A Challenge for the Actor

-the content of this book is meant to be put to practice.  It will be of best service to those actors who patiently test its proposals step by step over a period of years.  And theorizing without action is most often burdensome or confusing, leading to unsubstantiated opinions

What does is take?
-it takes talent.  Talent is defined in the dictionary as “the natural endowment of a person with special or creative aptitudes.”  In an actor, I believe, these endowments consist of high sensitivity and responsiveness to sight, sound, touch, taste, and smell, of exceptional sensitivity to others, of being easily moved by beauty and pain, and of having a soaring imagination without losing control of reality

-it takes an unshakable desire to be an actor together with a need to express what one has sensed and felt in the concrete terms of the characters with whom one will identify on stage

-the need to express should not be confused with vanity or a kind of “look ate me, here I am!” egotism, which is so prevalent in the theatre.  Nor should sensitivity be confused with neuroses or their personal display

-theoretically, the actor ought to be more sound in mind and body than other people, since he learns to understand the psychological problems of human beings when putting his own passions, his loves, fears, and rages to work in the service of the characters he plays.  

-he will learn to face himself, to hide nothing from himself – and to do so take an insatiable curiosity about the human condition

-it takes a Sound Body, as well developed and cared for as that of an athlete.  It takes a Trained Voice, as flexible as that of a singer, and Fine Standard Speech which must be developed for use in all the dramatic literature that makes greater demands on him than the regional speech with which he began his life

-talent is of little use without the Tenacity and Discipline it takes to make something of it

-to be more than an adequate or serviceable actor, it takes a Broad Education in the liberal arts

-history was explored to lead to an understanding of man’s struggle to overcome the problems of society

-disagreement was encouraged because it led to the forming of one’s own opinions

-a valuable tool is to learn modern dance

-the kinetic agility and bodily freedom achieved in this art form is of value to every young (or old) actor

The Actor’s World

-since the time of the ancient Greeks a democracy has depended on its philosophers and creative artists.  It can only flourish by continuous probing, prodding, and questioning of the social conditions under which man exists, and tries to better himself

-one of the first moves of a dictatorship is to stifle the artists and thinkers who have the ability to stir up dissent from any prescribed dogma which might enslave them.  Because the artist can arouse curiosity and conscience of his community, he becomes a threat to those who have taken power

-as actors we must not consider ourselves immune from the need to learn about our world, our country, and our immediate community.  We must strive at the formation of a point of view

-once we begin to learn about some of the world’s problems and come to an understanding of our country’s relationship to them, we can tackle the problems of our immediate surroundings

-in any country, as in the individual, there is always room for improvement.  That struggle to make changes for the better, to be of service in this quest, is the obligation of responsible citizenship

-to plead ignorance or to play the ostrich, to assume that individual actions don’t count, can only result in further enslavement

-the ancient theatre of the Greeks, with its enormous arenas providing intellectual enlightenment as well as emotional catharsis for the populace

-the knowledge that every day there is something more to learn, something higher to reach for, something new to make for others, makes each day infinitely precious

-the very term showcase speaks for itself, illustrating that members of the profession are putting themselves on display to be bought by the highest bidder, each individual member of the venture servicing his own ambitions to attract the agent or talent scout, the producer or author he has usually invited to “case” his worth

-the acting profession has willingly accepted the role of subservient child to a kind of parental control exercised by managers, producers, directors, and even its own agents

-it sometimes resembles the relationship of prostitute to pimp, or the migrant fruit picker to the orchard bosses.  Taking no position of their own, actors bow and scrape to be hired or merely noticed

The Actor’s Goals

-if we agree that the actor must be aware of the world in which he lives in order to be an artist with a point of view, it must become equally clear that he needs not only to take control of his own destiny, but also to define where his true destination lies

-you must continue the attempt to create opportunities, not just wait for them to arise, and to make the most of them when they do

-in our society, which seems to equate success with the amount of dollars earned, the performer, abetted by his agent, even his relatives, begins to believe he is failing when he is “not making a living,” or earning very little, sometimes even while he is working in the theatre

-rather than gaining confidence through the development of his craft, learning to set his own standards, he leans on the reassurance of good reviews and box office receipts.  He looks to the swimming pools, grassy estates, Mercedes, jewels, and limousines which are the symbol’s of today’s success as proof of his worth, giving little attention to the quality or value of the work itself

-the gifts to us by the great penniless masters were the result not only of their talents, but of their obsession to fulfill creative needs.  Their reward lay inevitably in the process of creation regardless of monetary remuneration.  The desire to perform in order to attain fame or fortune or romantic dreams of starring in the classics are not real gods but notions that rattle in the void
-cynicism inevitably follows on the heels of disillusionment, of soured, unrealistic dreams

-one has to combat the notion that one is only a professional when the profession pays one to be

-I remained unshaken in my conviction that one cannot demand of art that it pay you in any other way than in the satisfaction of the work itself

-I believe that when you have achieved great skill, a point of view, and the power to communicate, an audience, no matter how small, will reward you with the respect that makes it all worthwhile.  If you are willing to make a true commitment to the making of theatre art, like a dedicated priest or nun you will have to accept the likelihood of poverty in exchange for inner riches.  It is the only trade-off can hope for.

The Actor’s Techniques

-armed with a  passion for self-expression, with a point of view about his world and a specific goal to reach for, the actor must acquire a mastery of his craft – or all the talent and good will in the world will count for nothing

-I am only impressed when the actor’s technique is so perfect that it has become invisible and has persuaded the audience that they are in the presence of a living human being who make is possible for them to empathize with all his foibles and struggles as they unfold in the play. 

-it is my firm belief that when you are aware of how a feat has been achieved, the actor has failed.  He has misused his techniques
-the actor must know that since he, himself, is the instrument, he must play on it to serve the character with the same effortless dexterity with which the violinist makes music on

The Outer Techniques

-you will begin by recognizing that The Body is the outer manifestation of the actor, the most visible of his tools, capable of communicating the slightest nuance of thought and feeling

-I believe that modern dance is the finest means of attaining correct body alignment, kinetic awareness, and flexibility

-tennis and fencing have additional advantage of training interaction between you and a partner, alerting you to the give-and-take that is so crucial on the stage

-you must be armed with a well-modulated voice, flexible enough to encompass, a wide variety of roles and strong enough to be heard in a sizable theatre

-in order to absorb what the actor has learned in class, he must be willing to take his lessons into the street, to practice his sounds in daily life until they become second nature to him.  He will need the courage to combat a society that considers any word, sound, or movement outside of the familiar to be an affectation or a sign of dishonesty

-he must practice his speech until he becomes used to it, until he, himself, becomes accustomed to it and can revel in his newfound verbal freedom

-if you impose self-conscious vocal and verbal effects on a character’s language you will damage the deeper work involved when working on the role

-such practicing will also increase your appetite for words, for fine language and the ability to make it yours

-you will reach instead for the endless supply of adjectives, verbs, and nouns available in the dictionary 

-read out loud.  Learn to relish the explosive ideas and phenomenal imagery contained in a body of contemporary and classic literature.  Let language take shape on your tongue until it begins to spring from your soul

The Human Techniques

-the first is termed representational acting, which I prefer to call Formalism, in which the artist objectively predetermines the characters actions, deliberately watching the form as he executes it.

-the second is referred to as presentational acting, which I call Realism, in which the actor puts his own psyche to use to find identification with the role, allowing the behavior to develop out of the playwright’s given circumstances, trusting that a form will result, knowing that the executions of his actions will involve a moment-to-moment subjective experience

-Duse used what she called “the gift.”  Which is better defined as the conscious use of subconscious promptings

-so that we may put ourselves to work in the illumination of the human soul

-it must be noted that it is often the colleague or direct disciple of a new thinker who gets stuck in literal interpretations of the work, tending to freeze the new ideas and language into an inflexible, static condition

-any psychoanalytical probing of the subconscious that leads to scientific answers and categorization may be of interest to doctors and scholars, but it will annihilate or bypass the emotional and sensory stimuli that the actor needs to catapult him into a creative state

-her subjective development of actions and words which always sprang from her as though for the very first time, her refusal to arrive at quick results, never setting an effect, opening herself to the stimuli imaginatively applied to her on-stage life, were ideal examples of how to work from the inside out – and yet she insisted she had no technique
-and it came from misuse of these techniques that was so often in evidence. (For instance, when, in the actor’s hunt for an emotional experience, he uses the emotion for its own sake, indulging in it, displaying it rather than using it as a springboard to find and feel the selected actions of his character in the given circumstances, he is confusing feeling with doing
-Naturalistic acting is often confused with realistic acting, but they are worlds apart.  The very expression “I want to be natural” implies a desire to be ordinary and leads to a search for the habitual, for the trivial details of daily life, to an irrelevant imitation of nature

-but reality is theatrical, in the very best sense of the word

-I truly believe there is nothing larger than life

-“reality is incredible, reality is a whirlwind.”  He pleads with the artists to receive the world with innocence, with awesome wonder, and he attacks “the dull eye of custom” which grinds down our sensibilities to fit ourselves into recognizable molds.  He cautions us not to attempt to make sense of reality by tucking away our perceptions into familiar pigeonholes

-Realism entails a search for selected behavior pertinent to the character’s needs within the prescribed circumstances of the dramatist.  We must take from life in order to create the reality of our new life on stage.  What it is that we take is a reflection of our vision, our point of view – and the power of our selection is the measure of our artistry

-Naturalism, which pursues the unselective imitation of life, is the antithesis of art

-the following techniques entail the development of insight into human motivations and the intersection of psychology and behavior that will ultimately be applied to the techniques of bringing a character into existence in a play
-I learned my best lesson about the patience needed to make something grow organically from gardening

-then it will flourish.  And so it is for the actor who wishes to grow, who learns to apply the same procedures patiently, without taking shortcuts, to produce a work of art

The Self

-to Duse, she insisted that the only thing she had to offer to the theatre was the “revelation of her soul”

-I must find myself in the role

-the soul, the psyche (the Greek word for soul) and the self are one and the same, with different semantic connotations.  The soul is often perceived as something infinite, mysterious, not readily definable; the psyche has a more scientific meaning connected with modern psychology

-the self also seems to be less concerned than the soul with things like virtue and evil, making it easier to discover and justify the behavior that results from the pursuit of happiness, of self-gratification – which is at the core of man’s existence

-as for the admirable qualities that I attributed myself, I soon learned that these were only a small part of myself and that this total self-image was a cliché

-I must learn to enlarge the conception I had of myself, to gain a truer understanding of who I really am if my soul is to be of any use

-I had to be honest with myself in order to recognize the arrogance, ruthlessness, deceit, envy, and selfishness of which I was capable under certain circumstances.  I could no longer refuse to examine any stupidities, neurotic impulses, fears, and ambiguities – in other words, the negative as well as the positive qualities that exist in me, as well in other human beings

-it soon becomes clear that the basic components of the characters we will play are somewhere within ourselves

-the next thing to learn is that self-discovery never ceases and that it takes a long time to put its results into practice consistently, before the use of oneself becomes a reflex way of working in identifying with the role
-I made another big breakthrough when I realized that whenever I behaved badly, usually when frustrated in the fulfillment of my wishes, I had given myself – consciously or subconsciously – a justification for my actions.  I was always in the right.  Guilt, or the recognition of cruelty, insensitivity, or manipulation almost always comes after the fact.  This learning process doesn’t necessarily make you a wiser or better behaved person – just a better actor

-far easier to recognize and accept than judgmental behavior are the endlessly different aspect of yourself, the variations of your persona that aren’t necessarily either admirable or ugly.  It is miraculous to discover how your self-perception can change from one moment to the next.  There are hundreds of different people within you who surface throughout the day

-another area of discovery that will allow you to mine gold in the expansion of your self-perception concerns the clothes you wear

-in dressing for a particular occasion, the very act of putting on each article brings about a change of self

-in summation, you change your sense of self a hundred times a day as you are influence by circumstances, your relationship to others, the nature of the event, and your clothing.  There is an element of spontaneous role-playing in this procedure that I believe exists in all human beings but to a far greater extent in actors

-training in self-observation is the source of a warehouse full of selves that can be called on to fill the complicated characters you will be called on to bring into being

-if you are still in doubt, if a fear lingers that you will be too much the same in every part, it is because you have not tested self-discovery enough or are impatient with it

-and you must remember that, in your daily life, in all forms of spontaneous role-playing, your own being is always at the center of it.  You are not copying the behavior of others, but revealing the myriad of facets that spring from your own soul and imagination
-I find that the observation of others, which is taught and recommended by so many teachers, is useful only when that observation enlightens you about yourself, when you identify with it

-but the imitation of the outer manifestation of others is as dangerous as the imitation of other actors’ styles

-above all, we must try to inherit the concept of the work of the great artists rather than the outer shape and form of their expression

Transference
-I hadn’t yet learned to enlarge the understanding of my own identity, didn’t yet know that I was a compound of many human beings, that I had within myself all that I needed to draw on

-you will have to start at the beginning with transferences from your own life to the very origins of your character, to ensure faith in the reality of your new existence

-while reading, you are the character you will be working on

-it will serve you now if you slowly begin to make transferences from your own experiences to those in the play until they become synonymous with them
-in other words, you will want a psychological trigger for that moment of recall
-the task of taking personal realities to put in the place of fictional concepts, how to weave them imaginatively into the circumstances of the character’s past life

-the next step, which will already have begun intuitively, is to find identification with Blanche’s basic character traits, with her main needs, the driving forces that propel her into action throughout the play

-deal with each need individually in the hunt for your reality

-the need to be loved and protected is at a peak when we feel abandoned and are particularly vulnerable to difficult circumstances.  Most people will have experienced something comparable more than once before they have finished their teens, so it should be relatively simple to find transference for this reality

-I have dealt mostly with the homework of imaginative transferences, which should help to substantiate identification with the character’s past.  From the time the work begins on the present, from the moment the character appears on the set, so to speak, a new element arises, one that is essential to combine or alternate with forthcoming transferences.  This is not homework but a part of the actual rehearsal procedure

-I call it particularization: the making of each event, each person, and each place down to the smallest physical object as particular as possible, exploring these things in detail to discover in which way they are relevant to the character, in which way they are perceived, in which way they further or hinder the character’s needs, and consequently, how they will condition “your” behavior.  

-nothing should be left general or taken for granted.  Everything must be made specific.  First examine what is there by defining it in detail

-if you have given sufficient consideration to these objects, you will quickly grasp that how you deal with them will be determined by the properties with which you have endowed them
-transferences and particularizations are continuously intermingled in this process of creating your faith in the place

-study the play from Blanche’s point of view to examine “your” basic relationship to the others, first defining them in broad terms: affinities and aversions, advantages and disadvantages. 

-for each one, try to determine who leads and who follows and under what circumstances the leading and following occur.  Does competitiveness enter into it?  Is it reciprocal?

-next, consider “your” assumptions, right or wrong, about each of them, as well as those “you” believe they have about “you.”  Explore how “your” assumptions change during the unfolding action as the relationships come into conflict within the context of the play.  Consider what “you” like and dislike about each one and what “you” think they will like and dislike about “you”

-the homework you bring to rehearsals is based on possibilities, on considerations about these relationships and for transferences which should eventually make them real to you

-most of the specific work on “your” relationship to others, how they develop and are in flux as “you” come into a variation of conflicts with them, will occur during the actual rehearsals with your colleagues

-otherwise, particularize her physical presence, tone of voice, personality.  Evaluate in which way her being enhances your faith in the relationship

-in other words, in any area where the playwright’s creation meshes with your own life, your transferences are ready-made and can be easily adjusted to the details of the variations on the play

-periods of history can be made real by transferences from your own life experiences when combined with the sources you find in traveling, in appropriate historical novels and biographies, in trips to museums, and in films about the period
-no one can supply you with personal substitutions.  If they are to be truly useful, you must find your own.  

-start to build your own storehouse of transferences and learn to make them an integral part of your homework and rehearsal procedures

-sharing these secret aspects of the work will make you self-conscious about their application until finally they will become useless

-it is so often misunderstood, that finding the source for a transference is not an end in itself

-a transference is incomplete until the original source has become synonymous with the material in the play

-I have completed the transference by finding the behavior.  I have used the past to make the present real.  On stage I will be living in the present, not in the past

-they are connected with the essence of the character’s experience made real by the transference of comparable, personal, sensory, emotional, and psychological experiences

-illogical as it may seem externally, internally, it is comparable

-if, on occasion, an actor has a strong natural affinity for a particular role or for certain aspects of it, and a vivid imagination, it is possible that he will find identification without having to make meticulous, conscious substitutions in the way that I have described

-never confuse the enormous difference between the kind of involvement we have when we are participating in the character’s actions and that of the involvement entailed in the kind of muscular, emotional acting springing from an observer’s sympathy for the character

-making everything true to yourself remains the actor’s job

-the purpose for making transferences is twofold:

-First, to find identification with all aspects of the character’s past and present, to substantiate your faith in the time, place, detailed surroundings, and circumstances in which your character will be living, and to endow the relationships to the other characters with appropriate realities

-the second purpose deals with the discovery of the character’s behavior, justifying it while alerting you to every circumstance, to every animate and inanimate object that stimulates you to act, to do something consequential about what you feel and want

-thoughts and feelings are suspended in a vacuum unless they instigate and feed the selected actions, and it is the Character’s Actions which will Reveal the new “you.”  Each stage of this work should ultimately bring about personal, relevant, justified, revealing actions.  It is, in a literal sense, a process of “make believe,” to make you believe in “your” existence.  Then the audience will have been made to believe it, too

The Physical Senses

-open your senses, no matter how painful it may be
-it will also increase your understanding of the world in which you live and may even induce compassionate actions in your daily life

-the five sensory organs are our receptors of external stimuli.  The more “sensitive” we are, the more intensely we respond to the stimuli that induce in us everything from spiritual ecstasy to excruciating pain – because the physical responses evoked by these stimuli are, of course, accompanied by psychological ones

-observe how you respond to these stimuli.  Observe your physical and psychological responses to the weather, the light, the humidity when you open or shut the window at night or in the morning.  Note how strongly they can influence your ensuing behavior
-anything dormant that can be awakened by attention to the sensory process will help give meaning to what you are capable of receiving.  How you deal with the reception of sensory stimuli can be stored in a treasure chest to be recalled and transferred selectively to a particular character’s stage life

-we must understand the difference between Truth in Art and Truth in Life.  The formalistic actor tends to illustrate his character’s headaches, fatigue, chills, and sweats, to devise pieces of business for cramps after taking poison, or cliché staggers and slurred speech to indicate drunkenness

-the naturalistic actor often falls into the trap of demanding the wrong kind of truth

-in a place of distilled artistic truth that might have furthered the reality of the play, these devices disillusioned the audience, interrupted their involvement in the play, and made them speculate about the achievement of the effect

-the character’s validity flied out the window when the continuity of artistic illusion is broken.  The audience stops believing

-the realistic actor learns that, at will, he can induce specific, imagined stimuli to produce an organically correct behavioral response in order to arrive at the essence of the experience.  That means being true to art instead of naturalistically true to life

-no matter what sensations we wish to induce to put to use in our characters’ lives, the principle remains the same: From the play’s given circumstances determine the precise cause of the condition and its effect on the particular, most suggestible part of the body.  Then find the physical adjustment needed to alleviate it or overcome it

-as with transferences, remember that sensory recall is not an end in itself.  Heat, cold, weather, illness, drunkenness, etc. are the conditions under which the actions of the play unfold.  Rarely is a scene about a cold, a headache, or fatigue

-sensory recall must be used with faith and accuracy to condition the character’s actions
-of course, there is always the magic “if” when, with the help of some physiological research, you can find the faith to answer even such questions as “If I were in labor…” or “If I were dying….”

The Psychological Senses

-so, not unlike the artist, the psychologist continues to explore the intangible psyche, the soul.  However, even when scholars and psychologists succeed in defining aspects of our passions and their causes, they remain observers.  They remain in the audience.  They are not able to produce their sensations at will in the service of a character on stage.  Actors can.  This creative process remains in the actor’s domain
-the individual’s character is shaped by specific, inherited genetic traits, and their interaction with the environment determines specific concepts about such things as good and evil, justice and injustice, honor and shame, truth and falsehood, success and failure, beauty and ugliness, pride and guilt, power and weakness, kindness and cruelty, morality and immorality, and so on.  

-and the perception of these conceptions during the individual’s life experience is the determining factor of his values.  Therefore the five senses are the avenues of our psychological as well as of our physical perceptions.  They are the avenues of our body, and to our mind and soul

-we should also guard against the aspects of an American upbringing that deem it socially unacceptable to shed tears, laugh too loud or in the other ways reveal spontaneous feelings.  We must strip the cover, the hard-boiled mask, the thick skin used as a protective covering around the soul if we want to regain an artist’s innocence and the intuitive responsiveness necessary for a limber, truthful, emotional instrument

-feeling as a psychic and physical reaction, subjectively experienced, which involves physiological changes that prepare the body for vigorous action

-physical sensations such as heat, cold, pain, or fatigue are accompanied by psychological feelings
-our feelings and emotions, our physical and psychological responses to external stimuli, are the result of an accumulation of life experiences

-we soon begin to make associations that link our feelings in the present to similar ones in our past

-after adolescence, we have accumulated all the emotions we will ever need

-we will find no new emotions although we will continue to encounter new events under new circumstances and will cope with them in the main by trying to understand our emotional responses to them

-when something happens to us in life that momentarily suspends our reasoning and prevents us from coping logically, we have been taken by an emotion. (please note: the emotion takes us, we do not take it).  At the instant of the suspension of control over our reason, in our struggle to control it, we are overcome by tears or laughter, rage, or joy, etc.  Since the human being does not want this loss of control, his reason provides him with a censor that blocks him, telling him not to give in

-something only peripherally perceived at the actual time, was the very thing that had escaped my reasoning censor, thereby allowing the recall through the association.  It brought back the emotion as a summation of memory

-as actors we can make use of this knowledge by consciously using such triggers, by finding personal release objects drawn from our life experience

-a potential problem with probing into past traumatic experiences is that it can create hysteria.  And hysteria is a state to be avoided by the actor at all costs.  It is a state in which one is flooded with truly uncontrollable emotions, in which one becomes illogical to the point of losing awareness of any contact with surrounding realities.  It is of no artistic use.  It is ant-art!
-as a matter of fact, any self-examination of the degree of emotional intensity while it is in progress will be a guarantee of bad acting

-he may have forgotten that anything bigger than life is dead.  He hasn’t yet learned that the making of art consists of the selection of appropriate life realities to create a new canvas, to make a new living, breathing statement.  Unless we resist preconceiving the emotional results and actions which are always born out of editorial, fictional, audience responses to the material, we will be lured into conventional pushing and illustrating, in other words, false theatrics

-the fault lies in our American literal mindedness, which bogs us down in a hopeless search for similar events, similar story lines.  Now, having understood that emotional recall is supported by the inner logic of association rather than by the outer event, we should be liberated from such trappings to find instead the psychological essences that feed the imagined circumstances of any scene no matter how “big,” without fear of our own lack of experience or fear that our choices will be illogical

-they involve a struggle to cope with the event, to understand it, to fight for normalcy, to regain control over the seemingly illogical emotions we are having because we do not yet understand the consequence of such events on our lives and souls.  It is these responses of amazement, this fearful incongruity, and the actions of fighting for normalcy which me must unearth and bring to the character’s life in a similar dramatic crisis – not the response of the onlookers who are able to evaluate the human consequence of the disaster

-as an actress I discovered once again that how I behaved and what I felt in crisis was totally different from the feelings and behavior of the nonparticipating observer, the audience of the event
-any event over which you have had little or no control, which has temporarily or permanently altered the direction of your life, can have relevance for transference to a variety of plays in dramatic literature

-he explained that human beings often have one object that acts as a collective symbol for the many fears we encounter in our daily lives, fears we repress or don’t fully understand

-the psychological essences you will want to substitute are manifold as they relate to your character’s background, the surrounding circumstances, and the given events of the play, as springboards to the various relationships with the other characters, and as motivations for your character’s main needs and pursuits, as well as for the individual moments of crisis

-you will need to supply personal psychological realities only when direct contact with the events, the objects, and your partners fails to stimulate you, when the imagination alone fails to support your specific actions during the moment-to-moment give and take which will prove that your are alive on stage

-weak actors hang onto a mood, mistaking attitudes for actions

-the sole purpose of developing a limber psychological instrument, and the correct technique of spontaneous emotional recall, is to discover and execute the consequent actions (what we do about what we feel) and to give substance to the actions which are the true communicators of our character

-do not wait to feel and do not skip the initial attention given to the stimulus if you want to avoid mechanical or illustrative actions.  The sensation will occur most fully while you are struggling to control or overcome it

-just as the emotions feed the actions, so the emotions are furthered by the actions
-in conclusion: we must continue to gain perspective about our psychological senses and clear the way for truthful responses to them in order to avoid generalities, false theatrics, and irrelevancies.  We will then be able to open ourselves only to what we need in the play, to that which will animate body and soul in the pursuit of our character’s life on stage

Animation

-if he wants his limber instrument to be at his beck and call, to be animated during his character’s struggle to achieve his objectives, responding freely and intuitively to the imagined circumstances and surroundings and the characters with whom he is interacting in the play, he must understand all the things that bring his body to life

-I must remind myself that voice and speech, the soul and the mind, are not separate from the body but originate from it, emanate through it.

-therefore, if the body is inert, unmotivated, and artificially positioned, the soul will also be deadened, the mind will freeze up, thoughts will become occupied with external irrelevancies, the throat will tighten and we will produce mechanical or unintelligible words.  We will be exposed actors on a stage, not human beings in a room, a palace, or a garden

-“the reason for walking is destination!”  I have learned that unless dead or dead asleep, the human being is always in motion
-many physical destinations are consciously motivated by events, by basic wishes, by what is done to us and by demands of others.  These are relatively simple to define.  But countless others, ordinary ones of which are only subliminally aware while psychologically occupied, are determined by habit

-in life we know where we have just been, where we are at the moment, and where we plan to go next

-destinations based on reflex, habit, and personal eccentricities, of which we are usually only subliminally aware, must be unearthed if we want to be truthfully animated on stage, to eliminate those arid stretches when the body ceases to serve us.  

-if we learn to understand and to define the causes of our destinations and the consequent behavior under ordinary circumstances in our daily lives, we can apply this procedure to the extraordinary, the dramatic circumstances given us by the playwright

 -the influence of the surroundings on your physical life may also seem obvious, but they are manifold and often profound even in their subtleties

-the next time you visit someone for the first time, observe something you are ordinarily unaware of, how much reflex attention you give to the newness of the place –not just the décor, the paintings, or the books, but in orienting your body to the comfort or discomfort of your chair, to a place for your purse or other belongings, to the distance between yourself and the coffee and end table that dictates tiny destinations toward a drink or nosh or an ashtray – before you attain a sense of physical equilibrium.  Then notice how, on your next visit, you will head for the exact spot in which you had finally felt secure the last time

-the psychological state of restlessness, boredom, indecision, or despair which on occasion get us on our feet, unable to settle for long in any one spot, is accompanied  by voluntary and involuntary destinations which hinge on our familiarity with the place
-since our physical life on stage should evolve out of findings for selective actions pertinent to the character’s problems and his circumstances, any mere naturalistic imitation of a restless state must be avoided.  Even the act of truthful “wandering” must be substantiated by meaningful destinations, focused on relevant objects
-in life, we always try to fulfill a basic human need, that of finding a place to alight, even in a crisis.  Once seated, if we rise to our feet, it is in order to reach out our next destination.  Rising to stand is only connected to a few possibilities

-therefore, let me repeat that the body is always in action or poised in the direction of the next physical destination
The Mind

-an alert mind is an actor’s prerequisite.  It must be exercised as continuously and with the same discipline as the body.  Slothful habits, drugs, or other personal excesses are destructive to mind and talent.  

-to be intelligent means “to reveal good judgment and sound thought, to be alert, to be quickwitted.”  It also means to comprehend information, to be successful in dealing with new situations, and to apply knowledge so as to cope with one’s surroundings

-on the other hand intellectual is to be “Chiefly guided by the intellect rather than by emotion or experience”

-therefore it is important that the artist leave intellectual concepts, theories, and conclusions to scholars, scientists, critics, or to discussions about other matters than the work on his roles

-creativity depends on maintaining innocence and a never ending curiosity about the human condition.  We must use our total intelligence rather than our intellectuality to come to an understanding of the play and its conflicts, making sure that all our discoveries lead to identification with the character and the circumstances in which he lives to animate our thoughts and senses in order to act, to do

-everything we perceive and experience psychologically and physically is accompanied by a battery of thoughts as well as actions

-thought moves with the speed of lighting 

-thought is not based on verbally organized ideas

-another major flaw of the untrained actor is to attempt to separate thoughts from actions

-when awake, we are always thinking

-real thinking is preceded by, accompanied by, and followed by action

-thinking “to form an intention, to hunt for a solution, to form an expectation, to attempt to comprehend, to speculate, to make a mental plan, to call to mind, to imagine, to envisage, and to form a mental picture.”

-it is not as difficult as it may sound to animate our thoughts, to muster them, to keep them traveling toward our targets as they interact with our physical, psychological, and verbal actions to the exclusion of those which are irrelevant and disruptive

-let’s assume you have done all your homework and rehearsing correctly; you will be in action; you will not have to concern yourself with what you are thinking.  It will have been taken care of.  Your thoughts will be alive, relevantly interacting with what you are giving and taking

-when I say “selected” I do not mean regimenting, blueprinting, or scripting the order in which the thoughts are arrived at

-at each performance you should arrive at them anew, freely allowing them to change, letting them stimulate others that are related to the event

-you must create a new and particularized familiarity with such things so that your visualizations will continue to activate your thoughts – your attempts to make plans and solve problems

Inner Objects

-by bringing to mind pertinent, specific images, I contacted the sources that triggered actively traveling thoughts which kept my attention on the events of the play

-I make use of them while listening and also when giving a story about the past substantive reality, a problem that occurs in almost every play.  I sometimes use them to instigate a state of being (evoking terror, for example)

-no exact order must ever be demanded.  In the process of re-creating them on stage, they must remain fluid and be given free rein while staying connected to the event.  Within each plan, I have provided several inner objects, any of which can precede the other and can suggest even more thoughts, can trigger more active thinking
-the actor’s thinking depends no the subjective process of weighing his course of action by contact with inner and outer objects.  Both of these must be connected with everything that has happened, is happening, and that you expect to happen within the events of the play.  They must be clothed in substantive realities or they will have no consequence
-the larger your selection of plausible inner objects, the more food you will have for involving, active thoughts.     

-the visualized objects will help you to channel your attention into your character’s life and give meaning to your actions
Listening

-the process of animated listening is essential for participation in any dialogue.  Half of your life will depend on listening, you will realize how crucial it becomes to be in action while you hear

-we do not hear the outer word or words, but rather what is inherent in them
-much of what we hear is visual.  We form mental pictures (as our thinking travels)

-while listening, he had loaded the story with his own “inner objects”

-animated listening entails the interpretation of what is being said to us as it interacts with our own battery of psychological and mental actions

-we weight the content, approve or disapprove, empathize with it or reject it, speculate on how it furthers or interferes with our own wishes, hunt for solutions to problems being posed.  We make discoveries, try to cope with the unexpected, and confirm or reevaluate what we have heard.  

-often our assumptions change, so that we must consider things within the altered frame of reference until we are compelled to answer audibly

-we listen, from our character’s point of view and expectations, to the meaning and intent of the verbal actions of the other

-any tendency to mark, indicate, show, illustrate, or externally react to what we are hearing is the mark of someone not really listening.  We must never try to illustrate the ways we are surprised, puzzled, challenged, delighted, depressed, saddened, etc

-the exploration of the meaning and intent of everything said to us should begin at the first rehearsal

-we also listen with our eyes to interpret the expressions that spontaneously accompany active words

-in point of fact, we listen with our entire being when we are engaged in truthful dialogue.  Once we understand how to listen, the need to answer will become inevitable
-the need for spontaneous verbal actions can only be sustained by alertness to behavior

Talking

-when we are the senders, our words must be supported by meaning and sent with an intention.  The need to talk is instigated by our wishes and substantiated by the experience we are having in the present or by a reminder (in the present) of a past experience, or by what is being done to us at the moment, verbally or otherwise.  

-as actors, we want our word to spring from us, form our body, mind, and soul, with spontaneity, urgency, and inevitability

-the mastery of the technique of animated talking
-Hebert Berghof said that “words are the messengers of our wishes”

-in order to travel, to further one’s wishes, the words must be active

-beware of all adjectives and descriptive adverbs!  Strike them from your vocabulary as well as from all printed stage directions so that they can in no way influence you

-such qualifying words are at the core of the problem of those who mistakenly believe that words are solely the expression of thoughts and feelings

-consider what you do, never how you do it

-what is done to you by someone or something will evoke thoughts and feelings and what you do about them is the “acting.”  And the actions must be instigated by your wishes, needs, objectives, with the hope and expectation that your wishes will be fulfilled

-look and listen for your partner’s responses, make your words dependent on them, otherwise you will be listening to yourself and the words will, inevitably become mechanized

-in order to substantiate what we say, everything min the play must be particularized, must be made real to us before we can bring the words to life truthfully

-as you make your particularizations, much of what you have to say will become inevitable, and, when followed up in rehearsals by the discovery of your verbal intents and expectations, the words will be further validated until “learning the lines” has become a byproduct of the work, replacing the outmoded method of mechanical memorization
-during any dialogue, your words are never organized before speaking, but develop and take shape as you are sending them, induced by the lighting-like thoughts and inner objects that feed what it is you want from your partner

-words are preceded by an immediate source and sent with an immediate need

-during the revelation of a traumatic experience from the character’s past, he does not lose awareness of his immediate surroundings, or of the person who is the target of his revelations.  He is dealing with the past – in the present

-the actor must unearth the causes that make him need to examine and share the past experience under the present circumstances.  When a particular memory moves him, it moves him now, not then.  And his verbal actions are intended for the character from whom he now wants answers, understanding, approval, comfort

-the actions remain dependent on the listener

-before beginning the first sentence, he will already look away, or rather into his mind’s eye in order to visualize the inner objects he needs to reconstruct the event and bring it to his words.  

-while communicating any past experience, we look intermittently at our partner when we hope or expect to confirm that the listener understands, approves, or disapproves of something we are saying, is entertained by us, or has answers for us. 

-eye contact is intense and active in itself.  What we read in the listener’s eyes as well as in his behavior conditions the continuance of our verbal actions

-when you have found the specifics of the content and the actions that communicate it, any external form takes care of itself

-I don’t want to find the natural way in which I usually talk, but rather a reality for the need to talk now, as I have never talked until this moment

-we must find identification with what is expected by the society, what will make us shine in it, and where the pitfalls lie
-only the externals of what is fashionable at a given historical time and place change

-our own psychological need to be a part of “the scene” can be transferred to the character’s needs, justifying and motivating the specifics of even the most outlandish words and deeds that belong to the fashion of another time

-we must authenticate our new speech in the same way that we put on the clothing belonging to the character rather than his costume

-let me urge you once more to develop the appetite for verbal communication and for extraordinary language.  Let it take shape on your tongue as it springs from your soul

Expectation

-their genius manifested in the utter spontaneity and unpredictability of their actions.  You believed their existence in the present, that everything was happening to them from moment to moment, as if for the first time.  They seemed as surprised by the events that stormed in on them during the course of the play as the audience

-I realized what courage it takes not to hang on to the shape of an action, even when it means relinquishing a very special big moment

-the technique of playing in the moment, which these geniuses understood intuitively, a technique which disallows the anticipation of what is to come (any thinking ahead to the next line, action or cue)

-use your imagination to achieve what is possibly the actor’s greatest gift, the childlike innocence and faith that “I,” the character, am living now, suspending all knowledge of what is to come, to leave myself open to surprises, vulnerable to everything done to me, so that my actions will become necessary
-I had learned that although I never knew what would happen next, I always had expectations about it.

-everything I do is conditioned by my expectations, and that what actually happens is never totally in tune with them

-a new relationship develops because of our continuously changing assumptions and expectations about the other person

-let me repeat: We never know what the next moment will be, but we always have expectations about it.  Even when what actually happens is close to our expectations, nothing is never a carbon copy of them

-when someone asks “Guess what I did?” and your answer is “I don’t know” it is not that you know nothing, but that you are speculating on what it could be, and if the answer surprises you, it is because you had expected something else – not nothing
-whenever the actor anticipates what he will see, hear, and feel, and what others will be doing it is because he has failed to include the logical expectations that condition his actions, or merely paid them lip service

-when the characters really act in the present with human hopes and expectations about the future, we in the audience will find all the extraordinary parallels to our present day, enlightened by a recognition of ourselves

-we attempt to cope with each moment, unable to comprehend the final consequence of the disaster.  Our actions are the result of immediate needs and expectations.  We cannot know or foretell the next moment with certainty, let alone the future

-in rehearsals we must discover and test the actions that are needed from moment to moment in conjunction with what we expect from them

-intuitively incorporate their character’s assumptions, speculations, and expectations of what is to come in their actions

-you must understand how to suspend knowledge of what was to come by unearthing the character’s expectations

-then every performance becomes a challenge, a new adventure of playing it as if for the first time instead of a repetition of the night before

-the effort does not exhaust me – it exhilarates me! If you want to soar, try it: surprise yourself

The Play
-now – before doing anything else, read the play in its entirety
-it will supply much needed information about your character and the world in which he lives

-we can only find answers to our problems when we know how to ask the right questions.  Intensive reading will point the arrows to the paths we will explore on the journey into the playwright’s world

-your response to the first reading of the play will be similar to that of an audience

-don’t confuse early responses with those of the characters while they are in action, struggling with their problems, caught up in their life in the play; as long as you realize that you are still on the other side of the footlights, not yet on the stage
-such visualizations of your own and the other characters in motion should be discarded and forgotten as quickly as possible if you truly mean to part company with formalistic techniques and strive to create a role from the inside out – until you are at one with it

-such totally personal, intangible responses to the material can be of value later in the work as long as you realize that they are qualifying sources not only for the play but for a state of being and for the behavior of a character in action; as long as you remember that no quality, feeling, or mood is playable by itself, that only actions have meaning and can communicate

-since it should always be our aim to serve the playwright, we must try to understand the intent of the dramatist, to define his theme, by asking What Is The Play About?

-let me stress that an intellectual approach to the play, a thorough analysis of it, is and always has been the director’s responsibility, not the actors

-we should be able to make an intelligent evaluation of the play’s purpose; first, in order to be able to follow the director’s analysis when he shares his intentions with us, and perhaps more importantly, so that we don’t go interpretively astray in the initial stages of our homework on the role

-most directors are relieved when they don’t have to do our work for us and grateful when we know how to translate their definitions and analyses of the play’s through line or motif into personal layouts for our character
-the actor must never usurp the authority, nor court disagreement, no matter how passionately he may want to defend his own findings.  He should always remain flexible and look for the things that will bring his view into line with that of a director.  
-the director is the captain and navigator of the ship; we are members of the crew.  They must put their trust in the captain’s decisions and assume responsibility for each task he assigns to them

-first, you explore what the play is about to define it thematically

-follow you intuition; use your actor’s intelligence.  Harold Clurman’s advice “Let the play work on you before you work on it”

-theme, subject, meaning, message, lesson, intent, content, or point of view are all summary expressions of the playwright’s view of the human condition within the particular society he has selected

-the actor must familiarize himself more deeply with the particular world of which Shaw is speaking

-since conflict is at the heart of dramatic expression, whether that be tragic or comic, because it demands action, we must pay attention to The Nature of The Conflict which the writer has selected to reveal his point of view, when we explore the play’s content

-to exist, a conflict needs adversaries, and the playwright will have taken sides.  In most cases the conflict is self-evident, and you can once again rely on your instincts and intelligence to guide you in making logical decisions about who’s for and who’s against what, who’s in the right and who’s in the wrong, who is the victim and who is the predator, who’s the hero and who the villain – in other words, who is the Protagonist and who is the Antagonist of the theme

-once this is done, you will know how your own character is positioned in the play and his consequent basic relation to the other characters in it

-the play that ends with a question, one that provides no precise answers, or one in which the wrong side wins, is presumably intended to raise the audience’s awareness of the problem, as a warning or lesson
-we have to explore and interpret the Nature of the Conflict and the purpose for which it has been used, before we can put our character into the fray

-how our evaluation of a play’s theme, its conflicts, and its adversaries influences the work on our role will be minimal or stay theoretical unless it includes our interpretation of the play’s Main Action or, as you may otherwise have heard it referred to, the play’s Spine, Through Line, Main Objective, Super-Objective, Over-all Action, Axis, or Hub.  

-these synonymous terms all fairly describe the thing that supports the central theme, binds the play together, and provides its driving force

-you will see that the ideas are integral part of each play, that this driving force or main action is usually in the hands of the protagonist and that it is the antagonist who provides the conflict

-the play’s through line is always stated in the form of an active verb, which need not be the case with its theme, usually defined by a noun.  And it is from the standpoint of the play’s main action or through line that we must explore our character’s main action to see how it relates to the “driving force” of the play

-basic human emotions are the causes and the catalyst that precipitate our actions

-when studying the play in preparation for a role, we must explore and give special attention to the play’s theme, conflict, the alignment of its adversaries and our character’s relation to them, its main action, and its motivating causes

-learning to explore the basic elements that support your character’s position in the play should become an integral part of your approach to a role
-it is the teacher or moderator’s function to help you develop the techniques that make you believe in your existence on stage, that animate your senses, that make you walk and talk, and consequently make you believable.  The teacher is not there to act as interpreter or as a director or to “fix up” your performance for public consumption

-you should always remember that whatever your own interpretations may be, they are only your opinions
-the director is the interpreter, and it remains the actor’s obligation as well as a test of his technical skills, to make the director’s vision come into being.  The actor’s understanding of the process of play evaluation should, ideally, pave the way to a deeper understanding of the director’s needs, facilitating an informed and fruitful dialogue between them during the rehearsals

-the size of their themes of man’s struggles against fate, his challenge to the gods and the forces of nature, his greed for power and his misuse of it, his betrayals and falls from grace, his desire for vengeance, and his lust for life may at first be overwhelming but should prove ultimately enlightening as you find their relationship to your own world and man’s eternal hunt to understand himself

Homework and Rehearsal

-there are, of course, moments of uplift and excitement when the imagination soars, when a light goes on and I’m one step closer to the part, but much of it is just plain hard work, tedious and frustrating at times, feeling more like a chore than a creative act

-the real lesson I learned was the need for undistracted solitude

-privacy must be arranged for and respected by those with whom we share our lives

-after listening to the silence we can give our full attention to the play and the role.  (if you must have sound, put on music that is appropriate to the play)

-the Homework, the work we do when alone, begins the moment we pick up the script to read and evaluate it

-it does not stop until the curtain comes down on the final performance of a run

-get a brand-new notebook, the blank pages are inviting as I imagine how they will be filled with information, research, ideas, questions, answers, and personal substitutions, anything and everything that will lead to the goal of becoming the character, of identifying with him so that I will be able to feel and do as he does, from moment to moment as the play unfolds

-remember that what may seem foolish or idiosyncratic to someone else might be extremely stimulating and fruitful to you

-stick to the procedure of learning the content

-stick to it until you have shaken previously acquired bad habits of mechanized, preconceived, set line readings, and the slightest tendency to listen to yourself
-never shape your words; always let them spring from their content.  Test the verbal intentions; don’t settle on them.  How the verbal actions land on the other characters and how, in turn, their responses influence your replies can only be discovered during rehearsals

The Rehearsal

-when rehearsing becomes as exciting and rewarding as performing, you will have understood what it’s all about

-I have never felt I had fully exhausted the exploration of my role, always longing for more

-your first priority is punctuality

-get to know you colleagues through the work, not by socializing

-always make yourself responsible for service to the play, to the director, and to your fellow actors:  Don’t make them responsible for being at your service.  Don’t expect the others to do your job for you

-come to the first rehearsal prepared with all the homework that has been previously outlined

-at this initial reading aloud, two kinds of errors are most frequently made that can do enormous damage to future work on the role.  The first usually springs from a normal desire to perform or from a mistaken need to impress the director and the other actors with artificial, “effective” line readings, forced emotions, character illustration, and false projection – that is, to overshoot your target rather than sending the words to those for whom they are intended.  Any of the above will also lead to listening to yourself instead of to the other characters.  The opposite mistake, also a common one, is to mumble almost inaudibly while listening for a “natural tone,” or to glide over the words while concentrating on general feelings and moods

-the real issue is to reach the ears of your partner with words that are substantiated by their content without yet having made interpretive decisions, always giving concentrated attention to what is said to you and by whom
-we must never forget that directions are not impositions, but essential requirements for any professional production

-good directors are rarely dictatorial and will be sensitive to an actor’s needs, leaving room for a fruitful dialogue and the actor’s participation in the creation of his role

-never tell your partner what to do

-whenever you make a judgment on the other actor’s work, you immediately become his audience instead of his partner, destroying all the innocence you need to receive what he is doing, to interact with him
-don’t intellectualize or theorize

-if you verbalize your moment-to-moment wishes, their obstacles, or your actions, you will make a truthful confrontation with each other in the scene impossible.  Get on your feet as soon as possible and make it a rule to do something rather than talk about it

-make all endowments that will turn your apartment into the appropriate setting for the scene.  Avoid making decisions about the use of the objects or about your physical destinations until further work on the scene progresses, when they will become logical and inevitable
-improvise on the previous circumstances until they are meaningful to you

-you should now be free of all concepts of “blocking,” “staging” or choreographed “positioning” which always result in outmoded clichés, free to create a new life in an imagined world

-one last warning: beware of “run-throughs,” save them for the last few rehearsals.  Don’t finish rehearsing just because the run-through “felt good.”  If, during it, the inner and outer sources were vague or unspecific, pin them down, otherwise whatever may have momentarily inspired you will evaporate the next time you work on it or present it

Scoring the Role

-we may be at a loss about where to begin the actual work on the role.  The need to make order out of chaos is strong in most of us, so me must be on guard against the “quick fix” provided by latching on to the character’s lines as a starting point

-they will be as reassured as I was when they discover that an organic transference of oneself to the role, the development of a new “I” who is alive in the world of the play, involves a creative process which is not a will-nilly, loose way of working that depends solely on intuitive or illusive inspiration.  

-on the contrary, it is a process which, however slow and painstaking, can be structured in an orderly way over which the actor has control, although no part of it is mechanical.  On rare occasions it even leads to inspiration.  It is a true challenge of one’s diligence and of one’s talent
-scoring the role, which I now propose, is founded on the exploration of all the whos, whens, wheres, whys, whats, and hows that are inherent in the Six Steps as they now relate to the role, always remembering that none of them is “finished” in itself, that they overlap, backtrack, and interweave until the last rehearsals, when they should have resulted in such inevitable human actions that we will have forgotten how they were put together

1. Who AM “I”?

-you will have developed a growing recognition of the similarities between your own behavior, personal problems, drives, needs, virtues, and frailties and those of other human beings.  Your ability to span the bridge of identification with others will have increased
-feelings of empathy, particularly for those in trouble or in pain, are very much a part of the actor’s nature.  It is no accident that performers are so ready to lend support to causes that help the needy, the ill, the neglected, or those who are discriminated against

-reverting to old habits, they look only for the differences between themselves and their role, falling right back into the trap of illustrating a preconceived character who, no matter how brilliantly executed, will lack a soul and any aspect of a sensory life

-after having studied the play, once it is our goal to step into the shoes of our character, it becomes our task to explore and evaluate his patterns of behavior, the personality, moral constitution, and distinctive qualities, and to examine how nature, education, and habits have shaped them

-to an objective exploration of these elements we must bring subjective identification at every step of the way

-in order to develop a character who will move into the play with a soul and all senses alive, we must create a new autobiography

-based on a study of the play, after examining  everything our character says and does, as well as everything that others say about us, we will go on a hunt for new roots; we will give ourselves a new date and place of birth, new parents and relatives, playmates, and friends, a new childhood and upbringing, schooling and religion, a different adolescence and early adulthood, whenever necessary transferring our own landscape or a comparable, familiar one, our personal experience and relationships to the ones of the character, until the elements that substantiate this new life become believable to us and can be identified with.

-always remember that as long as you are thinking in terms of “he” or “she” rather than “I” you will be distancing yourself from the character.  The creative imagination can only flow when, for instance, you ask, “Where and when was “I” born

-you will no longer be tempted to file away interesting facts about a fictitious person which, at best, will result in some academic research about the time and the place, but will instead force your imagination into identification with what it must have been like if you had been born there and then

-when the character is your contemporary, and the milieu of the play is familiar to you, this procedure is relatively simple to pursue

-you must look for imaginative identification with all the facts and circumstances about the character’s past that can be gleaned from the play and from relevant research.  When the play does not provide answers to any of your questions, as is so often true in the case of subsidiary characters, use your creative imagination to supply logical answers so that, no matter how small the role, you will bring a whole human being on stage

-I quote the genius who once said that “All tedious research is worth one moment of inspiration”

-it remains my creative secret, and above all, my essential homework

2. What Are “MY” Circumstances?

-what happens in the play, the events that occur in each scene that drive the play forward to its denouement

-it is also important to explore what must have occurred between each act and each scene, even when they are separated by a matter of minutes, let alone when the stage direction reads “Two years later.”

-when the sequence of the events in the play is crystal clear, the exploratory work begins on the circumstances: Where and when do these events occur and what surrounds them to condition “my” needs, behavior, and actions?

-circumstances: “essential conditions; primary qualifications of a fact or event, or the condition environing and affecting a person”
-this “state of affairs” obviously includes the all-encompassing ideas of TIME (when?) PLACE (where?), and the SURROUNDINGS, or better yet, the ENVIRONS (what?)

-TIME includes the century, in which the play occurs, the decade, year, season, month, week, day, hour, and minutes during which the life unfolds

-PLACE includes the continent, country, city or village, neighborhood, house or apartment, and rooms in which the characters live

-the SURROUNDINGS or ENVIRONS include the landscape, the architecture, the furnishings, the weather, the social conditions, the class structure of the community, the religious climate, the school systems, the fashion, appetites, and tastes – all of which influence and shape our own character and those of the others in the play

-exploring the circumstances that immediately precede an event, those that condition the event itself, and those that dictate our expectations of what is to come has been an integral part of each and every exercise as we have discovered how they motivate much of our behavior and specify many of our actions

-defining the circumstances should have become an ingrained work habit since we have learned how strongly they involve our psychological and physical senses, as well as their relevance to the re-creation of a few minutes of a personal experience

-we must learn to explore and define the dramatist’s circumstances in greater depth from the perspective of our character, to discover how they are perceived by our character and how our character responds to them – always remembering to look for identification with these perceptions and responses until they selectively become our own
-the steps involved in scoring the role have clearly begun to overlap

-you must make the environs of the past as particular as possible, so that you can respond to these influences intuitively later on in the course of the play

-always remember that assessing and particularizing, time, place, and surroundings subjectively from the character’s point of view, has to be pursued tenaciously in order to bring about inevitable, pertinent, and intuitive actions

3. What Are “MY” Relationships

-we must consider the phenomenal complexity of each individual and the infinite possibilities for his interaction with other equally many-faceted human beings

-we already know that, in our own way, we must pursue the hunt for an understanding of the human condition as diligently as philosophers, writers, dramatists, and psychologists do.  

-although we may tremble at the hugeness of the task ahead of us in exploring the relationships between our character and those of the others in the play and in finding relevant substitutions that will allow us to identify with the character, we can achieve our goal if we undertake our explorations patiently, in separate stages
-I want to deal with certain human aspects that pertain in general to all of us, whose principles, once you grasp them, can be applied to those of the relationships in most plays

-you learned that the very way you enter a room can hinge on the person from whom you just parted; that how you prepare for an occasion or fix a meal depends on those with whom you will share the event; that self-perceptions change when the doorbell rings depending on who you believe rang it; that changes take place in your behavior because of your feelings about the person on the other end of a phone call

-even though you may understand these elements intuitively, conscious awareness will help make them operative for a character’s positioning to others

-the Subject of Age has a great deal to do with the nature of a relationship.  At a given time, observe what your perception of your own age is and whether you believe that the person with whom you are dealing in the present circumstances is older or younger than you.  Your consequent assumptions, right or wrong, are essential in determining “your” actions

-in other words, our notions about our own and other people’s ages are often mistaken.  At the very first meeting with someone, we usually place them in the wrong category

-you will understand that the manifestation of age is a result of health and fitness, grooming, genes, and, particularly, of how old a person feels and presents himself to others under the given circumstances, and that no one can make accurate assumptions unless they are in on the facts

-however, you can use the discovery of the wide range of years you have at your disposal, when identifying with the age of your character.  Note the effect of the age difference between yourself and the other characters on your interaction with them

-depending on numerous other things, you may defer consciously or otherwise to an older person with courtesy, admiration, or humility, or, if you dislike him, with a feigned respect for his years.  You might challenge him in areas where you believe you have superior knowledge or experience. 
-in contrast, you may treat someone younger than you with gentleness, benevolence, tolerance, or perhaps, with aloofness, disdain, or a grudging acceptance.  In case you want to prove that you aren’t “pulling rank” that the age difference doesn’t matter, you might be his pal or play at being is age.  In close friendships, whenever age truly makes no difference, you will feel and behave as though he were your peer

-the other person’s response to your age may be even more influential in making you feel and behave either younger or older than your years

-Who Leads and Who Follows is a subject to which I attach great importance because of its influence on human interaction.  In its most positive sense, leadership implies guidance in areas in which the leader has more experience and knowledge, or a higher degree of maturity, intelligence, or just plain common sense than the others, when full responsibility is taken for the guidance, and when it is freely offered to a willing follower

-it is essential to find the appropriate leader-follower relationships and the ways in which they shift from one scene to the next in order to unearth the logic of our character’s actions, to bring about a Give and Take

-when the conflict is between opponents, the positioning is usually clear.  When this is not the case, it may be more difficult to determine

-other determining factors in leader-follower positioning are of course, those within the family, in love and sex, and in the work situation, as well as differences in social status, economics, and education

-whenever leadership is earned and of benefit to a willing follower, human being are free to grow and develop.  When it is abused, used as a position of rank, for power and domination, and when the follower is forced into submission and obedience, he is enslaved

-a title designating a specific position should be representative of achievement in a given field and remain in effect as long as responsible service is given.  But when the title is viewed either by its holder or by someone touched by it as being synonymous with rank, power, and domination, it is a sign of an emerging class system, in which a difference in human worth is made between the privileged and the underprivileged, the educated and the illiterate, the sexes, the races, and the various ethnic groups – in other words, it becomes evidence of social corruption

-when we identify with any character, what qualifies our responses and interaction with those who lead or follow is, of course, a matter of individual character, of faith in human rights, or personal strengths and weaknesses, of ambition or laissez-faire, of a sense of security or a feelin of failure.  And the more you understand about yourself, the better you will be able to apply your understanding creatively to the interpretation of your character’s relationships in the play

-as a final fillip, let me add that we shouldn’t forget that, as artists, our responsibility lies in hopes of bettering and enlightening the human condition and that, “the fault is not in our starts, but in our selves, that we are underlings”

-difficulties frequently arise for the actor whose role is that of the Antagonist.  It is, of course, far easier to identify with the good guy, the one whom the author has made certain the audience will sympathize with and root for 

-to become a genuine opponent, we have to take a different path: We must find justification for the actions, no matter how evil they appear, in order to find subjective identification with the antagonist

-the actor must know that he is as capable of ignoble actions as everyone else.  And, in varying degrees, he can be vengeful, cruel, selfish, manipulative, and abusive, and manifest most of the other negative aspects of human behavior

-to correct our faults, we must know them, and, once we know them, we can also call on them for identification with those inherent in the role

-no matter how monstrously human beings behave, they will try to justify what they do

-as antagonists we must apply the same principle, finding justification for the character’s actions, strengthening our needs until they supersede the wishes of our opponents

-we must particularize the relationship to our opponents from the viewpoint of our character

-the actor must find the character’s cause
-regardless of our position as antagonist or protagonist, Guilt can be a powerful conditioner in our interaction with others.  It is a feeling as prevalent as that of any other in the human psyche.  The awareness that we have committed a hurtful act of omission or an abusive, cruel, selfish, or insensitive one usually occurs after the fact – as its effect on the recipient moves in on us
-however, whenever we dislike admitting to a fault (a not uncommon occurrence), an instinctive and subtler manifestation of guilt takes place, one which we must learn to recognize so that we can put it to use for all the characters who respond similarly.
-we might become defensive and insist that our hurtful actions were provoked.  We may even come up with justifications that are unreasonable and illogical because of our refusal to take the blame.  We sometimes overcompensate for bad behavior by extending ourselves graciously to the very person we have abused with a pretense that nothing is wrong.  We try to forget about it.  Occasionally we look for approval of abusive actions.  The latter usually occurs when the person we are dealing with, rather than being the target of our attack, is being used as a confidant or sounding board for airing the incident as we try to ease a bad conscience.  We want to be told that we were in the right or, at least, not so terribly wrong

-the stages of Development of Relationships and its relevance to the play.  It begins with the premise that a relationship to someone starts at the moment when we first hear about him, which might be long before an actual meeting with him (in life – or before the curtain goes up on stage).  Based on what we have been told, we speculate about what he is like and how he looks and behaves, often making definitive judgments of whether or not he meets with our approval, whether he should be looked up to or ignored
-the next stage of a developing relationship begins.  This entails an immediate adjustment to the difference between his expectations and the actual person he is now encountering.  The adjustment necessitates a change in his behavior to conform to these differences

-a first confrontation can take may forms

-how does he motivate the heightened reality of an encounter that results in something as extraordinary as love at first sight?

-your response is based on an already existing dream of an ideally imagined person who suddenly becomes a reality, the embodiment of your dream of perfection.  Therefore, in order to find substance for such a moment, you must specify the nature of a personal ideal, whether it has been inspired by poem, a painting, a picture-book fantasy, or a likeness to a childhood idol.  This ideal can then be transferred imaginatively to the love object to bring about the awe struck response at the moment of the confrontation on stage

-once the readjustment to the first moment of a meeting has been made, the development of any new relationship and the nature of the interaction between the two people is conditioned by a series of changing expectations and assessments

-the frame of reference for such intuitive, often subconscious, hastily made evaluations hinges on what we have already heard about him and how this contradicts or coincides with what we now discover about his profession, age range, and social and educational background

-we form further opinions by instinctively sizing up his appearance and demeanor, and, of course, by the ways in which he relates and responds to us.  We usually open up to those who fit our concept of an interesting, friendly person and pull back from someone who does not
-dramatic literature abounds with scenes of budding relationships.  When exploring one of them, remember that it is what you don’t know and mistakenly think you know about the other character that will make for the discoveries that animate the interaction and heighten the event

-of course, an established relationship, an ongoing one, is based, among other things, on an affirmed knowledge and the familiarity of responses to each other as well as to responses that occur during a shared event.  Surprises will still occur – usually when the other’s person’s responses don’t conform to the accustomed expectation

-we will make considerations about them during the homework and test their influence during rehearsals.  We will now explore each of “our” relationships with respect to newness or familiarity, pertinent age differences, and the relative positioning of protagonist and antagonist, of leader and follower, and the possibility of rank
-the feelings we have about someone that hold and sometimes control us against our better judgment.  We must examine what it is in other characters that “we” love, hate, or are indifferent to, like, dislike, pity, adore, disdain, admire, envy, are obsessed by
-it is almost impossible to study a role without experiencing the beginnings of such emotions

-when they spring from your own (reader’s) point of view about the character, they should be disregarded as misleading or, at least, recognized as such.  If, instead they arise as imaginative gems from an identification with the character, they may be considered pure gold.  In any case, emotions have their roots in the characters’ objectives, in their main drives, and in what they want from other, which is the premise of the section that follows the exploration of “What do “I” want”
-whatever stays only in our head is not only merely useless but will become burdensome.  Our explorations and considerations must be brought to rehearsals to be tested and put into practice.  This process entails making a detailed particularization of the partners to see what about and in them serves the relationship directly.  Whenever something about your partner’s actual persona is physically or psychologically at variance with his character, you will endow him with it by use of transferences until he becomes the “hot object” you need for the creation of truthfully animated interaction between the two of you

-remain wide open and vulnerable to your partners.  From the perspective of your character, be receptive to everything they do, to each action sent to you.  Be alert even to the flicker of an eye, the furrowing of a brow, the slightest hesitation, the nuance of an inflection or a tone of voice, their lightest touch

-never take a partner for granted or use him as a convenient or necessary prop to bolster your own performance

4. What Do “I” Want?

-as long as we are alive, we want something.  We have conscious, instinctive, and subconscious needs, wishers, desires, aims, goals, or objectives that originate in the body or the soul.  Once we understand that the sources of an individual’s needs and desires lie in the nature of his upbringing and the society that has helped to shape his character, it becomes clear that the initial exploration of “Who ‘I’ am” must be continued by an investigation of “What ‘I’ want

-you must want something, and it is what “you” want, in the broadest sense, that constitutes the character’s main objective, the guiding force that propels “you” through the life of the play

-after determining “your” Main Objective in the Play, making sure that what follows will be in tune with it, you will hunt for “your” Main Objective in each Scene, based on the content, the events, the given circumstances, and “your” relationship to the other characters in the scene.  Finally you will search for “your” Immediate Objectives, what it is “you” want from one moment to the next, hinging on the progression of the events

-an immediate objective stays in effect form the moment of its inception until the wish has been fulfilled or has failed, at which point it will be replaced by another one

-if an objective is valid, it will stimulate not only your feelings but the will do something about it, imaginatively suggesting many possible actions.  The definition of the character’s action is, of course, your ultimate goal.  Remember to phrase the objectives with an active verb rather than a qualifying noun
-it should be clear that considerations of the character’s overall objective as well as his main objectives in each scene should be a part of the initial homework.  However, the immediate objectives can only be discovered and explored during the actual rehearsals, as they arise in the form of responses to time, place, the environs, and the interaction with your partners

-your selections should stimulate your senses and your imagination

-there is a big difference between what we want to do and what we have to do.  Something that must be done or is supposed to be done is frequently something we don’t want to do
-in other words, a genuine desire leads to specific action, whereas a negative posed “must” without an alternative, leads to an inactive, burdensome emotion.  The thing you do not want may very well be the obstacle you need to overcome in the pursuit of the objective

-differentiating between the character’s Conscious and Subconscious needs

-the conscious objectives of most human beings are aligned with their self-image and sense of morality.  Subconscious desires may override or bury the conscious ones.  Then, relinquishing the moral censor, we are driven to ignoble behavior, which we try to justify at any cost

-that which stands in the way of what we want, the obstacle, which, in an effort to overcome it, will intensify our needs and wishes

5. What’s In “MY” Way?

-anything worthy of presentation reflects a human struggle to overcome problems posed by fate, the world, or society, the particular circumstances and the other people in the life of an individual.  The very word problem implies the presence of an obstacle.  

-the actor should know that by grappling with whatever is in the way of what his character wants, with the obstacle to “his” wishes, he heightens and intensifies them (remembering that what is easily available, is perversely, rarely as desirable as something difficult to attain)
-he should know that in the absence of a specific problem, there is little to engage one in forward moving action.  In most plays the conflicts are so apparent that it is unnecessary to go on a hunt for them.  However, their most influential aspects must be explored and particularized, and, when necessary, transferences for them should be made

-you will determine the obstacles as they relate to the character’s overall needs, the main objectives in each scene, and whatever stands in the way of the immediate objectives

-you shouldn’t intellectualize or be pedantic about defining “What’ in ‘my’ way?”  Considerations for the obstacles will become an instinctive part of your homework and rehearsals.  Stop to analyze and make mental or written notes about them only when you feel an obstacle is lacking or elusive, that your will is low, or that it is too easy to get what you want

-they are an inherent part of everything you do on stage – and that they are involved in the exploration of each of the previous four steps

-they can be drawn from things in the character’s past, from specific traits, from the events in the play, from the environs, the circumstances, the furnishings and the tangible objects, from the relationships and certain aspects of them such as age differences, and, finally, from their juxtaposition to all three kinds of objectives

-when asked “does there always have to be an obstacle?” I reply emphatically, “In theatre, yes!”

6. What Do “I” Do To Get What “I” Want?

-hopefully, you have understood that whatever is imagined, mentally considered, or thought through should provide stimuli for the body and the soul and the desire to do something about it – and that private theorizing or communal intellectual discussions which do not are fruitless

-you will be engaged in actions from the time of your earliest homework until the final work on the score which deals the selection of the most relevant and revealing of “your” actions, those that will propel “you” through the life of the play

-the truest test of your artistry will rest on your selections as well as on the aliveness with which you execute the character’s actions

-to act means to do.  Fine actors have learned that this is true.  Genius actors have always known it in their bones

-to animate means “to enliven, to put into action”
-actions are either physical, verbal, psychological, or a combination of all three; they must travel toward a target in order to interact with the physical, verbal, and psychological actions of others.  And what is done to you by someone or something causes your responses, your sensations, and your feelings, about which you will want to do the next thing

-rather than asking, “what do I do to get what I want? It is also possible to ask How (by what means) do I get what I want?

-beware of their qualifying adjectives which must never be a part of your considerations.  They are the result of the care with which you particularize and make meaningful each person, object, and detail of the circumstances with which you come in contact while in action.  Always remember that you cannot get what you want by “gladly,” “sadly,” “angrily,” “smilingly” or “furiously”

-all adjectives and adverbs are dangerously influential in predetermining interpretations, interfering with a truthful investigation of the character’s needs, rather than allowing for clean actions, and, in my book, “attitudinizing” is a cardinal sin
-Shakespeare trusted and challenged both directors and actors when his only descriptive hints were those of They Enter and Exeunt

-actions must be defined in conjunction with steps four and five in the broadest sense, as they relate to the fulfillment of the character’s overall objectives and the struggle with the overall obstacles, as they relate to the main objectives in each scene, what “you” do to attain them and how “you” try to overcome the main obstacles; and, of course, as they are influenced by immediate objectives and obstacles from moment to moment

-you can challenge or wound someone with a stare as actively as you would with the stab of a dagger or the thrust of cruel words.  You are truly in action when you are engaged by it, engrossed in it, alert to its target, to the discovery of its consequence, whether it matches your expectations, whether it will succeed or fail.  

-there is no room in a real action for homework, for weighing how it feels, watching how your doing it, listening to how it sounds, or considering its effect on the audience.

-you must send and receive while caught up in the imaginatively stimulated circumstances of the play

-the selection of actions of which I have spoken, the final work on the score for your role, is dependent on a thorough investigation of the first five steps and the ways in which you have given total reality and substance to their various elements in order to bring the character into existence.  

-what you do will reveal the body and soul of the new “you.”  Heed the old adage: “Tell me what a man does and I will tell you who he is”

-Plato says To Be Is To Do.  I keep this always in mind when working on a role.  I must hunt for everything that will give me knowledge and faith in who “I” am; then I will discover what “I” do.  I reserve Socrates’ maxim, To Do Is To Be, for my performance, knowing that what “I” do is proof of who “I” am

