Acting One
-for while the material is presented as an introduction to acting, these are the fundamentals that professional actors spend their lives exploring and perfecting.  None of the these twenty-four lessons can ever be fully learned, not even in lifetime

-these lessons should serve as basis for all advanced acting skills

-you are advised to find dramatic material from your own time and culture, and characters close to you in age and essential experience

-the best way to act is one step at a time

-there is nothing at all inconsistent between deep and honest emotional responsiveness on the one hand, and a superior acting technique on the other

-acting and actor-training are individual arts within a collective and collaborative craft process.  The actor must find his or her way into the self, as well the craft, for the art of the theatre is made out of both ingredients

Preparation
-fine acting demands a rare combination of talents: intelligence, imagination, psychological freedom, physical dexterity, vocal strength and flexibility, emotional depth, and an ability to learn from mistakes, criticism, and observation.  

-it also requires certain personal prowess, which might appear from time to time as wit, charm, self-confidence, assuredness, honesty, audacity, charisma, passionate intensity, and compelling candor

-it is a method that will help you learn from life and apply what you learn to the art of translating life into art; the art of the theatre

-relaxation is both physical and mental; it allows the body to respond freshly and the mind to create spontaneously.  A relaxed actor can do anything; a tense actor is always constrained

-relaxation may not be forced, but it can be induced or self-induced.  Simple stretching exercises are excellent warm-up techniques that both tone body muscles and release physical tensions

-the more freedom you have from your own daily preoccupations, the more deeply you will be able to involve yourself with your acting situation

-physical exercise is often a help to achieving this mental relaxation, so are meditation, yoga, thinking about pleasant images, or “playing” soothing music in your head.  One of the best ways of achieving mental relaxation in an acting class is simply to look around you and study what you see

-most mental tension comes from thinking about ourselves (and how we might be failing to “measure up”), thinking about other people helps us to relax and put the world in a better perspective

-relaxation is the starting point for acting, not the ending point

-relaxation is not stupor; it is a state of openness and receptivity to your surroundings – a state unmarked by extreme preoccupation or worry.  Relax with your eyes wide open, your sense fully awake, and with the idea of taking in all you can

-trust is a mutual relationship between you and your fellow actors – a relationship marked by giving, sharing, and common concern
-you must take the initiative here, because isolation and apathy invest the classroom/rehearsal hall with deadly inertia, and only the determined efforts of you and your fellows will break down the walls of carefully nurtured egotism and suspicion that characterize most groups of arbitrarily gathered strangers.  If you can find your acting partner interesting, it will make you interested and interesting, if you find your partner fascinating, it will make you fascinated and fascinating

-rapport between actors, developed through trusting ensemble work, is the contest of fine performance

-it is the feeling that you can make a fool of yourself without embarrassment and can be emotionally open without getting stepped on.  Acting exposes personal vulnerabilities and should become therapeutic rather than humiliating and enjoyable rather than discouraging

-the more you can focus away from yourself, the more you can recognize the uniqueness and beauty of the persons around you, the more you can respond to the world with wonder rather than with irritation and envy, the more you will be in the creative state that will permit you to act deeply, fully, and with spirit

-theatre artists must be particularly punctual and responsible, must meet all their obligations on time (and precisely on time) and must be fully prepared to expend their energies in the pursuit of high standards of artistic effort

-the important thing is not to take criticism too personally, and not to waste a lot of time defending yourself

-any suggestions or critiques that you can turn to your advantage are not only to be dealt with – they should be sought after with persistence.  The finest actors do not seek to avoid criticism, they solicit it

-the actor must learn to be free – free from physical and psychological inhibition – and must learn to enjoy freedom.  The actor must be free to think, feel, touch, and be touched.  Above all, the actor’s imagination must be uninhibited

-the free actor can imagine anything.  Fantasy is the actor’s playground
-an actor afraid to fantasize, afraid to imagine the unimaginable, is an actor unacceptably bound to a narrow spectrum of emotional life

-plays and scenes may be outwardly mild; inwardly they are usually stormy and violent.  The actor’s mind must be able to play freely with the inner turmoil of the character.  The actor’s mind must be open to lust, terror, joy and exaltation by turns – and must be open to playing the actions that emanate from those mental states

-acting is emotionally risky

-an actor obdurately refusing to follow that lead – an actor who, instead, retreats behind a fixed image of himself is not free to act

-acting is a process involving certain transformations

-ever actor re-creates the process of acting with every performance

-“the actor’s approach” therefore is a process of self-transformation – of moving out of oneself and getting into a role or into a work of art

Victory and Obstacle

-there are two fundamental principles in acting.  The first is that the actor must always play toward a victory.  The second is that the actor must always play against an obstacle.  
-the victory (often called an “objective” or “intention”) is what the character wants.  The obstacle is whatever stands in the character’s way.  The extent to which a character is seen pursuing victory against an obstacle is the extent to which acting is dramatic (as opposed to demonstrative) and dynamic (as opposed to static)

-when you are reaching for a victory, your action is purposeful.  You reach further, more intently, more energetically.  You are not merely following an instruction; you are trying to do something.  You are intent upon winning an objective; you want something

-all those words – purposeful, doing, trying, intent, winning, objective, want – are useful in describing the concept of playing for victory
-in reaching, you are working against an obstacle: your own physical limitations.  You can stretch only so far against the pull of gravity.  Now intensify that obstacle

-your simple act of reaching has become an emotionally complex experience, even profound.  You are acting

-the job of the actor is to find such victories and obstacles in his roles and even in calisthenics and training exercises.  Finding victories and obstacles sometimes involves research, and it always involves imagination
-frequently, imagination properly focuses, is all that is needed to transform simple everyday acts into acting

-imagination is the breeding ground for fantasy, and an actor’s fantasy is often the source of his most compelling victories and obstacles

-the actor’s job is not just to find victories and obstacles, but to create them and to create them with such vividness and enthusiasm that they can lead to an exciting and clearly defined performance, even in a simple exercise

-if playing toward victories and playing against obstacles are truly the fundamental principles of acting, self-consciousness is the actor’s greatest enemy.  Standing up and being observed, being “on display” for the presumably critical eyes of others, is a terrifying prospect to most of us
-the actor cannot simply “be” something or somebody onstage, or simple “look” a certain way without being acutely self-conscious, unbearably self-aware of “being” or “looking”

-the only way for an actor to avoid self-consciousness – and to truly relax – is to do something

-and the more actors feel they are doing something important, the more they relax into the task and think about things other than themselves

-self-consciousness is your focus on yourself, projection is your focus on others, on the outside world, and your efforts to project your own concerns outside yourself.  Projection, therefore, is basically the opposite of self-consciousness; it is the ability to escape the prison of yourself (self-doubt, self-indulgence, selfishness) and to enter into active, productive social intercourse.  Every actor must learn this skill quite thoroughly 

-recognize that sound is simply the vibration of molecules

-recognize that sound resonates and that sound may set up sympathetic vibrations in other objects
-not all acting involves “lines” but all acting does involve person to person communication, at either the verbal or nonverbal level
-in playing a role, the actor must project more than just sound.  Words, gestures, ideas, feelings, commands, personality

-these projections all enter into the stream of communication that every actor both generates and receives; projections are the means by which actors involve themselves with the activity around them –and turn their focus outward, away from self-conscious self-absorption

-the actor always plays toward a victory and against an obstacle

-concentration on achieving the victory reduces the actor’s self-consciousness, moreover, it demands that the actor project by focusing on something or someone

Acting with the “Other”
-in most plays, the actors try to have an impact on other people

-probing deeply into other people is one of the essential tasks of the actor.  It does mean a willingness to look clearly and directly at your acting partner, and to take in the whole person with whom you are acting

-when you make your partner smile, or laugh, or take you seriously, you are not merely “doing something”, you are doing something to (or with) someone else.  That is, you are participating in an interaction.  All acting is interacting with other persons

-your acting partner is an individual and potentially a source of great inspiration for you
-the more fully you contact your acting partner, the more fully you will be acting
-acting is never something you can do by yourself because acting is person-to-person communication.  In order to “live” onstage, you must first make the other characters “live” in your mind.  Your communication – your acting – will ultimately depend as much on them as on you, and on the intensity with which you make yourself believe in them and care about them

-stage relationships that are properly dramatic must suggest a potential for dramatic change: usually the potential for love, on the one hand, or the potential for physical or psychological violence.  These potentials are the dynamics of relationships.  

-because this potential for love or violence is always present, we say that the actors are vulnerable
-a contentless scene is one in which the words by themselves do not clearly reveal any specific characters or plot; it is a scene that has no specified dramatic content

-vulnerability, a crucial component of all acting, means that you are aware of the other actor as a complete person, and that you are also aware of the potential good or harm that can come from the relationship between you

-interactive dynamics suggest that relationships are not merely static arrangements between agreeable people, but are evolving interplays of mutuality and independence, attraction and separation, desire and fear 
-the actor’s impulse, in an acting situation should be to make them vivid, to create the dynamics wherever possible and appropriate.  Even a scene that is content-free can become a vivid and exciting drama if you explore the potential for both love and violence that might be imagined as existing between characters “A” and “B” and the vulnerability of the actors to those potentials
-try to discover as much as possible about your partner by studying their tone of voice, expression, and changes in breathing pattern, and by speculating on his possible thoughts or fantasies
-your partner is always a character.  The moment an acting exchange begins, it exists within a theatrical context.  At that point, all participants are characters, and all behavior is acting, or “playing”
-this is a liberating answer.  It means that the interactions between your partner and yourself take place within an overall context in which you have already agreed to “play,” or to interact as characters.  Therefore you can experience your feelings fully, you can experience the depth of love, lust, violence, and ambition within a dramatic context without committing yourself in any personal way.

-you can explore the extremities and profundities of feelings within the “playing” arena and return to your more private personality when the exercise is over

-tactics are the strategies of human communications, they are the active ingredients of dynamic interactions
-smiling, for example, encourages agreement and tolerance, raising the level of the voice, on the other hand, encourages compliance.  Some tactics are used to seek the support of other characters, some to silence their opposition 

-in the effort to achieve victories and overcome obstacles, the actor continually tries to put some pressure on the other actors.  This pressure is real, it may be the seductiveness of a raised eyebrow, the menace of a clenched fist, or the bedazzlement of a brilliantly articulated argument, but it is a pressure felt by the other actors and by the audience alike.  Your power in playing tactics will determine your authority and magnetism on stage

-to communicate with your partner, use body language, tone of voice, inflection, gesture, facial expression, threats of physical force, seductive and inductive postures – everything you can think of except physical contact
-full contact with an acting partner depends on your willingness to engage in genuine emotional interaction with another person: to frighten, to encourage, to alarm, and to entertain your acting partner.  

-the desire to achieve your victory, coupled with a willingness and ability to translate that desire into effective person to person behavior, creates the baseline of your acting performance

-acting is something you do to, with, and for at least one other person.  Most of what the audience eventually sees in an acting performance is a relationship between characters – a relationship created by you and your acting partner
-in order for that relationship to be a dramatic one, it must be dynamic.  The actors must be vulnerable to one another.  A potential for good or harm – preferably both – must be clearly implied by the relationship, and the actors, through the use of interpersonal tactics, must put pressure on each other to change or improve their relationship

Contentless Scene

-the content of the scene is created entirely by the given situation and the actors.  The words become instruments of the action, not the dictator of plot, character, or behavior.  Thus the acting becomes a way of creating a spontaneously changing relationship – and the plot develops entirely out of what happens between you and your acting partner

-the scene is happening in real time, that is, it is being experienced while it is being performed
-the scene is unpredictable, and neither you nor your acting partner knows, at the outset, how it is going to end.  Such a condition keeps you alert, involved, and mentally active throughout the scene, often to an extraordinary degree

-the intensifiers are not things that you play, or that you have to show in any way.  Indeed, they are actually obstacles that you will have to struggle against: against showing them, and against standing in your way.  The struggle against obstacles makes you perform more intensely 

-obstacles cannot be so great that they inhibit action altogether or so insignificant that you can forget about them entirely.  They must be bold enough to make you work harder, and difficult enough to make your quest dramatically interesting

-physicalizing a scene frequently brings out subtler undertones and more poignant transitions; it also gets the acting “into the body” more than simply sitting and talking

-the contentless scene in which the dialog is essentially ambiguous, trivial, or both – provides an opportunity to explore the playing of victories, tactics, and relationships in a fresh improvisatory manner, without preplanning or rehearsing.  The personal interaction can be intensified by establishing obstacles to the basic victories

Tactics

-when someone is talking to us, we smile to invite more talking or look skeptical to shut the fellow up.  We frown at a disobedient child and raise our voices to make sure our instructions are followed.  Or we squat humbly at the feet of a celebrated guru and beam upward to indicate the respect that may draw forth a word of wisdom.  These are interpersonal tactics and we use them whenever we are in the presence of others
-any thinking species with needs and wants uses tactics to seek and achieve its moment-to-moment goals and victories.  Acting, which is interacting, requires that the actor learn how to play tactics: forcefully, winsomely, and engagingly
-there are basically two kinds of tactics: those that threaten and those that induce – punishment and reward

-tactics that threaten say “Do what I want or I’ll make your life miserable.” Tactics that induce say, “Do what I want and you’ll be happier for it.”

-raising your voice is a threatening tactic, smiling an inductive tactic; both are common in everyday life and on the stage that mirrors life

-when you play tactics on stage; you really play them.  When you character is trying to threaten another character, you try to threaten your acting partner.  On the other hand, if your character is trying to encourage warmth from another character, you make every effort to induce that warmth from the actor who is your partner

-the actor must never physically hurt or sexually abuse another actor.  Any acting involving physical force, combat, or overt sexual behavior must be rehearsed and talked through until both actors are fully comfortable with it
-try to increase your intensity by nonverbal means: the power of your voice, the cutting edge of your inflection, the command of your physical presence, the implied threat of your gesture and expression and the clear sign of authority denoted by the strength of your emotional commitment

-it is not necessary to achieve this victory; it is only necessary that you try.  Plays are filled with characters who fail to achieve their victories; the actors need only play their efforts – their genuine efforts

-trying to make the other actor cry is one of the strongest victories an actor can seek, inasmuch as it brings to the surface thoughts and emotions, often repressed from childhood, that unlock a great deal of subconscious behavior

-trying to make someone cry brings out qualities of behavior that are rarely seen in the classroom, and liberates much of the inherent power of the performer
-the threatening tactics of an actor are psychological only; physical violence, on stage, is always simulated

-induction tactics are the common stuff of everyday human intercourse, much more common than threats both in life and on stage.  When well played, they give an actor magnetism and charm, just as threatening tactics, when well played lend an actor a commanding forcefulness
-both threatening and inductive tactics are efforts on your part to influence the behavior and ideas of the other actor, to interfere with the other actor’s state of tranquility or direction.  

-by playing tactics, the actor creates a character who is trying to shape the scene, the only kind of character that is dramatically interesting.  Characters in plays are never merely observers

-characters in plays are interpersonally active.  They are always trying to influence, to overthrow, to impress, to seduce, to win over, to suppress, to engage somebody.  This is why tactics are so important to the actor: They are the actual “happenings” onstage; they are what is going on between the characters – and therefore between the actors

-tactics are almost never monolithic on stage; most of the time they alternate – often with mercurial speed – between threats and inducements.  Actors who can switch between hair-raising forcefulness and ingratiating charm in an instant are widely admired for encompassing this range of interpersonal effectiveness, which is dramatically thrilling because it suggests an almost explosive unpredictability 

-making someone cry and making someone laugh are at the extreme ends of tactical behavior; in the middle there is making somebody listen, making somebody care, making somebody proud, or worried, or happy, or agreeable

-these are the middle ranges of acting, and this is where most of an actor’s time is spent

-the extremities must always be there, in the actor’s mind at least, for they define what’s finally at stake in a scene or play.  But most acting exchanges take place at the level of forceful – but not extreme – tactical interaction.  Working on the middle levels, and on the continuum from powerful induction to electrifying threats, actors explore and develop their tactical range

-a strong actor learns how to play both types strongly and in a rapid alteration.  There is also a broad middle range of tactics between the extremities, which are in process most of the time – although extremities are always latent in the actor’s mind

-tactics are real interpersonal behaviors, designed to influence other people, they should be played on stage as intensely as in real life, and should aim at creating real reactions (including physiological reactions) in the other actors 

-playing tactics forcefully, intensely, and physically brings to the surface human emotions – both from you and from your acting partner – and creates vivid and dynamic acting relationships
Expectations
-expectation is the leading edge of an actor’s performance; the character must not only try to achieve a victory, he must expect to achieve it
-thus when trying to make your acting partner cry, you must expect your partner to cry, that is, you must expect that if you try as hard as you can, you will emerge victorious.  This expectation creates the energy of the performance – and pulls energy out of you that you could not otherwise “push” simply by trying to be “energetic”

-expectation gives rise to several “E” words: energy, excitement, electricity, and enthusiasm, all of which characterize the high-voltage performances that have the capacity to stimulate an audience

-audience empathy, in fact, comes almost entirely from the audience’s identification with the character’s expectations

-but the audience can identify only with a character’s expectations and enthusiasms
-character expectations carry the audience along, pulling them into the action and sweeping them up into the emotions of the play.  A character’s enthusiasms are the points of audience contact, they determine the elation we feel when the character succeeds, and the poignancy we share when the character fails

-expectation provides the context of the character’s behavior for the audience, and the impulse for the behavior for the actor who plays it; enthusiasm, which is itself theatrically compelling, provides the excitement of dramatic conflict

-conversely, a character who is resolutely unenthusiastic – who has no expectations of success – is relegated to a purely functional role in the drama and will inevitably appear to be “uninvolved” no matter how sensitively and carefully the role is otherwise performed

-virtually everybody sets out on difficult courses with at least some expectation of success (even an irrational expectation) and that expectation makes people, including dramatic characters, interesting – and sometimes heroic

-there are hundreds of possible interpretations of each line; but the best ones all to the effort to do something positive, to stimulate something desirable

-your reason for saying you’re bored is not to admit that fact but to change it – to act upon your environment rather than to give in to it.  We speak only in order to change things, to improve things, not simply to confirm reality.  We are under no obligation to speak at all, if we do speak, it is to have some impact on our world and on the people that surround us

-learning to play speeches positively, with expectations of some concrete and specific victory in mind, is a strong step away from grievous actor problems – most particularly self-consciousness and a tendency to play toward self-pity, empty sarcasm, sentimentality, and pious moralizing

-no action can be convincing on stage and no actor can be sufficiently confident in his role without an expectation of success in the action’s outcome.  Creating the expectation is the actor’s job, and often the actor’s most delicate job

-positive expectation and enthusiasm have brought far more out of you than merely following a stage direction.  It was your imagination that made you jump higher, act more energetically, feel more deeply, and perform more vividly.  And the same process is at work in a subtle and complex performance of a dramatic role
-even the most despairing of dramatic characters must have this quality of positive expectation, for it is only when their expectations are dashed that their pathos can be shared

VOTE

-VOTE is an easy-to-remember acronym that stands for and brings together the four basic principles.  VOTE, represents a basic method of approaching an acting role

-Victory Other Tactics Expectation

-victory is the actor’s goal, which elsewhere has been called the actor’s objective, intention, or purpose.  Any of these words will suffice, but victory, with its exciting associations, is more emotionally vivid than the more clinical synonyms  

-everything you do on stage must be in the quest for some victory.  That victory should be something quite specific and outgoing: not just “I want to find self-fulfillment” but “I want to be King of Denmark” or “I want to marry Romeo”

-the other is the person(s) with whom, for whom, or from whom you seek your victory.  There is always an other in acting; no victory can be achieved simply by yourself
-in drama, all the victories must be hard-earned and must be earned through interpersonal struggle

-the other in a scene, therefore, is what makes victories difficult; often the other is your chief obstacle

-in acting, victories worth seeking must be achievable only with the compliance, complicity, or defeat of other characters.  To the extent that the obstacles posed by others are formidable, your character can be seen as heroic

-to the extent that other characters are complex, your character can be profound.  The nature of your actions – and of your acting – will be determined by your confirmation with the other who stands between you and victory 

-putting together the confrontation of victory and other, you will ask of a given scene:

1. What is my victory? 2. How will the other(s) affect my gaining it a) How can they help?  B) How may the hurt? 3. How must I affect the other(s) 4. What are my best tactics?

-tactics are the character’s means of trying to achieve victory, they are what gives acting its “guts”

-tactics – and trying to achieve victories through them – make acting “real” for the actors, and make actors indistinguishable from characters, at least from the audience’s point of view

-the lines are Shakespeare’s, but the tactics are your own.  Tactics will come out of your life experience, not out of the script
-a good actor will be able to move fluidly and purposefully from tactic to tactic in pursuit of victory.  Tactical strength and tactical versatility are what make acting, by turns, forceful, seductive, visceral, and dramatic.  Actors work all their lives on expanding and developing their tactical range

-expectation, the last word on the list, gives tone, spring, and excitement to the dramatic quest for victory.  It also lends every dramatic action at least a touch of enthusiasm, which can prove deliciously infective

-it is not that your character just “wants” something; people have all sorts of petty wants that are rarely worth dramatizing
-characters who not only “want” their victories, they craved them.  They were excited and enthusiastic about them; deep in their hearts they were even sure (often mistakenly) that they were going to get them

-expectation, excitement, enthusiasm, and even energy are “E” words that make a memory package.  They define characters who have not only wants, but passions! 

-you are playing one of those characters.  The victory you seek is not just an ordinary whim, it is the prime goal of your life, and it is within your reach if you try hard enough.  Go for it NOW!

-characters act.  In order to play a character, you must play a character’s actions – and in order to play that character brilliantly, you must create those actions in vivid detail and with believable intensity

-getting out the VOTE, which means creating those actions in the context of victories, obstacles, tactics, and expectations, is the key to putting yourself into the role, and to approaching the character with full resources of your acting instrument (your voice and body) and your personal history, intelligence, and emotional resourcefulness

-studying the script is, of course, the first step.  But using your imagination is the more important second step – more important in that most of the “answers”, aren’t answers at all, but creations

-for most of the VOTE aspects are only implied by the script – and determining which implications are the correct ones is a highly subjective and imaginative task

-indeed, that is one of the particular characteristics of drama, which, unlike narrative fiction, creates action only through spoken words and physical movement, not through thought revelations or extended third-person descriptions, except in rare cases

-the actor’s choices – governed but not restricted by the actor’s research – will determine the character’s behavior

-the VOTEsheet is the actor’s basic list of questions, whose answers will create the foundation for approaching a specific character

Studying and Rehearsing
-the lines develop not out of an author’s whim, but out of a character’s thinking process

-by learning to understand the speech you begin to understand the speaker, and to understand why the words are in their particular order, and how the lines of thought, or argument, or reaction, develop in the character’s mind

-the answers do not come out of rehearsal as much as they come out of your imagination

-studying is the private part of actor preparation, rehearsal, the public part

-study leads you to the character, what your character wants, fears, expects, and is capable of trying

-the best acting scene will be the result of dramatic confrontation between individually ambitious (and vulnerable) characters.  Their individualism must be nurtured in private; hence the importance of private study in first approaching the role

-rehearsals are the opportunity to practice and develop the dramatic confrontation between your character and your acting partner’s character

-rehearsal is a process by which you repeat your parts until they are learned – and until the lumps are broken down

-between rehearsals you should talk about the context of the scene 

-you can also tell your acting partner which of his or her behaviors stimulate you emotionally

-you want your acting partner to surprise you.  You also want your partner to get under your skin: to annoy you, to interest you, to unnerve you, to frighten you, to attract you, or to disgust you

-intellectual analysis, well-intentioned and brilliant though it might be, will tend to level out the emotions and eliminate the surprises in your scene.  Rehearsal, remember, is “harrowing.”  It should plow the field, not smooth it down

-during rehearsal you will certainly want to try out various tactics:  Which ones work best on your acting partner?  If he or she proves impassive to your threats, or immune to your charms, don’t simply complain.  Try new threats or new charms, and keep trying until you find tactics that actually work
-sure you can “direct” your partner outside the scene, and force him or her to take the sort of response you want – but how much better it is to find the action that will provoke a real response.  If you find your partner difficult, all the better; it will simply make you work harder within the scene, which will translate into acting intensity

-improvisation – where you and your partner enact your parts, improvising the lines and movement rather than relying on the memorized text – is a time-honored way of immersing yourself in the scene’s situation and developing the intensity of the relationship without regard to the precise plotting or character development of the scene

-you may choose to improvise the situations that precede your scene or follow it.  Improvisation takes its own direction and gives you the opportunity to explore the characters in the fullest possible range

-massage provides an opportunity to get close to your partner physically and lose your natural inhibitions against touching and being touched – inhibitions that can stand in the way of developing a strong relationship onstage

-mutual massage can also break down tensions and establish trust in its place.  Trust is a valuable ingredient in any scene

Choices

-the exciting actor differs from the unexciting actor chiefly because of the quality of his acting choices – what the actor chooses to play and chooses to do during a scene

-good choices are bold, scary, and exciting

-they are choices you can pursue vigorously and with enthusiasm.  They involve other characters, as well as yourself.  They are both physical and psychological.  They involve your mind and body and your partner’s mind and body

-good choices stimulate your own emotions when you play them with your partner

-bad choices are safe, and ordinary.  They do not tax your feelings; they provoke in you no joy; they neither frighten nor absorb you.  Purely intellectual choices involve neither your feelings nor your body.  They are easy and pedestrian.  They are self-contained, involving no one but you

-Good choice might be:  I want her to love me.  I want him to cry. I want him to wet his pants.  She might kill me.  She might kill herself.  I want her to kill herself

-these are not exaggerations.  Plays are about moments of crisis, not casual conversations about ordinary day-to-day events

-bad choices might be: I want to express myself.  I want her to understand my position.  I want to persuade him to agree with me.  I worry that he won’t agree with me.  I’m afraid of losing.  I want to win.  I want him to admire me
-they are general rather than specific, intellectual rather than psychological/physical, and self-contained rather than interactive
-as you can see, sex and violence predominate in the good choices; rational decision-making predominates in the bad choices

-all great plays involve sex or violence, or more likely sex and violence

-the theatre was created to help humankind come to terms with life’s big mysteries: the ecstasy of sex, the terror of violence – and sometimes the terror of sex, the ecstasy of violence – and for an actor to avoid these mysteries is to miss not only the opportunity of acting but the whole point of theatre

-in making your acting choices, therefore, always look for a sexual interest and always look for a potential terror
-sexual includes romance, success, dominance, and even wealth, all of which can have sexual components

-terror includes embarrassment, confusion, humiliation, and pain, all of which have a terrifying component

-make choices that inspire your feelings, that get under your (and your acting partner’s) skin.  Choices that are merely rational – no matter how rational – will not lead to an exciting performance

-choose to find your partner interesting
-that acting partner is a caring, feeling, fearing, loving person; sometimes frustrated, sometimes beautiful, sometimes explosive.  Your partner is capable of violence, brilliance, panic, and schizophrenia, you partner could become your lifelong lover or your bitterest enemy or both

-finding your partner fascinating, or scary, or adorable, or exhilarating is a choice, and a choice you must learn to make

-you must choose, therefore to find your partner interesting: to make him or her a worthy opponent if the scene involves opposition, or a luring sex object if the scene involves sexual attraction, or a frightening menace is the scene involves terror

-only if you give your acting partner the potential for love, for violence, for brilliance, and for explosive surprise will you truly get involved with him or her on a personal level

-your acting partner has a past and a future, she or he is in flux, is changing, is still an unfinished human being.  The more you realize this, the easier it will be to play dynamically with your partner, to try to work your magic on him or her, and allow his or her magic to work on you 

-study your partner while you rehearse your scene.  Are your tactics successful?

-choose goals (victories) that excite you personally and physically
-the audience will never be excited for you if you aren’t excited for yourself.  Remember, you are not telling or describing a story, you are embodying it, and your body must share in the enthusiasm of your pursuit.

-imagine winning your victory in the scene: Would winning make you jump up and down?  No?  Then you have made a poor choice

-choose fears that frighten you personally and physically
-which imagined event stimulates the most revulsion in you?  The most physical nausea?  That is the most powerful image to choose

-choose to touch your partner
-but the best acting choice usually is to touch, out of either anger or affection, or, even better, a mixture of both

-touching your partner is both physical business and personal contact, it usually intensifies the rapport between actors and deepens the concentration of both partners

-touching is obviously a matter of sharing friendship rather than soliciting romance.  Touching is so fundamental to intense human relationships that it is invariably useful in acting, there are a few acting scenes that cannot be improved simply by directing the actors to touch each other in some way during the crucial exchange

-touching the neck, which is both an erogenous zone and a point of extreme physical vulnerability, can by itself triple the emotional involvement, of both actors in a scene representing, for example, a lovers quarrel.  Try it

-choose to make contact.  Beginning actors often tend to look away, move away, stare at a floor or ceiling, or turn their backs on their partners at a scene’s crucial moments

-beginning actors continually overrate the effectiveness of long pauses, even-tempered responses, and deeply furrowed brows
-it is precisely at these moments – when you are a bit flustered, a bit moved, not entirely sure of yourself – that you should maintain eye contact with your partner and say your line.  These moments are fleeting, they may last a mere split second, but these moments of deep personal contact provide the human vulnerability that makes acting a lively art

-when someone shouts in your face, shout back, or try to laugh, or cry, or hug the so-and-so, or all of the above!  Don’t turn your back, to do so is to turn your back on acting itself

-choose to try to smile.  Most people in most person-to-person situations want to be there, want to be liked by the person they are talking with, want to encourage the other person to be friendly.  Consequently, most people smile much of the time

-to smile while quarreling gives the quarrel a hidden dimension and suggests the possibility that, at the deepest level, both partners seek a reconciliation

-then, when the smile can no longer be maintained –when it struggles against tears – your scene develops a powerful poignancy “I want to smile” is one of life’s most universal intentions, since it means “I want to be in a situation which pleases me.”  Everybody wants that, and therefore it should be one of your victory choices

-choose to hurry your partner.  A good pace usually means a rapid pace

-“pacing the scene” means that you should try to hurry your partner along somewhat, that you should need to win and win quickly.  Taking a pause before your speeches – trying to build up feeling before your speak – not only wasters time, but shows that you’re “only acting.”  
-in real life, people don’t try to build up their emotions before they speak.  They speak and then find that they have built up emotion

-your scene must have a sense of urgency.  Sweep your partner off his or her feet, leave your partner speechless with your dazzling argument

-in scenes when your anger can be expressed either coolly or explosively, choose to express it explosively

-remember, you can justify the opposite choice perfectly well

-but in most cases, that would justify bad acting, you would win the battle and lose the war.  In addition, to being heard, the “loud” choices stimulate more feeling from your acting partner, which will return more stimulation to you

-the cool, quiet, logical choice, eminently justifiable, leads to uninteresting theatre most of the time, yet it is a seductively “safe” way to play a scene, particularly for the beginning actor.  Try the bolder, louder, explosive choices first.  They are harder to get out, but more liberating

-bold choices taken in rehearsal can prove wonderfully enlightening even if toned down by the time of performance

-the quality of your acting is determined by the choices you make, what you choose to play.  Good choices, which are bold and interpersonal stimulate the emotions of both you and your partner

-good choices usually involve implied sex and violence, which invoke mankind’s most urgent lusts and terrors

-choose victories and terrors that affect you personally.  Choose to touch your partner, to quicken the pace of your scene, to confront your partner face to face, and to find reasons to be loud rather than quiet and “cool”

Performing
-you should recognize that a certain amount of tension is inevitable and may even be desirable.  Many actors reach the fullest level of performance only with the added “danger” of a public audience

-even without consciously holding back in rehearsal, many actors find that the presence of a live audience stimulates them to “let go”

-the audience can spur an actor’s power and belief, much as the cheering crowd can intensify an athlete’s performance or a speechmaker’s eloquence

-it is to your advantage to learn to make your preparation in as brief a period as possible – for example five to ten seconds.  Though brief, your preparation should be comprehensive.  It should include:

-a moment of sheer physical release, perhaps shaking out your arms, kicking your legs, doing a full body bend etc

-a quick study of your partner, bringing up what you find most fascinating/scary about him or her

-a flash on what excites you in the situation of the scene.  What’s the best that can happen to your character?

-a flash on what terrifies you in the situation of the scene.  What’s the worst that can happen to your character?

-a final VOTE check:  “I’m gonna (expectation) get this (Victory) by doing this and this (Tactics) to him/her (other).  And I’m gonna get it now

-during this quick run-through, you will enter the play, realize the excitement the situation holds for you, see the potential for joy and pain your character faces, and see your acting partner as a character for with or whom you have a deep need or quest
-concentration on the other character, and what you want the other character to do or to believe, is the best “cure” for stage fright.  That concentration focuses your energy, liberates your resources, organizes your choices
-it will help to eliminate your “director’s eye” that continually stands outside your role, an eye that can only confuse you and dissipate your character’s energy

-the more you concentrate on the other character, the less you will be aware of the audience.  The more you ask yourself real questions about your partner’s character, the more you will be involved in the scene, and the more you will create a real situation
-try to create real, physical results.  Try to make the other character sweat, relax, smile, laugh, cry, vomit.  Try to make his or her heart palpitate, his knees weaken, either in fear or in adoration.  Look for results for the other actor

-as an actor you will need a chance to prune your excesses, probe your strengths, and polish your rough edges
-indicating and indulging are among the most common acting problems

-indicating means that you are trying to show the emotion of the character, rather than playing the intentions of the character, or the VOTE of the scene

-indicating, therefore is wrong for two separate reasons: because it creates only a simulated emotion which the audience sees through, and because it leads you to make unrealistic and often undramatic choices

-indulging means playing an emotion for all it’s worth, mainly to show off your ability to emote.  The indulging actor would whoop out great sobs of anguish and despair.  Indulging  may make you feel good – or at least feel like your acting up a storm – but it is rarely effective, inasmuch as it calls attention to your acting rather than to the character’s plight and feelings
-the worst way to generate emotion is to decide which emotion to portray and then try to manufacture it on your own

-scenes are boring for a variety of reasons – usually because the choices are timid and impersonal and the underlying relationship is too intellectual, too rational, too expository, too polite

-rethink your choices, and re-examine the scene for underlying sexual or threatening potential

-get personal with your partner.  Strengthen your tactics.  Choose to make the scene mean something very vivid to you – something you can get your body into as well as your mind.  Intensify your images of victory and your fantasies of defeat

-it is your challenge to make every scene yours, every partner your best one, and every role your favorite

The Actor’s Voice

-becoming an actor means a lot more than learning how to act, it also means becoming a trained and capable acting instrument
-the instrument consists of the actor’s personal attributes and abilities: appearance, speech and movement capabilities, emotional depths, intelligence, mind-body coordination, sense of timing, sense of drama, and presentational skills

-thus the actor will be rewarded by having a versatile and splendid instrument, or held back by possessing an instrument that is unresponsive, undisciplined, or unable to execute commands with passion, subtlety, excitement or vivacity 

-a fundamental goal for every would be actor is to develop an instrument that is serviceable for a wide variety of roles

-for as you learn to “play” your instrument, you will want to own a better one

-a supple commanding and engaging voice is as important as ever

-breathing is the basis of voice, as it is the basis of life

-the actor’s goal is simply to breathe naturally while under the pressure of performance – and to provide sufficient lung power to support a voice that may be challenged in acting more than in any other activity

-the yawn is the ideal breath because it comes from a relaxed body and because it takes in a substantial quantity of air in an unforced manner

-the shallow chest breaths that characterize many beginning actors are the result of tension and self-consciousness – the same sort of tension that would cause shallow breathing if we were to come upon a mugger in a dark alley.  Deep body breathing, as deep as possible, gives the voice its fullest support and the body its fullest relaxation

-the easiest sound to make is the vowel, ah and the best way to make it is with the most open-throated and relaxed voice as possible

-volume is a function of how far the vocal folds vibrate, not how fast, which in turn is a function of the air supply under the sound.  But a more important determinant of volume in your voice is resonance

-resonance is the re-sounding of vocal fold sounds.  Re-sounding is a simple phenomenon.  Vibration, as of a tuning fork, creates sound, but it also creates other (sympathetic) vibrations, which themselves create sound.  Often these secondary sounds, caused by sympathetic vibrations, are louder and fuller than the original tuning fork sound itself

-in the human voice, most of the actual sound is provided by the resonation of three “cigar” boxes inside the vocal apparatus: These are the pharyngeal (throat), oral (mouth) and nasal (nose) cavities that lie above the vocal folds.  Air that is first vibrated by the vocal folds then passes through these three empty cavities and creates sympathetic vibrations in both the tissues and the air within them, what emerges is the rich “full voiced” sound that is characteristic of the peculiar shapes and sizes of each individual’s resonating capacities
-we also have a certain degree of control over the amount of resonation we can produce.  If properly exercised, this control can favorably alter the power, timbre, tone, and character of our voices

-virtually all acting students need to improve resonance

-they actor must be prepared to be full voiced continuously, for several hours at a stretch on a daily basis, and must project with authority and must be able to “play upon” an instrument with many subtle gradations of resonation – which itself demands a “resonance reserve” that can be called upon at an instant

-resonation is one way an actor can increase his volume and vocal power without straining the voice.  Resonation is a way of making your cavities work for you rather than against you – and is therefore a vocal asset that must be carefully cultivated

-but how do you improve your resonance?  Relaxation is the first principle; a relaxed throat is an open throat.  An open throat provides deep, mellow resonance
-posture is a second principle. Find the posture that allows your larynx to drop down in the throat, lengthening the column of air (and thereby the pharyngeal resonator) above it
-by changing the position of your shoulders, neck, head, and pelvis you can greatly alter the capacity of your throat to open and provide deep resonation

-contrary to popular belief, there is no “ideal posture” for an actor, every voice has different characteristics, and every body has different internal configurations

-you should try humming and making sounds in a variety of postures to observe how your body and your voice best relate

-speaking itself is the third principle, and open-jawed, open-mouthed articulation provides greater resonance than close-lipped, tight-jawed, constricted speech.  The vowel ah is made with the jaw fully dropped, providing the greatest oral resonance, and thereby the least demand on the vocal folds themselves

-Ee and the French uu, by contrast the least resonant vowels because they require a tightening of the jaw, in the first instance, and a closing of the lips in the second – both practices necessarily reducing the amplitude of resonation

-the placement of vowels that is, the place in the mouth where they are actually formed – determines to some extent how they are resonated

-the actor should learn how to vary resonance by shifts in the placement of vowels

-voice produces sound, speech produce language
-the process by which raw vocal sound is transformed into speech begins with articulation: the shaping of vocal noise into independent and recognizable units of spoken language, or phonemes.  There are about forty phonemes in spoken English, plus various phonemic combinations, and the fine actor can speak all of them clearly and distinctly 

-good diction has long been considered essential to acting

-formal speech training begins with identifying the forty basic speech sounds and practicing them in various combinations until complete mastery is achieved

-the vowel sounds of English are divided among those that are formed in the front of the mouth, in the back, and in the middle

-Diphtthongs are glides between vowels – two vowels that are sounded in sequence and seem at first hearing to be one

-the vowel sounds of a person’s speech often characterize his regional background

-actors practice vowel drills in order to develop clarity and strength in their vowels and also to approximate the norm of standard American rather than their native local dialects

-the twenty-five consonants of English speech are divided into the plosives (made by holding the air momentarily before exploding it outward), the fricatives (made by blowing air between the articulators – the tongue, teeth, lips, and hard and soft palates); the nasals (made by passing air through the nose); the glides (made by moving the tongue) and the blends (made by combining other consonants

-developing crisp clean consonants helps the actor convey precise meaning and gives the actor’s speech a commanding authority.  Consonants punctuate speech sound and are crucial in developing the sharpness of an intellectual argument, a witty retort, or a persuasive demand.  Consonants are not as susceptible to regional variation as vowels

-the formation of consonants requires rapid and accurate movement of hundreds of muscle systems in the mouth and perfect placement (at the rate of about ten per second) of tongue, teeth, lips, jaw, glottis, gums, and palates (together these are called articulators)

-no actor can afford to have flabby, unresponsive, or lazy articulators.  Consonant drills, therefore, aim to make an actor’s consonants razor sharp

-running the consonants and vowels can help you to understand your own manufacture of phonemes and to learn how to speak them with clarity and distinction
-in the pursuit of victory, in getting out the VOTE, your voice and speech are the primary tools at your disposal.  The voice must be free to coax, to bully, to soothe, to inspire, and to explode

-the speech must allow to dazzle, enchant, and entertain.  But voice and speech cannot reach these heights if they are inhibited

-the liberated voice is free form socially bred inhibitions: excessive politeness, timidity, deference, or propriety.  The actor’s liberation is both psychological and technical

-self-consciousness is the inhibitor of speaking

-politeness is the necessary lubricant for social intercourse, but it stands in the way of vocal and speech development; excessive politeness is the enemy of exciting acting

-as an actor you should be able to say anything boldly on stage.  No words, no matter how personally odious to you, should simply stick in your throat
-purposefulness is what ties the liberated voice to the actor’s approach.  For the actor’s voice and speech are not developed as ends in themselves, an instrument, after all, is only useful while you use it.  Basically, the actor’s speaking mechanism is the prime weapon of the character’s tactical pursuits – the prime implement for “getting out the VOTE”
-in the theatre, as in life, people should speak not because they have to but because they want to.  Every word you speak on stage must be (and seem to be) directed toward your victory; ever word must have some tactical service to your cause.  As you should appear to speak because you have desires, plans, objectives – and because speaking out is the way you expect to get them

-every word spoken on stage must therefore, must be spoken with purposefulness

-this purpose, above all else, brings compelling power to your vocal instrument

-good stage speech results from allying purpose with a liberated and versatile vocal mechanism.  It is not sufficient to have a good voice, the actor must want to vocalize and must want to demand, cajole, attract, or compel others with the voice as a primary instrument

-create in your mind, a sufficient victory, and energize your voice and speech in its pursuit

-body training for the actor follows many separate paths; developing strength and stamina is first on the list

-develop dexterity and coordination

-the actor who is physically coordinated – who can move with precision and passion at the same time – can convey meaningful behavior with far more complexity than the actor who merely speaks the words trippingly on the tongue

-develop physical dynamics.  Dynamics means physical force in action.  The actor is always either in action or potentially in action, always moving or on the verge of moving

-an actor who seems just about to hit out, kiss someone, explode, or bolt away is an exciting, dynamic actor.  The body can be trained toward this dynamic, supple, physical readiness
-develop specific movement skills

-the ability to control acceleration and deceleration is crucial in developing physical dexterity and in creating the dynamics of movement.  Accelerating and decelerating movements make clear that you are thinking while moving, that your mind is generating the movements you make

-accelerating movements tend to be exciting and enthusiastic.  Decelerating motions tend to be graceful and gentle.  Constant motions tend to be bored and dutiful

-counterpoised physical position in which the body is twisted so that the shoulders and the hips, the arms and the legs, are in different planes

-the counterpoised body is both dynamic and balanced, it can be coiled for action even though it seems to be at rest

-the integration of voice and body “being able to speak and move at the same time” – is the acid test of the actor’s instrument.  Master this and you will progress accordingly.  Fail and you must go back and try again

-the fluidity of speech and motion, common enough in our everyday existence, is easily lost through the divided consciousness of acting

-once developed, the actor’s instrument can be used only when it is forgotten

-developing good voice-body integration, or coordination, demands that you are quite clear about what you want in a scene, and that you are entirely free to put your whole body into your quest for victory

-if concentration on victory is your mainspring, both voice and body will serve that concentration.  They will be integrated by the strength of your commitment to get what you want
-the ability to experiment with tempos – both physical and verbal – is an acting asset

-a rhythmic variety is characteristic both of fine acting and of life itself

The Actor’s Technique

-the actor’s technique should be a part of the entire acting experience, not a final gloss or “finesse” added at the last phase of rehearsal

-most of what we know as acting technique is simply effective human behavior: actions that are more economical, gestures that are more pointed, speeches that are more precise and more intense that ineffective ones.  Learning to be a more technically proficient actor is also learning to be a more effective person-to-person communicator in daily life

-every “technical” instruction must be regarded as an extension of the life and personality of your character and must be understood in terms of the human reality of your characters situation and VOTE breakdown

Phrasing
-diction, emphasis, and inflection are three overlapping aspects of the actor’s ability to speak the lines of the text. Together they compromise phrasing

-the actor may choose a manner of phrasing and pronunciation (diction), point out the importance of specific words in the text (emphasis), and suggest unusual interpretation or provoke a specific response by a particular intonation (inflection)

-diction – the manner in which words are enunciated and put together – demands the actor’s greatest attention to the clarity of the dramatic text and to the clear expression of the character’s tactical pursuits

-good diction requires absolute comprehension of the meaning of your words and of the syntax that holds them together

-diction requires both understanding (of the character, of the situation, of the VOTE) and a well-trained vocal instrument.  It also requires concentration on this question: “What do I want the other character to hear and understand?”

-inevitably the more difficult and taxing the situation, the more powerful and precise the diction.  Penetrating diction is one of the most potent tools the actor can lend to his character.  Your instrument must be hone – and your approach focused – to deliver good diction at all times

-emphasis is the stuff of oral interpretation, the decision to make one word or syllable more important than another

-guiding your choice of emphasis should be the question.  What do I want the other character to hear and understand?
-emphasis, then, is closely related to VOTE components, to the victory (intention) of your character, and the tactics you choose to implement that victory

-how do you emphasize a word?  In the English language, increased stress and volume are the more common ways -that is by saying the word a bit louder, and pronouncing the consonants a bit more precisely, “biting off” the word

-coloring the vowels of the word – giving them an enhanced, elongated, possibly unexpected tone – is often a more effective way of providing emphasis

-creating emphasis through stress alone can result in strident, mechanical speaking; adding to that emphasis by carefully shaded tonal variations can create a more evocative, “poetic speech” useful in establishing more subtle relationships

-inflection is, quite literally, the “turn” of the voice, usually by pitch, sometimes by tone and pitch.  Often a rising pitch indicating a question
-varied inflections and a wide range of pitches and volume levels characterize exciting stage dialogue

-monotone is unlifelike as it is untheatrical

-in general, rising inflections sustain the action of a speech, and falling inflections conclude (or try to conclude) it.  A rising inflection demands an answer or a response, a falling inflection suggests an attempt to close off discussion or to have the last word

-a variety of pitches and intonations, with generally rising inflections, are characteristic of both enthusiastic discussions and good technique in acting

-rising inflections reflect growing interest, which excites fellow actors and audience alike.  Falling inflections, particularly the trailed-off falling inflections beginners are overly prone to use lead to diminishing interest, growing boredom, and incipient stupor

-good inflections are varied, are taken from life, and are the echo of good conversation and involved argument

-the technique of inflecting recaptures the rising inflections of lively speech, stimulates your acting partners (and the audience) with what you have to say, and compels your acting partners to interact vigorously with your character

-every speech you say, as a character, should be delivered as created, not recited, by you.  You, not the playwright, should be perceived as the originator of your lines.  Inflections are a technical manifestation of the extent to which you create rather than recite your text
-considered together, diction, emphasis, and inflection result in phrasing.  Phrasing can never be separated from the VOTE principles that give your speeches meaning and give your character the lifeblood to mean them and speak them

-which words should be elongated, to reach the other actor’s consciousness?  Which words should be stressed?  Are there any sarcastic inflection?  Argument-enders?  Questions demanding answers?  Statements begging for agreement?  Ideas needing precise clarification?  More generally, how does the character use language and rhetorical expression to further his cause?

Attack

-attack is the delivery of the first word of a speech.  The principal rule of attacking a speech is that you must come in strong – with confidence, vigor, and enthusiasm and also with substantial volume and pace

-in life you must earn your opportunity to speak, and by the force of your speaking you must make everybody else stop talking and listen.  This process is called turn-taking by conversation analysts, and it is as natural to life as it is to the stage

-the professional actor seizes the floor powerfully with the first syllable of each speech.  Thus attack defines your presence and earns you the right to speak as a character and to shape the scene you are in

-sheer volume is normally a key ingredient of a strong attack

-in the theatre, it is almost always better to do something wrong boldly than to do something right timidly, so give yourself the extra advantage of full projection on each opening syllable

-lengthening or coloring the vowel, sighing into an initial vowel, using an usually high pitch, making a broad physical gesture or a noisy one, or overemphasizing an initial plosive consonant will also intensify your attack.  So will opening your eyes wider, taking in a big gulp of air, rising from your chair, bouncing up on your toes, or taking a step forward

-the pace of your attack is a second major consideration.  Normally your attack should be fast rather than slow
-elapsed time between lines – the pauses of slow attacks – are wasted time as far as the audience is concerned, they are getting no information and they have no idea what you are thinking about during your “pregnant pause”

-in real life, people do no simply trade lines in alternation they break into conversations and interrupt each other

-they are eager to speak rather than simply obliged to say lines.  To recreate that sort of high-intensity conversation, directors ask actors to pick up their cues, to portray a vivid decision rather than a listless one

-when you attack a speech with pace, you are responding much more directly to your partner’s line.  Your emotions, stimulated by your partner, will be in full flush only for a split second.  If you respond at that moment, your response will be filled with feeling; if you wait a second or two, that feeling will be dissipated

-in acting, your most intense feelings should occur while you’re speaking, not before or after, and you must seize the moment when you are most moved, not the moments a half-second later, to attack your speech

-a strong attack means that you cannot pause unnecessarily before your speech, but that you seize the stage first – and then develop your nuances afterward

-thus all characters in dialog try to control the conversation – even when they wish to cease conversing or cease answering questions – but the only way to do that is with a strong attack, not a weak one

-confidence in your lines and in your character’s tactics and intentions, is paramount

-remember that the lie cue is the actual word you come in after, the action cue is the word or phrase in the previous speech that prompts you to prepare your own speech

-go through your script and underline all the action cues in your partner’s lines – the words that tell you what you need to know before you really want to speak up.  If you become aware of action cues, you will be able to understand – and portray – your character by picking up your partner’s cues and delivering your lines with a strong attack, rather than merely following a technical command of the director
Follow-Through 
-it is important not to “drop the end of your sentence.” The last word of each speech must be audible and intelligible

-intentions continue beyond the end of the line.  The end of the speech is the moment when you are trying to compel your partner – the other character in your scene – to agree with you, or yield to you, or do your bidding in one fashion or another
-in acting, every line you speak must stimulate a reaction or a response from the other characters.  Metaphorically, your line must “hook” the attention of your acting partner and demand that your partner react in some way or other
-the easiest line to follow through are questions – simply because a question forces your partner to respond 
-when asked with real interrogative compulsion, questions create immediate drama

-because of their immediacy and their focus on the other person (the askee), questions can be played forcefully and followed through with rising – not falling – excitement 

-the first rule of following through is to ask real questions.  Give rising end-inflections as you look your partner – the askee in the eye: Demand an answer with your inflection and your expression. Care what that answer is
-it is usually quite desirable to turn your statements into questions.  Most statements are, in fact, invocations if not direct questions:  Most statements “ask” the other person to agree, or to praise the speaker, or to accept the speaker’s wishes, plans, or definitions
-follow-through is crucial here.  The line must lead somewhere, must demand a reaction or a response.  If you can find the hidden question in the otherwise declarative speech, you can hook the other actor – and through him or her, the audience – with the parting word or syllable

-some statements are intended to close a discussion or end a relationship.  “I am going out” spoken very firmly, with a downward inflection on the last syllable and perhaps a gesture of finality (pointing to the floor, shaking the fist), conveys the message that “as far as I am concerned, there is no more to said on this subject.”  The most powerful lines, said in this fashion can literally leave the other character speechless

-you are always trying to create the “last word.”  Strong follow-through attempts to create that lifelike situation; in an argument, the last word of your speech is played as what you hope will be the last word on the subject

-invocations to “Shut – up” that is, speeches intended to leave the others speechless – generally conclude with a highly stressed and downwardly inflected terminal syllable

-not all speeches have a “hook” at the end.  Some speeches just trail off

Line Linkage

-the link between line of dialog – between your partner’s follow-through and your attack and vice – versa – is a primary technical key to building a scene’s intensity

-the relationships are expressed through verbal interaction, not by description

-the key to linkage is that the follow-through of one speech sets up the attack of the next speech, much like a springboard sets up a dive

-this is “laundry list” acting.  The speeches are simply read off as lines on a list; the inflections create no pressure on Tom, no interaction between the actors at the emotional level, and no compulsion for the audience to care

-the second way, however, is brighter, more energetic, more interactive, and builds more momentum.  The rising inflections give a lift to the interchange and a life to the feelings that pass between the actors

-in general, rising end-inflections are the technical key to keeping a scene alive, and to developing the momentum of line linkage.  They are crucial in building a scene, because they lead somewhere

-falling end-inflections can be used to create transitions: to end an argument, to change the subject or the mood, all without creating an unneeded pause

-attack inflections, or “front inflections,” are the dive you make off the end-inflection springboard.  The most exciting attack inflections come in at a higher pitch than the preceding end-inflections

-pauses play an important role in dialog.  The action continues through the silences with the intensity of each character

-in order to be effective for both actor and audience, the pause must be part of the linkage between lines.  It must betoken something that does not happen instead of just nothing happening

-a long speech also requires good line linkage.  A long speech is not simply a series of sentences; it is an integrated expression.  If it is to have a lifelike vitality, the components of that expression must develop an integrated momentum

-rising inflections are generally the means of sustaining a long speech.  A rising inflection means that you have something more to say, that you haven’t yet completed your thoughts

-falling infections are idea-enders; they suggest you have come to the end of your thoughts

-coming in “On Top”, is when you come in at a higher pitch than your cue - particularly when your cue is upwardly inflected – creates exceptional momentum and excitement

-line linking, should be learned in the classroom to the point that it becomes integral part of your acting instrument.  It should become unconscious and automatic

Scene Structure

-subscenes are exchanges of dialog and action that center on a single basic event or line of argument.  They are the basic units of acting scenes

-within the subscene which may be two lines or ten pages – are beats and moments.  Beats are single units of action, corresponding to the beats in a musical measure.  A role is made up of thousands of beats, just as a symphony is.  Moments are usually construed as silent beats: moments of reflection when the character sizes up a situation before proceeding

-such distinctions are useful in helping the actor divide any segment of dramatic material into separate units of varying meaning, intensity, and emotional charge
-a conflict begins with some sort of incitement, escalates slowly to a peak of intensity, and breaks suddenly into some sort of release

-the peak of the intensity is called the climax, the incitement is called the inciting action, and the release is called the resolution or denouement 

-the build to the climax is slower than the collapse to resolution because building to climax sustains audience interest almost indefinitely, whereas climax and resolution provide an aesthetic and emotional jolt that is immensely satisfying but essentially short-lived
-thus a play leads up to a climax, but so does every scene and subscene, albeit in a more restrained fashion

-the climax of a play, or of a scene, is of primary importance to the actor.  It is not only the moment of maximum dramatic tension, it is also the moment when the issues of the play are most clearly defined and the emotions of the characters are most nakedly exposed

-the climax may bring about recognition (of higher truth), reversal (of fortunes and thinking), and a catharsis (a profusion of feelings leading finally to their purification or “cleansing”)

-you must understand that dramatic structure is not merely a creation of the theatre, it is fundamental to life itself

-transitions are the imaginary lines between scenes, between subscenes, and between the beats of an actor’s performance

-transitions are changes: of attitudes, of action, of understanding.  Nothing communicates information about your character so effectively as your transitions, because change is inherently noticeable and meaningful

-frowning conveys concern, but not as vividly as a smile turning into a frown
-that process of turning into, or turning, signals what a character is thinking

-frowning by itself is merely the exhibition of an attitude: a smile turning into a frown is an action that can be construed as motivated, intended and meaningful

-sharp transitions, as a rule, are more dramatically effective than muddy ones

-the closer you can define the moment in a scene when love turns to hate, or the desire to conquer turns to the desire to escape, the more precisely and vividly you can play the actions on either side of the transition, and the more exciting you can make the transition itself.  Thus, defining transitions closely, and playing them sharply and boldly, is an important aspect of acting technique

-repetitions are used to escalate effect, rather than to convey added content

-the build-up in repeated words can be developed in many ways, but they must build

-beats, by themselves, do not have structure, they are individual units of each character’s part

-building to a climax, sharpening transitions, and playing beats and moments to their fullest potential is the technical side of good dramatic acting.  Technique echoes reality, and it provides a good shape for dramatic dialog
-being able to define how a scene is put together is a necessary first step to making the scene work

-it is necessary, in acting, not merely to know what a scene is about, or what a character is about, but how a scene or a character can be made to reveal what it’s about

Building a Scene

-a scene is built both by the depth of the interplay between actors and by the incorporation of good structural builds in that playing

-the climax of the scene – and the subclimaxes that precede it – are the focal points of the scene.  These are the highs, and it is your job to make the most of them

-structure demands more than climaxes, and a scene that is simply a series of highs becomes a shouting match and little else.  In order to have highs, you must have lows, and in order to get from lows to highs and back again, you must have builds and cutbacks

-much of a scene will come from improvisation and rehearsal, but some of it will come through conscious effort

-build means rising intensity, usually signified by increased volume, increased pitch range (particularly on the high side), and more vigorous physical activity

-topping is line-by-line building.  A line that tops the previous one is stronger in delivery: usually louder, sharper, angrier, and more physical

-in a standard build, one line tops another in serial fashion.  Actors should feel very comfortable with standard builds, for they are the basic building blocks of most dramatic scenes

-a straight build cannot go on very long; you quickly reach the top of your vocal range (and the top of your emotional/verbalizing range as well).  No further building is possible
-there are two techniques to prevent that.  The first is to develop more subtle gradations of topping; well-trained actors can “go up the ladder with smaller steps” and can sustain a straight build in finely modulated ways.  The second technique, you can put into practice immediately is cutting back

-a cutback is a sudden drop in intensity – at least in expressed intensity – which allows you to start building again.  The cutback cannot be arbitrary; it must come from some change of approach, and usually from some minor subclimax in the action or argument

-each cutback must be tied to some sort of realization, or reconsideration, within the scene itself

-topping the other actor’s line – and topping it while leaving both yourself and your partner with somewhere yet to go – is one of the greatest skills of acting

-volume and pitch are the first ingredients of getting on top; physicalizing is another way

-as an actor you can build an argument by becoming more precise, by lengthening your vowels, by getting more reckless, by risking more tactically, by showing more feeling, by loosening your tie, by grabbing a knife, by standing up, by standing on your toes, by stepping forward, by making a noise, by slamming your fist on the table, by “biting” your words, by turning over a piece of furniture, by smashing your glass in the fireplace

-line linkage is crucial in building, since lines that build must be springboards for each other

-in general, pauses kill builds, and therefore pauses, again in general, should be reserved for transitions and cutbacks

-accelerating tempos are characteristic of a build; this occasionally means speeding up line delivery, but more often it means speeding up cue pickups

-a scene reaching its climax is like an argument reaching its breaking point: Both people are simply dying to speak, they can’t wait to be let into the conversation – they break in instead

-cutting back the tempo is necessary between subscenes and following climaxes and subclimaxes, but cutting back too quickly and too often is a trap for the beginning actor

-complex builds require a change of tactics within a build

-the change of tactic permits a varied approach within a straight and continuous build

-building can also employ a change of rhetoric or tone of voice.  Increasing formality, with rising emotional drive, builds a scene

-if at first you don’t succeed – and you won’t, or the play will be over after the first line – then you not only have to try, try again, but you have to try harder.  Arguments escalate precisely because the other person doesn’t agree with you.  Seductions intensify because the object of your appeal doesn’t immediately run into your arms
-building a scene, then, shows most of all that you care

-the person who cares will escalate the arguments and actions, will top all objection and counter all resistance, will explode right to the climax and catharsis if necessary to get what he wants.  This intensification is what building requires and what building is

