Audition

GP 1: Relationship
-creating relationship is the heart of acting.  It is basic.  It is essential

-start with the question: What is my relationship to this other character in the scene that I am about to do

-once you know the fact of a relationship you are ready to explore how you feel about this other character

-you must go further into the realms of the emotions

-you need to ask feeling questions about your emotional attitude toward the other character.  Do you love him?  Do you hate him?  Do you resent him? Do you want to help him?  What do you want from him?  What do you want him to give you?

-the answers to these questions will allow you to function emotionally in the scene.  That is your goal
-but in an audition it’s not important if your right or wrong: what is important is your commitment to whatever feeling you choose.  Fact alone never helps you, only emotional attitude does

-that is why the fact of the relationship is of no value to the actor unless it leads him to explore the feeling in the relationship now

-but how do you feel now?  The now is the imperative question you must answer

-the playwright does not provide the words for the actor to know that the character is still attracted to someone even though they want out of a relationship.  Instead the character uses words of rejection almost entirely in order to protect him self from letting this attraction show

-how do you find out this kind of information?  By putting yourself in the position of the character

-create the feelings as you would feel them, not as you think the character would

-I say every scene is a love scene.  The actor should ask the question “where is the love?” of every scene, or he won’t find the deepest emotional content

-sometimes the scene is about the absence of deprivation of love but by asking “where is the love?” you come up with an answer that will involve you emotionally with more immediacy than if you fail to ask that question

-as an actor you should always be looking for the most immediate emotional involvement:  What will involve you right now?!
-isn’t that a more vivid choice? Doesn’t that create conflict in you, and isn’t conflict what an actor is seeking in an audition?  To have something strong to work with

-what is important is to make these questions active in the reading: keep asking the questions.  Wanting to decide is more active than deciding

-the process of trying to reach an emotional decision is always more dramatic than the achievement of it

-until you expand your concept of what love is to include various peculiar and perverse forms it can take in human relationships, you’re going to have a hard time as an actor finding an emotional commitment to the scenes your trying to act
-the desire for love, to give it or receive it, and preferably both and simultaneously, is the chief propellant in human beings
-an actor had best learn that love comes in all forms, and in many more forms than only those he himself admires

-an actor cannot act without creating a relationship with that other person who’s onstage with him.  Some actors do it instinctively: they are the lucky ones
-the first thing an actor must do then is ask questions about the relationship and insist upon full emotional answers that can lead him to commit himself fully

-it’s the full commitment that creates good acting.  It’s the achievement of a relationship of need and love that makes the audience believe 
GP 2: Conflict.  What are you fighting for?

-instead of using goal or motivation or any of those customary acting terms, I use “what are you fighting for?” 
-the actor must find a positive motivation, since it will serve him in a more forceful, stronger, more emotional way than a negative choice will
-I use the word fight because the actor must find the strongest, most positive goal possible.  Nothing less will do

-the actor must make the most active choice possible for every scene.  There is no passive scene

-only by each actor making the strongest choice of what he is fighting for in every scene can a play come to life

-an actor is looking for conflict.  Conflict is what creates drama.  Plays are not written about our everyday lives or the moments of peace and placidity but about the extraordinary, the unusual, the climaxes

-the more conflict they find, the more interesting the performance of the play

-maximum conflict is what you should be looking for.  Who is interfering with your getting what you are fighting for?  Do battle with her, fight her, woo her, charm her, revile her.  The more ways you find, the more interesting your performance will be
-all of life is a fight:  we always want something
-we all know that there’s a lot of thwarting in life, and plays are written about it
-we always want something, we are always fighting, no matter how guised the action may be.  The actor needs to find out what the basic fight is in every character in every scene.  The various ways in which the fight is waged are what heighten the interest
-remember all of the guideposts are ways of creating and carrying out relationship.  What more vivid way to create relationship than to instill it with what you are fighting for
-do you see now that we don’t live for the realities but for the fantasies, the dreams of what might be.  If we lived for reality, we’d be dead, every last one of us.  Only dreams keep us going

-there’s so little romance in our world today.  Everyone thinks romance is weak.  Yet romance is everyone’s secret dream – it’s why we’re alive.  Never distrust romance; nothing could be stronger
-always look for the opposites

-whenever you have two considerations that seem to cancel each other out, do both

-do you see what you’re doing when you say that?  You’re limiting yourself when you say “I’m not the kind of person who would do that.”  You rule out a strong emotional choice you could have made in the scene
-one of the greatest results in using opposites is behavior is unpredictable, therefore always more intriguing to the audience.  It’s why people forever astonish us in life: we don’t know what they’re going to do next, they are not consistent, we’re always being surprised by their doing something we didn’t expect 
-interesting acting always has the element of the unpredictable in it

-that’s why actors like Olivier, Brando, and DeNiro and Pacino interest us so; we never quite know what they’re going to do next.  They make us want to know.  They make us keep watching them.  They surprise us with their unpredictability
-your job is to justify the situations of the script, to motivate the actions of the character

-my suggestion is that you call yourself “I” rather than talk about “he” when you approach a reading.  Make it about yourself

-exactly why you’ll save a lot of time if you’ll start out with insisting it is about you rather than about someone else

-train yourself in the audition situation to think that every scene is about you, not about someone else.  That’s the quickest way to find motivations that will justify the actions in the scene

-you’re going to have big trouble being an actor, with all the limitations you set for yourself.  Can’t you expand your concepts about yourself?

-that is the danger in readings if you refuse to put yourself into the situation: you strike an attitude, you become one-not Johnny, you have no dimension – and you don’t get hired.  By your refusal to use yourself, because you operated out of a judgment of the character instead of identification with and a justification of him, no had no opposites at all in what you did

-you must use you, plus the situation of the play

-I think if we really try to use our own feelings to the fullest extent of our imagination, drawing on our fantasy lives instead of limiting ourselves to our literal reality lives, we can find feelings in anyone we can recognize and make real

-if we make every reading a true projection of an act of creative imagination, it is possible auditors will begin to change physical requirements in order to hire us

-you need to create the fantasy of what you want, and that is what will drive you through the scene

-attractions to someone don’t get “used up” – not if they are love, not if they are needful, not if they are emotional rather than just sexual.  Attractions that are emotional grow: you get more attracted to her in each scene; it becomes more and more difficult to restrain yourself

-if these extreme emotions are underneath the scene, then the games you play with her will have meaning because the stakes mean something to you

-the actor always has to know more than the character

-for audition purposes, you’ve got to go for the maximum involvement in the relationship

-that’s what I mean by looking for the most you can find in a relationship.  You’ve got to add the dream of wanting something more from life

-then be a fool.  Dream.  Dreams are always foolish

-the moral: don’t settle for anything less than the biggest dream for your future.  That’s what you should want from a relationship.  Put all that longing into the moment before 
GP 3: The Moment Before
-every scene you will ever act begins in the middle, and it is up to you, the actor, to provide what comes before

-something always proceeds what you are doing.  I call this the moment before

-never does an actor need the moment before more desperately than in the audition situation

-a good actor doesn’t wait to get going; he comes on with it because he already had it going in the wings

-all of this information, if it leads to emotion, will help, but it must all lead to specific choices about how these generalizations affect the moment before your scene begins

-I find actors tend to work with generalizations.  They fail to apply the analysis they are fond of doing, the information they have gathered, to the specific moment of the scene.  

-the more specific, the more focused the moment before, the better the entire scene will go

-the moment before requires an important emotional commitment for the actor

-it’s not enough to think about what the moment before should be; one has to seed oneself in it, drown in it, be overcome by it

-underneath every human being’s rational cool exterior is passion.  You won’t find the reason a human being creates a style for himself unless you find the passion in him that drives him to need such a cover

-the first impression he makes is the strongest one, so he had better make a good first impression

-the actor wants his first impression to be the right one.  That requires the right moment before and his full emotional commitment to this moment

-the moment before must be strong, meaty, and full; it’s got to give the actor something to feed on all through the scene

GP 4: Humor

-humor is not jokes.  It is the attitude toward being alive

-humor is not being funny.  It is the coin of exchange between human beings that makes it possible for us to get through the day.  Humor exists even in the humorless

-there is humor in every scene, just as there is in every situation in life

-we try in life to put humor everywhere; if we didn’t, we couldn’t bear to live

-actors typically take humor out instead of put it in.  That’s what makes acting unlifelike
-for the exact same reason one would be driven to find humor in the same situation in life: because it is deadly serious and human beings cannot bear all that heavy weight, they alleviate the burden by humor

-sometimes we lighten the burden for others because of the weight we are dumping on them, which we know is more than they can possibly want

-sometimes we lighten the burden for ourselves.  Either way, the heavier the situation, the more we are needful of humor to endure it

-of course, many actors do it instinctively, and in all fine acting it is a major ingredient.

-but where the instincts are being interfered with, the actor must become conscious of humor and look for it; if it’s not there, then he must learn to put it there.  Humorless acting is the dreariest kind.  It is the hallmark of soap opera performing

-fan that tiny flame of humor it can turn into something

-I venture to say humor is more important in a drama than in a comedy

-not humor alone, but humor allied to their particular passions, their kind of dreaming, their invincible fight

GP 5: Opposites
-whatever you decide is your motivation in the scene, the opposite is also true and should be in it

-opposites exist so strongly in every human being that one would have difficulty avoiding it

-consistency is the heart of dull acting.  What fascinates us about other human beings, and particularly about splendid actors, is their inconsistency, their use of opposites

-if it is a love scene, there is bound to be hate in it too; if there is need, great need, for someone, we are bound to resent having that need.  Both emotions should be in the scene; it is lopsided and untrue if only one is

-it is the actor’s creation of opposites that develops conflict, and therefore drama, and therefore interest

-for some unfathomable reason, actors are fond of bringing onstage the resolution of a conflict, which is tidy and dead, rather than the conflict itself, which is exciting

-but it is the process of dealing with pain that the actor must put on the stage, not the fact of having solved it

-the more extreme the opposites the actor chooses for a scene, the more everything in between is likely to occur instinctively, naturally, without the actor having to consider these choices

-the choice of extreme opposites may often have to be made consciously in order to guarantee the wide range of emotion the actor can deal with in between

-this is the sort of range the actor should seek for every scene: I love you versus I could kill you

-there are opposites in every scene.  The actor may have to dig for them, for the playwright may well have implied them under the surface of the character and not have written them into the dialogue at all: but they are always there for the digging.  They are well worth digging for; they result in the most interesting kind of acting: the complex

-in truth, actors know themselves no better than the rest of us do; their own image of themselves is usually standing in the way of their acting since it provides both limitations and prejudices

-limitations can be dealt with
-instincts are pretty universal and hard to kill; if we’re set against them in the usual form they take, they pop out in some sublimated form

-you have to know what your prejudices and limitations are; you work on yourself starts with the confrontation of those idiosyncrasies.  Once they are known, you can begin to use them to advantage in your acting.  If they remain unknown, you are victimized by them

GP 6: Discoveries

-every scene is filled with discoveries, things that happen for the first time

-acting is a whole series of discoveries

-the more discoveries you make in a scene – the less you rely on “we do this everyday” – the more interesting our scene will be.  

-it’s hard to bring vitality and life to routine, but they are difficult to escape when you have the excitement of discoveries

-take nothing for granted; make an emotional discovery as often as you can find one in every scene.  Ask yourself, what is new?

-when you don’t find anything in the writing, it is the actor’s job to add it

-the stage compresses experience, which is why opposites are so essential 

-do you see the mistake that you made?  You didn’t determine what was really at stake for you and didn’t make it a matter of life and death importance.  Those everyday choices don’t work for an audition

-you got to make important life and death choices every time you read

-it’s those everyday choices that actors make that are their undoing

-what is the subtext?  What is going on underneath the text.  But nothing of the subtext is ever going to occur in a scene unless you, the actor, put it there

-a good play is a mirror of the way human beings behave.  The actor’s job is to provide what is underneath the behavior of human beings

-and an actor can only do that by finding the opposites, which are discoveries that the character, in his own prejudices, may be denying
-that is why opposites are so important: one must take the risk of putting them into the scene.  What is written is obvious.  It’s what is underneath the obvious that makes for interesting acting

-the more important you make a discovery, the more it becomes an event

-when there is need, there is warmth generated

-he would have not lacked authority, for the conflict would have existed between the authority figure and the human being in need of encouragement.  Both can exist; one need not eliminate the other.  Thus conflict can be generated in the character.

-actors need to work from real-life situations, not literary or character concepts.  Most often the discoveries aren’t written on the surface of the script; the actor has to dig in the subtext to find them.  They come out of the actor’s own life questions

GP 7: Communication and Competition

-most people take the process of communication for granted but really don’t know what it is 

-acting is supremely a task of communication.  It is not enough for the actor to feel, if that feeling is not being communicated

-feelings must occur internally, but to have it existing secretly inside of you isn’t dramatic or active until you need to have it felt by the other character

-communication is a circle, not a one-way street

-it takes two to communicate: the sender and the receiver.  The receiver has to acknowledge the message by sending a reply back to the sender, thus completing the circle before a communication has taken place

-this imposes a constant obligation on the part of the sender to (1) make sure his message is clear and (2) check that the receiver has received it

-the obligation on the part of the receiver is to (1) make sure he’s heard the message and is able to duplicate it and (2) let the sender know he’s received the message.  Without the process of duplication there is no communication

-communication is not easy
-its hard work communicating.  Particularly because we must constantly play both roles, the sender and the receiver

-we must play both roles if communication is to take place onstage

-think of it as a circle: what you send out, you must get back.  Until the circle is completed, you can’t go on to the next step in the communication process

-let us call each act of communication a cycle.  When the circle is not completed, people get stuck in that particular cycle.  Either way they go over it again and again, or they close up; either way they are not open to hearing the next cycle of communication

-communication is much more than the exchanging of words

-am I sending out and getting back feelings or am I just talking

-the most successful actors are those who are able to project what they are feeling to someone else.  This sending of feeling to another person becomes so strong that it is projected to an audience

-the goal of communication is duplication.  You want the other person to think as you do, to repeat what you have just said, to feel what you feel, to agree with you
-this is the need and motivation that is behind every communication

-we often fail to communicate in life; we tend to talk at people instead of to them.  We tend to hide feelings and expect others to dig them out of us.  

-plays are not concerned with this everyday behavior of ours, but with the unusual moments in a person’s life when his need to communicate is at its greatest.  These are the needs the actor must furnish

-receiving the feelings of another is even harder than sending our feelings of your own.  It requires sensitivity, a heightened awareness of another person.  It requires the investment of real caring; otherwise why will you undertake the formidable task of opening yourself up to true communication

-receiving requires that we be open, willing.  How can we receive if we are closed up?  Being open is an act of both generosity and selfishness: generous in opening yourself up to receive another’s needs; selfish in the greed of wanting to know another person, for there is power in knowing another

-there are occasions when we need to know another person, where it is difficult for us to live unless we do know them.  There are opposite occasions in which we are willing to respond to another person’s need to reveal himself to us
-when actors give me selfless reason for an action in the play they are doing, I tell them to be suspicious.  Few of us are Florence Nightingales.  There is always a selfish reason why we are unselfish.  I don’t mean that people don’t do generous acts, but in every generous act there is always also a selfish, personal need that is being answered

-it’s important for an actor to remember this.  Unselfish motivations lead to passive, saintly, and very dull acting.  Only by recognition of what you are fighting for can make your acting vivid, alive, and memorable

 -communication is based on the need to be heard by your partner and the hope that what he hears from you will make a difference in his relationship with you.
-communication is the desire to change the person to whom you are communicating

Competition

-every time I tell actors that all dramatic relationships are competitive, there’s a lot of resistance.  

-no one wants to admit he is competitive in human relationships of love and friendship.  But without competition between the characters, drama is dull indeed, since it feeds on conflict and dies with agreement
-there are two points of view with which an actor should imbue every scene

1. I am right you are wrong

2. You should change from being the way you are to be what I think you should be

-life is a cabaret, my friends; you have to compete, or you aren’t of any interest to anyone else

-we compete for everything: to tell the funniest story; to be considered the most truthful or sincere, the prettiest, the sexiest, the most reliable.  We compete for room on the subway, for enough to eat, for jobs, for love, for affection, for friends, for lovers.  There isn’t anything for which we don’t compete.  

-competition is healthy.  Just as no game is worth the playing unless we compete, so no life activity is worth the doing unless we compete.

-competition is life

-yet most actors refuse to acknowledge this.  They don’t want to compete.  They don’t approve of the concept.  And they are therefore not first-rate actors.  The good actor is one who competes, willingly, who enjoys competing

-the resistance of the competition is enormous

-evidently we are raised to refuse to acknowledge competition.  We think it isn’t nice.  We frown upon it.  Other people may do it, but they are not nice people; nice people like us do not compete
-competition is healthy

-I find more resistance to this concept than to any other.  I hammer away at it: an actor must compete, or die

GP 8: Importance

-plays are written about the most important moments in people’s lives, not about their everyday humdrumness

-the truth is not enough if it is neither dramatic nor interesting nor unique

-people live for their dreams, not for the oppressiveness of truths

-actors are also accountably fond of reducing all dramatic possibilities to the most Everyday Realities.  

-they take a situation fraught with the potential for tension and iron it out until it is flat.  Flat and controllable.  They present this to you as the Truth, as Reality; then they wonder why it is of no interest to anyone

-the truth is not enough for a play unless it is invested with sufficient emotion to make it important

-I suppose this comes from the inclination of most human beings to avoid trouble.  Most people would walk a mile or sleep a week to avoid confrontation.

-we are trained as children that the most admirable conduct is that which causes the least trouble, so most of us spend our lives avoiding the conflicts of which drama is made

-it is important for an actor to realize that what he must use in his acting is the opposite of what he has been trained in life to seek.  Peacefulness and the avoidance of trouble won’t help him in his acting.  It is just the opposite he must seek

-another factor that adds to the flattening of actors is that they are trained to find truth in their acting.  They make the mistake of equating it with what they see around them every day. 

-the truth we seek in acting must be a highly selective truth, not an everyday, ordinary household variety.  If what you present to us as an actor is everyday, no will be very much interested in seeing it; after all, we see it every day.  What an actor must look for in a play is something unusual.  Something important
-important does not necessarily mean significant to others.  It means emotionally important to you at this moment.  We make trivial things important to us at the moment, even if a day later we will have forgotten them.  Important things are made even more important to us.
-don’t choose less than the anguish of utter indignation when you miss a subway.  Don’t choose less than the heartrending howl when you are given a black coffee

-make the stakes in each scene as high as you can.  Look for the maximum importance.  Add importance.  If you don’t, no one will be listening to you

-so your Florence Nightingale?  Always beware of choices that make you into the angelic, helpful nurse.  Of course, we do things to help other people, but there’s got to be something in it for us, too

-the choice of “happens to be there” is never a good one.  It’s circumstantial, it’s not a strong choice, it never helps the actor.  You’ve got to find a reason why you chose that person to relate to
-you operated out of boredom and indifference to your partner (which are the worst relationship choices an actor can make

-every play is about love.  Sometimes it’s about hate, which is the reverse.  Hate happens when a person is deprived of love.   The more you are deprived of love, the more you are in need of it

-we want to see people who have dreams, aspirations, needs, wants.  People with dimensions, not two shits you don’t give a damn about

-the negatives are always written; you can’t avoid them.  The actor has to provide the positives

-I’ll get to know more about your emotional life because I’ll see what your like as well as what you disapprove of, your dreams as well as the reality you have to contend with in the scene

-guilt makes us feel bad, so we try to find someone to make us feel good

-exactly, that’s what an actor needs to do a reading: a pretty big fantasy

-maybe realists can’t be actors.  Maybe only people who believe in fantasies can be actors

-no one, not even a realist like you, can live without a dream; a hope that something better is going to happen to you

-why do actors love to make the negative choice? 

-negative choices don’t do you any good; they drown you, obliterate you; they keep any audience from knowing who you are.  They’re only side of you, and they’re not the side that motivates life. 

-you are motivated by dreams, not negative realities.  Reality creates the problems, dreams are how we deal with them.  Dreams are why we stay alive.  If you leave out your dreams, you leave out the very best part of you as a human being 
GP 9: Find the Events
-actors frequently get so involved with character and feelings, with the subjective life of the character, that they forget about what is happening in the play.

-I call what happens in the play, the events.  One of the actor’s chief tasks is to create the events of the play
-what are events?  Events are of many natures.  An event can be a change.  That is the strongest kind of event.  An event can be a confrontation – and for every confrontation there is always a result, a consequence for the actor to present

-an event can be a climax, which is a major turning point in the lives of the characters

-change can be overt or hidden, clear and outright and obvious, or subtle and obscure.  Either way the actor must keep a sharp lookout for the changes in a scene, for there can be many

-the more changes you create, the more alive the scene is, for every major change is accompanied by several minor changes along the route

-fine actors register these changes, which is what keeps us fascinated with them

-a play must move, it must progress, it cannot stand still.  Events make a play progress; character or behavior alone will not do that.  Something has to happen to move the narrative forward

-in many modern plays, the events are so hidden they are almost imperceptible.  It is the actor’s task to root them out, to make them happen, for the modern playwright is frequently reluctant to admit he needs events
-yet if the play has any worth at all, there are events, like roots of trees, hidden down there under the surface of the play waiting for the actor to grasp hold of them and make them happen in the play

-an actor must ask himself: “what happens in this scene?  What are the changes? And then he must work to create those happenings and changes.  He must not accept that nothing happens or that there is no change; something must happen, some change must be effected.

-if the playwright fails to provide it, then the actor must

-there are events that involve one character in a scene and not another; or the same event may involve all the characters, but their reactions to and evaluations of the event may be totally different.

-yes, an event can involve one character, while another is totally unaware of it.  But the most valuable events for an actor to seek are those that involve the awareness of all the characters

-behavior is not enough.  An actor stands still, merely demonstrating behavior, unless he couples it with forward progressive motion that comes with the creation of events.  If you make nothing happen in a scene, it soon dies
-events can be psychological, such as the exchange of power between two characters.  The more that is made into an action by the actors, the more effective the reading.  It is totally up to the actors how action-filled an event may be

-clearly, actions are more interesting than mere talk.  The same material, with no change in the writing, can become fraught with suspense and movement if the actor chooses to insist on playing actions that require relationships to occur

-the more discoveries the actors make about each other, the more fascinating the scenes become.  Events are discoveries that are made important to the point where changes in the relationship are effected

-events and importance go hand in hand.  If you estimate that an event has only minor importance, the scene will be lifeless and lacking in drama.  It’s once again up to the actor to bring importance to the decisions about creating events

-unimportant events reveal little

-don’t guess, don’t be half-hearted.  Say yes and mean it.  That’s why so many half-hearted auditions happen; because you don’t commit yourself

-opposites, clearly you do not like this hostility, but there’s something about him you do like, what?

-you’ve heard that opposites attract
-every time we have a conflict, it could be an event.  Every time I make a discovery about him – or me- it could be an event

-every time you make a negative choice about the relationship in a scene, you cut yourself off from finding events.  You remain withdrawn.  You may occasionally express hostility, but that’s about it, you’re not open for experience

-everything is possible if you say yes to the relationship

-terrible choice; accidental choices are never useful.  Pick a good reason for wanting to talk to him, to him alone, not to someone else

-every time I score a point, when I reach him, that’s an event.  Sometimes I score by hurting him, and he resents me for it.  Sometimes I score by flattering him, and he likes me for it.  I get him very confused, but I keep him interested that way.  See, he never knows what I may do next, so that way I keep him on the hook

-the scorekeeping is an event.  Each win or loss is an event
-creating the events – insisting that each win or loss is important and thus making an event out of each discovery I make about him, out of each time I hit home – will make our relationship very alive

-we play games with each other, and we each have a distinct role we play that has the opposite role in it too.  And it’s filled with mystery and secret

GP 10: Place
- it’s up to the actor to create a place, and its well worth doing, for it will help immeasurably in creating a reality for his reading.  The immediate reality of a bare stage is a real down; an actor would do well to lift himself up with a place of his own

-since an actor is free to choose any place he wishes in which to do his reading – it is he who provides the place in his imagination – it would be wisest for him to choose a place he knows well
-a real place from his real life, so that he doesn’t have to waste any time on being a set designer but will immediately know where the door is and where, the sofa is and where the table and chair are
-the physical nature of a place is only the beginning.  The most important element is how you feel about the place
-all the same place, but how you feel about it changes depending on the emotional events that take place there

-once you have chosen the place, once you see it clearly in physical terms, then you must look for how you feel about it.  The feeling is the most important.  That is what will elevate your use of place into emotional value

-yet if you watch most actors read, you’d never know where they are because they don’t know.  I hasten to add; it’s not important that the auditors see your use of place.  It isn’t being done for auditors, its being done for your own sense of greater reality

-their high awareness of what the place means to them, does to them, is essential for a good reading of their scenes together in the play

-questions for the actor to ask: where does this take place?  How can I get mileage out of using the place in creating what I’m fighting for in this relationship?  Geographical, literal place isn’t important, except as to what emotional uses it can be put to by the actor

GP 11: Game Playing and Role Playing
-when we play games, it is for real; when we take on different roles, it is sincere conduct, for it is a way of dealing with reality, not of avoiding it

-we are always the same people.  We are simply making a different adjustment to a different situation.  We play the game

-it is a different game; it has new rules; it requires me to play a different role.  I am the same person, but in making my adjustment to a new situation I play a new role.  So it goes in all the events of our lives.  For each situation, we play a different role because it is a different game

-it helps an actor to ask himself in each scene: what is the game I am playing in this situation?  What role do I assume in order to best play this game?  The answer depends on the circumstance: what people want from you, what you want from them, what you are offering and what you expect.  Ask what the stakes are, what you are playing for.  But don’t get the idea that you will therefore be unreal or insincere.  Games are real; roles are necessary to deal with reality

-knowing the game and the roles you play helps you immeasurably to provoke conflict and to create drama

-every relationship we have demands a different role, in order to be successfully fulfilled.  Every situation we are in a game with different rules.  All real.  All meaningful to us.  The rules of the game tell us how to act in the life situation, don’t they?  So they also tell actors how to “act”
-you played your judgment of a nun.  That isn’t going to help me give some dimension to the role.  You’ve got to show opposites, not just one side

-actors fall into a trap of playing an event before it happens

-always choose to do the role you play well; there’s always room in the scene to show conflict, event, and opposites.  Actors too often choose to play their role badly

-every job requires that we play a role.  A doctor has to play all-knowing healer, a nun’s role is that of dedicated goodness and keeper of morality.  But in addition to that, you should find a personal relationship with her, different from with any other person

-something from your own life so that the stakes in the relationship are personal, caring, emotional.  Then the effort to do your job on top of that emotional base gives you something much more interesting to play

-caring choices always lead to more unexpected behavior.  The less predictable, the more interesting for the audience

-but you used a generalization.  It’s the exceptions that an actor should choose.  It’s what is exceptional that makes drama interesting, not everyday realities

-an actor must look for romance

-anyone can be cold: it’s the warmth in a human being that interests us, the humor, the romantic expectations, the dreamer

-the choices are up to you: You can make romantic choices or you can make cold choices.  I’ve rarely seen cold choices pay off

-they shouldn’t be actors at all if they’re not willing to find the humor in the world’s end.

-but no game is worth the candle unless the stakes are high.  Few actors make the stakes high enough when they play their games; they make the mistake of assuming if it’s a game, it doesn’t mean much.  Nonsense: a game must always have the highest possible life-and-death stakes

-all game playing needs scorekeeping.  The opponents need to keep track of who won and who lost each round in the fight, just as in a prizefight, in a tennis match, in any sport.  It is important for you to acknowledge your wins and losses so that your partner knows.  Celebrate a win, cry over a loss.  Let your loss stimulate you to make the next round a win.  Let your loss be expressed in appreciation of your partner’s expertise.  Let your loss amuse you, hurt you, rev you up, push you down, spur you on.  Let there be joy in your winning, real loss in your losing

-register your win!  Communicate your loss!  Drama is conflict and communication!
-the pleasure of playing the game is in the winning and the losing.  Each round counts, for now; it may not even be remembered tomorrow, but for now it counts the most.  Moment to moment winning matters to us; the more there is at stake in winning, the more fun and the more dramatic it is.  If we don’t care, we’re not a good opponent; no one wants to play with us, and surely no one wants to sit and watch us play

-PLAY TO WIN!

-let us try to define tone for actors, which is the equivalent of the key to a piece of music, In which tone is the play written

-but we all recognize tone in life: it comes through adjustments to the level of game playing that has been established by the leaders of the game. 

-remember game playing doesn’t mean being unreal or artificial; it means getting into the spirit of what is going on and finding out how to fight for what you want in these particular circumstances

-so why should tone, the manner of behavior necessary in order to play the right game at the right time in the right place, be so hard for actors to discern?  Because they don’t look for it

-Americans would do well to get over the mystique of being straightforward; it leads to a lack of dimension and awareness of how human beings really behave.  Actors are led up the creek by this insistence that all is what it seems to be and that we don’t play games because we’re straightforward and games are deceitful.  Games are not deceitful; they are the ways we deal with different situations

-once you catch on to the root, all games are simple

-opposites are the cornerstone of comedy

-American actors are not lacking in humor.  If they persist hard enough – resistant though they are (because humor is too frivolous and Acting is Very Serious Business) – they’ll find it.  But wit does seem beyond all but a mere handful of American actors

-wit is intellectual

-wit is verbal and were a nonverbal country; mumbling is our way of life. 

-wit is the taking of pleasure in words, in the way things are phrased; a witty person can say things in a more astute and sparkling way than a rival can say them.  Wit is a highly polished competitive game, but since it is intellectual and requires the use of the mind, it’s in very short supply

-a witty play is held to be anti-American

GP 12: Mystery and Secret
- after you’ve done all the eleven guideposts in your preparation for your audition, then add to it what you don’t know

 -the most fascinating acting always has a quality of mystery to us

-they add that quality we cannot explain, that exploration in relationships of what is wondered at but not answered, perhaps cannot be answered

-they eternally remain mysteries to us.  So it is with any relationship you create:  No matter how much we know about the other person, there is always something going on in that other heart, that other head that we don’t know but can only ponder

-and no matter how we explain ourselves to someone else, no matter how open we are, there is always still something inexplicable, something hidden and unknown in us, too

-I am suggesting you add to your audition this wonderment about the other person.  I am suggesting you add, too, the wonderment about what is going on inside of you.  These are feelings that cannot be verbalized and cannot be explained.  But they can be felt and therefore they can be added to your audition

-an actor can explore all these mysteries, not merely the no of the scene.  Again: the possibilities of yes are always more interesting to act than the certainty of no
-what motivates people is the hope that their dream will come true

-the three sisters is not about three girls who don’t get to Moscow, it’s about three girls who dream of getting to Moscow and determined to do it

-both plays end in tragedy because the answer is no, but a good actress does not play the end during the journey, she instead plays the dream.  The dream is that the answer will be yes, that she will get what she wants

-don’t play the end of the play before you get there.  Play to win.  Play to get what you’re fighting for.  No one in all this world plays to lose.  Not even the self destructs

-what is a secret?  There are many variations:  you can have a secret that you really don’t want anyone to know.  One that you never tell and never want anyone to know.  Human beings seem to bear keeping a secret totally to themselves, not forever

-you can have a secret and want the other person to know you have a secret, even though you won’t tell them what it is

-you can have a secret that you want the other person to know you have, so they’ll ask you what it is; and when they coax you fully enough, you’ll finally tell

-we have insatiable curiosity about other people’s secrets; we almost always want to know what they are

-we find ourselves mysterious.  We cannot explain our own conduct at times.  We ask, “why did I do that?” and explore the secret in ourselves and ask others to explore it to

-oh, secrets come in many forms.  Is suggest you add that to your acting.  Just as they exist in life I their myriad ways

-every time I hear an actor say “I’m doing this because I’ve got nothing better to do” I know why the reading is lousy

-always give an affirmative answer.  It gives you a hell of a lot more to work with.  The negative is always written; you can put it in as an opposite.  But curiosity about the human being you’re screwing is pretty natural.  What is Mrs. Robinson’s secret?

-if a scene is full of questions I ask, the questions should mean something to me

-synonyms.  Making love, screwing, fucking.  But more importantly, it’s about a question: how come, if we’re not in love, we’re spending all this time together?  It’s about two people wanting love and settling for less

-I’m asking you to make the choice in addition.  It gives a much stronger emotional basis for the choice you want to make
-say yes.  In any scene.  It gives you much more to work with, it deepens your emotional involvement in the relationship.  All the things you picked will be in the scene, anyhow, because they’re written.  The choice I have been leading you to make is to add depth to the choices you had already made

-why do actors resist the involvement of love?  It can only help them, in every scene they ever do

-all good plays have mystery and secret for actors to explore

-you cannot take for granted nor predict the conduct of such a complex, contradictory character

-they insist they know each other, yet they never lose their fascination for each other because there is always more to know

-it’s his use of this kind of character mystery that makes his acting so mesmerizing, because it is rich in contradiction and opposites, and he never stops exploring the mystery of the relationship in which he is involved

Consistency

-consistency is the death of good acting

Some Things an Actor Needs to Know

-there are two actions an actor can take when he feels the reading is going so badly it’s slipping away from him: blame or give
-don’t wait for a moment in the script that is appropriate enough to justify one of these opposing actions, for that will be too late.  Do it now.  You’re drowning; rescue yourself.  

-all the motivation you need is the way you are feeling about the reading.  You are most likely blaming yourself because it’s going so badly.  That turns you inward and makes you introspective and inactive and alone, so that you are retreating from the scene

-you need to find an action that will involve you with your partner, and you need to find it immediately

-blame your partner!  Yes, I know this is an irrational act, which is exactly why you should do it: it is emotional, it will at once involve you in a relationship again with your partner – and the reading will come to life.  Use whatever words the script provides you at the moment of need to create an outburst of blame that will rock your partner off their feet

-follow it with a total, unexpected opposite:  You can make up for your dreadful conduct of falsely blaming her by offering her your love.  A lot of love

-remember it is more important at an audition to show the auditors the extent of your emotional equipment as an actor than to illustrate your understanding of the script.  What could more vividly show your emotional life that an outburst of blame followed by a warm offering of love

-the terms of loving.  This is a highly important concept for an actor.  Most scenes in plays (as in life) are negotiations of terms between two people, whether they are lovers or enemies.  Attempts to come to some agreement whereby one can hold onto one’s own and so can the other person.  This is conflict.  This is drama
-conflict interests us much more than agreement.  There is little drama in agreement unless it is preceded by or followed by great disagreement.  If you’re not finding it in the reading, create it, right then and there on the spot.  You’ll create it by blaming or giving

-to change your partner is one of the important motivations
-whenever you can’t find any other convincing motivation in the scene, pick the desire to change your partner

-human beings want other people to be what they think they should be, rather than just what they are

-the terms of a relationship are different for each person.  The conflict over terms can be expressed through the specific ways in which you want the other person to change

-never deal with the desire to change another as an abstraction.  You must make the changes you want very specific

-the secret is an essential piece of knowledge for an actor.  He cannot function on stage or screen unless he does desire to change his partner
- about friendship.  One of the most difficult scenes for actors to do in readings is the scene that involves two friends

-the reason is that actors conceive of friendship as nice, easygoing, relaxed, comfortable, trusting.  Lovely idea, but not really useful to an actor because it takes away any strong drive, any element of what he’s fighting for.  The results are scenes that are low-keyed and of little dramatic value

-there is an element in friendship of paramount importance, and most actors leave it out.  It will help them the most.  That is competition

-most actors conceive of competition as not nice, aggressive and unattractive 

-but we do compete with our friends.  It’s one of the major reasons we have friends: stimulation.  You can’t stimulate each other unless you compete

-competition is healthy, yet actors regard the word competition with horror, thinking it only connotes cutthroat business or aggressive countries at war with each other

-friendship is perhaps the only relationship of equality in our lives

-in other relationships, we strive for equality because it is so difficult if not impossible to achieve.  But in friendship we can achieve equality.  We pick friends who are peers, most of the time, rather than people inferior or superior to us

-for the most part, the friendship rests on the bedrock of equality.  It is this very equality that enables us to compete in a situation where we feel the competition is all right.  So all right, as a matter of fact, that most people don’t realize they are competing

-if we didn’t compete, there would be nothing to stimulate us to do a thing well
-we don’t like to do things we don’t do well; we don’t like failure; we like success.  It wouldn’t matter to us if we succeeded or failed if we didn’t compete

-there is an acceptance in friendship that enables us to relax and enjoy competing.  Friendships – good ones, true ones, basic ones – tend to last longer than most other relationships.  It’s because there is trust, freedom to compete, freedom to criticize and to receive criticism – freedom because we are accepted and therefore honesty is possible.

-no other relationship in our lives is likely to be as honest as our close friendships.  No other relationship is able to relax into competitiveness that is accepted on both sides

-to compete is not necessarily to injure.  We stimulate each other through competition; we force each other to grow, to become more aware, to try harder, to exert ourselves, to reach out for what we have not yet attained.  On our own, shy and unstimulated, we well might not

-to be sure, some competition is fierce.  The desire to win may be so great that we will at times walk over our own friends.  Or a friend may prove such a disappointment, such a sap, that we feel called upon to tell him off.  We are most likely to dump on a friend, knowing the friend will probably forgive us and allow us to go on being a friend – an will dump on us in return

-it is this element of the dangerous, of putting one’s foot upon the ice, that actors too often leave out of scenes between friends.  In friendship the trust is great, and the disappointment, because of great expectations, is even more likely to spur us to action.  We’ll pummel a friend even more readily than an enemy.

-so an actor must look for this element of danger in any scene between friends.  If it seems not to have been written there, invest the scene with danger of your own devising.  Placidity never made an effective dramatic scene

-when an actor has to say “what,” he has an emotional, not a factual, intention.  You must always assume you have heard what is said and that you are not asking to have it repeated because you are deaf or inattentive.  On the contrary, you are finding what you have heard either unbelievable or unacceptable

-“what?” means “I would like to know what the hell you meant by saying that!”  Or it may be a ploy for time: having heard something confounding, you are throwing sand in the other character’s eyes until you come up with another, smarter move

- a story well told starts from a point of innocence.  We don’t know how a story turns out at the beginning, we create suspense.  We create reality by telling the story in the same sequence as it happened to us, that is, we start from a point of innocence, the point where we were innocent of what was going to happen and thought it was going to be a day or night like any other

-it’s an important awareness for an actor.  The game of cat and mouse usually starts from a point of innocence: Me?  I’m just a pussycat, I wouldn’t eat a little mouse like you
-stage directions are traps.  For the purposes of auditions, stage directions should be largely ignored

-but stick to the essential stage direction; all the rest are nonessential and can frequently lead you into a lot of trouble

-don’t obey stage directions blindly in auditions.  Use them only when they are useful to you

-transitions are fake.  Auditors don’t want to see the wheels at work; they want to see the result.  The result is a series of actions, not transitions

-the more immediate and unexpected your opposites, the more fascinating is what you are doing because it feels fresh, yours, and unpredictable.  A transition kills all that.  It makes what’s going to happen next predictable.  Avoid transitions

-if the audition is going bad, never stop.  Interesting things invariably happen when there’s an accident at a reading.  Let them happen.  It’s not a performance

-instead of stopping if it’s ghastly, go into the blame-or-love routine:  Blame your partner. Give him hell; or kiss him and offer him loads of lovely love.

-there’s nothing to be gained by stopping, and everything to be gained if you take a big blame-or-love risk to rescue yourself

-truth isn’t good enough if it isn’t dramatic.  What good is truth if it’s dull and boring?  Exciting truths can be truthful, too.  Learn to prefer those

-I find actors are hesitant to make extravagant choices for fear they won’t be truthful.  If we see it everyday will we pay money to go and see it

-never play the end of the scene before it happens.  Make each moment a discovery and let it take its natural progression to the climatic end

-you should embrace melodrama, not run away from it.  As well as avoiding overacting, actors are afraid of being melodramatic

-but people are melodramatic in life everyday
-all that melodramatic actions need in order to make them real is an opposite: your awareness that what you did is indeed melodramatic brings a self-deprecating humor into the scene.  Humor can make any outlandishness real because humor is awareness
-it’s investing melodrama with belief that makes it work.  Withdrawal is just another inhibited actor being uninteresting; the woods is full of ‘em.  Plunge in.  Give us actor who are willing to take the risk

-there are no passive characters
-character qualities are of no use to an actor in an audition.  Such abstractions do not lead to performing an action; they merely get in the actor’s way

-there are no passive characters, there are no weak ones.  There is winning and there is losing, but every actor must fight for something he wants and needs, then you will never let preconceived judgments get in your way

-the purpose of a reading is to show who you are
-you’re not at an audition to do the scene right, but to show the auditors who you are.  Give yourself a chance.  Worry less about the material and more about what you would do and feel if you were in this situation.  The play givers you a situation; your job is to put yourself in it
-the director is going to rehearse the play to show you how to do it right, so doing it right is not your major concern at the reading

-there’s an exception to every suggestion made in this book
Of course.  But exceptions prove the rule.  Always take into account what’s different.  Use our imagination, your instincts.  Rigidity is death in an actor’s life
-bursts of anger and regret after an audition are significant signs.  Meaning you repressed yourself during the reading

-actors are often more interesting in the discussion that follows the reading than they were onstage, proving that (1) they weren’t using themselves, and (2) they have repressed energy that should have been shoved smack right into the reading itself

-no wonder most readings are gray in color and lifeless in spirit

-self-blame turns inward.  It’s energy that goes inside and kills you.  Out it pops after the reading.  Blame your partner in the reading – instead of yourself; that’s connection, that’s a flow of energy and life toward another human being

-there’s only one reason a character drinks
-drinking characters are frequently more colorful

-there is only one reason a character drinks in a play: to release inhibitions, to be able to say and do things he was normally afraid to do, too considerate or cowardly to say, too polite or fearful to risk.  Have a few drinks and all this can come pouring out, once the blocks are down and the dam has broken

-this is the only positive, the only useful, choice an actor can make in an audition

-on the other hand, using drink to release inhibitions, to take down walls and blocks, enables the emotional life to flow toward achieving what one is fighting for.  It takes away the censor that normally stops us from going after what we need

-actors tend to use drinking negatively.  It’s important to find the positive: allow drinking to heighten the emotional needs, to free you to express deeply buried feelings.  Not to escape from relationship, but to pursue it.  Not to become vague and fuzzy about the world and whoever is in it with you, but to seek confrontation, to fight for what you want in ways normally denied you

-not to withdraw you from your scene partner, but to seek, in a richer, more needful way, warmth, camaraderie, love

-remembering is seeing
-acting is seeing.  That’s what images are: pictures of what did happen to us, pictures of what may happen to us in the future.  We see our entire lives in images

-you should try to see people in a place doing an activity that is typical of them; they should not try to isolate faces

-acting is what we do, not what we should do
-acting is predicated on the ways in which human beings behave, not the way they should behave.  Acting is doing what people do.  It is not a moral act

-only actors keep eternal eye contact
-actors are the only people on earth who stare into each other’s eyes when they are talking to each other.  The rest of us human beings tend to look at what we are talking about: we see images on our own personal, private TV screen

-watch people in life: the one who is listening watches the one who is talking; the one who is talking is busy seeing images and only checks with his partner from time to time to get response, encouragement, and approval and to make sure the partner is still on the journey
-don’t see eyes, see images

-lesbians, whores, and gays are people too
-the outward behavior may be no more different from anyone else’s; it is the interior emotional life that is important to explore

-most people who deviate from normal behavior keep it a secret, so they look and behave with little difference from the rest of the world

-gum is not a characterization
-forget the gum.  It doesn’t create relationship, it doesn’t create what you’re fighting for, it’s cheap and obvious.  What it does is irritate the auditors and give them one more impediment to seeing who you are

-revenge is an important motivation
-actors, rarely pick revenge as the goal they are fighting for, yet revenge is one of the most important motivations in human nature.  When we are deeply hurt, we want to hurt back

-we frequently make the innocent pay for our hurt

-we are so anxious to think well of ourselves that we blind ourselves to the true behavior of human beings.  If you’re going to be an actor, you’ll have to start exploring the intricate, hidden, and frequently unfair behavior that is caused by our need for revenge

-revenge is frequently long-lived

-keep in mind that all revenge is not harmful or destructive; frequently it is highly creative, an enormous life force driving people to prove their worth

-isn’t all our creative work the achievement of revenge against the doubting Thomases who said we couldn’t?  There are always the dubious standing in the sidelines to say we can’t achieve our ambitions.  If we show them we can, we can get our revenge
-seduction is a phony goal
-“to seduce” is an artificial and untrue goal.  The concept of seduction is not a true one to most human beings and not a useful one for an actor

-if he uses “to seduce” as his goal, then his acting becomes non-emotional, manipulative, crass.  If he uses the seeking of a warmth and union with another person, the result is something likable.  

-after all, most human beings can act like a shit, but what we look for in most actors is likeability, warmth, and feeling

-for even seducers are looking for love.  The actor is always better off making the choice, then, of seeking love rather than seduction
-a maxim for actors
-use what you know.  Don’t worry about what you don’t know.  An actor tend to worry about all the things he doesn’t know, instead of concentrating only on what he does know and working with that
-avoid hunking
-playing opposites is to play Yes, No, Yes, No, Yes, No, instead of ten minutes of Yes followed by ten minutes of No.  Opposites are much more interesting than hunking.  Hunks become predictable; opposites are more surprising.  

-also: your action can be an opposite to your words.  Saying “I hate you, go away,” while you kiss someone

-find extremities in the opposites: the further you go in one direction, the more likely you are to express the opposites instinctively.  If you play your opposites simultaneously, they cancel each other out and paralyze you.  Play opposites at different time

-shyness is wanting to be bold 
-the action of being shy is wanting to not be shy but to be confident, bold, aggressive.  The shy person dreams of being the opposite of what he is.  His entire effort is to overcome his shyness

-shyness is most convincingly created through opposites: making a bold move and then being overcome with shyness because you are afraid you can’t sustain the boldness

-a consistent shyness is dull, inactive, passive.  A conflict between shyness and the desire to overcome it is active and interesting.  Make the active choice

-choosing to ignore your partner is a bad choice
-ignoring your partner is another passive choice, it inactivates you.  Instead, find the active of ignore

-we ignore someone because we don’t like what they say.  That means we wish he would say something other than what we are hearing.  That means we want him to change

-the active of ignoring is to want the other person in the scene to change: to stop being what he is and become what we want him to be.  Find out what you want your partner to change to, and make that your choice.  Make it specific

-it is important to study the other character in the scene. 
 -you must study the other character, since what you are doing in the scene depends on what he is doing

-you’ll find more answers about what you are doing in the scene if you ask questions about the goals and motivations of the other character:  What does he want?  Why does he want it from you?  What does he expect from you?  What is he fighting for and what has that to do with you?  What is his past relationship to you?  What game is he playing?  What is his image of himself?  How does he conceive of this relationship to you?  What is the conflict between you?  Think of his side.  Put yourself in his shoes
-the more you know about the feelings and wants and needs of the other character, the richer will be that relationship you create and better the reading

-what listening is
-listening is not merely hearing, it is receiving the message that is being sent to you.  Listening is reacting.  Listening is being affected by what you hear.  Listening is letting it land before you react.  Listening is letting your reaction make a difference.

-listening is active.  Too many actors make listening a passive process.  Listening is talking while you are being talked to, not out loud but creating silent dialogue that answers what is said to you.  This is active.  Active listening is answering.  Here is your chance to write your own play because the silent dialogue is entirely up to you.  

-the more specific your silent dialogue answers, the better your listening

-what you should do when you hate the character you’re playing
-first, it’s important to admit you do hate the character.  Actors think it’s wrong to hate the character, so they keep this information from themselves.  Bring it out in the open.  Admit it: I hate this character.  That’s the beginnings of being able to deal with the problem

-when an actor hates the character, there is usually a profoundly personal reason.  Sometimes because it’s revealing a trait the actor doesn’t like in himself; or it re-creates a real-life relationship that is so uncomfortable the actor wants to run away rather than deal with it (hating is a way of running away).  We rarely have such a strong reaction as hatred unless it involves us deeply

-try to be specific about what you hate in the character.  If you can give specific reasons rather than generalities) you can deal with them specifically.  What was a liability can turn into an asset

-what either loving or hating the character means is that the actor is blinded by a generalized feeling reaction.  Break it down into specifics, and you can beat the problem
-all human beings love to suffer
-one of the greatest competitions between human beings is about who has suffered the most;

1.  I have suffered more than you have 2. I have suffered more than anyone has 3. You’ll never now how much I’ve suffered, but you could at least try 4. Let me tell you the extent of my suffering (you’ll never believe it) 5. My childhood was total suffering, my wife doesn’t understand me, I’m to sensitive, my trouble is I’m too truthful, etc

-the reason people love to suffer is that it makes them right.  The reason people love to suffer is that it proves how deeply they feel: what profound caverns of emotion exist beneath that brave, smiling surface

-people fight hard to prove the extent of their suffering.  They feel no one is listening

-in making competitive choices for any scene, an actor must always keep in mind how much we all suffer and how hard it is to prove.  What’s the good of suffering, if no one else knows

-what fear is
-fear is what we don’t know.  The solution is to know what it is you are afraid of; then you can deal with it
 -most of the time we find we fear what isn’t there.  About 99 percent of the time.  Most of the time our fears are groundless: we don’t know why we are afraid

-through the years, I have found most actors are terrified of the audition.  They don’t know why.  It is a nameless, unspecified terror

-the actor must become concerned with how to function, rather than whether or not he can.  He must become concerned with the elements of the scene that is his task to fulfill rather than worry about whether the auditors like him.  He focuses on expressing his emotional commitment to the elements of the scene rather than try to please the nebulous desires of the auditors, desires that he does not know and has no way of understanding.  
-turn the lights on the audition instead of cowering in the dark closet.  Learn to function, instead of being prey to your undefined fears

-no one promised you a rose garden when you decided to be an actor.  It’s going to be hard work all along the way

-try to define what it is you’re afraid of.  List the elements.  If you define what you fear, you might just be able to deal with it.  Leave it an abstraction (which is what fear is) and you are lost

-keep asking yourself: what exactly do I fear?  The more specific your answer, the more you can deal with it.  Be specific.  Fear is a generality.  Be specific
-actors should react on the line, not in between
-many actors are fond of reacting between lines, in those glorious and so often unnecessary pauses that they stick between each line.  In life we are reacting with what we say while we say it.  We don’t separate our words and our feelings. Only actors do that.  Do it like life:  React with the lines, not separate from the
-accents are not usually a good choice
-an actor must interfere with his partner
-he must make his needs so strong that he is willing to interfere with the other person in order to get what he needs.  Try to make all your goals in terms of interfering.  Interference is a demand that you be heard.  Most people are so self-absorbed they won’t hear you unless you insist.

-interfering means getting in their way so that what you want is stronger than what they want

-the success of a scene is predicated on the amount of need 

-your needs must be so strong so that you will insist that the other person deal with them and take care of your problem.

-remember the opposite.  You will take care of their problem.  Take.  And give

-physicalizing is a strong way to express feeling
-in the brief span of an audition the actor has to let the auditors know everything he can about himself
-one of the most vivid ways to let auditors know about you is through physical expression of what you are feeling.  The Chinese say “a picture is worth a thousand words.”  A physical image is a strong picture.  It sends what you are feeling to your partner and makes an inevitable impact on the auditors 

-physical expression is not a substitute for feeling but an extension of it.  Put your goals in terms of physical images.  Conceive your actions in physical terms.  Mere feeling isn’t enough.  It has to be sent to the partner.  Physical interference with your partner is one of the strongest ways to let her know the extent of your demands
-rhythm

-a actor must always use his own natural rhythm in every audition scene.  Each of us has his own individual rhythm to which he moves and breathes and talks. 

-you cut off your own life flow if you cut off your own rhythm
-when you deliberately interfere with the life music to which you talk and breathe, you interfere with the truth of your inner feelings.  You become unreal to anyone watching you because you are being unreal to yourself

-being square will never win
 -most actors tend to make square choices rather than colorful ones because they think square is more real.  Square is more usual, and it sure is more dull.  In the competition between square versus colorful, colorful wins every time
-the negatives are always written
-it is a curious wonderment of playwriting to find that the negatives are always written in a play and it is the actor’s job to provide the positives.  This means that “no” is strongly and literally written

-the actor’s job is to see through the negative to the other side of the coin, to find the yes that is always also in the scene:  what do you want?  Why are you still there, if you say you want to leave?  If you want to be left alone, why are you still having this relationship?  What do you want to do?

-since many scenes are written about wanting not to be there, it is the actor’s job to ask the question:  Why am I here?  The positive answer to that question is what motivates the scene

-if you really want to leave, then why are you still there having this scene with this other person?  Answer that question and you’ll be able to do the scene.  Settle for “I don’t want to be here” and auditors will have to find for the role another actor who does

-learn to use all levels of awareness
-focus means centering you attention on the person at hand not screening out awareness of everything else
-we operate on many levels at once.  We’re aware of distractions, and we handle them: through focus.  Use the reality of distractions to create focus.  That’s how we solve the problem in life
-being appropriate is for performing, not auditioning
-you don’t have to fit the action to the words in the audition situation the way you do in performing.  Like an improvisation, impulses may occur that conflict with the words at hand

-go ahead, do the action, trust your impulse.  Don’t wait for the right moment.  He who waits never gets there.  Do it now, when you feel it.  Besides the conflict between the words and your inappropriate action can be interesting

-a long speech is just several short speeches
-actors panic at the sight of a long speech.  But you can easily handle it by pretending it is several short speeches, with you creating the rest points en route by seeking responses from your partner.  Insist on a response before you’ll go on.  It will renew the relationship and make contact real: and you will avoid just the speaking of written words (which is what long speeches frequently become in an audition)

-overlapping is real
-one characteristic of their work was overlapping: one speaking on top of the other one’s lines.  People do this constantly in life, yet most actors await patiently for their turn to speak

-it provides urgency, it makes actors have to listen to one another, and the life-and-death importance will be encouraged
-actors should be could liars
-if your character is lying, lie well.  Make it convincing.  Most of us lie quite efficiently in life and manage to convince others that we are telling the truth.  Why should a stage lie be patently obvious?  It takes all the fun out of it

-scenes between actors of the same sex are always competitive
-I would also say all scenes are competitive, since drama is about what you want versus what I want

-choosing a need for comfort is never a good goal

-“comfort goals” don’t work: “I want to be liked,” “I want to be comforted,”  “I want to be understand,”  “I want sympathy,” – all these and similar choices aren’t strong enough for readings.

-instead pick a cry for help.  Make it desperate, a matter of life and death. Threaten murder or suicide if you don’t get help and get it now. It may sound melodramatic, but it works. Weaker comfort choices don’t  
-“I don’t care”
-choosing “I don’t care” as your emotional attitude toward your partner doesn’t work, either

-learn to interrupt yourself when ellipsis occurs in the script
-make it an audition habit to interrupt yourself by adding to the incomplete sentence one of these thoughts (which you will make active by using it as silent dialogue): 1. Maybe I shouldn’t say this?  I might offend him?  2.  Perhaps what I was going to say isn’t accurate, so maybe I shouldn’t say it after all 3. I’d better be careful what I say, or I’ll get into trouble 4. What was I just saying?  My mind wandered.  5.  I’m not going to complete that sentence because I want to see if you were listening

-use “I don’t believe this” as you would in life  
-when you find yourself onstage doing something unbelievable, use that fact.  It will make what you find unbelievable something that is believable

-don’t worry about indicating listening
-actors are so concerned with listening that they tend to indicate listening.  You don’t need to show auditors you are listening.  Better by far that you rely on creating specific silent dialogue so that you are reacting to what is heard rather than doing that phony-actor bit of indication.  Listening is not external, it is internal
Monologues, Soliloquies, Style
-actors are frequently asked in an audition situation to bring in prepared monologues instead of a reading.  This is most frequently done for auditors for regional or repertory theatre, where many plays are going to be performed and the actor is being considered to become part of a company

-pick something you enjoy, that you’re comfortable with, that might even be a pleasure to perform

-for a monologue; put your imaginary partner downstage of you with his back to the auditors and his face towards you, then you can use the whole upstage area all for your very own.  Actors tend to stand still.  The whole stage is yours.  Movement can be valuable

-think of style as behavior.  Behavior chosen by the characters as a way of dealing with the dilemmas of their particular lives.  It is important for actors to know that characters have chosen to behave as they do.  It is their lifestyle.  Enjoy how you say what you say.

Pace 
-almost every reading I see is too slow.  I have never seen a reading that was too fast

Romance
-one great missing ingredient in current acting is romance.  Everyone secretly wants romance.

-romance has gone out the window.  It is time to bring it back

-synonyms for romance: imaginative, remote from experience, visionary, fantastic, unpractical, quixotic, and dreamy

-no matter how “classical” our bent, a dream of romance is what no human being can live without; an excess of reality is what wrong with our current world.  Reality kills.  We can’t live for reality (if we did, most of us could not bear to stay alive very long):  but for the dream of what we hope will happen: love from someone splendid, success, glory, honor, and applause.  Romance is the dream of something better happening to us
-people are motivated by dreams, by visions of what might be, not by realities and harsh views of what is.  We do not live for what is sensible, yet I am amazed to find actors constantly making rational and sensible choices when they pick their scene motivations

-plays and films are woven around the unusual choices human beings make, so romance is likely to be that core reason 

-if the scene is only pragmatic and sensible, it becomes cold, bloodless, charmless.  For the basis of the scene is the struggle between romance and reality.  What feeds a scene?  Fantasies, dreams, romantic visions.  Actors plunge into sensible estimates of their characters, leaving out the major element of romance, which will make us laugh, cry, and feel with them
-bring back romance.  It is the secret life that is a primary motivating force in every human being
Comedy
-the performing of comedy is not basically different from the performance of drama, but there is a different emphasis.  Most comedy acting is so dreadful because the actors are trying to be funny.  What is worse, they try very hard; every effort shows with laborious groans and creaks, sweat, and buckets of jacked-up and unreal energy lavished on the comedy role
-in comedy the needs in the relationship must be even greater than they are in drama, the competition is keener and more immediate, the game playing is for life-and-death stakes every move of the way, and one-upmanship is a primary goal of every player
-the major other drawback to most comedy acting is the failure of the actors to use life as their source, which is why their performance is so artificial.  Look to life for your source in considering these elements of performing comedy:

-opposites – are the heart of comedy.  What makes us laugh is the playing of one emotion, immediately and unexpectedly against another.  Transitions are the death of comedy.  The unexpectedness of the use of opposites, not the telegraphing of them, is the lifeblood of the adept comedy player – in life as well as on the stage

-competition – is essential to comedy.  If you don’t compete, you lose.  Comedy is about the desire to win.  It is impossible to be too competitive in comedy.  The game should be played to win, always; the stakes have to be life and death.  One of the things that amuses us about comedy is to watch a character making life-and-death importance out of something that we normally do not find important

-specificity – goes hand in glove with competition: you must be highly specific about what you are competing about.  Generalities won’t create comedy.  The more you break down each beat into its specifics, the more successful comedy is achieved

-start from a point of innocence – in comedy, as in telling a story, suspense and humor are achieved through the audience’s reliving your experience as it happened to you, from the point where you started out innocent of any expectation to the point where you were victimized.  Play opposites: your innocence versus your present sophistication, your innocence versus the occurrence of evil, your innocence versus a cruel and uncaring world

-knowingness – is the basis for the majority of comedy in Neil Simon, also known as insult comedy.  It’s the statement of superiority:  I know something you don’t know, and I intend to let you know it.  I’m smart and you’re a fool.  I’m in, and you’re out.  I’m a king, you’re a peasant.  I’m knowledgeable, your naïve.  Knowingness is a game all of us play in life at one time or another because of the pleasure of being in the know and of lording it over someone else.  Play knowingness versus innocence to devastating comedic result   
-the setup – is a polished method of setting up your victim so that he falls into the trap.  Then you pounce on him, declaring it’s your win.  The setup is fiendish; you play at innocence in order to trap your victim, then you let him have it with both barrels.  Good, cruel fun.  Comedy is rarely based on kindness; it is based on cutthroat competitiveness.  Most actors are so determinedly nice that they can’t manage comedy at all

-events – are too rarely found by performers in comedy, yet they are essential to the movement of the play.  Scorekeeping helps you find the events: the celebration of your wins, the marking of your losses.  Events must be magnified.  The more you make them, the greater the comedy
-laying the bomb – is a major way to achieve comedy: you lay the bomb and coolly let the other person pick up the pieces.  Comedy fails when you can’t be cool after you put the match to dynamite.  In comedy you can never apologize for the risk you’ve taken or the injuries you’ve inflicted.  The risks are great: only the biggest gamblers get away with it.  If you comment on the arrow you’ve shot, then no one will be looking at the target – who should be decimated by the precision of your shoot.  Throw the bomb, go into deadpan, let the victim grapple with the results.  Laying the bomb is a life technique, not just for stage use.  All of these comedy techniques are from life
-focus – you can’t create comedy by that actor’s habit of constantly looking at your partner.  Considerable comic effect is created by where you look.  What you want is to shoot, hold your deadpan freeze, and then wait for your partner to drop dead.  Then look: oh, you’re dead?  Good boy.  The focus is on the event and the image of the moment.  See that.  The focus is on the image of your intention.  See that.  The focus is on the sharpness of what you are describing.  See that.  The focus is on the fantasy of what marvelous thing will happen.  Staring into your partner’s eyes kills comedy.  Don’t see that
-clarity – is the flavor of comedy.  You must be precise.  Clarity and precision are the exact opposite to the style of acting used on soap operas

-Uh’s are the death of comedy.  No uh’s, maybe, if’s, and’s, but’s, sighs, giggles, laughs

-be extravagant.  I advocate extremities in the use of opposites in all acting, but comedy requires even more extravagant risks.  The more immediate the opposite, the better the comedy; the bigger the risk, the better the chance for true humor

-hold the moment
-ping-pong – to repeat: Comedy is a game of ping-pong, drama a game of tennis.  The faster and more precise the game of Ping-Pong is played, the more brilliant it is.  There is never a game to fast; there is often a game too slow.  Watch two people play ping-pong.  See what pace really is, life pace, and bring that to the stage

-comedy is based on timing, it’s true.  Timing is everything.  Timing is your very own.  No one else can time the way you can.  It’s instinctual, it’s subjective – how can it be taught.  Timing is taking a risk.  A big risk.  You might fall flat on your face.  It’s just not when we do it, it’s what we do when

-it’s quite a game we play holding for a reaction.  Knowing when to start again, knowing when to pounce, when to crow, when to play dumb, when to play smart

Simplicity 
-the actor’s process is the distillation of complexities.  The simplest choices are the most telling.  When you put it all together, find simplicity

Observations from a life in the theatre
-what I look for in an actor
-I doubt there has ever been an outstanding actor who was humorless.  Humor is the most private, most distinctive, most personal of all human traits.  It is what makes each of us distinct

-if an actor has true humor, and a lot of it, I find he also has intelligence and perception, because humor doesn’t develop to a very sophisticated stage without those qualities as a foundation.  If an actor has true humor, he makes judgments and distinctions that are uniquely his.  If an actor has humor, he’s likely to have importance, because humor is the way human beings distinguish what is important from what is unimportant

-the use of humor in relationships is likely to express a greater sense of an enjoyment of competition.  A willingness to compete, a reveling in competition, means that an actor has drive.  An actor must have drive, or he’ll never make it.  The more driven he is, the more valuable he’s likely to be if this drive is combined with great humor

-overacting – what we term overacting is done by people who are acting by themselves, narcissistically setting up a storm in which no one else exists.  Of course, this is unreal.  Add relationship, the awareness and need of another, to these very same extravagant choices, and they will be real, lifelike

-an expression of feeling isn’t worth anything unless it interferes with what the other person in the scene wants.  If the interference is physically expressed, so much the stronger

-the mistake at an interview is to reveal nothing.  Nobody is going to hire a frozen robot to do a vivid job of acting

-luck - you gotta be ready when luck comes your way, so persistence and discipline and hard work are still essentials to success

-persistence – most actors fail not because a lack of talent but because 1. they don’t work hard enough 

2. they aren’t disciplined 3. they are literal rather than truly imaginative 4. they are victimized by their limitations and prejudices 5. they are ruled by their negative side 6. they are not persistent

-I am saying you will get considered for what you want if you are persist

-if you want something you have to keep after it.  Nobody’s waiting to hand you anything you want without your effort.  Ceaseless, persistent effort
-the people who make it
-the actors who make it work hard.  What most actors don’t know is that “newness” comes from discipline, not from inspiration.  Inspiration is great in rehearsal, but for a long run, only discipline, the heart of technique, can keep a performance alive

-you have to be ready when your break comes.  You can’t be ready without hard work.  To stay there once you’ve made it requires unceasing hard work and discipline.  Luck aside, the reason a lot of talented actors don’t make it is because they don’t work hard

-age can be irrelevant
-I’m a strong advocate of risk-taking
-take risks.  You may fall flat on your face, but they’ll at least remember you

-about directors
-directors are a strange breed.  Stranger, even, than actors.  The good ones have a mystique all their own; they are rare and are to be highly treasured.  The bad ones are fakes, trying to create mystery and authority out of sheer not knowing.  Most directors are bad directors

- a good director shares, not tells.  His job is to explore the play with the actors, find out what they know and lead them to know more, sense what they feel and get them to express their feelings.  A good director encourages actors to find themselves in the roles, not fulfill some preconceived image

-who does the casting?
-casting director do not cast.  Directors, writers, and producers cast.  It is the casting directors job to find what the director wants in each role.  The casting director suggests; he does not cast

-always give it a try
-it should be a cardinal rule in an actor’s life: always audition.  Half an actor’s life is auditioning, half is performing

-the world of creating theatre and films is too small to afford offending.

-brief observations that might be useful

-beware of all limitations.  The wrong is to decide on limitations: every don’t choice you make cuts out a possible action
-allow yourself to be surprised at yourself.  Actors leave this out.  It’s a common natural life practice.  Do it in the acting, too.  It can be highly engaging

-charm is useful.  Since we use our charm to get what we want in life, it’s amazing how few actors use their charm in a reading.  Charm can be very productive

-when an actor upstages you, use it.  The same way you would in life: register your awareness, with humor; then be willing to compete with him

-anger comes from being hurt.  You cannot be angry unless you have been hurt

-think of the image you are creating when you dress for an audition

-don’t believe what’s written.  The actor’s job is to add dimension.  Actor’s are often misled by failure: what we fail to do may be exactly what we’ve always wanted to do.  The fact that we don’t get what we want doesn’t negate its being a giant need in us

-the way of the crazy is frequently the admission of defeat at dealing with the world as it is.  She creates a world that is as it should be: private and responsive only to her

-when actors have trouble finding humor in a scene, it’s usually because they don’t know what humor is.  They think its jokes rather than a way of dealing with problems.  Watch people for where the need for humor comes in, because where you need humor in order to deal with problems is exactly where you can place humor in any scene you read
-the choices an actor makes should come from his own life awareness, not from his efforts to please the auditors

-the actor must always know more than the character does.  The character does not know what is in his subconscious and yet he is deeply affected by, importantly motivated by, that dynamic.  Thus the actor must know what the character does not consciously know

-one of the most important fantasies: this could be the relationship.  This person is the one who could change my life.  This could be what I’ve always been looking for.  Dream a little.  Make it a big dream

-literary choices are not dramatic.  Make your choices from emotional need rather than intellectual understanding

-when you really want to win and the stakes are life and death, then you will take important risks

-good friends to hurt each other.  They can’t be good friends if they don’t.  Good friends have been through the experience of hurting, yet they forgive each other.  Forgiving is not the same as forgetting; it’s a much deeper event

-friendships are among the hardest relationships for actors to achieve.  They forget the pain, they forget the competition, they forget the paying off: if you do this for me know, I’ll do what you want later on when you want it

-silence is a form of communication that is alternative to verbal communication.  Silence is silent dialogue

-thus you must avoid dead spots.  There can be no dead spots on stage.  Everything must communicate.  Every moment, every move, every silence must speak

-mere reality is never enough.  Neither is truth.  It must be heightened reality, selective truth, made dramatic by the involving choices of the actor

-whenever a character says he wants to go to sleep, that’s not the action the actor should pick.  The action to pick is to threaten to go to sleep: see how I can punish you for not giving me what I want, I’ll wake up immediately.  Give me what I want

-conflict, not contemplation, is dramatic truth.  Save contemplation for philosophic essays or for sitting on the toilet all by yourself

-what is the point of falling half in love?  Who’s interested in that?  A wishy-washy love affair, where the man isn’t sure he’s in love and the woman isn’t needful of anything.  If you pick falling in love, fall all the way: with a loud bang that can be heard even in Detroit.  Go for broke

-go for broke.  Don’t do the scene like an exploratory operation:  It is life-and-death surgery

-an actress will do well to know all women compete with one another.  Competition is the life and breath of all relationships.  

-onstage is where you must fight to the death, no defer 

-actors lose faith easily.  I say: make a strong choice and go with it.  To hell with whether it’s right or wrong.  The audition is about being right or wrong, it’s about commitment.  Actors are consumed with the fear of being wrong.  Keep faith in your choice and plow right ahead; make a strong choice and keep it strong.  If you have opposites of equal intensity, you’re taking the right kind of risk
-most actors don’t need enough from their partners.  Need the most.  The most love, the most response, the most belief, the most of whatever it is you want.  Only the most will give you a reading of dimension.  If you partner does not give you what you want, then want more.  In life we always do.

-find immediacy.  The impetus that drives you through the scene is what you are thinking and feeling now.

-the audition is always now.  That is why it is more like an improvisation, done just once, rather than a performance

-your everyday life is not the criteria of what you are.  Your fantasy life is who you are.  Everybody’s fantasy life is richer than reality.  An act of the imagination is what make being alive possible

-love is not always ideal.  It takes very peculiar forms sometimes.  Don’t be so idealistic in your concepts.  You overlook a lot of the strange places where love occurs, a lot of the strange, bizarre images that can be above love, too.  Actors are too conventional.  Love can be very odd sometimes

