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The Subject, Structure and Premise of the Dissertation

In my doctoral dissertation, I set out to present and analyse István Iglódi’s working method for 

training  drama  actors  in  musical  acting,  and  to  describe  the  working  processes  of  my 

examination productions. Following Iglódi’s principles, I created these performances with the 

students of my drama school.

Iglódi was the head of my class, and I had the opportunity to interview several of his 

former students as well as colleagues who had worked alongside him for decades. Nevertheless, 

the subjective recollections I collected were not sufficient in themselves for me to examine the 

operation of Iglódi’s method as an objective analyst in my doctoral dissertation. Revealing the 

mechanisms of the method therefore required in-depth, multidirectional research and analysis 

extending beyond anecdotal or memory-based approaches. My dissertation sought to place 

personal experiences and oral-history sources in context, remain conscious of their limitations, 

and examine Iglódi’s methodology within as objective an analytical framework as possible. The 

aim of the research was not to mythologise the method or idealise it retrospectively, but to 

demonstrate its pedagogical effectiveness in practice: to explore how Iglódi’s methodology 

fosters creativity, artistic thinking and the pursuit of theatrical truth within the strict, highly 

regulated framework of musical theatre. Accordingly, the dissertation not only offers theoretical 

reflections  but  also  seeks  to  demonstrate  at  the  practical  level  how the  method becomes 

productive in students’ artistic development and in shaping their theatrical thinking.

The premise of  the dissertation is  as follows:  within the arena of  musical  theatre, 

bounded by centuries-old conventions, Iglódi encouraged his students to think and rehearse 

creatively and freely, to test boundaries and to experiment. His stated pedagogical intention in 

musical acting classes was that ‘the student should acquire proficiency in musical comedy, 

operetta  and  musical  theatre’1.  Yet  in  the  only  written  overview of  his  method,  he  also 

articulated an idea that reaches beyond the acquisition of professional musical-theatre skills: 

‘students must be encouraged to attain a high degree of independence. Through the assigned 

tasks, they must learn to create independently!’2 I argue that this is the outlook transmitted to 

students through the application of the method. While preparing for Iglódi’s examinations, the 

students were also, without being fully aware of it, training for a professional future in which 

they would have to enter the field equipped and ready to create independently: a profession in 

which a contract with a repertory theatre would never again be self-evident, in which fewer and 

1 István Iglódi, “Training in Musical Acting,” in Gábor Dénes Kovács, The Fundamentals of Acting, 119–126 
(Budapest: National Office for Vocational Education and Adult Learning, 2009), 119.
2 Ibid
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fewer professional workshops would operate with secure funding, and in which privately run 

theatres dependent on the market would likewise face daily uncertainty. By examining the 

method’s mechanism of action, I sought to show how it encouraged students to break down the 

composite artistic medium known as musical theatre into its constituent elements and, using the 

inspiring  ‘codes’  embedded  in  the  layers  of  text,  movement,  singing  and  musical 

accompaniment as points of departure, to create stories brought to life in new dimensions.

Little  written  material  is  available  on  Iglódi’s  working  process.  He  never  stated 

anywhere the principles on which his teaching was based: the library of the University of 

Theatre and Film Arts contains no record of the practices he employed for decades, and in his 

estate—which I examined thoroughly—I found no documents containing classroom notes. 

Above I quoted from the only available written source, his study entitled ‘Training in Musical 

Acting’, in which he briefly summarises the cornerstones of his method. (The volume collected 

writings by contemporary teachers on a range of professional subjects for organisations offering 

the Actor II vocational qualification, as well as for amateur and student theatre groups.) Before 

presenting the relevant passages of this written source, my dissertation evokes the professional 

environment in which Iglódi’s theatrical thinking took shape.

The Masters

When asked whom he regarded as decisive figures in his career as an actor or director, Iglódi 

named three masters3: Zoltán Várkonyi, who led his acting class; Kálmán Nádasdy, who led his 

directing class; and Tamás Major, beside whom he worked for years as a teaching assistant. 

Looking at the arc of Iglódi’s career and at his teaching, which formed an integral part of it, it 

may be stated that, although his impact on theatre history cannot be compared with that of 

Várkonyi,  Major  or  Nádasdy (who are  the  key figures  in  Hungarian  theatre  history),  his 

professional  practice repeatedly reflects  the theatrical  and theatre-pedagogical  activity and 

thinking of the legends he called his masters.

From his masters, Iglódi acquired a worldview, an approach, a theatrical aesthetic, a 

complex sensibility, a system of objectives and concrete exercises. Although they placed the 

emphasis on different aspects, Nádasdy, Major and Várkonyi all regarded meticulous work on 

improvisational scene exercises as the fundamental unit of training. Várkonyi’s teaching on 

theatrical  truth  and the  authenticity  of  stage relationships,  together  with  his  exercises  for 

developing divided attention, became basic elements of Iglódi’s method. From Nádasdy he 

3 Krisztina Csépe, “A Contented Man,” Demokrata 3, no. 16 (1988): 62.
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learned the principles of existing within music and how to coordinate his acting and directing 

thought with the system of rules defined by musical structures. The concentration exercises 

incorporated into his teaching, the sequences of spoken dramatic action appearing in the musical 

miniatures  created  in  class,  the  practice  of  filling music  with  events  inspired by musical 

developments,  and  the  isolated  mode  of  performance  required  of  students—in  which  the 

partner, melody and stage action are coordinated—were all elements Iglódi had acquired in 

Nádasdy’s classes. Among the ideas learned from Major were the meticulously rehearsed state 

embedded in the performer’s nervous system, the technique of responding to one another, the 

representation of multilayered meanings concealed behind the text,  and the exploration of 

extreme variants of behaviour and action departing from the ordinary. These enriched Iglódi’s 

method of teaching musical theatre.

In  the  study  cited  above,  when  discussing  influences  on  his  method,  Iglódi 

acknowledges  Katalin  Györgyfalvay,  a  creator  associated  with  the  25th  Theatre,  whose 

alternative pedagogical and creative thinking related to folk dance, together with her specific 

training  exercises,  influenced  him.  Thanks  to  Györgyfalvay,  after  laying  the  foundations 

through rhythm exercises, Iglódi asked his students in musical acting classes to devise scenes to 

folk songs using ‘spoken-drama’, realistic movements. These études portrayed situations from 

life through Várkonyi-style psychological realism. Their characters,  embodied through the 

distinctive movements  demanded by Major,  often created naturalistic  situations—existing, 

moving and singing within the music—that were characteristic of Iglódi’s grotesque, Brechtian 

mode of representation.

The Presence of Foreign Masters’ Principles in Iglódi’s Method

Through his masters and in his own right, Iglódi came into contact with international theatrical 

movements, methods and aesthetics. To illustrate this, I briefly indicated how the thinking of  

Stanislavski,  Grotowski and Brecht also surfaces in his  work.  The enduring nature of his 

aesthetic is demonstrated by the ease with which the contemporary Viewpoints exercises4 of 

Anne Bogart, used during preparatory training, and Robert Cohen’s principles of ‘goal, desire, 

obstacle and tactics’5 can be fused with and incorporated into Iglódi’s method.

4 Anne Bogart - Tina Landau, The View Points Book – A Practical Guide to View Points and Compositions, New 
York: Theatre Communications Group, Inc., 2005.
5 Robert Cohen, Acting One, translated into Hungarian by András Márton (Pécs: Jelenkor Kiadó, 2008).
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The Method and Its Stages

In the dissertation I presented Iglódi’s study in detail. Its most practically applicable element is 

its description of the process by which he led classes from rhythm exercises linked to speech and 

song, through musical scene exercises built on folk songs, to free and confident expression in 

musical productions.

1) The first stage of the method: among the challenges of group teaching, Iglódi emphasises 

that  students  begin  learning musical  acting  with  different  levels  of  prior  training.  To 

maintain their interest,  he devised a playful sequence of tasks introducing them to the 

possibilities of rhythmic subdivision. The mechanism he called ‘subdivision’, together with 

the basic exercise associated with it, served as the point of departure for all subsequent 

stages of training. All of my interviewees recalled the children’s counting rhyme ‘Egy, 

megérett a meggy’ as a shared experience. During the exercise, students segmented the 

rhyme or melody by clapping, tapping, changing posture and using facial expressions; they 

halved and doubled units and divided them into quarters, eighths and sixteenths. What 

initially seemed a demanding concentration exercise later became a playful warm-up. Iglódi 

defined  subdivision  as  the  invisible  metronome  of  musical  theatre,  onto  which  the 

sequences of action in dramatic situations are threaded—a coordinate system that helps 

eliminate randomness. This is not choreography, and certainly not dance:

‘What we have been discussing is a mode of acting that is more composed than spoken 

drama, yet freer than choreographed dance (...). Unlike dance, this kind of acting must 

never be ostentatious or spectacular. It is most effective when it remains almost hidden, 

when for a long time the spectator believes that they are watching ordinary spoken 

theatre: steps, sitting down, standing up, and so forth. The difference is that every one of 

these actions takes place at precisely the moment when it must.’6

2) The second stage: the mechanism of subdivision becomes a tangibly useful tool during 

rehearsals for scene exercises composed to folk songs. Sequences of stage actions and short 

stories were created from the lyrics and melodies—strictly applying subdivision—and the 

folk songs heard in the études were generally sung by the characters brought to life in the  

scenes.

3) The third stage: Iglódi identified the singing of songs as the next stage. During this process, 

students were still expected to create études with subdivision serving as their compass. He 

6 István Iglódi, op. cit., 121.
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stressed the use of songs from lighter genres and insisted that students focus not only on the 

melody but also on the text: he asked them to treat lyrics as spoken poetry and to ‘place the 

spoken interpretation onto the melody’7. He recommended selecting well-written material in 

which ‘the composer starts from the text, while also adapting the text slightly to the music, 

thereby turning compromise into artistic fulfilment’8. Iglódi emphasised that at this stage 

students must be encouraged to create independently. The course leader should assist the 

creative process only through professional advice, while any choreographer involved should 

at most demonstrate dance steps, which the students themselves integrate into the fabric of 

the étude. Iglódi considered this pedagogical attitude important because it prepares students, 

when the teacher begins working with them as a director and the dance or movement teacher 

as  a  choreographer,  to  collaborate  as  equal  creative  partners  rather  than  as  trained 

‘monkeys’.

4) The fourth stage: the application of the acquired creative thinking and professional reflexes 

in different genres and in actual rehearsal processes. Iglódi argued that the work completed 

in the preceding stages enabled students to participate confidently in rehearsals for musical 

comedies, since that genre features songs and duets embedded in spoken comedy. Students 

had already encountered comparable challenges through numerous musical scene exercises 

encompassing a broad spectrum of situations. Progress at this stage meant working with a 

director and choreographer and becoming familiar with the more demanding genres of 

musical theatre. According to Iglódi, students trained by him were prepared, if the two 

artists responsible for the stage action—the director and choreographer—‘left them alone’, 

or if their collaboration was insufficiently harmonious, to process discrepancies between the 

two artists’ concepts and instructions and to bring those concepts into a coherent whole.

On  the  path  towards  professional  theatre-making,  Iglódi  identifies  the  following 

genres as teaching material:

a) Musical: among the genre’s characteristics, he stresses as a step forward for students that 

musical numbers are no longer merely interpolated songs but integral parts of the dramatic 

material and vehicles of conflict.

b) Rock opera: regarding this genre and the skills to be learned, he points out that rock 

operas contain far less spoken dialogue—everyone must sing, and not only the singing but 

7 Ibid
8 Ibid
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also  the  movement  is  specialised.  The  genre  is  therefore  inherently  more  ‘emphatic’, 

drawing in broader strokes.

c)  Operetta:  Iglódi  demands  that  operetta  be  taken  seriously,  arguing  that,  through  a 

directorial approach, works in the genre can be transformed into surreal, high-quality fairy 

tales for adults. He attributes the importance of including operetta in the training repertoire 

to the demands of the profession and, for the reasons outlined above, places its study at the 

end of the musical-theatre course.

The Method in Practice

My position as a former student of Iglódi gave me access to video recordings of the musical  

examinations of both his first and his final acting classes, enabling me to investigate his method 

of training spoken-drama actors for musical performance and to analyse how it functioned. 

These recordings—Kőműves Kelemen, 1990, and Vadászat, 1991—allowed me to demonstrate 

the method through concrete examples. I recorded various versions of Iglódi’s basic training 

sequence,  built  around the children’s rhyme ‘Egy, megérett  a meggy’  and embodying the 

philosophy of subdivision. I then provided a detailed analysis of the musical études based on 

folk songs that introduced the Kőműves Kelemen class examination, examining one of them 

closely.  This showed how the folk-song études displayed numerous creative solutions.  In 

rehearsing them, students were guided by subdivision and came to realise that melody and text 

could both be divided; that singing could be performed collectively, solo or as a duet, first at a 

regular and then at double tempo; and that a musical period could be subdivided through 

movement, sound effects and pauses. Once the audience has learned the rules of the game, any 

everyday action with an underlying rhythm can become a source of humour.

In  this  section  of  the  dissertation,  I  showed how applying the  method opened up 

possibilities for fusion with other methods during the construction of scenes. The stories share 

the feature of portraying realistic situations from life, populated by characters who have goals 

and desires and who become involved in clashes and conflicts. A central element of the études is 

how the characters presented attempt to resolve the basic dramatic situation in which they find 

themselves. Evoking the spirit of Stanislavski, psychological realism and the principle of goal–

desire–obstacle–tactics  formulated  by  Robert  Cohen  in  Acting  One (1984)9,  a  work 

summarising the foundations of acting, served as the chief organising elements in constructing 

the scenes. Whether Iglódi knew Cohen’s work, which teaches the fundamentals of acting 

9 Robert Cohen, 19-63.
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through exercises, cannot be proven. His examination études do, however, demonstrate that in 

practice he encouraged his students to employ these principles of scene construction.10 The 

exercises required the basic principles of building a scene to be fused with the mechanism of 

subdivision.  The  task  was  to  construct  realistic  situations  in  which  characters  performed 

everyday actions while singing as if they were working with spoken text. Most of the études 

were structured with such precision that they seemed to be driven by a metronome in the 

background,  with  individual  movements  dividing  the  periods  dictated  by  this  invisible 

metronome into units. As can be heard on the recording, the audience quickly ‘learned’ the 

mechanism  and  moved  with  the  stories:  recognising  an  ingenious  idea  by  the  students, 

spectators laughed and applauded the endings of scenes. The use of subdivision therefore 

complemented the conventional mechanisms of theatrical effect. Virtuosity and humour arose 

not  only  from  precisely  realised  characters,  carefully  constructed  relationships,  and 

meticulously developed conflicts that built, unfolded and were at times resolved by a twist, but 

also  from  the  distinctive  theatrical  language  created  through  subdivision.  The  rhythmic 

organisation of gestures used in spoken scenes; the fusion of ‘ordinary’ stage movements with 

rhythmic combinations emerging within individual measures; the interruption of melody and 

movement by pauses functioning as musical signals within a period; the enrichment of the 

melody with sound effects, likewise remaining within the musical period; changes of tempo 

supporting dramaturgical and tonal shifts within scenes; and the varied atmospheres created 

through changes of key—all these tools offer infinite possibilities and activate the creative 

energies of those working with the method.

Of  the  class  examinations  mentioned  above,  owing  to  the  limited  scope  of  the 

dissertation, I discussed in greater detail only the associative sequence based on Kőműves 

Kelemen, in order to make visible the concrete elements that further developed Iglódi’s method. 

Iglódi did not expect the examination project to result in complex ‘plays’. He encouraged 

students to generate often absurd and grotesque associations from melodies, texts and themes. 

Linked  together,  these  formed  a  sequence  of  études  whose  individual  units  possessed  a 

functioning dramaturgy and which collectively communicated a valid artistic philosophy. The 

principal emphasis lay on the fusion of micro-stories with music and on group work. The 

creative process inspired by songs by the Szörényi–Bródy songwriting partnership followed the 

same approach as the folk-song études: using more complex musical compositions as points of 

departure, the students created more elaborate scenes, most of which involved the entire group.

10 Class Examination a, 02:40–13:32. See https://youtu.be/rKvVpOtnZEw?t=160. Accessed 6 October 2025.

https://youtu.be/rKvVpOtnZEw?t=160
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In his study, Iglódi identified acquaintance with the musical, rock opera and finally 

operetta as the path to be followed in developing, within musical theatre, the professional skills 

founded by his method. His most memorable class examination was the 1986 production of 

Godspell, which, after the work’s Hungarian premiere on the Ódry Stage, remained a defining 

production in his oeuvre. During my doctoral studies I prepared a Philther analysis of Iglódi: 

Godspell, 1990, and in my dissertation I traced the production’s subsequent impact to show how 

Iglódi’s  course  equipped  spoken-drama students  trained  in  the  method  with  a  stable  and 

functional set of performance tools.

Examination Productions

When  planning  my  doctoral  examination  productions,  I  was  guided  by  the  principle  of 

following the stages of Iglódi’s method. Within my drama school, after an intensive training 

programme centred on Iglódi, my first objective was to create an associative sequence based on 

contemporary  pop  songs,  whose  compositional  principles  were  inspired  by  the  Kőműves 

Kelemen class  examination.  As  my  second  project,  framing  the  subject  of  my  doctoral 

dissertation through a classic musical that had also been decisive in Iglódi’s artistic career, I 

undertook an adaptation of Godspell with my drama-school students aged sixteen to twenty.

In the dissertation, I presented in detail the training process for my first examination 

production, Gáspár: Szérum, 2024, whose musical material was drawn from the album IV by the 

contemporary alternative band Carson Coma. While planning the training period, I realised that 

applying Iglódi’s method allows it to be fused with numerous other methods. While students  

master the mechanism of subdivision and learn to construct scenes and characters from music, 

they can also be introduced, for example, to the principles of Robert Cohen, Anne Bogart and 

Tina Landau, Stanislavski, Grotowski and Joe Deer. Through its presentation of numerous 

training exercises, the chapter on Szérum offers a detailed pedagogical programme while also 

using the Philther analytical framework to provide an objective analysis of the production 

created.

In the creative process of my first examination production, I aimed to create a work 

organised primarily through association yet possessing narrative coherence. My goal was not 

merely a technically precise succession of ideas rich in vocal and physical-theatre elements, but 

an autonomous performance capable of being received and ‘consumed’ by the audience as a 

complex aesthetic experience. Szérum premiered at the Pinceszínház in Budapest, was invited 

to the Valley of Arts Festival, and was offered the opportunity to continue its run at 6SZÍN in 
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Budapest. The theatre initiated negotiations concerning the continued lawful use of the musical 

material, but as no new agreement was reached with the band, we had to abandon plans for 

further performances.

During the creation of Gáspár:  Godspell – Unholy Edition,  2025, only a shortened 

training process was possible, since staging a two-act musical with secondary-school students, 

rehearsing once a week for approximately forty sessions in total, presented a considerable 

challenge. I was assisted as musical director by Mária Fekete, a lecturer at the University of 

Theatre and Film Arts,  who had already worked alongside Iglódi  on his  Godspell,  1986 

production.

During rehearsals  we followed a detailed schedule and successfully  completed the 

singing, dance and scene rehearsals, adapting throughout to the recurrent crises arising from the 

students’ lives as secondary-school pupils.  By the premiere, we had once again created a 

production with the potential to remain in repertory. However, the number of performances 

offered by the Pinceszínház did not make it possible to cover reliably the prohibitively high 

royalties stipulated by the rights holder for amateur productions. Consequently, apart from the 

premiere, this project too could fulfil only a single festival invitation.

Conclusion

For me, one of the most important characteristics of Iglódi’s pedagogical legacy lies in the 

method’s capacity for fusion: the knowledge inherited from it did not appear in the examination 

productions as mechanical reproduction, but, united with personal creative experience, became 

open to further thought, supplementation and development. This openness offers an especially 

productive foundation for contemporary theatre-pedagogical practice.


