and refuta-
tion, The difference in terminology is simply one of analysis,born
of Quintilian's legal attitude toward the twofold process involved

in pleading a case, Dis-proof has long been considered a method of

7.1bid.,p.308.
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praof,however,and for Quintilian to say that there are two elements
in proof,evidence and refutation,is simply for him to say that one
phasé of proving a case is the necessity of disproving the other slde,

This third step,irrespective of its name,deals with the
body of the aspeech, Needless to say,the body of the speech should be
connected with the partition By'a smooth and finished transitlon.
Much of the value of a clear and lucid partition can be wasted by a
crude transition.

It 1s common practice among laymen to present atrong ar-
guments at the beginning and’end of the proof with weak arguments
filling in the middle. A better arrangement would probably be to
begln with a sirong argument and to finish with the strongest argu-
ment, putting the less strong ones in the middle, No placé at all
should be given to weak arguments since their weakness puts strong
arguments into disreputable company. With the exception of a
strong argument at the beginning, the proper arrangement of argu-
ments should be in the order of climax. This third step,or confir-
mation,has the responsibility of establishing what has been contended,
for proof 1s essential to argument,

The fourth division of a speech is known as the peroration.
There seems to be no disagreement among authorities as to the uge of
this term for the final stage of a speech, In this section,the speak-
er reassembles the various arguments,indicating the particular steps

by which he has approached the end of his case,and recapitulating,
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through a summary,the main heads of his complete argument, In the

peraration,the speaker should not only refresh the minds of the au-
dience as to the points of loglc he was to establish,but he should

also contribute appropriate sentiment to his logic,slnce people are
motivated by the dictates of the heart as often as by the reason of
the mind;

Moving the emotions of others depends first of all upon a
speaker's abllity to stimulate his own emotions,since the chief pre-
requisite for moving the feelings Of‘people is that the speaker,him-
seif,bélmoved. Moreover, there is a direct relationship between the
extent ﬁo which a speaker is moved and the extent to which an audience
is moved, A stream cannot rise above its source.

In brief, then,the foregoing are the basic principles of
rhetoric,established by ancient authorities. Those princlples are
unassailable and still prevail. They have to do with the meaning
of rhetoric as an element of persuasion and 1lts extension into the
parts of a speech under the gulse of the exordium,exposition,proof,
"and peroration. Now that the fundamental principles have been
sketched,let us see what must be added to them to lead to success-
ful persuaslon,

II.

The second contention of this thesis 1s that persuasion
involves also the "dynamic! the creative control of speaker over
audience and over the situation. Such creative control is most

easily recognlzed in the drama,
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Drama 1s purposive speaking. It must accomplish some-
thing or else die, Therefore,if we can dlscover the thing which
makes for success of the drama and then identify it in oratory,
we shall find the secret of successful spealting. It is,therefore,
with considerable interest that we turn to examine drama in order
to find out what it is that can be called the secret of successful
audience control,

According to the theories of present day writers on the
sub ject of speech, persuaslion requires the'combination of a speech
constructed in accordance with admitted principles of rhetoric
together with a speaker who is alive to his responsibilities, It
is the contentioﬁ of this‘thesis that such a combination will fall
far short of success in many instances unlesgs there 1s also present
the element that may be termed the “dyhamic?

As evidence of the necessity for the presence of the
V"dynamiec" is submitted the thought that no such powerful result or
effect follows the reading of a great speech of history compared
with the effect that the speech produced upon the occasion of its
original dellvery. While it 1is true that the circumstances cannot
be reproduced,it is equally true that even with the use of the
lmaglnation,lt is often difficult to discover the reason for great-
ness on the grounds of rhetoric alone, The conclusion follows that

‘there must have been something in the speech that could not be put

on paper,
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Great actors and great orators have much in common,
Probably the most important factor in the work of each is the "dy-
namic! which is,1ln part,composed of the dramatic element, Clcero
wag convinced that actors and orators were close of kin when he
wrote:"I would have you.first of all,..persuvade yourself of this,
that,when I speak of an orator,I speak not much otherwise than I
should do if I had to speak of an actor..,"8

The methods of both actor and orator are well stated
by Quintilian in these words:"Where there is occaslon for moving
eompassioﬁ,too,we must endeavor to believe,and to feel convinced
.that the evila of which we complain have actually happened to our-
selves, We musﬁ imagine ourselves to be those very persons for whom
we lament as having suffered grievous,undeserved,and pitiable treat-
ment;we must not plead their cause as that of another,but we must en-
deavor to feel for a time their sufferings;and taus we shall say for
them what we should in similar circumstances say for ourselves, I
‘have often seen actors,both in tragedy and comedy,when they laid
agide their mask after goling through some distressing scene,quit the
theatre weepling.

"We assume the character of an orphan,of a person that
has been shipwrecked,or one that is in danger of losing hls life;
but to what purpose is it to assume their characters,if we do not
adopt their feelings? This art I thought should not be concealéd
from the reader,the art by which I myself,,.conceive that I have
attained at least some reputation for ability;and I have often been

8.J.5.Watson,Cicero on Oratory and Orators,Translated,David McKay,
Publisher,610 South Washington Square,Philadelphla,p.235.
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go affected,that not only tears but paleness and gorrow, similar to
real sorrow,have betrayed my emotionsald

Since both orator and actor depend for thelr success upon
the same elements,and since the "dynamic" has been used already as
the term to cover these elements in toto,an analysis of the "dynamic"
ought to provide a clearer conception of the mode of success., The
principles of rhetoric are assumed to be prerequisite to the "dy-
namic) that is,the very best methods and means of organization and
arrangement of material should first be utilized.

The essence of the word,"dynamic! is the idea of the dy-
namo ﬁhich is a device or method of converting power into energy in
the form of current through the agency of electromagnetic induction.,
The “dynamic" also pertains to motion as the result of activity or
action in terms of force or energy. Hence the atmosphere sometimes
created by a speaker or actor is the result of power radiated through
the individual's personality by the creation of energy. The origin
of such energy is in the dramatic elements of a speechjand the source
of success in a speaker,as well as in an actor,is in his dramatic
quallities and possibllities,

The "dynamic" was born,originally,of the desire of people
to express themselves, Its origin was coincldent with the origin of
the drama. The "dynamic" urge,--the desire to find an outlet for en-
ergy stored within individuale--was responsible for the people's
using and usurping the drama as a mode of expression,

The "dynamic" exists in places and things other than drama.

9.John Selby Watson,Quintilian's Institutes of Oratory,Translated,
George Bell and Sons,London, 1963,p.429,
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But it is present to so evident an extent in drama that il can be
easlly recognized there by anyone who simply remembers to ldentify
it when in its grasp. One has only to go to see a play (any play
that holds the attention of the auditor),and the "dynamic" is sure
to be present. The greater the workmanship,the more intensified 1is
the "dynamic! And,unless the play sags,the "dynamic" ought to be
present from the beginning to the end of the play.

The "dynamic" is most easlly recognized in a drama in 1its
process of belng enacted. Yet it is also present to as great a de-
gree at the moment of delivery of a great speech, It is mosﬁ ap-
parent in a speaker in his moments of greatest success, It is pres-
ent in evefy phase of his work 1if the observer can only see it, It
is an inherent element in all successful accomplishment,

The "dynamic" is born of generated energy;yet,once created,
it helps establish 1ts own energy through magnificatlion. It is not
life alone 80 much as the potentiality,process,and consummation of the
life-creating process., It is more than “"a soul on fire in a great
causelj 1t is the process of combustion as the interaction takes place,
The "dynamic" is nelther speaker nor audience,neither speech nor
rhetoric. It 18 a condition and a process. The "dynamic" is born of
the emotions;yet it is no single emotion;--rather it is the combina-
tlon. It is not attention alone;it is the consequence of attention.
It is dependent,not upon the effort or stimulus of the speaker,but
upon the result or success of the effort upon the response, The

"aynamic" is born of the action and reaction of speaker and listener,
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It is the product~-not of the speaker who believes that a rhetori-
cally composed speech and studied delivery are ninety per cent of
success~-but of the speaker who believes that all preparation pre-
vious to one's firet moment before an audience is merely ten per cent
of the total effort requlred,and that the remaining ninety per cent
deals with the problem of the "dynaumlc!

The "dynamic" 1s composed of lifejyet 1t is not 1life alone,
The "dynamic" is a conditlon,a relationship,a dramatization of crea-
tive ldeas, It 1s a process involving the speaker and his audlence
plus the unnumbered and unknown factors which may enter, It is the
quality of holding the attention of the audience;yet it is not merely
the process of attention, In oratory,it includes the creative con-
trol exerted by a speaker over an audience at the moment of contact
and during the process which varies .from moment to moment.

Again,it is the personality of a speaker in combination
with the personality of an audlence--all in public form. It is per-
sonality and soul in action unaware of public display. It is a mind
thinking aloud in accordance with,and in combination with,other minds-
which react to such a stimulus, It ie most apparent in moments of
greatest climax;yet 1t can be present in a smile or whisper or even a
gesture,

The " dynamic) then,1s by all odds the greatest factor in
successaful speech,whether it is the actor or the orator that is before
the audience, [Moreover,the things that make for great drama on the

stage are also the very elements that make for great oratory.
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Such creative control as has been indicated in the fore-
going is most eapily recognized in the dranma,

In order to be on common ground,we must first come to
some common understanding as to what is meant by the term,"dramal
When one uses the term,"drama! or the term,"dramatic) one thinks of
a theatre, It is unfortunate that the kind of response to the stim-
ulus of the word,"drama) is a concept of a bullding full of sham
rather than that of one dedicated to the true expressidn of the in-
stincts and emotions of the human being, As a consequence,people
have come to confuse the term "dramatic" with the term "theatric!
When men in the profession of teaching,or in other wvocations,re-
coil with disgust at the thought of a speech as "dramatic) it is
"theatric" they have in mind as marking a speech that is repugnant,

The difference between "theatric'" and "dramatic" implies
everything except the emotional expression of the artist. The build-
lag, the costumes,wigs,grease paint,footlights,drops,scenery,and so
forth are all elements of the "theatric! They are all artificial.
They represent the sham of what is called "showmanship) and there is
nothing real about them. But drama,even though it may be (and often
is) surrounded by the artificiality of the "theatric! is not shan
or artificiality, Drama is genulne and pure, It is just as certain
and enduring as human beings themselves, It is because of this con-
fusing of the true with the false,the genuine with the imitation,
that drams must establish itself among people who should make finer

discriminations,



_‘[a..

In this discussion, the "dramatic" is not the "theatric”
which many people call to mind. Drama is the expression of the in-
stincts and emotions generated in the minds and souls of human beings
and is expressed in a form which is known as "actingl! The essence
of drama is emotion, Saintsbury said that drama was "that great
hybrid between poetry and prose! The Greeks emphasized actlon in
their interpretation of the drama. Professor George Baker,of Yale,

emphasizes character, In Dryden's Essay of Dramatic Poegx,Crites

says that the play is a "just and lively image of human nature repre-
senting its passions and humours and the changes of fortune to which
it is subject,for the delight and instruction of mankindl Brunetiere
maintained that drama was essentially a mental struggle, But our
position 1s that drama 1s not drama unless it grips and holds the
audlence and leads 1t to some definite frame of mind as a conclusion.
Purther,it is necessary that the principal means of expression in
drama be the human element of 1ts actors,

The dramatic can best be understood 1f we base ldeas of
drama upon this definitvion:"Drama deals through the material medium
of actor and stage with a conflict,struggle,or crisis in the 1life of
an Individual,or in the lives of individuals,s0 ag to arouse in the
audlence,individually and compositely,emotions similar or disesimilar
to those presented on the stage?‘o

This definition implies that a drama is not a copy of
the play in printed form, The meeting of printer's ink and paper
does not constlitute a drama, A drama is such only when it is being

10.0riginal definition by Mr.Irving White,of Boston University,as
given in a lecture on the drama,
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acted, It must be in a moving,active state of motion rather than in
a condition of inertia. Moreover, there must be a psychological tug
of war between opposite factions in the mentality of the characters.
There must be a crisis or situation demanding a decision., And the
outcome must be in doubt, There must also be a sSolution to the prob-
lem presented in a way such that it satisfles those who are seeing
and hearing the play. Such a presentation before an audience must,
by its very intent,move an audlence--elther toward the conclusions

of the drama or away from them,

One of the most important factors in audience control 1is
the "dynamic"‘tension in a play. "Dynamic" tension in a play may
be defined as the electrical voltage of the current of communication
that exlsts between a play that 18 in the process of being acted and
1ts audlence., To say that a play 1s in the process of being acted is
really redundant,since there is no such thing as a play in any other
status. It is only when the curteln has risen and the actors have
begun to speak their lines and act their parts that drama 1s created
and may be sald to exlst.

Without a deep analysis of tae mysteries of successful act-
ing,it may be said,in brief,that one of the important elements in act-
ing is the "dynamic'"creation of the actors,individually and collective.
ly. Moreover,the emotional in acting is not only among the actors,
themselves, but also between the actors and the audience., Thils latter
relationship,for lack of a better term,may be called the emotional

adtion and reaction of the audience, Thils latter condltion is the
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consequence of the "dynamic" quality of tne play.

The emotional tension of a play is contingent upon two
factors:first, the skill with which the playwright has built scenes,
situations,and circumstances that create emotional interest;and
gecondly, the skill with which the actors handle their lines to pro-
duce the maximum effect upon the audience,

Perhapse the easlest way to illustrate the "dynamic" in its
most obvious form is to glve examples of 1t from a half dozen or
more dramas of varying types,some of them the greatest dramas of all
literature, An examination of an old Morality,two plays of the Eliza-
bethan age (a comedy and a satire),a well known comedy of Shakespeare,
and three of his supreme tragedles should be sufficient to establish
the dramatic "dynamic" in a wide and varied degree,

An examination of a production of the old Moralitiy play
of Everyman gives us ample reason to believe that the presence of the
"dynamic" in its characters and lines accounts,to a great degree, for
its continued life over so many years. Had Everyman consisted merely
of characters,lines,and a story,lt would have died long ago. But,
interwoven with its lines,was the creative element of the "dynamic!

No amount of description can do Justice to the feeling that overpowers
an audience as it sees the character of Death approach Everyman and
tell him that he must bring an account of his 1life to God. No paper
could convey the feelling of mingled horror and dread that the char-
acter produces when,after Everyman has laughingly asked:"I know thee

not:what messenger art thou?" Death replies with the simple line:



"I am Death!

Death 1s not an emotion;it is a process, Therefore,ithe
effect of the scene upon the audience can be traced only to the ex-
istence of a condition (of which the emotional is only a part),and
can be explalned only in the term of a process of generated energy,
a8 the interaction takes place, And the continued existence of the
"dynamic" in that play 1s directly traceable to the continued flow
and control of pathos as Everyman tries without avall to secure the
adequate and necessary protection against~his final reckoning, The
interplay between Everyman and Death,Good-Deeds,Goods,Beauty,Knowl~
edge,and others to whom he appeals,alone accounts for the success of
the powerful effect that a production of Everyman could secure on an
‘audience hundreds of years ago., And 1t is also the reason why Every-
man 1s s8till alive to-day.

Everyman,of course, 1s a tragedy., But that comedy also is
built upon the "dynamic" can be illustrated by two dramas from the

Elizabethan age,The Shoemaker's Holiday and The Alchemist. These are

both comedies of good construction and power, The Shoemaker's Holi-

day contains both light and broad humorj;it i1s full of lyrics and the
romantlc element;and its characters are well drawn,

The Alchemist won Coleridge's praise as having one of the

three best constructed plots in all literature,
Both of these plays meet the demands of the classical unity
of time and place and actionjand both playe are closely-knit in struc-

ture, The Alchemist makes up with satire what it lacks In romantic



-16-

elements,

The "dynamic" in The Shoemaker's Holiday 1s expressed

through the genial humor of the play and its attitude of warm friend-
liness., It can easlly be seen that the motif of the play is one of
love of fellowmen and a desire to tolerate men's foibles with the
attitude of wide tolerance expected of all true humorists. There 18
a cheery,friendly,lovable attitude about all the work that the author
does, The spirit of Dekker shines through the lines of each charac-
ter so that an atmosphere of pleasant understanding holds the audience
throughout. Thus the "dynamic" takes the form in this play of the
pleasant personality of actors in combination with the resultant
pleasant personality of an audience-=-all in public form. It is an
atmosphere of happy and fortunate combination of the human element

on both sides of the footlights.

The "dynamic" in The Alchemist takes the form of hard

realism,an appeal to the head and not the heart., The play is a
satirical presentation of life,expressing a moral purpose to a cer-
tain extent., It follows the three unities, Since the play is a come-
dy of manners,portraying the society of its day,the characters must,
of necessity,be broadly sketched. It is a play of satire--mostly of
gullibility and hypoerisy. Here intellectuality is the means through
which the "dynamic" finds expression. 1In a play of the type of The
Alchemist, the "dynamic" would be less spontaneous and less sparkling.
dontact between actors and audience would be of a more reserved and

thoughtful nature, Therefore,the "dynamic" would be less apparent
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during the presentation of the play and the people involved would be
less susceptible to its existence. Nevertheless,the "dynamic" would
be present as an inherent element in the success of the presentatlon.
If it is difficult to grasp the "dynamic" in plays of the

Elizabethan period;it is perhaps due to the average person's lack of
famillarity with the ideas and purposes of plays of that day and age,.
The plays of Shakespeare probably furnish a more fertile field for
illustrations of the "dynamic!

In The Merchant of Venice;for instance,lt is easy to see

the elements that contribute to its ability to hold an audience, The

plot of The Merchant of Venice,being as it 18 of a dualistic nature,
lends an element of sirength to the progressive movement so necessary
to the atmospheric condition of a play. The strong plot of Shylock's
intense deslire for revenge hurls the play forward at a strong pace,.
The other plot, that of Bassanio's courtship of Portia,lends the
necessary overtones to modulate the hardness of Shylock's greed for
revenge.

The playi starts with Antonio's familiar line:"In sooth,
I know not why I am so sad?! Such a skilful beginning shows that
Shakespeare knew what oratorse soon learnsto catch attention from the
very start. One of the essential elements of a drama or of a speech
is pace which,to a certain extent,depends upon the amount of "flesh
and blood" that have been put into the lines by an author or orator
wise in the handling of audiences,

Throughout The Merchant of Venice Antonio appears to be
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doomed. Such an element of plot as a man drawn inevitably towards
his doom is one that is sure to create tense moments in the 1life of
an audience. However,the thing that holds the play together is the
consummate and intense determination on the part of Shylock for re-
venge. Such an attitude on Shylock's part provides the foundation
on which other elements of plot may be built,specifically the comedy
phases, Perhaps no play affords a better example of the various ele-
ments through which the "dynamic" can find expression. Greed,revenge,
hatred,and bitterness all eminate from Shylock. Hatred,resignation,
and firmness come from Antonio. From other characters come the ele-
ments of comedy, love,courage,happiness,youth,ambition,and the thousand
and one elements involved in the lives of young people., All these
things are best seen contridbuting thelr part to the "dynamic" as a
whole in the court scene where "dynamic" tension is buili from mo-
ment to moment on all the various factors that have been enumerated,
Yet the "dynamlc" i1s not any one of these factors alonej--rather it
is the comblnation and the consequence of the combination. It 1s the
action and interaction of humanity upon humanity.

A heavier type and varlety of the "dynamic" can be found
in the tragedies of Shakespeare, Macbeth furnishes an illustration
of 2 kind of the "dynamic" that moves with tremendous vitality. With
the welrdness of the opening scene,the "dynamic" in Macbeth has pace,
emétional quallty,and grip that are born of the action and interactiong
of human personalities in conflict. What audience can withstand the

"dynamic" pressure of the plottlng of Macbeth and his wife,of the



dagger scene,the murder scene,(even the Porter scene), the banquet
scene, the sleepwalking scene,and lastly,the battle scene? It takes
more than attention and emotions to make those scenes successful., It
takes life 1in action, thought in application,the mind in motion,and
the interplay and reaction of sparks of numan souls in conflict,

In Qthello,the "dynamic" is of a heavier type. Like in
The Alchemist,the flavor of Qthello is intellectual. Plotilng is

egssentially a matter of cunning and scheming. Whlile there is very
little action in Qthello, the curioeity of the audience contributes

an element of the "dynamic" that 1s surpassed only by the intrigue

of Iago. While Iago's mind is not a great one,yet it is above the
average, And Iago's control of Roderigo, together with his manipula-
tion of Othello,Cassio,and Emilia provides the necessary elements the
"dynamic" demands in order that tension shall result. The soliloquies
of Othello furnish ample material to increase and intensify the atmos-
phere where little plot existsjand,in all, the product of thinking
minds gilves Othello a sinister and attractive aspect,

Since Qthello and Macbeth lend themselves so easlly to a
"dynamic" analysis,a comparison of the two may bring out points of
excellence that contribute to the "dynamic!

In both Qthello and Macbeth,Shakespeare has bullt scenes,
situations,and circumstances that create tension., Whlle such stage
sltuations are cleverly designed,it takes excellent actors to pro=-
duce the maximum results contemplated by the author, Hence the

scarcity of good Shakespearian productlons.
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Of the two‘plays,the "dynamic" tension of Qthello is less
than that of Macbeth for the reason that Othello is more of a psy-

chological study than 1s Macbeth. QOthello depends more upon reflec-

tive plotting on the part of the conspirators,and the cunning of

Iago is born of a mind gone astray from the highways of heal thy
thinking. In Othello,the plot must be kept a secret between Iago

and Roderigo,with the audience in an evesdropping capaciﬁy in order
that the climax may be brought to a successful culmination. 1In
Macbeth, the important deed is8 done at an early moment (Act II,Scene II,
to be exact),whereasg,in Othello,the pivotal deed of violence is post-
poned until near the end of the play (Act V,Scene II).

The "dynamic" tension of Macbeth is based upon the audiencel
interest in the consequences of a murder;in QOthello,the tension is
bullt mainly about the uncertainty of a murder taking place,

‘In Qthello,as in Macbeth,murder is plural in numberjibut in

Macbeth, the successive murders are accompllished to insure the success
of the first murder;whereas,in Qthello, the successive killings are
due to a desire to avenge the first,
’ Probably the scene of greatest "dynamic" tension in Qthello
is Act V,Beene II,when the audience is enthralled by Othello's kill-
ing of Desdemona. In Macbeth,the scene of greatest tension is prob-
ably that of Act II,Scene II,in which Duncan 1s murdered.

In Othello,no deed of violence has been comanitted before
the rise of the curtain. In fact,much of the time of the scene is

taken up with the conversation between Othello and Desdemona before
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the final act of murder. Everything is done before the eyes of the
audience., And when Desdemons 1s finally smothered, the audience has
been prepared for Such a tragedy. In Macbeth,however,the deed 1is
being committed off stage at the opening of the scene. Few nerves can
resist tingling to the realization that "He is about 1t! Lady Macbeth
keeps the audlence in a state of emotional tension in a manner quite
different from the product of the conversation between Othello and
Desdemona.,

In Macbeth,for instance,the shriekx of the owl,heard only
by Lady Macbeth, sends shivers over many in the audlence,whereas the
final movement of Desdemona would probably produce a wave of pity
and sympathy in the audience rather than a wave of fear.

The only touch in Qthello that should produce a "dynamic"
effect on the audience that it cannot control 1s the touch that comes
when the audience,belleving Desdemona to be dead,hears her voice
again., Llike an electric flash,such a voice could startle an audience.

Perhaps the most conclusive bit of evidence in support of
the contention that greater tenslion is found in Macbeth lies in the
fact that Shakespeare followed his murder scene in Macbeth with the
tipsy Porter scene, To e sure,in Qthello the plot has been devel-
oped too near 1lts conclusion to permit of such a comedy scene. But
even 80,1t 1s doubtful if 1t is even needed. While it is true that
both plays end in baths of Dblood,the sympathy of the audience in
Macbeth demands that the chief offender be punished;while in Qthello

the audlence feels that each new casualty only adds to the enormity
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of the original blunder. Of course,the audlence desires the punish-
ment of Iago for his crimes,but each of the other casualiies seems
only to increase the size of‘his crinme,

As has been stated previously,a second factor in the
"dynamic" tension of a play is the skill of the actore. While it is
true that great actors might make Othello a& more thrilling production
than ordinary actors could make Macbeth,the fact seems to be valld
that casts of equal abllity could do better work with Macbeth than
with Qthello, Macbeth 1s built upon actlon and healthy villainy;

Othello 18 bullt upon secret scheming. Macbeth is physical motion;
Qthello 1s psychologlical duplieity. Macbeth is the story of a

strong and daring villain,misled by inordinate ambition;Othello is
the story of a poor loser who plots his revenge, Macbeth's villain
can be admired for his boldness,and even glven sympathy for his first
mlsdeed;Qthello's villain must be despised for greater and greater
meanness that is exposed as the plot becomes plain. Macbeth is paint-
ed with big, swift, sure colors;0thello is etched in shadowse between
black and white, Had he a little more familiarity with stagecraft,
Robert Browning might have written Othello. But only a Shakespeare
could have written Macbeth.

If a2 more intensifled illustration of the "dynamic" is
desired,it can be found in the great tragedy of Hamlet. Hamlet,
bearing about him the veil of another world,an odor of the grave,and
an emblem of "the life to come" carries the lure that bullds tension

In any audlence. And the intensity of Hamlet's oath to avenge his
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father's death is enough to send the play forward at a pace that com-
pels attention., The great "dynamic" intensity of Hamlet, that which
compels 1nstant and continued attention,comes not alone from the plot,
interesting as it 1s. The great concentration of energy in Hamlet
.comes from the character of Hamlet,himself, An enigma is always
fascinating. It is to the mind of Hamlet that all advantages can be
traced, for his was the mind of a glant in motion. Brilliancy of
thought and depth of emotion sparkle among Hamlet's lines like sun-
beams that play through a tumbling waterfall., Hamlet's profoundity
of thought and rhetoric of expression defy comparison. No character
in any play even remotely approaches him. Hamlet may have been a

man of inaction,but his mind was always in motion,thinking beyond
"this ignorant present" 1nt§ a realm beyond the ken of mortal men.,

Hamlet,in the center of a stage,without uttering a single
word,could hold an audience by the sheer radlance of a "dynamic"
personallty too full for adequate expression., Hamlet had more
eloquence in hls demeanor than Macheth in all his actions, Hamlet's
mind was indeed the ideal of motion in inaction.

So 1t is that we see illustrations of the "dynamic" in
drama. Through the foregoing illustrations, the "dynamic" has been
.geen from various aspects. Since it is endless and ever changing,
no complete exposition of it could ever be made, But illustrations
have been made of the "dynamlc" in comedy and tragedy,showing 1its
method of arousing the desired creative reaction from the audlence,

under the guldance of the moving mind of the author,
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Nor is drama restricted to people who bear the title of
actors. While 1t is not customary to think of an orator in the
role of an actor,it requires only a little imagination to visualize
such an actuallty. One orator in the role of an actor took the
stage in the House of Burgesses in Williamsburg,Virginia,in 1765,
with Patrick Henry playling the leading role,and with his lines com-~
posed chiefly about his dramatized opinion of Caesar,Charles the First,
and George the Third., What happened at that time and place was drama
of the highest type,even though no director shouted orders or correct-
ed mistakes. No play ever written ever contalned more genuine drama
than did that one in the House of Burgesses in 1765,when,after climax
had followed climax,Henry's slde was declared to be the winner by a
single vote.

In the cases of Everyman,Qthello,Macbeth,Hamlet,and Patrick

Henry's oration,it was the "dynamic" that made each 1ive, And the
entire theory may be stated in the simple dictum:the greater the ele-
ments of the "dynamic" present in a play or a speech,the greater is
the play or speech. Furthermore,the essential elements of the "dy-
namic" are born of the drama.

Thus the dramatist 1s always trying to arouse emotions,
since emotional resgponse and emotional agreement hbetween the play
and the audlence are necessary to the accomplishment of an effect
upon an audience, May it be sald here,parenthetically,that the
mind must be disabused of the idea that effects upon audlences can

be produced only by artificiality or in a manner we call "affected"?
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To produce an effect upon an audience means to move the audience
psychologlcally,and such a moving of an gudience can be accomplished
by the true methods of reading lines emotionally as well as by the
artificial methods for which the stage is noted.

Hence the end and aim of drama 1s to get results from
an audience by means of a stage pbesentation involving actors as

the champions of ideas.

Drama,to qualify iteelf as such,must be on the stage in
the process of action. The medium of this culmination is the pro-
cess known as acting,involving what are called "actors! Acting con-
slsts in feeling the emotion and in having the audience respond to
its effects, If it Dbe true that an emotion felt by one or a few in-
dividuals can so affect an entire audience that the audience will also
feel the emotion, then there must be some definite principles operating
that ought to be considered. A few of those principles are these:
first,an actor must experlience an emotion,himself,before he can ex-
pect an audience to experience it. He must laugh (mentally) before .
he can expect the audience to laugh physically. He must cry(men=-
tally) before he can expect the audience to cry physically, The
emotlon of the actor must always precede that of the audience.
Secondly, the audience will put on the emotion the value the actor
puts on it, If he does not feel the emotion deeply,the audience
will not. Thirdly,auﬁiences must be nourished on emotion. There
can never be a moment when an audlence is allowed to do nothing.

30, too, there can never be a moment when an actor is on the stage with



-26-~

nothing to do,with no emotion to radiate.

As a consequence, the actor learns very quickly to antlici-
pate emotions and to move from one emotion to another émotlion,and
from one emotional climax to another. That 1s because the drama
is built fundamentally upon the human element--human instincts and
emotions in everyone who ever reads a line or hears a line read,

Drama 1s strong and vigorous life, It is not only as
Cicero said,"The mirror of human 1life! it 1s 1ife itself--portrayed
by living,breathing,and thinking human beings. Drama has i1ts roots
in the human element,that unknown quantity which makes people more
than merely flesh and blood. Drama playse upon loves and hates,anm-
bitions and hopes,fears and desires,native "drives! instincts,and
emotions,and makes us so much an integral part of what we see and hear
that we live every feeling,every thought of the playj;otnerwise it is
not drama.,

All these emotional possibillties are contingent upon the
plot of a play which is the thread of narrative that serves as a
skeleton around which the characterizations are built,

The plot has always played an important part in the con-
struction of drama., ©Plot 1s so important that an author usually
beging with the thread of a story or narrative and later originates
the different characters that are necessary in order to tell the
story to the audience, Plays usually stand or fall on thelr plots.
Among the Greeks,the plot was known before it came upon the stage.

To-day,plot 1s a matter of structure., This thing called "plot",in



-27-

another sense,ls the itrack along which fthe drama movesj;and the
smoother the track,the easier and faster will be the progress of
the Jjourney.

| In writing his plot, the author has probably found the
most 1mportant raw material to consist of ideas, Part of his prob-
lem has been to put thé ideas in such an order that there will be
sequence, starting from the rise of the curtain to the first crisis,
then to the second crisis,and so on. Plays must be bullt so that,
as time passes,the situations become more intensejand the interest
is hgightened in what 1s next expected until the climax of the play
is reached,

The climax of a play may be defined as the point of
greatest emotion or interest, It 1s the point where the greatest
excltement is likely to be exhlbited, It is the point toward which
every thing builds in the beginning of the play;and,after the passage
of which,falling action sets in,

The author must keep in mind that the problems of plot,
sequence of ldeas,and climax are among the most important elements
in writing a play. The author must also write his play to be pro-~
duced at a certain pace. Pace is something that appears only in
the actual presentation of the play;but even before the play is
cast,it is possible to predict,from a reading of the play,the ap-
proximate speed at which each of the scenes should be produced,
Lastly,in writing a play,an author should have clearly in mind the

object or the purpose of the play. The purpose of the play domlinates
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it and influencesg all things attendant upon it. If its object 1s
merely that of amusement,the author may put into the play consider-
able nonsense, If,however,he is really trying to write a great play,
the play will undoubtedly contain several excellent passages,pro-
clainming the loftiest of emotions.

| All these things that have been enumerated the author
conslders as he writes his play so that,when the play 1ls ready for
production,it 1s built upon sound methods and is subject only to
its necessity of being rewritten if passages are found to be weak
or otnerwise unacceptable,

All these things are prerequisite to the production of a
play. When the script has been put into the hands of a director,
actors have been cast and rehearsed,and the play is ready for pro-
duction, then other problems arise, The main thing, then,is to make
the play a success in a "dynamic" way so that the audlence will
respond rather than be bored. 1In such an accouplishment several
things have to be done,the first of which 1s to gain attention to
the action the moment that the curtaln goes up. PStrong drama galns
attention and holds it. That is because one of the main responsi-
bilities of an actor with respect to an audience is,first of all,to
get the attention of the audience. The actor can be alded by the
author's having built into the lines that certaln something known
a8 "flesh and blood" But all lines are difficult at best,and the
success of the lines that are read depends upon the ability of the

actor who is dolng the reading of the llnes,
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Another element in the success of the play is the extent
to which the actor can put into the lines what 1s known as momentum,
This can be made much easlier 1f the actors have the abilify to put
virility into their lines., Drama needs motionjand a play must speed
from crisis to crlsis, The movement of a play 15 due to this kind of
motion, the kind that galins momentum from the actor's reading of lines
in a live fashlon. And 1t is this added momentum which the actor
contributes that causes the actlon to rige or to fall,

Moreover,plays are virlle or anaemic according as their
casts radiate emotions that become contagious. And 1t is the ability
of an actor to concentrate tremendous emotion in his lines that
stamps hlim as belilng great.

Still another element in sueccessaful presentation of
drama 1s the hold a play has upon an audience., If a play does not
hold an audience,it 1s not much of a play. And it is the extent
to which actors contribute to the intensification of the hold a
play has upon the audience that the actors help the play to be a
success, Dramatic energy can be radlated by actors in reading
their lines so that the audlence feels the atmosphere as belng
saturated with a captivating power that will not release 1t.

Finally, there i1s in drama such a thing as a personal
reaction, It is of a dual nature:among the actors,themselves,and
between an actor and his audience, It is physically possible for
an actor to have such an effect upon another actor that the latter

will be stimulated to better work than he believed himself capable
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of doing. BSometimesg the latter affects the former,in turn,so that
both play their parts better than either thought possible. Actors,
also,affect the audignce for better or for worse. The audlence,in
turn,affects the actors;and the resulting exchange and interplay of
emotions,back and forth,produces results that neither side of the
footlighte belleved possible,

To sum up, then:the heart's blood of the drama is emotion--
emotion in concentrated form,built from climax to climax.

The application of all that has been said up to this point
lies in the fact that if the elements enumerated as the vital parts
of drama were taken over into the realm of oratory,effective speak-
ing would be the consequence. Drama and oratory have many polnts of
similarity., Oratory in its various forms may be likened to drama in
its various forms. Tragedy may be compared with formal and serious
orations and addresses;comedy may be compared with the lighter types
of informal speechesj;and farce will be found to be bullt upon the
game foundation (psychologically) as some of our best after-dinner
speeches.

Both the actor and the orator express emotion under pres-
sure., Each has the responsibllity of producing results in the hand-
ling of audiences through the medium of instincts and emotions. The
greater the actor,the greater the effect upon the audience;and this
statement 18 also true of the orator, The spoken lines of an actor
must grip an audience;so must the llnes of an orator., In fact,the

greatest speeches are dramatized speeches:speéches that are so full
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of emotion that an audience is tremendously influenced by them. The
orator is simply a dramatist creating his own plot and lines,cutting
out his own pattern of human apovroach,and skilfully producing his ef-
fects and accomplishing his purpose through the medium of mind, in-
gtinets,and emotions.

Not only is there a value to the dramatic,but the power
of the dramatlc is well known,--on stage and rostrum. To use only
one illustratlion:the plays of Shakespeare have probably exerted more
influence on thoughts and emotions throughout the world than have
the works of any other man, The speeches of the great orators of
history have probably been the most domlnant factors in moving men
to action. And a comparison of the world's greatest plays with the
world's greatest speeches would show that the great value of their
accomplishments was such that thelr succesgs could be charged to the
inner,driving force of dramatized emotions. On the stage,it clothes
the actor with invisible power of influencejon the rostrum,it gives
the orator a great weapon of power, The source of that power may be
found in the dynamo that creates the emotional and radlates it. If
the source of the energy radiated by human personalities under pres-
sure while they are before the public can be located, then the "drive"
that makes dramag,actors,and oraltors great can be identifiled,

The elements of the "dynamic" that have been enumerated
as being in the drama are Just as much,and Just as great,a part of
oratory. The orator,in preparing nhis speech,works in a way similar

to that of the writer and maker of drama, The speaker must create
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his plot in the form of an outlinejhe must know the sequence of his
ideas that are to be parts of his outlinejhe must bﬁild his speech
from crisis to crisis,eventually culminating in his climaxj;and he
must be able to predict,in his preparation,the pace he intends to
gset when he gets upon hils feet,subject,of course,to the exigency of
the occaslon, the mentality of the audience,lits size,and the pressure
under which he must work, It is also true that the orator must ac-
complish his purpose,reach the objective or goal he has previously
selected,and get resulta., All these things the orator must plan for,
and prepare for,before he even rises to his feet.

Then,when he does get to his feet,the orator has the
same responsibllity as has the actor for getting the interest of the
audience, The orator must build into his speech the momentum that
keeps speeches as well as plays from sagging. If a speech lacks
the necessary holding qualities,the orator's audience goes to sleep
as qulckxly as it would were it at a stupid play. The orator must
workx to gain a condition of concentrated emotion--in both himself
and his hearers. A good speaxer should have Just as tight a grip
on his audience as does an actor, And the orator's responsibility
of generating dramatlzed energy is Just as large as 1s the actor's,
In oratory,there is certainly the condition of action and reaction
between speaker and listener;and in the event of there being more
than one speaker on the same occaslion,one 8peaXer certalnly has an
effect upon another--for better or for worse,

All these points of simllarity only go to show that the
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speaker suffers,as does the actor,until the time comeg for action
before the public,and that the "dynamic" that is productive of suc-
cess 1s present in both cases, The only difference between the two,
actor and orator,is that one has lines given to him which he must use,
while the orator must create his own lines at the moment of their de-
livery. In the case of the drama,the "dynamic" is more easily seen
by the layman,although it is present to as great an extent in the
realm of oratory for those who are trained enough to ildentify it,

In view of the foregoing,it should be apparent that per-
suasion cannot end with a preparatlion in accordance with the laws
of rhetoric together with a speaker alive to his opportunity,-~nor
even with "exclusive attention! Persuasion,to be successful,must
add to those elements the more important one known as the "dynamic!
the creative control of speaker over audience and the situation.
Such creative control is most easily recognized in the drama;and
once recogﬂized there,is easily l1ldentified in the realm of oratory.
Actors and orators work in similar ways to produce their results
and to attain their success. Bach depends for his success,not only
upon a ten per cent of sxilful organization and adequate preparation,

but also upon the ninety per cent of investment in the "dynamic!
ITI.

The third,and final,contention of this thesis is that the
"dynamic" operates in accordance with well established and recog-

nized principles of psychology since a speaker who is engaged in
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public persuasion is simply using an outlet for self-expression and
8lnce the functioning of the "dynamic" 18 in accordance with the
ﬁrinciples of.group psychology.

In establishing the contention that a speaker who 18 en-
gaged in public persuasion ls simply using an outlet for self-ex-
pression,an attempt will be made to assume the viewpoint of the in-
dividual;whereas in establishing the second contention,that the
functioning of the "dynamic" is in accordance with the principles of
group psychology,the viewpoint will be that of the sbeaking process
and of the crowd and group characteristics of audiences,

If we trace the "dynamic" back to its original source,
psychologically,we shall find that it is a by-product of our native
‘action tendencies,emotions,and desires, All human motives and en-
deavors find their origin in the instinctive urges or in the so-
called.fundamental "native drives" of hunger, protection,reproduction,
and the like. After these requirements have been satisfied,the en-
suing "drives" are usually for the expansion and enhancement of the
status of the individual., One of the most prevalent of these secon-
dary "drives" 1s that of public speech. And thus it is tbat we are
able to partially account for the element of the "dynanmic" in con-
nection with this all ilmportant function,

What people inwardly desire,however,and what they outward-
ly manifest are two different things. A great many inhibitions come
linto play to Dblock desires,not the least of which ig that of fear.
If,for example,an individual's ambitions are in the direction of
ieadership,but he ig handlcapped by fears of social failure because
of limitations of physique,then there is created a situation in which
conflict and represslon are inevitable., Fortunately,however,nature

provides a mechanism for overcoming such conflict and repression through
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sublimation and compensation. 80 as to dlvert the thwarted desires
of individuals to filelds where the energy manufactured by the body
under the influence of the emotions will find other socially ap-
proved outlets.

One such means of sublimation 18 that of speaking before
the public, The story of practically every great orator has been
that of a man seeklng a medium or outlet of expression for his
thwarted desires of conquest. To clte only one illustratlon:there
is 1little doubt but that the king of England would have fared badly
at the hands of Patrick Henry,had the former been within physical
reach of the latter. 8Since 1t was impossible for Henry to raise
an army and eliminate the king,physically,Henry used the substitute
of oratory to attaln the end of the freedom of the colonles,

Perhaps the following dlagrams will 1llustrate the fore-
going statements., The first dlagram 1s simply the familiar one of

a stimulus finding an immediate and satisfactory response:

In the case of the following dlagram,an individual has
in his équipment the desire to be a great warrior. Since he lacks
the physique,or opportunity,or social sanction that peace loving
people refuse to give to warlike desires,such an ambition must be
converted into something, such as oratory,that has social approval,
In such a field,the individual will be giving expression to sonme
of his natural desires and at the same time be in accordance with

the rules and regulations of modern society. For example:



Substitute response-~QOratory.

==X More or less direct outlet--Fighting.

X In sublimation, then,

we have a second source of the "dynamic" quality in speech,
Instead of having thls human element in the form of
the "dynamic" driving all about in a blind and irrational man-
ner, there is a perfectly simple method of controlling it through
what 1s known as"purposive behavior! The physical counterpart of
the "dynamic" is what is known as energy seeking an outlet but
held under pressure,and is termed universally either "dammed up
energy" or "stored energy! Of course,the two terms do not mean
the samething. Our interpretation is that the "dynamic" consists
of both, As Woodworth puts it:"Stored energy is like that of coal
in the binj;dammed-up energy is like that of steam in the boiler?“
That kind of energy ie of great value when put to an lntelligent
use, but ié of a very dangerous nature when it is allowed to. act
independently of intelligent application} Purposive behavior pro-
vides the compass by which intelligent direction may be given to
energy held in reserve or under pressure, Purposive behavior may
be characterized by the idea that 1t containe an element which per-
sists in a general direction, The most important element in the per-
sistence is the tendency toward some end or goal. In purposive be-
navior,the life wants something 1t hae not., Now if purposive

11.Robert S.Woodworth,Psychology,A study of Mental Life,Henry Holt
and Company,New York,p.83.
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speaking 1s the consequence of purposive behavior toward the end
of social leadership or group recognition, then the purposive
speaking will be the result of the inner driving force that every
human has,once it is aroused., Once stimulated,this inner driving
force persists 1ln a glven direction until the end reaction is at-
talned. It 1ls born of the inner force that urges the organism on
to a given goal,this inner force that persists and has a tendency
to some end, Tracing this inner drilving force to its origin,we
find that 1t must start in a motive. By an examlnation of human
motives,we find that their essence lies in the idea that a motive
18 a tendency toward a certain end result or end action,--which is
what has been shown to be the most essential element necessary in
purposive speaking,the result of purposive behavior,

Human beings, then,when acting under pressure,tend to
generate what has been described as "dynamic" energy,upon which
orators draw in emotional speaking in order to convert cold,logical
facts into filery,blazing feelings that leap from person to pérson
and inspire the entire group., As a matter of record,we have no
knowledge of any orator who made a great speech purely on logiec,
and without recourse to the emotional in his plea, Conversely,
every great speech has been based,to a very great extent,on the
ability of the orator to become emotional and to succeed in getting
‘his hearers to become emotional over the same ideas which caused
him to become aroused.

The great resevolr for nerve energy that must be tapped,
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therefore,is the emotionél,for "...an emotion is a conscious,
stirrei-up state of the organism!'? Emotions are contagious urges
originated in a few 1ndiviauéls which spread among a great many
people,aometimes Wwith terrific results. An emotional state dif-
fers from a mere organic state in that an organic state can be
iocalized. Emoﬁions usually start with external stimuli or
thoughts. 5o, too,in speaking,great oratory always originates in
some thought or act Such as that which arouses in the speaker the
emotlonal response to a deed of injustice or viélation of the prin-
ciples 6f liberpy. These would call forth from the speaker the
emotlonal consequence of the energy that has been stimulated by
such an act or thought.

Certain laws of the emotions have been set down., Scott
calls attention to one which is stated thus:"The violence of the
physical expression is in proportion to the intensity of the emo-
tiont13

This holds in the case of the orator since there is al-
ways a parallelism between the psychological and the physical,
There can be no mental process without a neural action which usu-
ally leads to muscular action. Intense feelings result 1ln intense
bodily actions. The intensity of physical expression,therefore,
depends,not upon the quality of the emotion but upon its intensity34

The foregolng law indicates that there is a direct re-
lationship between the intenslty of an emotlon and the extent to
which it stimulates the actlons of an individual. Or,carrying our
12,Ibid.,p.119.
13,Walter Dill Scott,Psychology of Public Speaking,Noble and Noble,

Publishers,T76 Fifth Avenue,New York,p.79.
14,1Ibid.,»p.79,80.
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entire point:the intensity of an emotion magnifies and enlarges,
proportionately, the consequences of the original,instigating motive
toward its end accomplishment,

All the foregoing has been said to prove that the "dynamic"
in an individual (the speaker) operates in accordance with the well
known principlés of native desires and thelr necessary outlets, to-
gether with the idea that the channels of emotional display enhance
the "dynamic" to a much larger scale and with a more powerful in-
fluence,

Let us now turn to our second phase:to show that the
functioning of the "dynamic" is in accordance with the principles
of group psychology. |

When an individual faces an audience and begins to speak,
a number of things happen. Generally speaking,the orator affects
the audlence j;and the audience,in turn,affects the orator. There
is set up between the speaker and the hearer a stimulus-response
relatiohship entirely famlliar to every student of psychology«
Every time the orator says something,he produces an effect upon
the hearer. The audience,in turn,recoils upon the speaker so that
the emotions he stimulates 1ln others return to stimulate him, If
the speaker says what he had planned to say,that 1s,if the ldeas
the speéker uges are handled in just the manner in which he planned
to use them,he ought to be fairly certain of the results that he
is trying to obtain, By such a statement is meant that if the

orator calls upon such ideas as love of home,all things being equal,
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he can depend upon such a feeling being established in the hearts
of his listeners. If he dwells upon the idea of hatred for a par-
ticular race,such an attitude ought to follow as a result in the
minds of those who have listened. In other words,if the orator
uses a certaln stimulus,he ought to expect a reasonable response to
follow. The Interesting part of the whole procese is the situatlon
that comes about when phe orator does not use the stimull that he
had expected to use,as in the case of a speaker's making up an en-
tirely different speech after he stands‘up'to face an audience,

Just why and how this happens is hard to explain,but the following
diagram may help:

Fear or
Surprlse or
Concern,

g--Thab_you.. ...
intended to say

A man,in the privacy and silence of his study,may
plan his speech with infinite care,knowing exactly what ideas he
is to use and in what order they are to be used only to find when
he arrives at the point of speaking that confusion in the audience
or on the platform,a noise outside of the room,or an unfortunate
incident among the people in the audlence have conspired to erase

from his mind the various ideas and thoughts that he had prepared
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for the occasion. Other stimuli in the form of worries or confu-
slons rob the once fruitful mind of all of its resources and leave
only barren soil instead.

Since the art of handling audiences depends to such a
great extent upon presenting to audiences the proper stimuli,it is
readily appreciated how important careful preparation is for the
executlon of a speech, Yet the stimull that have been prepared for
audiences may never be presented;or,asuffering the misfortune of
pregentation 1n an unfortunate light,do not have the effect upon
the audience that was expected. Hence it is necessary,in the
handling of an audience,for the speaker to make his approach with
the proper mental attitude toward.an audience., Such a proper men-
tal attitude has probably been expfessed best by Winans in his dis-
cussion of the conversatlonal quality in speech., Winans does not
call it the "conversational style) since he says that he does not
advocate any style.

As an 1llustration of what 1is génerally accepted as an
interpretation of the "conversational)] it would be difficult to im-
prove upon Winans when he shows how an indlvidual can begin talking
to another and be compelled to enlarge his efforts in order to reach
all those who gather to hear what he has to say.

Winans defines the qualities of the best public speech to
be those of conversation., The thing he does not stress sufficiently
is that 21l the conversational characteristics in the world will not

make a speech a great one unless it hes other ilmportant additions,



-42-

Of these, the one on which a speaker's "dynamic" energy should be
concentrated is that of ﬁinning the audience, Before an audlence
WwWill accept the ldeas of a speaker,the audience must want to believe’
him, Therefore,in the beginning of a speech,it is highly essential
that the speaker devote some time to the task of making the audience
want to llsten. It is unwise for a speaker to piunge immediately
into the depth of a speech without first having established himself
"dynamically" in the mind of his audience., This initial moulding
‘of the audience by the speaker is quilte necessary on the part of the
speakxer 1f,later,difficult ldeas are to be accepted by the audience,
A speech can be assured of success,to a reasonable degree,
if the speaker,in the preparation of the speech,goes at the prepara-
tion from the viewpoint of audience momentum. Speeches planned and
built to move from one emotional peak to another are usually the
type that make lasting impressions on audiences, Speaking 1s analo-
gous to the art of mountain climbing. Too,it is the art of getting
others to climb the same mountain with you., Planning a speech 1is
largely the problem of laying out the material so that the apeaker
can move from one point or peak to another without interruption.
If a speaker learns to build his speech from the viewpoint of mo-
mentum rather than from the viewpoint of paragraphs,then all he has
to do is to keep one finger on the pulse of the audilence,bring the
climax of the speech to a high degree of concentration,and finish
forclbly soon after the clinmax,

It is,therefore,easlly seen that while the act of speaking
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to an audience and producing a reaction is largely a proposition
of reproducing a stimulus-response condition,yet the realization
of th@t relatlonship is to a certain degree dependent upon the
‘Speaker's knowledge of human nature,the human element,and how
speeches should be planned.

In the matter of producing the proper stimulus-response
situation,not the least important element is the part played by
the single factor of attentlon. Therefore,it is essential that
we pay more than passing interest to such an important phase of
our problem,

Poffenberger'? tells us that:"Attention,by its derivation,
means 'to be drawn to' or 'to be attracted to! Out of all the com-
plex of objects exerting their attracting power,one or a few of
them will be the most effectlve and will be attended to. All the
others then become distractors of the attention,in that they tend
to draw the attention toward themselves, Thus,what ié at one mo-
ment the object of attention,may at another be a distracter!

Attention,in the terminology of Publlec Speaking,lis the
act of compelling an audlence to concentrate on the thoughts of
the speaker at the moment of the dellvery of those thoughts through
the mediunm of speech. Attention is,properly speaking,the most im-
portant prerequisite to the accomplishment of any object in the
minds of people In the audlence.

Winanse makes the point that in order for a speaker to
succeed 1in the accompiishment of his purpose,he nmust have the

15.A, T . Poffenberger,Applied Psychology,Its Principles and Methods,
D.Appleton and Company,1928,New York,p.207.
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exclusive attention of the hearergi;and in order to have the exclusive
attentlon of his hearers the speaker must know exactly what he wante
to accomplish. This thesis contends that a speaker must go further
and create a "dynamic" situation,in which attention is only one ele-
ment or factor, This thesls contends that human experience has been
such as to indicate that "exclusive attention" is a theoretical my th,
and that the actual factors of opposition can only be overcome by the
"dynamic?
Attention 1s necessary,of course,throughout all phases
of the delivery of a speech. But attention,even of an "exelusive"
variety,is only the beginning;and a very small one,too. Attention
is the inlitial stage or preliminary step of focusing the forces in
the audlience upon a given idea. Psychologlcal homogeneity,-not merely
"exclusive attention)-must be consummated, Whereas attention would
waste away,the "dynamic" sustains the focusing of the forces. The
"dynamic" begins with interest and attention and ends with results,
In this problem of the "dynamic) attention 1e one factor.
In attention there is what is known as the "factor of advantage)
- which is simply the way in which one stimulus is more effectilive
than another. "...we may say that three general factors of advan-
tage determine the power of any stimulus to attract attention.
There is the native factor,consisting of change,intensity,striking
quaiity,and definite form;there is the factor of habit,dependent
on past experience;and there ig the factor of present interest and

desire?16

16, Robert S.Woodworth,Psychology,A Study of Mental Life,Henry Holt
and Company,New York,p.248.
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With these few preliminary remarks,Woodworth then enum-
Aerates the so=-called laws of attention which are:

"(1).The law of selection:of two or more inconsistent re-
sponses (or complex of stimuli) only one is made at the same time,

"(2).The law of advantageione of the alternative responses has
an initlal advantage over the others,due to such factors as inten-
sity and change in the stimulus,or to habits of reaction,

"(3).The law of shifting:the response that has the initial ad~
vantage loses 1ts advantage shortly,and an alternative response is
made, provided the situatlon remains the samel”

"(4),.The law of sustalned attention,or of tendency in attention..
A tendéncy,when aroused to activity,facilitates responses that are
in its line and inhibits others., A tendency is thus a strong factor
of advantage,and it limits the shifting of attention.

"(5).A new law has come to light,the law of combination,which
reads as follows:a single response may be made to two or more stim=-
ulij;or,two or more stimuli may arouse a single Jjoint reeponse18

"(6),The law of degrees of consciousness,..thus stated:An atten-
“tive résponse 1s conscious to a higher degree than any inattentive
response made at the same timel 9

A1) these laws play their part in the problem of the speak-
er's endeavor to create the condition of the "dynamicl Yet the fore=
going,in dealing with attention and 1ts laws,as elements of the "dy-
namic! fail to include one important idea, Experience has showm

that the thing that holds the attention of an audience is what may

,Ibid.,p.256.
S
19,] bid.,p.267.
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be called the "Psychological Eye! The author's previous obinion

was that a speaker held an audience through his eyes and his ideas.
The experience of the author in working with a2 blind boy has led the
author‘to believe that the eye that holds an audience is not a physi-
cal eye at all, It 18 an indefinable,psychologlcal eye. The mind

of the speaker seems to be looking at the minds of the people in the
audlence, There geems tb be set up and established a psycho-physl-
cal contact that lures the opposite mind and holds it in a grip that
is difficult to break.

Now that attention has been discussed,let us turn to another
element in the " dynamic" closely related to attention,which is
called the element of suggestion. ’The‘functions'and responsibilities
of suggestlon are weli stated by Allport when he says:"Suggestlon is
concerned with the control of bodily attitudes in three possible
ways, PFirst,it serves to build up or prepare the setting for a def-
inite response when the releasing signal 1is given...3Secondly,it may
gserve as the signal (social stimulus) which releases the attitude al-
ready established. And thirdly, suggestlion may augment the released
response as 1t is being carried out"20

In explanation of those statemnents,Allport says:"1.There
is a great power in the spoken word;but it 1s not a maglc Dower.
Every normal suggestlion buillds up its attitude upon some deep-iying
reaction tendency already present, Interesis,emotions,sentiments,
derived drives,and innate prepotent reactions serve as bases. A
clagssic example is the Jealousy and suspicion of Othello wrought

20.Floyd Henry Allport,Social Psychology,Houghton HMifflin Compeany,
Boston,Massachusetts,p,245.
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upon by the persistent artifices of Tago until an attitude of in-
furiated vengeance towards Desdemona was developed?’

"2,There are situations in which previous events have
already glven riée to a motor setting,and 1in which the suggestion
serves merely to release the act for which the body 1is preparedgz

"3.After,..responses have been set off they msy be inten=-
slfied by a continuance of the same soclal stimuli that brought them
about. Thus one would go forward more qulekly,and his emotion would
reach a higher pitclhh because he continued‘to see others doing the
same act. The social stimulus thus serves as a suggestion not only
for releasing the reaction but for augmeniing it as 1t is being car-

ried out, In both casesgs 1t serves as an allied stimulus and is con~

tributory to a motor settlng already existing. The term gocial facil-

itation mey be used to include both those effects (releasing and in-
tensifying) 23

Scott contends that suggestlon is to be considered the
(equal of logical reasoning in moving men, He also suggests
methods by which audlences are made subject to suggestion. These
methods aresavoiding suaspicion or securing the confidence of the
audience,using authority,using repetition,using figures of speech,
and‘using indirect suggestion as was done in Mark Antony's address?4

Attention and suggestion,then,are two lmportant elements
in the psychology of the "dynaunicl

So far the dilscussion has been about the features of
apeaker and Speaking.' Now let ug turn to a survey of the principles
21.1Ibid,,p. 245,
2%.Ibid.,p.246,
23,Ibid.,p.246.

84, Walter Dill Scott,Psychology of Public Bpeaxing,Noble and Noble,
Publlshers,76 Fifth Avenue,New York,p.167.
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governlng the action of audiences,

There are three kinds of audlences that are generally recog-
nized:the harmonious audience,or the one in eympathy with the speaker;
the antagonlstic audience,or the one opposed to the speaker;and the
balanced or receptive audience,or the one which is willing to listen
as impartialiy ag possible to the speaker,and then to decide on
whether or not it agrees with him.

It seems unnecessary to state that such a study as this
one must take for granted the ethicg of persuaslon, Crowd psycholow~
gy can,of course,be exploited to bad ends as well as to good, No
amount of knowledge of crowd psychology can be of more value than
right and honorable motives on the part of the speaker working with
the crowd, Honorable motives in speakers must be assumed, It is
readily recognized that the manipulation of crowds can be carried to
extremes and used to wrong ends. But only ethics and character can
teach that the end does not justily the means.

But because‘even good motives are of little avall and of
small success unaccompanied by a reasonable use of crowd psychology,
a brief glance at the fleld is desirable, Much of a speaker's suc-
cess depends upon a xnowledge of how groups will react under group
pressure,

Scott tells us the principles on which groups can be
formed in order to provide a situation which is susceptible to the
influence of the "dynamic! One method is to get an audlence to sit

close together., Another 1s to get all the members to perform the
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same acts, such as all rising and sitiing together., A third wethod
is to get all the people in the audience to cheer during the early
parts of the performance. This can be done by an introduction which
draws great applause for the speaker as he‘ateps forward., Another
method is to use humor in the beginning of a speech., Still another
method is by the presentation of common ideas such as those generally
‘held by people on such subjects as freedom,liberty,equality,and so
forth. All these methods can be utilized for the purpose of changing
individuals into crowds!?2>

In the first moments of a spesker before an audience, there
is tension born of uncertainty. This uncertainty on the part of the
speaker 1s due to the fact that he has no way of knowing that he will
be positively successful, There is tension on the part of the peopie
in the audience because they have no knowledge of what the speaker
has in store for them, Therefore,the first problem of the speaker
is to release the tension which exists in the audience, The sgpeaker
must make the audlence relax and feel at ease, The moment the orator
faces an audience,theghe must release the energy that is pent up
within the people 1n the audience, But he must do more than that:
he must get the people in the audience to act in unison, That is,
the speaker must weld the separate unlts of humanity 1into one com-
posite group of people known as a unified audlence, This problem
of geiting people to act in unison is often solved by means of the
simple expedient of the use of.humor. Telling something humorous
to an audience does two things:a laughing audience is telling the
25,1Ibid,.,p.180-183,



speaker by its actions and responses that it wants him to continue,
More than that,any actioﬁ performed in unison tends to the cohesion
of the different units in the audience into one whole body. Not
only that,but these two results make for the combination of the
geparate units into a group. As Allport tells us:"...we may define
a group as any aggregate consisting of two or more persons who are
agsembled to perform some task,to deliberate upon some proposal or
topic of interest,or to share some effective\experience of commnon
appeal?26

The foregoing characteristics, then,form the basis and
means of establishing the "dynamic" condition that can be created
in an audience., Like a great organist,a speaker can play upon the
instincts and emotions of an audience,knowing it will respond in
characteristlc wayse,

Because a crowd seldom reasons or 1s critical,and since
it must react in accordance with well established principles of
stimulus and fesponse,the experienced speaker,in creating the con-
dition of the "dynamic) is similarly creating a condition wherein
he i master of a situation and of the audlence and can secure
whatever actlon he desires within reason,since all he hase to con-
trol is the stimulus or the suggestion he wishes the group to have.

In conclusion, it merely needs to be siated that this study
has tried to show that persuaslon should invelve not only the basic
principles of rhetoric,but algo the "dynamic" as exemplified in
drama, After a survey of the principles of rhetoric that have been

26,Floyd Henry Allport,Social Psychology,Houghton ifflin Company,
Boston,Magsachusetts, p,26u,
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established by ancient authorities,the "dynamic" wzas defined,1llus-
trated in drama,and identified in oratory through comparison with
drama. The functioning of the "dynamic" in accordance with well es-
tablished principles of psychology was shown,first,from the viewvi=
point of the individual desiring to speak,secondly,in the speaking
process,and thirdly,by showing thet an audience reacts to the wori-
ing of the "dynamic" in accordance with well %nown laws of group
psychology.

Therefore,it 1s contended that persuasion involves the

"dynamic" as well as the basic principles of rhetoric in order to

be successful before the public,

The End.,
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