The Actor’s Wheel of Connection

-imagine a wheel of six spokes.  One spoke represents the actor’s connection to himself, one spoke represents his connection to the other, a third spoke stands for the actor’s connection to the circumstances, another is his connection to the text, the fifth spoke stands for his connection to character, and the last spoke represents the actor’s connection to the audience.  When this wheel is set in motion, these individual spokes disappear

-we are so caught up in the struggles, actions, feelings, hopes, desires, defeats, successes, with the sheer motion and emotion of the character, that we cannot see the acting itself, the mechanism of it.  And this is as it should be.  Acting is meant to be invisible

-if we saw the way it was done technically, the magic would disappear

-without craftsmen choosing the right materials from which to create, without their knowledge of how to shape and fashion its supports, the wheel will be misshapen or collapse under its own weight and fail to achieve its purpose

-it is this behind-the-scenes work that prepares the ground for the magic.  For the actor this work is called craft

-mastering the craft of acting means studying and successfully using the elements that make it up, the components that it strength, shape, and meaning that enable us to erase it

-these spokes are studied separately, but they are intimately connected and touch one another throughout the actor’s process.  In fact, it is the seamless integration of these elements that give the actor’s work a sense of inevitability, surprise, truth, and ease

-by using these six checkpoints, actors can narrow down their search for a solution to an acting problem that is stubbornly eluding them

-you do not throw away one connection when you move to another
-although one level of connection may modify another, you are in the process of building a chain of connections that link together.  This book aims to help actors to play the “truth that is really experienced, but artistically controlled, and correctly used for the particular character portrayed, the complete circumstances of the scene, and the chosen style of the author and play being performed”
-learning to act is a process and that the fear of failure can keep us from taking risks and making progress.  Remember that failure is an event, not a person.  Success is marked not by where you are, but where you have come from, by the distance traveled.  And this distance will be marked by missteps and dead ends, each of which teaches you where a better path may lie
-the only way to recognize the traps is to fall into them over and over again
-Meisner defined acting as the creation of believable behavior in imaginary circumstances

-it is the degree of your belief in the imaginary circumstances that creates the believable behavior

-we must never forget to overlook what makes this belief possible: imagination

-your imagination allows you to treat it as though it is a bomb
-your ability to live truthfully in imaginary circumstances is crucial.  It is also exhilarating 

-one lesson this experience teaches us is that if an actor focuses on a high-stakes goal and not on himself, he can reduce his self-consciousness

-these elements that we study separately all go together in the end, spontaneously and invisibly.  If they do not, then our work is not finished

-there is a bomb in every scene and in every character.  You do not know where the scene is going, and you do not know what might set the other character off.  Remember this: Give as much respect to the human beings in your scene as you just gave to that piece of plastic

Connecting to Self
-this spoke of the actor’s wheel focuses on work on the self, or as we will call it, connection to self.  Though this means connection to intellect, imagination, body, and voice, we will focus on connection to emotion
-one of the assumptions of connection to self is that nothing human is foreign to us

-it means that we have inside of us the whole range of human feeling and behavior from Hitler to Gandhi, with all the subtle shades in between.  Both the sublime and the ugly are within us on a continuum that we can access

-human beings are creatures of infinite possibilities.  You are more complex and fascinating than any character ever written.  A character is just words on a page; you are a living human being

-yet, it is a simple but bracing fact that we cannot feel anyone else’s pain, joy, envy, or elation as that person feel them.  We cannot rent or experience another person’s emotional life

-we can sympathize, we can empathize, but we cannot have anyone else’s set of feelings.  What we do have are our own.  And our connection to our feeling life is crucial not only to our lives as actors, but also to our lives period.  In some ways, the best preparations for this kind of work is to “feel your life deeply”
-the actor must work on his ability to express emotion if he is to affect others.  This requires the actor to express what he is feeling when he is feeling it.  He strives for a one-to-one correspondence between an impulse and its expression

-this exercise will help you to open up greater expressive territory, respond with first impulses and uncensored emotion to your partners, and aid you in listening and responding without artifice or manipulation.  This work exists not to fulfill the author’s intentions or the text’s perceived demands, but to practice speaking truthfully from our reaction to our partner.  It is the most basic work an actor can do, and it is work that you will continue to do throughout your performing life

-an actor does this work using text but without the burden of blocking or the filter of character.  It is just you and your partner.  What you discover may not necessarily be the way you would ultimately play the part.  But the part is the not the immediate focus

-this technique will help you open up options and not just jump to preconceived ideas or clichés.  It will also help you find spontaneity.  Intellectualizing will be counterproductive

-we have conflicted feelings about emotion.  We find some of them admirable, like compassion, humility, confidence, and courage, while others like jealousy, cruelty, greed, and cowardice, we find repugnant
-consequently, we want to show only the noble feelings and hide the ugly ones.  And yet the “ugly” ones are often required of us by the characters we play

-one is after all vulnerable when showing vulnerability.  And being vulnerable means that one is open to being hurt.  In real life, we try to avoid this. But in the creative space, all feelings are both useful and beautiful.  Characters need your tears, your rage, your honesty, your spitefulness, your joy, your self-righteousness, your cruelty, and your vulnerability.  And if you judge some of these emotions as unacceptable, you will not play the parts that they demand

-our culture seems not to value emotional expression.  Staying “cool” is better.  And yet we are feeling all the time, maybe not intense, peak emotions, but emotions nevertheless.  But we have learned to submerge them, eve manipulate them

-we want to appear gracious, so that is what we try to show.  We hide any ungracious thoughts or feelings.  Perhaps we are easily hurt, but we hide the pain beneath good humor.  A social mask is comprised of the emotions and behaviors we want seen

-sometimes, we have learned to cover so quickly that we are not even aware of our own true reactions.  When we are babies, we let every feeling go with full force.  But as we grew up, we were socialized to censor these unacceptable outbursts.  We learned to mask them

-but actors need to show not only the mask, but also what the mask is concealing.  And this presupposes that the actor is comfortable with and values any human feeling, no matter how ugly, petty, or perverse it may seem.  And this requires that the actor be vulnerable to and able to express such feelings

-access to tears is certainly a part of vulnerability.  But we need to see the word in a broader sense.  Being vulnerable really means being open to being affected by others.  If you are surprised, you show it.  If you are amused, you show it.  If you are hurt, you let it show.  Vulnerability means letting other get to you.  It means you let yourself be thrown off balance, ruffled up.  It means spontaneous interaction and not preplanned responses.  Being “in the moment” means being vulnerable to the moment

-the opening up of an actor’s availability to emotion is a core part of his training to be used selectively and expressively later in performance.  Just because an actor can contact his tears does not mean that he should use them all the time
-the actor must learn to reveal genuine emotion before he begins to shape it.  Let him work on himself first, work on his expressive availability, so that when he moves toward creating a role, he has a full palette from which to work

-you are using yourself in the service of character.  If you have deep access to yourself, if you can contact your inner resources, then you can later shape them into the character’s mode of expression.  He or she too feels anger, fear, and love; the character just may express them differently then you do.  First you find yours; then you find your characters
-what you bring to the stage or screen is what you have practiced most

-if you are working more deeply, then that is what will emerge.  You are what you practice

-this is the part of acting that requires courage: to go where you are afraid to go, to work on weaker areas and not just the stronger ones
-but in art, it is always a good idea to go toward the thing you fear.  There is a light at the end of that tunnel that may lead to revelation, or just a simple step forward.  Any expressive ground gained is worth the struggle.  And the greater your expressive range as an actor, the more part you will be able to play.  As actors, we are always trying to claim more and more expressive territory

-once your classmates have seen you at what you think is your worst, you would realize that you no longer have anything to hide.  They’ve already seen it.  This can be so liberating that the shame of expressing strong and vulnerable emotion can disappear even become uncomfortable
-and yet resistance is powerful.  There may be a place inside us that closes off and says, “these feelings are for me alone.”  In acting, each person comes up against his or her own limitations

-but the hard and perhaps surprising truth to be learned is that when we reveal ourselves honestly, we are at our strongest and most human.  Audiences cannot identify with a character that is only strong, only on top of if.  It is the character who is beaten down and then struggles to get back up again that we root for, that makes our souls surge.  Without the capacity to show the aspects of ourselves that we regard as weak or too vulnerable, we cannot rise to the great parts, or meet the great moments where they live

-tension and pushing will inhibit the natural flow of emotion.  Drop the shoulders, keep breathing and release the neck.  Just train your body to relax in moments of high emotion

-exhaustion can lower our defenses and make access to our feeling life easier

-the creative space allows us to take risks

-the creative space is charmed and magical one because there are no consequences.  We can do anything, say anything, feel anything, and there are no consequences

-“except in directions in which we can do too far there is not interest in going at all; and only those who will risk going to far can possibly find out just how far to go”

-the actor comes to this space and to this work with all his personal and cultural assets.  But he also comes to this work with all his personal and cultural limitations as well.  And these may be in his way.  He needs a technique that will help him to respond to each moment with spontaneous feeling and without predetermined lien readings and emotions.  He must find his “I”

-the same kind of anniversary for the actor is the day or even minute of that day on which he ceases  to speak of the image as “he” and says “I”

-work on the self never ends.  It is the “self” through which we filter character and from which we gain connection to our acting partners

Connecting to Other

-that freshness was because I was not thinking of myself, but always listening to the other fellow.  And I always found something interesting in the other fellow.  And mine was a reaction, not an action but a reaction
-we become engaged with the characters because of the effect they have on each other

-we want to see characters responding to each other

-you change because of what you receive from the other side.  You must discard your preconceptions and respond to what is going on in front of you.  If you don’t you will lose the connection with your partner and, in effect, miss the ball

-when connection to a partner is achieved without text, that connection often seems to disappear when text is reintroduced.  By using text from the very beginning, we avoid this
-there are two ways to do a scene: Read through the scene and the play before you work with your partner, or read the scene for the first time with your partner

-this exercise only uses the second way.  You and your partner will discover the scene together, without any previous knowledge of it.  In this exercise, you speak from the feeling you have even if it seems to contradict the content of the line.  You are training yourself to always speak from truth.  That is the key to this exercise

-at this level of work, you are not here to fulfill the demands of the play or the playwright.  What happens in the exercise is in no way meant to be an example of how you might play the scene
-this means that you are responding more to how your partner is talking to you than what he or she is saying.  It’s not that you don’t take in the meaning of what is being said, just that the way it is said is more important

-the dialogue never changed, but the expression of the word did, and we are asking that you respond to that

-in a way, your partner becomes the text you are reading.  And he will change.  He will be constantly shifting.  You cannot know how he will react, just as you did not know how the bomb would react at any given moment.  You cannot know how you will react.  As he shifts, so must you.  As you shift, so must he

-react to impulses, not to line cues

-he keeps his eyes on her as he says it.  He didn’t say any part of the line into the page because he wants to see how what he says, and the way he says it lands on her.  He wants to read her so he can have his reaction to her reaction

-she isn’t just receiving the line; she is receiving the way the line is said and the body language accompanying it

-what he has to say is less important than his reaction to what she has just said and how she said it

-see how things land on your partner before looking down for your next line.  Your partner’s responses will affect how your react and talk to him or her

-do not judge the feeling or think about it; just let it be

-if you are genuinely laughing, speak on the laugh.  Do not try to control it and then speak.  You are trying to avoid controlling your emotions in this exercise

-they realized that the lines on the page are just an outline for the behavior and emotions behind and beneath them

-they are learning to trust the unknown and even to enjoy it.  They did not make up in their heads how the scene should go or how the lines should read.  They played each other and not the lines.  They were listening and responding

-this exercise is about living in the moment, and the moment is constantly changing.  In this exercise, consistency is our enemy

-if tears are coming, let them.  Do not try to control them; speak through them, letting them color your voice

-they are making a habit out of responding truthfully to each other without preconceived ideas.  The ability to do this is the foundation of which the rest of the actor’s work is built

-so another key to this exercise is discovered: react to what is going on in front of you, not to what you think is, or should be going on

-the truth is, we censor our first impulses because they are socially unacceptable.  We have learned to squelch these reactions or to cover them with a laugh.  In the speed of a blink, we can outwait a first impulse and lose it.  We can do it so fast, we aren’t even aware that it is happening
-reacting truthfully and without preconceived ideas helps us to avoid clichés and keeps our work from being predictable.  It can help us to find things in a scene that we never knew were there.  We have to love the scene and not only respect it

-the only tradition that matters is the tradition of emotional and intellectual honesty, for that is the tradition of artistry itself

-it is a curious paradox that by ignoring what we assume are the demands of the work, we sometimes wind up fulfilling them

-first impulses can often help us find such truths, such choices.  When you have a first impulse, it often shows itself physically.  You may find yourself pulling back and nodding your head.  If so, let it happen and speak from the feeling that engendered that physicality

-try not to judge the impulse, let it express.  It doesn’t matter if it is “appropriate” to the material.  What matters is that it is your first impulse in reaction to your partner.  If you are hurt by the way your partner is speaking to you, don’t try to recover from the hurt and then speak.  Instead, risk speaking from the honestly hurt place

-one way to think of it is to keep the impulse alive in the breath

-we often miss the first impulse because we are not used to expressing it.  Rather, we alter through suppression or unconscious censorship what we really think or feel

-first impulses can be ugly and untamed.  Thank goodness we have learned not to let them dictate our actions in real life.  But the characters in drama often react this way, and actors must have access to these feelings
-preconceived ideas fog our brains and cripple our perceptions

-they key point here is that feelings always make you want to do something

-let your body respond spontaneously to feeling without questioning or judging.  Our bodies are not as used to, or as good at, lying as our words can be.  Be sensitive to what your body wants to do, or is telling you.  The key to our first impulse is often in our bodies.

-it is that moment of not-knowingness, of unpredictability that is the most electrifying time for both actors and audience

-we have much more control than we think we do and can go much further than we usually allow ourselves to.  Without thinking, but by allowing it to happen, the man took the kind of risk an actor needs to take to explore emotional territory that is beyond his usual comfort zone.  He has claimed a bit more expressive territory

-there is a real danger to expressing emotion.  Once a strong emotion gets going in one or both actors, they may enjoy the feeling so much that they keep it going beyond its natural length; they “milk” it.  This is a mistake

-prolonging an emotion past its natural life is a manipulation.  Be sure that the feeling is always in motion and can change to something else, as emotions do in life

-rather than clamp down on choices right away, keep yourself open to surprise.  At this point you are not making choices; you are exploring them.  You are working on the self and not so much on the role, although the part cannot help but invade you and influence you
Connecting to Circumstance

-every story, every play, every scene, every moment has a circumstance
-connecting to this spoke is how we move from work on ourselves, to work on the play and the role

-we connect to the circumstances by bringing ourselves to the material.  We do this through our understanding and evaluation of the events of the play, determining the core conflict of each scene, finding an overall objective that guides our choices of the smaller, playable actions and adapting to the changing uncertainties of every moment

-as I play my intention, I see how my action is landing on my partner and this communion is what gives special life to my inner action.  This connection to yourself and to your partner happens within a context, and that is the circumstance

-the given circumstances are the facts
-these are the givens of the material, and they must be studied

-the components of a circumstance are these: what, who, where, and when.  What is going on, to whom is it happening (and what is the relationship between them), where is it happening and when is it happening

-the what is the story element.  It is crucial to determine the what of a circumstance both in the broad sweep of the story and in any specific moment

-the who refers to the characters: not only what they do, their ages, their socioeconomic conditions, their hopes and dreams, but also the nature of their relationships with one another

-this often overlooked element of a circumstance is as important as the others.  People behave certain ways depending on where they are
-sometimes a where can have an atmosphere that affects behavior and emotion.  Sensitivity to the where of a scene can be as useful as knowing what is going on in it

-the where and when of a scene brings up the idea of conditioning forces.  These are forces that shape a character’s behavior and thinking unconsciously
-this restriction is a part of the everyday understanding of that time and place.  The community doesn’t need to think about it; it’s the way things are.  Many stories center on characters that defy these forces, either successfully or not.  For the actor to live truthfully in the world of the play, he needs to examine these assumptions and forces

-when we have a clear and detailed understanding of these components, we have understood the circumstances on a literal level.  We cannot move ahead until we have achieved this level of understanding

-implied circumstances are those that can be reasonably inferred from the given ones

-the exploration of implied circumstances can be a crucial rehearsal tool
-implied circumstances usually send us into explorations of the past.  But use of an implied future circumstance can be as useful

-exploring implied circumstances can take us beyond the literal level of the text and open up more imaginative areas than the “givens” provide

-knowing the circumstance is, of course, crucial.  They are the key to determining the choices we make

-as we step into the circumstances, we begin, even unconsciously, making choices.  Once we know the circumstances, we begin to shape what we do and how we do it.  But, let us continue to resist making choices right now.  Choices needed to be made after living in circumstances for a while

-to help us connect with the circumstances, we look for the conflict in a scene.  To determine the conflict in a scene is to “examine…the way characters perceive one another…Each side actively strives to ‘remake’ its opponent into its own likeness, subordinate the other side to its own will”

-in other words, the conflict in a scene stems from each character trying to make the other perceive him from his point of view

-the way the characters perceive one another is determined by the conflict, we begin connecting ourselves viscerally to the circumstances of the material

-each tries to persuade the other of his or her point of view
-each strives mightily to convert the other to his or her point view

-this idea of changing other people’s perceptions, or of imposing our perceptions on others, is familiar to us

-the tension between how we are seen, and how we see others, is laced through our everyday experience

-this way of working helps us to see the characters from the inside, think their thoughts, and this helps to inoculate us against judgment of them from the outside

-we don’t see them as good or bad, but as justified form their own point of view
-another virtue of this kind of analysis is that it centers on the characters.  It literally forces us to interact with each other to achieve what we want.   This way of finding the conflict in a scene is a powerful tool.  It immediately puts us into relationship with other characters and forces involvement with important stakes.  It means something to us to be perceived as we want

-objectives come in several forms.  There are line objectives, initial objectives, scene objectives, overall objectives, and character objectives
-sometimes words such as wants, needs, intentions, actions, spine, superobjective, and others are used to convey the same idea or variations of that idea

-what we call the overall objective is like a compass, or the North Star.  It keeps you headed in the right direction.  If you are about to wander off on the wrong path, the thought of it brings you back.  This is the function of the overall objective

-but one thing the overall objective is not is playable

-you must concentrate on the actions

-it is only these smaller actions that are playable

-you had a series of smaller actions that helped you achieve your goal.  We might call these smaller actions, the scene objectives.  The scene objective is what the character wants in a particular scene
-you aren’t thinking about having a feeling; it arises naturally from the circumstances.  And you let it

-the point here is to note where the victories and defeats are, whether they are small ones or large ones

-to solve the problem, or overcome the obstacle, you searched.  This is often called the strategy or tactic.  They imply preplanning. 

-a tactic or strategy is thought out beforehand. Instead of planning a strategy you adapted to the new situation. This is a crucial distinction

-instead of consciously planning a new strategy, you adapted to each new moment.  It is adaptation that is the key to spontaneity and to true listening and responding

-adapting to each new moment is the source of an actor’s presence because it keeps him alive and interactive

-this state of not-knowingness is what allows for surprise and discovery.  If you play a scene with a clear objective and a worked-out strategy but do not adapt to changing circumstances, the scene will lose moment-to-moment contact, and that precious commodity, immediacy, will disappear

-the actor must not only ask himself what he will get if he succeeds, but also what will happen if he doesn’t

-the scene is alive and breathing.  This happens when the actor is responsive to the unfolding moment

-an objective, intention, or action is not useful to an actor if it does not excite him or her to want it.  An actor needs to thirst for an action

-scenes have a structure.  They usually build to a climax, and actors typically put their attention on these highly dramatic moments.  But there are beginnings to this scene

-the point is that not every moment of a scene reveals the core conflict or the scene objective in full force.  Scenes lead up to climaxes.  Not every moment is a peak

-but these objectives are fairly general.  And that is OK.  You don’t have to wait to experience the material until you have found the perfect objective or intention.  General ones can serve as useful guides until you discover better ones

-many scenes begin with an initial need, want, or objective that is simple, like taking off one’s shoes, and then a core conflict and scene objective emerge later on.  Letting a scene evolve leaves room for surprise and discovery

-the actor can convey a great deal by where he places his attention

-few times, either in life or in plays, do we directly express emotion.  Rather we deflect it

-people deflect emotion into an action.  The deflection may be as simple as the turn of a head while one tries to master a feeling of building frustration.  This is what is meant by the phrase “feelings always make you want to do something

-we cannot do what we need to do if we are incapacitated by pure emotion.  Instead, we must fight through it to complete our intention

-most of the time we are deflecting emotion into action and only sometimes do we give in to pure feeling.  When strong emotion does come over us, we usually have to let it color our voices, affect our bodies, and fight through it to continue what we are trying to do

-spontaneity and presence comes when the actor plays a beginning objective and then let’s the rest of the scene unfold as an improvisation, adapting to changing circumstances along the way

-one of the actor’s greatest enemies is knowing too much.  We need to approach the moments and events in a play with a childlike sense of innocence.  After all, none of this has ever happened before.  Children have this sense because most everything really is new, really is a first-time experience.  As actors, we need to touch this feeling again, this sense of astonishment
-when you are astonished, you are, by definition, surprised by something you didn’t know.  And the characters cannot, know what is to come.  As actors, we should relish, not fear, this sense of the unknown

-this is an actor’s secret joy.  Say to yourself “oh boy, I get to be the witty one,” or “I get to be the one who is picked on.”  Even if the character is having a terrible time, you can say “Wow, I get to be the one whose child is hit by the car.  How wonderful.”  This helps you to reconnect to the circumstances and to the characters themselves

Connecting to Text

-for actors, the words are the text, and the text is the dialogue.  And dialogue, too, springs from circumstance
-dialogue is a particularization of the circumstance: In this circumstance, this character expresses himself at this particular moment in this specific way

-since dialogue comes out of circumstance, it becomes part of the actor’s job to discover the situational triggers that provoke the words.

-we are trying to discover the thought that the words convey

-to help us understand text, we created a parallel text using our own words.  Our text attempts to organize the order of the thoughts as they are in the original text, even keeping images the same.  A parallel text is a translation, line by line, of the author’s words.  The intention is to understand clearly not only the characters thoughts, but also the other in which they are expressed

-connection to text means that you have found a way to make someone else’s words your own

-do not move on until the literal level, of any text, is understood

-these circumstances are more than most of us will ever experience.  But as actors, we don’t need to experience it directly.  We can use the power of our imaginations and the truthfulness of our own rich inner life to bring ourselves to Macbeth.  And then we need his words to complete our journey to him

-sometimes, though, the words do not express the meaning

-subtext really refers to something hidden beneath the text

-these inner thoughts and feelings are the subtext, and they are meant to be hidden, not exposed

-the beginning actor makes the mistake playing the subtext on top, not underneath.  By displaying every twitch of the subtext, she reveals her inner struggle, and then it is no longer subtext

-subtext is best revealed through behavior, not through displays of attitude

-it is only a style from our point of view.  For the characters, it is their natural form of expression

-text is often about one thing and then, sometimes quite suddenly, is about something else.  Some transitions are clearly marked in the text
-when you hit the brakes on a car, it continues in the same direction for a few seconds before it comes to a stop.  The same is true of many transitions

-sometimes the first thought continues into the second.  This sometimes called the Kazan adjustment
-instead of placing the transition where it looks like it should be, the actor displaces it, sometimes before and sometimes after the obvious place, thereby increasing its dramatic effect

-in plays where more informal text is used, punctuation becomes more of a guideline and les of an absolute
-unless the world of the character calls for it, actors must be wary of speaking only in literary sentences

Connecting to Character
-it is that word if that allows us to enter the world the imagination and to begin the transformation from self into character without violating the evidence of our minds.  It is that word that helps us make, as director Mike Nichols puts it, a subtle shift of the soul

-the way we bridge the distance between the part and ourselves lies in our ability to think the character’s thoughts

-in character work we do not play ourselves.  Instead, we use ourselves

-we can have neither Lear’s rage nor Hedda’s frustration.  What we can have is our rage expressed as Lear might, or our frustration as Hedda might express it.  We are using our personal emotional material but expressing it as the character might, in his or her way, not ours

-the actor’s task, then, is to build a bridge between his or her personal responses and the character’s without losing connection to himself in the process

-even though playing a character feels like an expansion of ourselves, we must acknowledge that characterization is a process of narrowing down and not of adding on.  We are more complex than any character ever written.  We have more facets, not less.  So to play a part, we must use those aspects of ourselves that in relevant and discard the parts that are not

-the irony is that by narrowing down and finding specific thoughts and behaviors and modes of expression, we experience the feeling of widening out, of moving beyond ourselves

-watch what people really do

-as you observe, imagine the thoughts that have led to the behaviors you witness.  What is going on in their minds?  What are they thinking?  In what vocabulary are their thoughts couched?  The variety of human characters is endless.  They are the raw material from which you draw, and an endless source of inspiration

-we may not be able to have the character’s feelings, but we can think the character’s thoughts, and we can let these thoughts lead to playable, reproducible behaviors

-as we search for clues to a character’s thoughts, we, of course, look to the text.  We look at what the character does, what the character says, and how he or she says it; we look at what the character wants and what he or she does to get it; we look at what the other characters say about him or her

-one of the most important clues is wherever the character acts in opposition to a stated objective

-character is revealed whenever a character does not act in any given situation as we expect he should

-one of the first determinants we can make about a character after reading a whole play through is whether he or she is a curvy character, or a straight one.  By curvy, we mean a character who is indirect, goes around rather than straight ahead

-characters who are manipulative or devious are curvy.  Characters who dance around a subject , are hard to pin down, or who hide what they really feel are curvy.  Characters who say what they mean, show what they feel, and are direct are straight.  Some are an interesting mixture

-one of the great dangers of characterizing is losing connection with ourselves along the way.  It is all too easy to do; we “become” a character and forget to use ourselves, creating not a living breathing human being with a soul but a clichéd caricature

-what pattern of thought would lead you to do what he does?  How would you have to see the world to do what he does, act like he acts?  Under what circumstances?

-some people are steady and are not given to extreme highs or lows.  They do go up and down, of course, but usually right themselves fairly quickly.  They are relatively unflappable even under pressure.  These are the humming-control types.  They have a tendency to keep themselves and everything around them under control

-the explosive-withdrawn types are people who experience extreme highs and lows.  They might explode in a fever of activity, and then withdraw into near catatonia.  They can, of course, find a middle ground but are prone to volatile behavior

-according to Chekhov, there are will characters, thinking characters, and feeling characters

-the six aspects of the self that Yakim explores are: the vulnerable self, the instinctive self, the social self, the trusting self, the unresolved self, and the decisive self

-in playing this part, it is not enough to “play at” being vulnerable, you must find your own vulnerability and then determine how it is expressed through the filter of the character

-the instinctive self is dominated by impulses.  The instinctive self is a self of the immediate moment.  It obeys the urges of the five senses

-characters dominated by the social self feel one thing inside but reveal to the world something quite different

-the trusting self is one that does not perceive danger.  Your trusting self “doesn’t recognize conflict either within you or within your environment…Accordingly, you are not vulnerable

-the innocent quality of the trusting self have been a crucial component of many of the great comedic characters

-the unresolved self refers to the uncomfortable place between two or more forces pulling equally in different directions.  It is a place filled with tension

-the decisive self is the opposite of the unresolved self

-where the unresolved self calculates, plans, weighs, and sifts and selects possibilities, the decisive self acts the resolution…When the decisive self takes over, the dramatic tension of the unresolved self culminates in dramatic action

-remember that no human being possesses one train only, and the character’s truth requires that at least a tinge of the other traits color the dominant one

-the proper use of the tools helps us to narrow down our choices as we search for the character’s behavior and thoughts, as we attempt to make our personal truth into character truth.  We find these corresponding parts of ourselves and lend them to the character

-it is sometimes useful to find a character motto.  A motto is a way of looking at the world

-a character motto is something the character is aware of.  It is either right on the surface or just below it

-unlike the character motto, the character objective may be hidden from the character himself

-sometimes characters are compelled by forces they do not understand

-the great advantage of placing a character objective past the plot objectives is that the character has thoughts and desires beyond the ending point of the play.  When this happens, the audience senses it and feels that some business remains yet to be done, and performances that accomplish this tend to linger in the heart and mind long after the rest of the evening has faded away

-one way to check on the usefulness of a character objective is if it unites seemingly contradictory impulses in the character.  It should clarify the part for the actor.  If it is making the actor’s work muddy or is violating the nature of the play, then it needs to be abandoned or adjusted

-another useful way to burrow into the thoughts of a character is through the use of the unthinkable thought.  This is a thought that the character cannot allow to come into her consciousness

-what is this “life-lie?  It is a core conception that a person has that allows him to justify their actions to himself

-every person has an underlying assumption about who he is that carries him through each day

-as actors we need to ask ourselves what the basic belief of our character is, the one that is not questioned, but assumed, a part of that character’s very tissue.  What conception of himself allows him to carry on every day?  The answer will reveal the cornerstone of the character’s belief system

-the whole personality will crumble if the life-lie is destroyed

-stay alert to changes that the character undergoes.  Most characters are different at the end of a play that they are at the beginning

-not to yourself the nature of the journey.  Do they move from pride to humility?  From powerless to powerful?  From ignorance to knowledge? From knowledge to ignorance?  From suffering to bliss?  From bliss to suffering?  Is the trajectory straight or full of twists and turns and detours? 

-one way to see the character’s journey clearly is to look at the end and see where he is.  This means that he is probably different at the beginning.  Make sure that you, that actor, know where you are headed, but that the character does not

-look for choices that give that character the greatest trajectory for his journey

-after a short while, we want to decrease our own mannerisms and move and talk and think and behave as the character does

-instinctive responses are to be valued because our talent may be responding to something very true in the character before we have analyzed it.  If this is so, then it makes a good beginning.  Questioned, because we may be falling into a cliché
-changing your usual speech can alter the way you think and even the physicality of your body

-keep checking, when using a dialect, that you are still using yourself truthfully and are connected to your partners.  Do not let the dialect play you

-all an actor is trying to do when he plays a character is to translate psychology into behavior.  In other words, an actor makes his understanding of the character visible by how he performs an action

-how a character behaves is who he is

-people have a natural tempo or speed.  There seems to be some inner time that we move to.  People have a natural rhythm as well

-so by tempo we mean speed, and by rhythm we mean the accenting or quality of the speed

-finding the tempo-rhythm of the character you are playing is one of the major keys to transforming into that character

-tempo-rhythms come from internal processes

-when we know the why of a tempo-rhythm, it is easier for us to come to it naturally and not arbitrarily impose it from the outside

-playing a character trait is almost always a mistake because the characters themselves do not think about their tempo-rhythms; they are simply assumed as part of their daily behavior

-part of our task is to seek our the reasons for a character’s tempo-rhythms, then physicalize it, and finally, assume it.  When the physicality is assumed, it disappears, calls not attention to itself

-there is an innate tempo-rhythm of the character, and then there is the tempo-rhythm brought on by the circumstances
-this tension between an inner tempo-rhythm and an outer tempo-rhythm lends a character a compelling presence

-actors often study animals to find, rhythms, and movements that might help them physicalize a character
-when you study an animal, look not only to the movement, but also to the thought that seems to go with the movement

-use the vast array of animals and creatures that exist in the world

-as you explore the animals that might help you to physicalize a character, remember to be specific

-Moni Yakim goes beyond animals for inspiration, he suggests exploring elements of nature and man-made objects
-a cloud can be wispy, puffy, or dark and threatening.  It can float, break apart, and re-form.  A cloud moves slowly or quickly.  Pick one specific kind, one that seems appropriate to your character, and let the motion of your cloud move you through space.  There are characters who seem to be on a cloud, and others who seem to be under a dark one

-the element of fire can take many forms.  Each has a specific feeling and form.  Some characters have the inner warmth of a hearth fire, while others split and crackle like a grease fire

-other evocative elements to be explored: darkness, thunder, ocean, volcano

Connecting to Audience

-acting is something that we do in front of other people, it is a public art form

-if an actor has a task to perform, a problem to solve, then his mind has little room for the self-consciousness an audience can create in him

-every message needs a receiver.  But if the messenger fears the receiver’s reaction, it is better for the message to be garbled and unclear.  Problems with projection or size of performance are often rooted in this fear and hostility.  If that fear is reduced or removed, projection problems usually disappear as well.

-energy flows into the actor and flows back out again to the audience.  When this connection is present, everyone feels it.  The actors affect each other, the audience affects the actors, and the actors affect the audience.  It is like a glorious musical instrument wherein the vibration of one string sets off sympathetic vibrations in all the others
-the audience is to be included.  Certainly the actor’s attention is meant to be on the stage and not out in the house

Wheel in Motion

-this wheel can be seen as a compass helping actors to locate areas where both problems and solutions may be found

-what is useful is to know where the problem is.  Which spoke needs attention?  Where is the deficiency?

-we must always bear in mind that the information about acting is not acting itself.  In all our hard work on each aspect of our craft, we must never forget to leave some room for surprise and inspiration to disrupt us

-the difference between an artist and a craftsman is this: A craftsman knows where everything in that land is; an artist knows where everything in that land is and still gets lost there

