Acting Power
Preface
-one must try to become a great actor

-only great actors can develop, over the course of many years, a suitable and successful professional career

-it means you are an exciting actor, one who has the capacity to quicken their pulse and enliven their imagination

-they are actors because they have a tremendous need to act; a powerful urge to express themselves creatively and skillfully in a medium of high artistry

-“greatness” is what creates audience demand, greatness is the theater’s very lifeblood

-they excite the emotions, the intellect, and the very physiologies of the audience who sees them

-they have the capabilities to entertain, to move, to dazzle, to fulfill, and to inspire

-art demands, or requires, the very best of every aspirant, it accepts only the maximum effort

-must set sights at the highest, at greatness itself.  Nothing less will really do

-the foundation in becoming and actor, will be your courage in reaching toward great heights

The Actor’s Viewpoint
-“the best definition of technique I know is this: that means by which the actor can get the best out of himself” - Hume Cronyn

-clearly belief and technique are both involved in successful acting

-the actor’s ultimate task is neither to dissect, designate, nor analyze, but rather to put together, to enliven, and to create a sense of life in a whole and fulfilling theatrical experience

-we will try to suggest ways in which the actor can direct his consciousness into a highly useful, productive, creative, and artistic instrument.  A real instrument that can be used in a real world

Acting is Real

-reality is not a very simple concept to define

-“Be yourself! You cannot be anyone unless you become yourself first” - Stella Adler

-the principle of cognitive dissonance is that we come to believe in what we find ourselves doing, regardless of the reasons we first started doing it

-people begin to live their “lie”

-Zimbardo’s conclusion: “illusion had merged inextricably with reality.” The play had become indistinguishable from the real

-the improvisation that went on within it, an interaction of psychological and physiological reality, was genuinely intense

-within the context, a real, but different, universe exists.  It is the universe of “play”

-in sports the context is absolute.  During the hours of competition, the reality within that context is total, it is the whole universe

-and since the rules are absolutes, the energy within the context is wholly deployed in winning the game

-what we can see from this is that the presence of a context surrounding an action, instead of fragmenting the passions, feelings, and intensity of the action, heightens them.  This is the way of the theatre . 

-a highly structured context - and a play is one of the most highly structured there is - acts as a crucible which intensifies everything within it and which makes the reality of every moment, form the viewpoints of both the participant and the engaged observer, vivid and even overwhelming

-often they establish for us the models for what life’s “peak experiences” should be, and become the hallmarks against which we measure the actual feelings and behaviors we experience in life’s actual events

-insofar as it is different from everyday reality, it is different in the direction of “more real” rather than “less real.”  Usually, hour for hour, more rather than less intense, revealing, enlightening, evocative, and even whimsical

-the theatrical context is an arena for goals intensely pursued, battles vibrantly engaged, loves eagerly sought, and lives brilliantly lived.  To separate acting from reality, therefore is to diminish it

Acting is Communication

-almost all of our actions are communications, or at least have a communicative function

-our wakeful life is filled with millions of subtle and not-so-subtle attempts to reach the world outside us; to make contact with our fellow human beings

-what links all communications together is this: they are all consciously or unconsciously, purposeful.  Most of our actions consciously or unconsciously intended to influence, in some way   we considered favorable(though it may not be), the attitudes and behaviors of others

-we as a species behave at least in large measure in ways that we think will be helpful to ourselves; we have underlying purposes and intentions which are directed toward increasing our well-being

-In the way that we walk down the street or into a room, or speak, or smile, or glare, or sit in a chair, we attempt to convey information about ourselves that will attract the kinds of attention we wish, and which will dissuade the kinds of attention we don’t wish

-the axiom of communications theory has it, we cannot not communicate; we cannot not have purposes beneath our daily behavior 

-Stanislavski’s approach to stage acting rests on the actor’s discovery of the intentions and purposes of his character, and his successful “playing” of those intentions

-audiences do not exist solely in the theatre, they exist in life.

-the interaction for an audience we can simply call a performance

Interaction and Performance

-interaction and performance, are basic levels of communication in life as well as on the stage

-conveys a multiple communication; a simultaneous interaction and performance

-interactions in life that are performed for an audience are not necessarily insincere, dishonest, or artificial 

-most conversations between three people generally take the form of a series of duologues, or interactions between two of the participants who are simultaneously “performing” for the third 

-performance then, is not wholly separate from nor contrary to the normal interactions and communications among people 

-interacting and performing are two levels of behavior - communication - in which she is simultaneously engaged

-when he gets onstage, the actor faces a great many levels of awareness.  He must interact and he must perform

-he must be spontaneous without thinking about being spontaneous, without appearing to try to be spontaneous.  He must work within a fixed text, and yet make the words emanate from himself

- he must be credible and he must be, in he must be in the best sense of the word, theatrical

-for most actors success is achieved through study, struggle, preparation, infinite trial and error, training, discipline, experience, and work

-it s the mind, in its conscious and unconscious workings, that initiate all our action - and our acting,  It is the mind which controls the actor’s concentration, his pursuit of intentions, his portrayal of character, his adoption of style, his performance within the theatrical context.  It is the mind which integrates the actor’s tasks, which integrates the actor himself

-there is the preparation and rehearsal thinking which the actor undertakes while working up his role.  And there is in-performance thinking.  The two are totally different processes

-in-performance thinking is spontaneous, free-wheeling, and creative

-it is forward looking, purposeful, and bright-eyed.  It is an exciting, often thrilling mental activity

-problems are caused by unaligned, disordered, confused thinking

-properly aligned thinking must be the goal of every actor

-“really it’s a matter of learning a thinking process.  It’s a matter of becoming aware of what it is you’re doing, of what it is you’re feeling, and then it’s a matter fo controlling it any way you want to with your brain” Anne Bancroft

-if the actor’s thinking is properly aligned, his tasks are integrated

-properly aligned thinking can release an actor into an absolute spontaneity and can reveal his personal wholeness

-acting power is the power to move, to dazzle, to entertain, to charm, to astonish, to frighten, to delight, and to engage and audience totally.  It is “strength,” but it is also wit, grace, depth, and openness.  It is the basis fo true relaxation.  It is the quest of this book

Playing the Situation; Out of the Self
-“I feel I am who I am playing.....You must somehow be that man” - Laurence Olivier

-from the actor’s viewpoint, it is his situation, not his character, which is dominant

-all people, and all characters in plyas, think about their situation more than about their own personality or character

-like his character, the actor must look outward and forward, not inward and back

-in playing a character who is a human being, therefore, the actor must play the character’s own egocentricity.  He must play the character from the character’s point of view, not from his own point of view

-he must be the one person in the play who does not think of himself as a “character,” but rather thinks of his behavior as being essentially a response to a situation.  He must concentrate fully on his character’s situation; this will become the focus of all of the actor’s work

Situation and Context

-the situation of the play is the situation existing among the play’s characters.  That situation, however, exists within the theatrical context, which is a higher-level framework

-he must find a way not to concentrate directly on his theatrical context

-this is done by a conscious effort known as concentration

-it is this complete absorption into situation which creates the excitement and the very reason for athletic competition 

-situational involvement is the only way to suppress contextual awareness

-his conscious in-performance thinking, is strictly devoted to the successful outcome of his character’s situation - that is, to winning

-situations are not static, they are dynamic

-winning- the lust for victory- is the mind-set which determines the way the player sees his situation, and how he acts upon it

-situations become dynamic when a victory is sought, when the actor pursues winning

-it simply means gaining the fulfillment of some self-designated goal

-the goal stems from the basic human instincts: survival , love, happiness, and validation. 

-all human beings direct their actions, sometimes effectively and sometimes not effectively, toward goals drawn from those general human instincts 

-he may be psychotic, perverse, misguided, or bizarre, but he is after something that represents, to him, a victory

-classifying people as successes or failures is looking at human nature from a narrow biased point of view

-all he can do in enacting his character is try to win

-“getting into a characters situation” is a dynamic focused concentration, with the focus on the character’s long-range and short-range victories

-in getting into the character’s situation, the actor focuses on improving his character’s situation

-this is what people’s lives are all about, what characters’ lives are all about, and what the actors must portray

-“you are the spokesman for your character, you put his case.  Are you going to win or lose? There’ll be no Drama if you look like a loser at the outset” Clive Swift

-the most disillusioned character has deep longings for joy; the most anti-romantic character has deep needs for validation; the most confused has a passion for clarity

-the goal of the actor is to find just what kind of victory can be wished, what kind of situational improvement can be sought, what kind of winning can be pursued

Intentions

1. The actor must play intentions, not attitudes or indications

2. There is a hierarchy of intentions, including large intentions (superintentions) and small moment-to-moment intentions (subintentions) 

3. Intentions are only positive. You cannot play a negative intention

-the concentration on the game situation and the intention of winning, lends a depth to the interaction and distracts the actor-player from contextual awareness, bringing out greater and greater personal energies

-actors should recognize, and use, the possibilities of games and game-like competition in liberating their strongest energies

-winning is enjoyed in the present.  It is pursued in the future.  Both enjoyment and pursuit are vital aspects of acting performances

-in life we win entirely on our own.  For most of us, the majority of our daily moments are victories

-and when we win, we experience at least a momentary happiness, a fleeting evanescent joy

-therefore it is one of the most important aspects of acting to experience, along with your character, the joy of these victories, the relish of the moment.  And this joy is immediate; it is what we mean by “acting in the here and now”

-there can be no great performance without a quality of pure relish

-essentially, character (like people in the world) are who they are because the want to be who they are, they do what they do because the like doing what they do

-it is to say that from moment to moment, in the here and now of human behavior, we are who we want to be, doing what we want to be doing, and taking a delight in it all.  To lack that delight in performance is to fail to create the life of your character

-the point is that we can only fully experience the present by being in it, and being in it means looking at the future

-ahead is where the victories lie, the fantasies, the intentions to be realized, the situation to be improved.  And it is all there in the future, although visualized at the moment.  “The future is now”

-but at the moment of performance, the actor rarely thinks of the past and never concentrates on it

-the actor must think from the character’s viewpoint, not from his own.  He must look actively into the future, not retrospectively and meditatively into the past

-in his in-performance thinking, the actor must treat his character as self, not as other nor as object

-he should adopt his character’s thinking, including the character’s mind-sets, thinking channels, and moment-to-moment thoughts.  He should finally, develop the same self-centeredness as his character

-“the actor is an artist, not a critic.  His job is not to explain a text, but to bring a character to life.  To understand as an intelligent man and to understand as an artist are two completely different things, and it is only by being absolutely clear about their relative importance that an actor can build up his part” - Paul Claudel

-Cybernetic analysis is based on feedback from the future rather than cause from the past

-the reorientation from deterministic to cybernetic thinking is absolutely vital for the actor to make, for it is the central mechanism by which he moves from understanding a character to playing the character and brining him to life.  It is the process by which the actor enters into the character’s mind, sees with the character’s eyes

1. Seek the purposes rather than the causes of your character’s behavior 

2. Do not ask “why.” Ask “what for”

3. The character is “pulled” by the future, not “pushed” by the past

-the actor will always be better off by exploring, with a great deal of frankness, the intentional and purposeful nature of his character’s acts

-“what for” asks in terms fo the future , and in terms of an intended result

-in the onstage moment to moment investigation of behavior, “what for?” is a far more useful area of examination 

-the character is pulled, not by any external force, but by the intended results he imagines or sees ahead of him

-one of the greatest advantages of seeing action as being “pulled” rather than “pushed” is that pulling is a far more accurate process

-looking at behavior from the intentional, or “pulling” perspective, we can frequently isolate the significant forces with great accuracy 

-feedback is the governing principle of cybernetic systems and of the actor-character’s behavior 

-feedback is the information we seek out to guide us in pursuit of our intentions, it is our radar

-the cybernetic system is a self-correcting system rather than a continuously correct one

-the feedback loop is simply the cycle of information in any communication system or any 

interaction

-when two people talk, a simple feedback loop is engaged, in which both people are receiving and sending out information to and from each other.  Both of them following their intentions, seek the information which will guide them in improving bad situations - and in maintaining or improving good ones

-a feedback loop is always engaged when people are conscious of each other’s existence.  One cannot not communicate

-to remain “uncommunicative” is to communicate dislike, disapproval, or a variety of other feelings and informational bits.  

-in the feedback of a common interaction, an ordinary conversation for example, thousand of signals are transmitted and received every minute, from conscious verbal dialogue, to conscious non-verbal signals (shrugs, winks, gestures) to the unconscious and autonomic behaviors of our physiology, behaviors of which we are skilled observers and interpreters

-“actors are in the business fo emitting, of giving out, but they can only give out what they’ve managed to take in and absorb” - Hume Cronyn

-the actor who gets into his character’s situation, therefore, gets into his character’s feedback loop

-like the character he plays, he both sends and receives a great spectrum of information which guides him toward the fulfillment of his intentions and superintentions

-in making contact, the actor experiences his character’s interactions by the simple means of interacting with the other actors.  In this way acting is an entirely real behavior

-making contact, on the surface level, is or can be physical (touching, eye contact)

-but indirect contacts are quite as real: listening, feeling, sensing, and evaluating

-“actors are in the highest degree in connection with each other” - Morris Carnovski

-a total concentration on the other person rather than the self, and a total concentration on the future (what is the other person about to do?) rather than past

-the prime requisite for making contact is the total immersion into perceiving the other

-receiving information is as important as presenting information; we only do either one in concert with the other

-observing is one of the most powerful stage actions that can be performed 

-the concentration of the actor on his situation interests us as much as anything he does; lacking that concentration, we are hard put to be interested in anything he otherwise presents us

-all of our communications “fish” for some sort of response.  Many scene acting problems can be solved by the coach, or director, simply asking the actor to play his scene, or line as if he were “fishing for” something rather than “declaring” something.  This returns the actor to the ever-present intention, away from motive or attitude

-concentrating thoroughly on another, of course, means dropping one’s concentration on oneself, and that risks a dangerous exposure to the person who is sensitive to real or imagined vulnerabilities 

-all human beings surround themselves with layers of protection to prevent exposure, and yet actors are in part required and impelled to reveal themselves all the time

-invulnerability is invariably covered over by the most obvious sort of overacting - what the audience refers to as “ham acting”

-what the actor must do is be able to get down to an essential rawness in which his vulnerabilities are neither defended nor hidden

-far from making us truly powerful, the effort to cover our vulnerabilities makes us apprehensive and wary

-the simple and pure conveyance of “I cna be hurt by you” is a public admission of his most secret vulnerability; one he has admitted it, and been seen to admit it, he has little to fear, and little left to hide

-the frank, shared confession of vulnerability is a first step toward acting with commanding power

-vulnerability liberates acting, expectation provides the driving force.  Expectation is itself a powerful mover of men

-expectation is a self-fulfilling prophecy, a service in its own behalf

-the actor making contact with his situation should do so always with the expectation of winning

-the actor should not simply look to the future; he should lean into it.  His concentration should be active and positive - expectant 

-in a play where all the actor-characters are playing to win, and expecting to win, the action is going to be dynamic and engaging

-when the actor plots out the ideal future of his character, he is making situational discoveries, he is adopting the character’s viewpoint, he is defining the intentions which are to be won in the future, and he is creating the expectations that provide sufficient hope and drive to empower the performance

-he is also setting himself up for a fall, which becomes the source for his vulnerability, and opening himself up for feedback, which becomes the source for a change in direction

 -the concept of ideal future since it contains the unknowns of the future, is a device which can set the actor into the flux of the character, the improvisational nature of human acts even with a scripted play

-it makes acting a process rather that a result

Playing the Situation: Into the Other 

-“the closet thing to acting is bullfighting or boxing.  It’s a matter of adjusting to the other man’s blows.  Your so busy adjusting, it’s difficult to think of anything else” - Anthony Quinn

-playing the situation, or being involved in a situation, means interacting with other.  Interacting takes place along a feedback loop, where every word, gesture, breath, glance, and physiological act communicates meaning

-behavior, then, is a process of communicating: receiving and emitting signals.

-in acting, the actor communicates with his fellow actors, just as in the play the characters communicate with each other

-communication and interaction are both ongoing systems, not single events.  The feedback loop is always engaged when people are conscious of each other’s presence

-when the loop exists, the interaction and communication are continuous , both at the conscious and unconscious levels

-communication has two basic modes, and they occur simultaneously.  Communications theory has labeled these the content and relationship modes of communication

-on the first level, we transmit a certain and specific content, on the second, we proffer a relationship between our self and the other person, a relationship that will suggest to him how our content should be received

-the “relationship message” qualifies the content and directs how it should be received 

-relationship communication is the foundation of all communication - of all conversation and interaction - because while relationship messages may be exchanged without content (as with a smile), content is meaningless without a relationship 

-it is vital to realize that at every moment we participate in relationship-mode communications with everyone of whose presence we are aware.  We cannot not do this

-relationship-mode communications are not statements; they are invocations.

-one person cannot define a relationship, he can only suggest how he would like it to be defined, and suggest it in such powerful terms that the other person will accept that definition

-communicating a relationship is like the fisherman throwing a baited hook into the sea; it is an incomplete act until a bite is felt at the other end.  This completes the loop and the communication

-since communication is a continuous, ongoing event, we may say that the relationship mode of communicating is a process of the continual redefining of a relationship.  Every character in every play is engaged in that process; every character continually redefines his relationship with every other character 

-the responses to relationship invocations can take any of three basic forms: confirmations, rejections, or disconfirmations

-the harshest response to a relationship communication is a disconfirmation

-the disconfirming response conveys the message “I have no interest in how our relationship is to be defined - you do not exist for me” 

-it is through the ongoing exchange of relationship invocations and their various responses - which themselves can then become relationship invocations - that human relationships grow, develop, change, and decay 

-“subtext” which means, literally, “under the text” or “between the lines,” is essentially a literary term referring to the “real” meaning of a line

-relationship communication however, may be conveyed by the line as well as under it, and may be totally irrespective of the lines.  Relationship communication occurs without a text, and is best not considered as tied to it - even by opposition

Relacom
-is the short form of relationship communication

-is always the invocation of a relationship, not the announcement of one

-is not necessarily communicated consciously, and in fact is usually an unconscious communication

-creates the basis for communicating content 

-always exists when people are in contact, even without an accompanying content communication

-is most usually nonverbal, and may not necessarily be closely communicated at the verbal level

-Relacom points to what are far and away the most important and significant parts of most day-to-day interactions

-all messages when viewed at their highest abstraction level, can be characterized as ‘Validate Me’ messages

-naturally this invocation of validation, or love, respect, admiration, or trust, is not a conscious or deliberate, focused communication.  The relationship mode of communication is not one of which we are fully aware most of the time

-it becomes clear that the content mode of dialogue becomes relatively insignificant, and that the relacom becomes virtually the whole scene

-victories essentially derive from very basic and biological drives, toward survival, security, power, love, validation

-they also have subgoals.  These subgoals can all be viewed as relacom victories

-this because it is form, with, and for other people that our life-victories are to be won.  We do not act in the abstract, we act in the context of our world

-man is a social animal.  Most of the victories we expect will be gained through our relationships with other people

-in a relacom victory, we try to favorably redefine our relationship with another person in a specific way

-insofar as we can verbalize this process, we usually do it by characterizing the person as having a functional relationship to ourselves.  My “wife” defines an individual person as a function of “me” rather than as an entity in her own right

-all adult life is in part an effort to come to terms with the separateness of others

-relacom victories are highly private adventures, frequently immature and often antisocial, but always present in the deeper levels of psychological reality and human intercourse

-we see people as being functions of ourselves, and we also seek to redefine that function favorably to ourselves

-to be effective in performance, relacom victories should be specified as narrowly as possible

“I want him to be my ...........”

procurer
stooge

abductor 
old lady

apprentice
pacifier
doctor

mistress

interpreter
rationalizer
admirer
jester

debtor

defender
king

cleanser


voyeur 
yes man
subject

whore

playmate
no man
punisher
stud

recorder
doer

victim

defiler

torturer
nurse

eulogizer
hatchet man

imitator
inspirer
angel

leader

soldier

coach

slave

worshipper

manipulator
historian
sister

killer

child

catalyst
comrade
pimp

fan

savior

colleague
pal

stepping stone
valet

teacher
nemesis

damsel
  
quickie
rival

first lady

eunuch
critic

god

executioner

mouthpiece
mystic

corrupter
protege

footlicker
maker
 
confessor
redeemer

big brother
abuser

confidante
cannibal

puppet

pet

buddy

rapist

guinea pig
pastor

doll

bean bag

supplier
analyst

beast

boss

moulder
tease

sodomist
fairy princess

pusher

icon

flagellator

-relacom victories consist of pursuing these specific intentions within the confines of the dialogue and action of the play; using the dialogue and the action, as well as the actor’s own personal gifts, as tools to achieve the relacom victory so chosen

-the speculation of the character’s wished-for relacom victories should be penetrating, incisive, potent, and subtle

-it should dig and it should reveal; probably nothing so regular typifies dull and deadly theatre as the actors who insist  - usually passionately- that their characters wanted nothing but modest goals, pleasantly pursued

-on the contrary, most plays if not most lives are lived on the expectation of the great lures of carnality and power-lust, and to ignore that is to opt, in the theatre, for a genteel and quite unlife-like banality

-the theatre provides the perfect and complete mechanism for playing relacom: the actor plays it with the other actors

-at the level of relacom, the actor and the character are indistinguishable from each other, they are merged

-this is why acting is acting.  This is why it engages, not only the consciousness of body and voice, but the entire human organism; the autonomic nervous system, the sweat glands, the emotions, the tear ducts, and the thousands of hidden processes which control intonation, resonance, movement, flickerings, heartbeat, and respiration

-the relacom victories characters seek with regard to other characters are pursued publicly but articulated privately.  They do not stem from any mutual agreement, in fact they evolve from disagreement, or dissonance between one’s self and another

-relacom exists because there is tension between people that needs to be bridged, behavior that needs to be adjusted, relationships that need to be redefined

-for there should be no mistaking the fact that playing relacom means private fantasizing among actors in a play - fantasizing with respect to each other

-you simply project your relacom victories, intended, fantasized, and expected onto the human being across from you, and you work to win those victories

-relacom takes place between bodies, not “names,” or “identities,” or “characters”

-“an actor must interpret life, and in order to do so he must be willing to accept all experiences that life can offer” - Marlon Brando

-to the actor, nothing must be unimaginable, nothing must be unplayable

-the actor must have full freedom in his own mind, and not shrink from imagining, and imagining expectantly, the relacom victories which are theatrically engaging

-“the better I get as an actor the freer I feel” - Jane Fonda

-“the actor’s job is to portray his character with the greatest sympathy and understanding” -Melvyn Douglas

-don’t you realize that people fantasize about you anyway?  And that they know you fantasize about them?

-playing relacom with another actor brings out the actor’s own emotion.  It is only the actor’s own emotion which is usable on stage

-we are conditioned by life to show little or no emotion, just as we are conditioned to project images of invulnerability

-“most of what happens as you develop your part is unconscious, most of it is underwater....you get taken over by some force outside of yourself, something happens” - Kim Stanley

-what is most important about the actor’s own emotions is that they are unique to him and they are idiosyncratic to his personality. They contain the breath of life

-they stimulate or catalyze the body’s autonomic system, and lead to the otherwise consciously uncontrollable endocrine reactions; increased heartbeat and blood pressure, dilation of the pupils and bronchi, adrenalin and sugar release in the bloodstream, contraction of the spleen, and so forth

-the engagement of the body’s physiology is an adjunct of emotional involvement , and it cannot be faked

-emotion cannot be consciously played.  An actor who tries to “show fear” only “shows showing” which is showing-off.  This is contextual performing and it is frequently called indulgence

-“the actor live uniquely in the present; he is continually jumping from one present to the next”- Jean-Loius Barrault

-run hard suggest Barrault, and the sweat will form

-the drive toward relacom victories will draw forth the actor’s own emotion as surely as the drive toward the finish line will draw forth the half-miler’s sweat.  Emotion, the perspiration, must be drawn from the body; it simply cannot be pushed out

- a method of eliciting an emotion is by an actor’s playing to suppress the physiology of the emotion.  This is sometimes called “playing the opposite” or “playing against the emotion.”  Essentially, the actor first contemplates all the physiological symptoms associated with the emotional state the script dictates him to play; then he tries to consciously to suppress them in himself

-if he makes this conscious effort, and goes back into playing the relacom of his scene, the emotions are likely to arise spontaneously 

-playing the opposite draws emotion from the other actor through real, personal, and situational means, for playing the opposite is nothing more than engaging in the character’s own behavior.  It is the character who tries to suppress emotional displays which threaten his posture of invulnerability

-tactics are the means by which we win, or seek to win, our ideal futures.  They are the conscious and unconscious strategies of relacom

-we all have many built-in inhibitions against examining the tactics of our behavior, or the tactics of our character’s behavior

-we can see that most of our behavior, at least in part, is tactically designed to aid us in achieving our ideal futures and our relacom victories

-tactics may be roughly grouped into two major categories; those that threaten and those that induce.  The former are “I win, you lose” in nature, the latter, which are much more common are tactics aimed toward mutual satisfaction, mutual victories

-charm in the more evocative sense of a person’s capacity to draw pleasure from another and share it

-smiling to receive a smile in return (an induction tactic) is a universal and usually spontaneous act of human kindness.  And yet it is also a purposeful communicational signal.  We don’t, in fact, ordinarily smile in the privacy of our rooms, rather, we smile in order to create a climate that is desirable for us to inhabit

-tactics only become devious and hypocritical when they are covered by a meta-tactic( a tactic to hide tactics) which attempts to deny them

-the meta-tactic is an attempt to deny that tactics are being involved

-more often meta-tactics take the form fo voice tones, postures, expressions, and grimaces that indicate obliviousness to tactical pursuit

-threat tactics do not necessarily imply a direct and immediate physical assault; they simply convey the message “ I am stronger than you are, and you would be mistaken to try and cross me.”  Threat tactics are largely implicit, and almost always subtle and indirect

-threat tactics are those by which the character seeks to dominate a situation by intimidating frightening, or overcoming others

-taking charge- the basic threat tactic is simply to dominate a situation by confidently and assuredly issuing commands.  Sudden, unexpected, and seemingly determined action frightens people and tends to make them subservient and obedient.  It is astonishing how much “power” is simply available for the seizing, a good offense with positive expectations and a take charge attitude is a strong and useful acting tactic

-overpowering- mere size, and the brandishing of size, is a threat tactic of equally high utility.  A whole host of predominately male behavior - huffing and puffing, setting the jaw, narrowing the eyebrows, curling the lip, flaring the nostrils, drawing up to one’s full height

-observing intently- the investigative power is an intimidating and threatening force

-conclusiveness- effective speaking requires conclusiveness; the gesture, expression, or tone which conveys the tactical message “and that’s all there is to be said about it.”  To be conclusive, say your lines as though they were curtain lines, as though they ended an argument rather than continued it.  Conclusiveness compels silent attention, respectfulness, and adherence

-attack- the actor must not assume that he has an unchallenged right to speak just because the playwright has given him a line to say, nor the unchallenged right to continue speaking just he hasn’t finished his scripted speech.  He must earn that right to speak and keep speaking.  He must seize the floor.  You can declare situational intent on very first syllable

-follow-through- do not drop the end of your sentences.  Most frequently it is at the end of a speech that the most significant tactical communication resides.  The end of the speech usually contains the hook of the invocation; the implied or stated question that demands a response to the relacom.  Concluding a speech and demanding a response is just as tactical

-implying a hidden arsenal- the threat of hidden weaponry - physical or psychological - can be implied by various behaviors strengthen a character’s relacom position.  The hidden weapon can also be information - something you know that the other character does not

-screaming- the scream conveys that the screamer is beyond rational control, and therefore beyond the restraints of reason.  Tantrums, recklessness, and gestures of indiscriminate violence can add to the tactical effect.

-force is only have the power, the other half is charm, or magnetism.  These attributes are created through the use of induction tactics

-when we speak of “electricity” existing between two people, it is the electricity of feedback, the constant flow of “vibrations” that is mutually emanated and supported

-an inducing individual guides and directs the other person with whom he is engaged.  This is far and away the most powerful force we have in creating attitude change in others.

-induction tactics are not used in win-lose situations but in situations capable of mutual victory

-love is an obvious example of a goal which can be reached only through induction.  The basis for induction and for its success, lies in the pronounced human tendency - if not the human instinct - toward social conformity

-we are joiners.  Joining takes the form of imitation.  Someone smiles, we smile.  Someone applauds, we applaud.  We tend to dress, speak, and gesture as our fellows do

-we join a society, or a social class, by imitating the behavior of those already in it. 

-the fundamental goal of living is “the achievement of interpersonal union, of fusion with another person, in love”

-induction tactics involve, primarily, projecting onto the other person the same behavior you wish him to adopt

-you cannot induce a person negatively, of course, you can only induce him to engage in what seems to him like pleasurable behavior, behavior he would like to join (and with you, a person whom he would like to join).  “Laugh and the world laughs with you, cry and you cry alone”

-“infect the person you are concentrating on.  Insinuate yourself into his very soul, and you will find yourself the more infected for doing so.  And if your infected, everyone else will be more infected” -Stanislavski

-getting inside the skin means, above all, understanding the other and figuring out his mindsets; drawing the other person out, synchronization with the other actor

-confirming- nodding, smiling, and diminutive “um-hmm”-ing is more prevalent in conversation than we usually think.  These confirmations of the other person’s relacom work like a magnet to draw him out and to draw him in a specific direction.  Laughing at a friends joke not only confirms it but confirms him; it conveys not just “what you say is funny,” but “I find you an amusing person”

-disarming- induction tactics involve the projection of visages of openness and harmlessness  

-lulling- soothing by gentle sound or motion, lulling harmonizes with the body’s alpha-wave systems and quiets the body’s defense and attack systems

-amusing- wit, joking, and engaging in humorous interplay are amongst the most wonderful induction tactics possible, since they connote a sharing of values (an agreement of what is funny) and a child-like playfulness in which union is both possible and desirable

-inspiring- an inspiring appeal, a call to arms, an appeal to pursue a profound, greater than personal goal.  The expression of wonder - at life, love, the theatre, the universe - and the commitment to values, ideals, and people, can be used to inspire feelings in the hearts and minds of all who come in contact with them

-flattering- benign and gentle act which simply means discovering the best parts of someone else and singling them out for a little praise.  Flattery gives the recipient an expectation of improvement, and an identity to live up to

-frankness- it conveys the impression that the speaker means “you are my equal if not my superior, I have to level with you about this matter, you must be treated with importance” Frankness is a confirmation of another’s adulthood and intelligence

-seduction- the inducements are sexual.  Seduction as an inductive process, involves the projection of the physical self into the other - the imitating of the kind of physical behavior you want another person to adopt.  Therefore seductive behavior usually takes the physical forms of the various mating rituals and body language cuing - the winks, wriggles, gasps, croons, whispers, smackings, pinchings, titlings 

-playing these inductive tactics requires that the actor take an active part in leading and guiding the attitudes and responses of the other actors.  The magnetic actor is magnetic not because he makes eyes at the audience, but because he dazzles, delights, and infects the other actors with his presence, his concerns, and his whole being

-fine actors working inductively with each other develop rapport and ensemble; they develop a shared mutuality which is love itself

-this love comes out of the electricity of interaction in inductive feedback; it comes from acting with the purpose and with tactical strategy

-in playing tactics on stage, you actually use the tactic on the other actor

-you must try to win, and use the best tactics in that struggle

-failure is as exciting to watch as success, provided the effort is absolutely genuine and complete

-tactics should be directed not so much toward the other actor’s mind as toward his body.  The strongest relacom signals are given not in words but in physiological signals, hums, grunts, eyelid flickers, palpitations, and the rest.

-the actor should play tactics strongly enough to create visible changes in the other actor’s autonomic systems 

-tactics should be played creatively, not merely select from a chosen list

-confusion is the natural state of man.  We exist in flux, in process, and neither our identities nor our personalities are fixed

-obscurity is at the heart of our actions: the obscurity of the unconscious, of our instincts, and our carnality.

-we are always pulled forward by a future that is as mysterious as it is compelling

-the poise, the verge, the expectancy remains.  This poise, this expectancy, this “playing the edge” is the true dynamic of the actor.  It is this that gives acting its excitement

-the actor must face his character’s unknown future; he must share his character’s constant danger, and he must risk being overwhelmed.  He must let himself go; poised not only for a victory, but poised on the edge of uncertainty, the verge of uncontrol

-tactics and the playing of relacom are the guts of interaction in life and on stage

-the actor who defines and seeks ideal futures, and who plays tactical relacom in their pursuit, is an actor who is visibly working

-the actor must be seen to be seeing, thinking, planning, working, and acting

-he must be continually redefining his relationship with them, and he must be seen, because of his positive and expectant communication of that relationship, or relacom, as striving for higher things

Playing Character  

-“it’s the actor’s duty to find out the most exciting way a role should be played, then to play that role to the hit” - Jack Lemmon

-playing a character means playing the character from the character’s point of view, not from your own

-it means adopting the character’s egocentricity (self-centeredness), the character’s feeling that he (not you) is at the center fo the universe, and that the other characters are simply functions of himself

-the basic principle of character egocentricity is that the actor playing a character thinks of himself as a subject, not as an object.  He sees himself at the center of his environment

-egotistical and egocentric are opposite perspectives.  The wholly egotistical person can think of nothing but himself.  The wholly egocentric person cannot think of himself at all: he coan only see the world around him, being in the center of it.

-characters to not think of themselves as characters, any more than we do.  They think of other people as characters - they think of themselves as quite simply themselves.  Therefore the actor’s performance as a “character” must be seen to emanate from a self-centered mind

-the basic transformation the actor makes in playing “character” is not a transformation of what he plays out of, but what he plays into, or toward.  In playing a character different from himself, the actor imaginatively transforms, not himself, but the events and the actor-characters in front of him

-they are subjective transformations - transformations of what the character sees rather than what the character is

-characterization is drawn from the other actor rather than adds on, and can be played wiht urgency rather than caricature or parody

-the subjective method is to research and discover not the paranoids behavior, but the paranoids vision

-his “characterization” is simply a response to that world as he sees it.  The actor is not thinking about a paranoid; he is thinking as a paranoid

-subjective characterization demands the planting of certain preconditions that will later govern the conscious and unconscious directions of a performance

-the thinking about character (I am a paranoid) takes place during the actor’s homework.  The thinking about situation (these people are trying to kill me) takes place during the moment of performance

-the actor in playing a situation, resembles a downhill skier, racing to the finish line with total concentration and tactical absorption in his search for victory

-characterization will not be so much a matter of the actor “playing character” as of the audience inferring character from the actor’s behavior

-the basic mechanics for characterizing a person is to examine his possible world, his vision and understandings, and then to play as yourself into, with, and against, that world.  It is as though you saw what he saw, thought what he thought, wanted what he wanted, and feared what he feared

-character comes from the pursuit of situational goals, from the viewpoint of a character’s transformed vision of the world

-you seek to achieve victories while having to negotiate a path through or around planted obstacles

-all plays involve obstacles to the fulfillment of situational victories, this is what makes plays play

-it is the interpretation - the choosing, identifying, and planting - of these obstacles, together with the determination and specification of relacom victories which determines the “character” of the character

-obstacles are much murkier and lend themselves to complex and often varied interpretations

-we the audience deduce a certain “character” from the actor’s subsequent behavior

-it was Hoffman’s desperate, anguished playing through and around those (imaginary) psychological obstacles which created the hilarity and poignancy of the role

-the excitement of a theatrical performance derives from the confrontation of the character’s ideal future and his obstacle

-the confrontation provides the tension in a role, the inner conflict which is the mark of the human being in a dramatic situation

-“only then when no situation or character is obviously good or evil, is it truly interesting to act”- Liv Ulman

-whether the character’s obstacles are physical impediments in the set, psychological anxieties, or physiological handicaps, they must be planted in advance, not during the moment of performance

-obstacles are not played, they are played against 

-playing against an obstacle confirms the obstacle

-the specificity of the posited obstacle is of vital importance, it determines the specificity of character, and makes the character unique and identifiable

-the fantasies may well be considered neurotic assumptions, but the actor playing against them does so with the full force of his own logic and his “normality”

-planting means placing as well as inventing; specifically, the actor plants his obstacles on the persons of the other characters in the play.  The actor characterizes the other actor-characters in such a way as to draw out his own characterization.  This is a reciprocal process

-the “pretending” is done on them, not on himself; it is directed outward rather than inward and on the projecting of characteristics onto other people rather than the playing of them oneself

-his own behavior will be drawn as in response to these characterizing assumptions

-the ways in which he characterizes them will direct the ways in which he will interact with them thereafter

-arrogance can be played by characterizing other people as fools, yokels, or weaklings

-miserliness - others as greedy, grabby, and lurking

-humility - others as powerful, brilliant, knowing

-bigotry - others of a suspected race or religion as being smelly, filthy, disease-ridden, immoral, and lascivious 

-apathy - others as insignificant, boring, having nothing to offer

-geniality - others as lovable, funny, fun to be with, and fond of you

-confidence - others as admiring your qualities, approving your intentions, and supporting your actions

-in each case the actor only plant the characterizing assumption on the other actor-character; on his body, in the arch of his eyebrows, the glare of his eyes, the set of his jaw, the suppression of his fist, the restlessness of his leg. 

-the plant should be on the person; on the physiology across the table that will inspire reciprocal interaction and reciprocal characterization 

-playing yourself and playing out of yourself are different things

-the “magic if” should be applied to other actors, not to the self

 -cybernetic psychologies focus on behavior as elicited by speculations about the future, rather than causes from the past.  The difference is one perspective rather than absolute correctness

-man himself at the moment of confrontation is not thinking of the past he is projecting or hypothesizing about the future

-an actor studies the past of his character only insofar as the past determines and shapes his thinking; only as a guides the fantasies, forecast, hypotheses, and expectations that lie ahead of him.  The actor-character will look to the future and act toward it

-the actors homework is concentrated on the task of developing the characters’ past into a spectrum of fantasies and expectations of the character’s future

-putting the past into the future involves, among other things characterizing others 


-in no case does that behavior depend on rational memory; it is embedded in the character’s thinking, as a prejudice rather than a thought

-much of our daily behavior consists of interactions with an audience which is not physically present.  This is the “private audience” which is composed of all the people, real and imaginary living or dead, whom we carry about in our heads as witnesses to our daily behavior, and for whom, in an ulterior sense, we frequently perform

-parents, parent-figures, present and former teachers, siblings, lovers, relatives, and friends all figure prominently in our private audiences

-so does anyone whose respect or love we ever sought successfully or unsuccessfully; anyone to whom we have ever felt the need or desire, to “prove” ourselves, anyone whose opinion we reckon into considerations of our “identity”

-often we find ourselves playing for satisfaction of our private audiences instead of for the real and immediate one beside us

-often we phrase our remarks in a way calculated to gain the respect of a private audience member - 

and no one else.  Sometimes we are restrained from certain behaviors because of the feelings that we are being watched by members of our private audience - the “parents of our imagination”

-although the private audience may not be “real” its effects are certainly real enough

-it is part of the actor’s psyche and of the character’s psyche, and it has real consequences for both

-we interact with our private audience in a variety of ways.  There are some members of our private audience we wish to make proud of us; thier presence at our victorious moments will serve to validate our victories.  Then there are those people we wish to make envy us, people we wish to show up or surpass; our rivals or enemies, detractors, critics, and deserters

-to fail to grasp one’s private audience is to experience an empty and insecure identity

-private audience ties into acting as a transformation between the actor and the character; it is one of the techniques of reciprocal characterization

-the actor in transforming into a character, creates and plants the character’s private audience, and plays to it

-by actively imagining them with human characteristics, physical and emotional embodiments

-he then imagines these people as invisible witnesses to his behavior, judges to his actions, silent commentators to his deeds.  He does not play to them directly; he simply plays knowing that they are around him and in him - his ministering angels, his haunting spirits, the personified voices of his conscience - and of his courage

-the task is to identify and characterize this private audience, to plant and to personify it, and then to play the play’s action in an attempt to win his private audience’s respect, to prove himself to his private audience, to avoid his private audience’s disapproval, and where necessary, to “show up” his private audience

-the presence of a character’s private audience hovers over him and inside him

-characterizing God is a reciprocal technique for transforming into characterization

-the characterizing, planting, and utilizing of a character’s private audience creates some of the most powerful and intense characterizations

-private audiences that move into the divine or supernatural realms can be staggering; they are virtually required in dramas committed to ritual experience, and extremely exciting in dramas of deep spiritual, moral, or tragic import

-think of all the people who come into your mind in various situations

-discover by analysis and creativity, a dramatic character’s private audience from 1)the other characters in the play 2) characters not in the play but mentioned by him 3) people who might be presumed to be important in his past 4) the characters concept of God

-rank these characters in order of their overall importance to him, and specify the situations in which each character might appear in his private audience.  The flesh these “characters” out in your own mind by visualizing them, imagining a conversation with them, putting words in their mouths

-since the person is not physically present, you cannot play directly for them, play entirely to your partner, but also play “for” the private audience that you postulate standing invisibly behind you

-what we are pursuing in the study of characterization is this: the adoption by the actor fo the character’s thinking and his thinking processes

-not just what they think, but the way they think it

-this can be called the characters personal epistemological machinery, or his mind-sets and thinking channels

-the way the actor characterizes the other people in the play, the way he fantasizes, hypothesizes, and plants around them, the way he sees them as obstacles or friends; this summarizes essentially what the character thinks and how the character thinks




-dramatizing a character’s situation - creating a “character” must effectively rechannel or transform an actor’s inner thinking as well as his outward behavior

-it means contingency thinking: “what do I do if......?”  And it means playing out in one’s mind various possible future interactions

-characters as well as people “rehearse” in their minds, the contingencies of possible future interactions

-life’s rehearsing is against unknown obstacles and fantasized futures 

-these “rehearsals” these going over in the actor’s mind of actions which are not going to occur, are the mechanisms by which the actor thinks his character’s thoughts, dreams his character’s dreams, and lives his character’s life

-people do try to characterize themselves to others.  They try to project an image of themselves for tactical purposes

-a person’s “trying to appear” one way or another to threaten or induce another party.  This is called masking

-“a face to meet the faces that we meet” -T.S. Elliot

-we are many selves and we wear many masks

-characters mask themselves to “act for” each other.  Just like the people in real life whom they represent, characters may be seen to smile, laugh, cry, grimace, stare, wink, frown, glare, and smirk at each other to win some sort of situational victory or other

-the may “try to appear” strong, wise, and knowing; or they may try to appear naive, foolish, and helpless, all for tactical reasons.  

-they may mask themselves in two ways: to hide certain features or feelings they do not want to have observed, and to project an image of themselves that is sufficient to gain them what they wish.  Characters are as complex and hypocritical as mankind is

-when an actor-character dons a tactical mask, he is “acting for” the other actor-characters.  Never for the audience

-he is trying to enact his character’s pretending

-the audience sees through the pretending and see’s the character’s true nature

-how does the character want to appear in general” How does he want to appear to the other characters? To each other character? 

-how does he want not to appear in general?

-the answers to these questions provide the shaping of the character’s public behavior - what he tries to hide with his mask, and what he tries to show

-tactics usually come from the past.  This is because they are learned, for the most part, unconsciously by trial and error

-because tactics are learned unconsciously, by the body as it were, they are unlearned unconsciously as well

-the mask that characters wear comes from their situational tactics and the activity stimulated by their quest for victory

-it is not a reflection of how the actor wants to be seen, but of how the character wants to be seen.  -the choice of masks stems partly from the character’s conscious choice of tactics, and partly from his unconscious carrying over fo tactics that worked for him in the past

-displaying emotion between characters is exchanged as tactical relacom; the visible displaying of emotion is part of the character’s mask, a tactical tool in his quest for victory

-tactical displays of emotion occur because they are useful, not because they are real

-a person will tend to feel, and feel that he feels, what he projects as feeling

-the lesson is this: while an actor should never indicate his emotions to the audience, there are many times when he will, as the actor-character, display certain emotions as part of the mask he adopts in situational interactions

-discover not “why” the character cries, but “what for” Find how the character uses crying, or tries to use crying, to solve situational difficulties and achieves situational victories

-in displaying emotions for tactical reasons the actors are behaving exactly as their characters do; the actors are “in character” as long as they are acting for the other actor-characters and not for the audience

-“real” emotion, and more centrally our awareness of our emotions, is an intangible; its existence cannot be quantified or particularized, and in most cases remains a rather mysterious presence or process, even to ourselves

-the concentration must be on victory, on the other person, on the situation

-characterization is made up of the multiple subtle and precise behaviors that combine to create, in the audiences mind, a sense of having observes a specific personality, a character

- a whole host of individual behaviors will be stimulated and evoked through the effective selection of appropriate properties and stage business

-the importance of props and business is twofold.  Most obviously props and business are useful in conveying direct and immediate information to the audience

-props and business if properly used can also give the actor keys to more subtle and well-rounded characterizations, because they create meanings for the actor as well as for the audience, and stimulate a whole range fo unconsciously generated behaviors

-the audience is not merely observing what business is done, but how the business is done.  The manner in which the actor responds to props and implements stage business creates the specific contours of his character, and the richness of his characterization

-remember it is not the business itself that is of immediate concern to the actor, but the way the business is performed

-“directing finally consists of turning Psychology into behavior” Elia Kazan

-in living through Hamlet’s struggles, the actor must live (and enliven) Hamlet’s joys and delights

-an actor’s life is one of the world’s ideal existences, because the actor gets to taste the joys of all his character’s lives; “the best living is the most living”

-for the joy of acting is not simply the joy of being an actor, but the joy of being a character; you can experience the joys of living the character’s life, and relishing his moments

-find in each character, the thousands of moments to relish.  The thousands of breaths that may be freely and fully taken in; the jokes laughed at and wit exchanged, the fluid and responsive pettings and strokings, the loving and interplaying 

-find and experience the playfulness of your character; his joy in badinage and riposte, of gaminess and flirtation, of pillow fighting and shy sideways glances.  Play with them by playing them

-find above all, the positive things about your character and the positive specific things about your character.  Let yourself experience and enjoy these things.  Indulge them

-by indulging in the character’s joys, and by relishing his victories, you are only then engaging in the character’s total life

-we realize that we are never so filled with other people’s presence as when we see them ecstatic

-moments of true joy, moments that are relished to the fullest, radiate a grand transmission fo sympathetic feeling

-far more powerful emotional bonds are tied by the feeling of shared joys - no matter how trivial or slight they be - and with brimming happiness

-they remain the sparks that tie the characters to the audience, the sparks, ultimately, that fire the will to live and life itself

-victory examples; being left alone, being talked to, greeting someone pleasant, being challenged, being admired, being befriended, being stroked, being free

-let your character admire the way they talk, looks, moves

-“make-up” is used here not only in the sense fo grease-paint, but to include character voices, character movements, and character props

-make-up can be a self-fulfilling prophecy

-the actor should not simply apply his make-up, he should experience it

-characters like the rest of us, invariably want to look their best, no their worst

-make-up must accentuate the positive

-the extremities of characterization are as much in the mind as on the body 

-you must work very deliberately not just at finding how the person, or kind of person looks, but how he thinks he looks, and what that does to him

-you must not let the character become a mask to hide behind rather than a person to assimilate

and become

-Summary- it is the assumption of a character’s thinking from the point of view of a character’s own self-centeredness.  Characterizations is then a subjective process: the actor characterizes the world as his character does, and then interacts reciprocally with that world as characterized 

-ultimately the “character” that he is seen to play will be determined by the audience, who will determine character by what they see of his ideal futures, the obstacles that seem to hinder him, and the masks that he apparently thinks necessary to wear in pursuit of his goals

Style
-“it occurred to me that it is possible to be a well-trained instrument, to perform as a craftsman without ever becoming ordinary, and that if there is such a thing as perfection in acting it’s worthwhile living for and striving for that perfection” - Julie Harris

 -style is considered simply as the behavioral characteristics shared by the plays characters.  It is the play’s collective characterization

-style is a precondition of the whole play - of social and class issues of the people the play is about and the interactions of the play’s characters are all governed by the precondition of the play’s style

-style is no adornment, at bottom it is a social necessity

-part of the shared behavioral characteristics of a group of people

-the phenomenon of ethnocentrism is a mental reflex that judges all cultures in relation to one’s own, which is the “standard.”  An understanding of this social ethnocentricity is as basic to the actor’s playing of style as an understanding of character egocentricity is basic to his playing of characterization

-one uses the language, the inflection, the dialect, the mode, the manner, and the format of behavior which works within the existing situation.  Style, at bottom, is what works or can be presumed to work within a given society or group

-style is not a definition of self, it is a limitation of the self; it is a resource for effective action within a group, class, or culture.  Style is essentially tied to action, it is a tool toward situational victory and toward survival

-style is a resource for effective and necessary action 

-it is the special arena in which characters interact, the preconditions of their attempted victories and their struggle for survival 

-to them their style is essential, fundamental

-playing theatrical styles is essentially a matter of the actor’s understanding the style in terms of the specific preconditions it places on behavior, and the actor’s subsequent planting of those preconditions between himself and his situational goal.  The specific preconditions will then demand the style out of him.  Like characterization, style is played reciprocally rather than directly

-style is primarily adopted for the purpose of pleasing, prodding, or persuading the other person in the interaction; it is in a word, tactical 

-as a master craftsmen will grow to love his tools as an extension of himself, and as style is the “tool” by which a character seeks his situational victories, so the character must grow to love his style as he loves himself

-essential mechanism for playing style

1. He first analyses the style in terms of its purposes and preconditions; what kinds of behavior are rewarded, and what kinds of behavior are punished; he uncovers and creates the “world of the play” that is the particular framework (the special arena) in which the play’s interactions take place, and by which they are regulated

2. He “plants” that world, with its special rules and mores, as a precondition for all his actions  

3. He “enters” that world, and tries to interact successfully within it, according to his intentions, goals, and situations from the play

4. He grows to relish that world, and his ability to interact within it, insofar as he can

-by this four-stage process, that actor is seen to be transformed

-his identity (as we see it) seems to have altered; to himself, however, he is fundamentally unchanged.  His vitality is not only intact, it is enhanced.  And that is essential; the problem most young actors have in acquiring style is precisely to seize its vitality, its essence, it exuberance

-only by an understanding of the situational necessity of style, can the actor liberate himself into its most powerful expression

-it is something you act with.  It is useful, not decorative; tactical, not show-offy

-style, to the actor, is not in himself but in the other characters; they are the ones who are stylized, he is simply responding to them as he must

-he does not stylize himself, he responds to the styles of others.  He speaks the way they want him to, the way that will gain him the most rewards

-he must win his victories within the framework of the play’s “world,” of the preconditions imposed on it, quite unconsciously by the society

-he must win on their terms, in ways they understand and accept.  For without their acceptance, there is no victory.  The pursuit of an accepted victory, then will define a style without pushing one

-the world of the play and its style are made up of several factors; the historical period (including the present), the particular cultures or classes to which the characters belong, the particular cultures or classes to which the characters aspire, the style fo theatrical expression common to the author’s period, the personal style of the author himself, and the specific style the author may have implanted on this play and its collection of characters

-style is not something added, it is instrumental to the situation

-he has nothing to assert has no style and can have none: he who has something to assert will go so far in power of style as its momentousness and his conviction will carry him

-in the final analysis, the style of a play becomes a magnificent world to experience.  And this leads the actor toward one of his deepest and most profound glories - the joy of inhabiting a new and magnificent world

-acting style is broadening

-he can share in the values, language, humor, feelings, culture, and spirit of a world previously foreign and inaccessible to him

-style, ultimately, is a union, a brotherhood, a transcendent social relationship.  It is a cultural and spiritual unity of values, history, modes, and philosophy

-style is an escape from the confines of our own environment, and from the narrowness of our own understandings

-therefore it is th task of the actor to consider an assignment in style as a voyage into a strange, wonderful, and vast new world, one in which he can discover new things about his capabilities, and devise new tactics to work through new preconditions

-he must meet with relish the challenge of dealing with new people, new ideas, new values, and new modes of expression

-the thrill of living in those worlds, the thrill and relish with which style is played and experienced, will radiate through any cast and any audience

-gesture, in most cultures, is frequently as specifically communicative as spoken language 

-communicating a very specific message in the physical language he has been brought up with

-in studying and adopting the gestures of a culture, the actor must search for the intention and purpose of the style; whom it is directed, and what it is intended for

-costumes must be warn as clothes, enjoyed as clothes

-for the style of dress we adopt, like everything else in style, is intended and intentional 

- characters like what they wear, they want to wear what they wear

-the fact is that no dress in wholly purposeless; no costume is wholly without a tactical consideration

-to wear a costume of a style different from our own requires that we analyze the style for its purposes

-the actor must see it as a source fo strength, an emblem of his power, he must inwardly love his costume; after all, he chose it.  Costumes can be the character’s weapons

-in the consciousness of the actor, his costume is aligned with his struggle and allied with his efforts.  The actor must learn to understand the uses of his character’s costume, he must grow to use it, gain power from it, and love it

-no style of movement is intrinsically more “real” than any other, except as viewed from the relative and narrow perspective of one’s own habits and the habits of one’s surrounding society

-style is learned behavior, it is not innate or genetic

-the learning process involved at least three things; instruction, imitation and real-life trial and error

-imitation must not be ignored in the development of style, because imitation is the process by which we learn much of our day-to-day behavior

-we all in life, find and imitate role models

-“I sometimes think that if professional actors reflected a little more on how we all learn acceptable social manners, it would be a valuable guide to many of the techniques of their craft” Tyrone Guthrie

-imitation is the means by which we pick up the countless attitudes and behaviors that are not important enough to talk about formally, but which comprise the bulk of our daily actions, imitation is one of the ways an actor develops stylized performances

-trial-and-error informs and redirects both instruction and imitation 

-style is not rigid and fixed, it is a fluid, ever-adjusting attempt to find the best vehicle, the best tactic, toward victory

-characters strain against the limitations of style, they struggle to perfect it and to make the best use of it

-style is part of relacom, and the actor who struggles to achieve victory in his situation also struggles to achieve victory in his style

-dialect is a style and is invariably part of every style

-learning a dialect is best accomplished by both phonetic study and imitation of live or recorded examples

Summary

-style is the collective characterization of the play.  It is those behavioral characteristics that are common to the characters in a play, or a group of those characters

-the actor plays style by understanding its purpose in the situation

-he then plays that style reciprocally; it is drawn from him by the goals his character seeks, and the preconditions (which he plants) that regulate interactions within the group in which he seeks them

-his style becomes his weapon and his love

-style is a struggle, not an accomplishment 

-neither the actor nor the character will ever be the total master of any style

-we are always adjusting and perfecting the styles which, like languages and dialects, are part of our behavioral equipment, part of our acting versatility

Playing the Performance
-the actor must also perform.  He must play the performance.  He must create an effect on the audience

-he must also make the audience know what his character is all about.  More than that, he must make the audience care what his character is about

-when we look at it freshly, we realize that acting is not simply a job that must be done competently; it is an art form that must be executed brilliantly, ravishingly

-it must not only satisfy an audience’s expectations, it must exceed their expectation; it must raise their expectations.  It must excite them, electrify, entertain, and transport them

-theatre exists only because it is overwhelming, because its acting is astonishing.  Where a theatre and its acting are merely “good,” merely “correct,” merely “in the proper style,” theatre dies a slow death

-he must perform his role at the same time that he acts it.  He must “sell” his character at the same time he “becomes” it

-theatricality is the specific way in which actors and audience are linked in the theatre

-the audience is a crowd of rooting spectators

-the more he stimulates the crowd by his efforts, the more they will stimulate him, the more he can stimulate them, and on and on in a self-feeding, self-fulfilling, cycle of increasing energy

-the athlete imagines his rooters, and he can be “boosted” by these imaginary rooters almost as much, as by the real ones

-the audience will only support and stimulate the character; they will not directly support the actor.  The audience does not root for the actor to be a good actor, but for the character to win his victory

-he uses the audience to help his character win

-it is the audience which is brought into the world of the play, not the play which is brought into the world of the audience

–the actor make a mental “plant” of an audience potentially favorable to him and his effort, and by making that audience important to his victory.  I want them on my side.  I want them to root for me

I want them to inspire me.  I want to be their hero

-human egocentrism is the feeling that we are all the heros of our own play

-fundamentally, all persons innately think of themselves as “right;” “right” in our minds is essentially defined as “what we do”

-our egocentricity remains a precondition for all of our thinking

-it allows the character to make the basic assumption that the audience is potentially on his side, eager to overhear, and ready to approve the logic of his position and the superiority of his manner

-he will be their hero, vindicated from all his faults and celebrated for all his skills, for all his nobility

-it is a theatricality totally aligned with situation, style, character; it is utterly different from mugging, showing-off, and amateurish contextual self-indulgence

-initially removing an audience is necessary when the actor feels an obligation, or desire, to demonstrate himself to the audience

-“the eye of the camera and the eye of God are very similar, I think”

Acting Power: A Synthesis
-power comes from alignment

-the bottom plate, the foundation of acting, is the character’s intended victory in his situation.  It demands the actor’s total concentration, and all of his conscious, controlled energy

-in playing the situation directly, the actor plays character, style, and theatricality reciprocally, automatically.  He stacks them atop the situation to which, in performance, he gives his total and undivided attention

-situation, character, style, and performance - the four modes - must be aligned at the moment of performance

-he must develop mental mechanisms by which this four playing consciousness can derive from a single concentration

-playing the situation is the first level.  It is the foundation fo acting.  At this level the behavior of the actor is “pulled” entirely by the ideal futures the actor-character seeks, and the relacom victories he pursues in his interactions with the other actor-characters.  This is the life level of acting, whereby the actor creates a human being with human intensities

-playing the character and playing the style are both at the second level.  Here the behavior is drawn from scripted and directed sources

- this is the dramatic level of acting, whereby the actor creates a dramatized human being whose intensities are dramatically interesting

-playing the performance is the third level.  Here the behavior is drawn from the real or anticipated audience.  This is the theatrical level of acting, whereby the actor creates and projects a dramatized human being

-“once you set the things you do and make them mean certain things, you then respond to the stimuli you yourself have set up.  Then you feel.  You might set it up as a combination of mind and feeling, but the feeling usually takes over” - Maureen Stapleton

-by finding the mechanisms for aligning the dramatic and theatrical levels with the human one, acting becomes organically integrated; and character, style, and performance become mutually aligned spines of the action, not added or detractions

-the alignment is a mental one; it is a way of looking at things, a structuring of the actor’s consciousness

-great acting like a great athletic performance, comes from a transcendent effort

-effort is sometimes underrated as an actor’s tool

-effort, powerfully aligned with the character’s situation, is the directive of acting energy.  It is the dynamic of stage presence

-great acting is often said to involve “presence”

-they are saying that the actor made them have an experience.  This, of course, is the entire goal of theatricality in the first place

-her energy was superhuman.  The audience is feeling something

-“performance is in the present - it’s one of the few times when your living totally in the moment

-presence drives from the word “present” and can be considered to mean something like “now-ness,” or “present-ness”

-an actor trying to win a victory in a situation is experiencing his action at that moment in the absolute present

-the actor lives uniquely in the present; he is continually jumping from one present to the next, characters ate continually in action.  They reason, they plead, they argue, they fight with or against others, even with or against themselves.  They dispute, answer back, dissimulate, deceive others or themselves with greater or less bad faith; but they never stop

-being in the present means concentrating on the future, on the road immediately ahead

-often we are moved not so much by what the actor says as by what we feel he is about to say

-expectations are no less real than actions

-expectation is the soul fo the human potential

-everyone lives two lives simultaneously.  One of them is devoted to adapting to the outside world and improving one’s external circumstances.  The other consists of fantasies, longings, distortions of reality, undertakings unfinished, achievements not won

-that knowledge, the knowledge of human potential, the knowledge of things that have not been done, is the subjective reality

-in order to create a character with presence, it is necessary to create that character’s potential, to create potential itself

-finally, the source of an actor’s power is himself; this is the key that links him to his character and to the here-and-now of the present.  Acting at bottom, is the most personal of arts

-the actor is giving of himself all the time.  It is his possible growth, his possible understanding that he is exploiting, using this material to weave these personalities which drop away when the play is done

-the actor exploits his own personal possibilities, his own potential

-the hopes, wishes, lusts, longings, expectations, and commitments of the actor - shared with the character - are all a vital part of the actor’s and character’s potential, of the actor’s and character’s vitality

-fear and the threat of destruction.  For these, too, lie within the realm of human potential

-the human potential is as much for disaster as it is for glory

-great actors always manage to give the audience a sense of that potential, impending disaster

-“stars are actors or creatures that look as if they are going to blow up any minute.  They have an in-built violence within them” - Richard Attenborough

-nothing distinguishes great acting than the feeling that the actor has the potential to “go off” at any moment, and to unleash an explosion - a flood of lava, that will be totally out of the frame, totally uncontrolled and uncontrollable.  Great acting always dances with danger

-danger is a virtual precondition for presence.  If there is no danger at all, the performance cannot electrify an audience, cannot move them, cannot thrill them or transport them

-the actor’s performance has no great interest for us if the character we see is never threatened, never endangered.  Something must be on the line, something must be risked

-be encouraged to fly without a net.  That is the difference between “safe” and “dangerous” performing

-danger is hardly unknown to our consciousness; no one is totally without an inner volcano of his own, without the boiling lava of primordial imagination

-as the search and struggle for victory must be played by the actor, with single-minded absorption, so must the ever-present potential for catastrophe be latent in his mind

-this inevitable awareness of our mortality, far from draining our enthusiasm for life, can serve as an inspiring source of power and shared energy, a springboard for heroism

-heroism is first and foremost a reflex of the terror of death

-the “terror of death” lies far more deeply and pervasively behind human actions than most of us dare to admit, even to ourselves 

-death is not at all a conscious preoccupation; rather it is a lingering unconscious dread which promotes our greatest energies in our attempts to deny it

-death, obviously stalks us all

-these are the unconscious terror of death, and the more conscious affirmation of life

-through his behavior, his character, and his style, the actor affirms life and affirms the present

-by giving his character the potential to die, he creates the opportunity, event the necessity, to make his character live

-acting is an affirmation

-mere living itself, is a positive affirmation of life.  Acting only intensifies the affirmation.  Acting, or behavior, is the moment-to-moment conquest of death.  It is “playing against” the biggest and profoundest of obstacles.  Playing it as such can tie the actor to his deepest source of power

-acting is an affirmation of living.  It is a positive act.  Everything we do in life is an act intended to extend and improve our lives

-you have to search out and adopt the character’s own justifications and rationalizations

-he finds how the character’s behavior to himself is positive, how to him, his behavior is both “just” and “rational.”  Nicholson plays his characters as heroes, he plays them heroically, and as he does so, he affirms their life and the life within them

-“De Niro’s instinctive insight into perverse behavior is one of his credentials as the most expressive actor of this moment.  He always suggests positive energy that has been perverted.  As with all the best actors, his acting is a riveting, unexplainable blend of pure abstraction and absolute reality” Jack Kroll

-performing, is also an affirmation of life.  Performing itself is a form of action, a positive act

-essentially, the actor says with every act: “I survive.  I live!”  Theatre exists on that vitality

-conditioned as we are to hide our vulnerabilities, to demonstrate “control” in interpersonal relations, to obliterate the fear of death and the fear of failure, and any showing of these, it becomes difficult or impossible to develop the sense of presentness, of volcanic potential, that characterizes the truly talented actor

-theatre itself is a mental game.  It is a mental game from start to finish, a giant mental game, perhaps the greatest of mental games

-the actor will be playing a “mental game” whether he wishes to or not; the only question is whether he plays it well or badly

-the goal of an acting theory - of thinking about acting- is to find a way to aim, not to still, the actor’s mind

-“using yourself” or “acting out of yourself” is another acting task that is often resisted, unconsciously if not consciously 

-great acting is a revelation of that which is “in you” rather than an elaborate depiction of what is in somebody else

-power comes from alignment, and power builds upon power

-as allies, they give the actor strength.  That strength leads to confidence.  That confidence leads to more strength.  It is the ultimate power spiral

-“it is by no means naive to state that at a certain point in the development of a character, confidence is all.  It is by confidence that the actor finally triumphs” Jean Vilar

-confidence, finally, is its own reward.  It is that which allows the actor full play of his tactic, full pursuit of his intended victory

-theatre, after all, is the art we make out of ourselves

-it requires behavior within a context; people acting and people watching them

-theatre is as vital as life, as cruel as death, and as unfathomable as unconscious experience

