 SEQ CHAPTER \h \r 1Dreamwork for Actors
-Stanislavsky’s techniques promise to bring the actor to the “threshold of the subconscious.”  The depths of imagination lie there, beyond that portal

-what if we could harness the boundless creativity of our dreams in our waking life?  What if we could dream the character’s dream?

-the world of imagination is comprised of the reflexive, the constructive, and the autonomous imaginations

-Uninspired, indicated acting utilizes the reflexive imagination.  It provides the rote gestures, intonations, actions, and activities known all too well by the actor and the audience

-operative on its own, it is capable of delivering only the prepackaged, cliched performance of shallowly observed behavior

-the constructive imagination makes use of an actor’s connection to the text via his conscious observations, memories, thoughts, and feelings.  The actor matches the pattern of his experiences against those of the character.  He then brings his intelligence and talent to bear on the imaginary situation by constructing a personally enmeshed, re-envisioned universe.  Stanislavsky’s conscious approach to the unconscious maximizes output from the constructive imagination

-actors working in this way create satisfying, embodied responses.  The more observant, intelligent, and intuitive an actor is, the more life he’s experienced and articulated in his being, the richer these constructs can be.  A good performance develops a linear relationship between behavior and underlying emotion

-most people create by making use of the constructive imagination.  We contrast and compare, analyze the data, filter it back through our own experience, and often succeed in making something new

-something meshes the data and the actor and allows impulses to flow from the new information.  But we are courting inspiration by conscious application of indirect, volitional actions.  When pure inspiration strikes we experience a jarring impact - contact with the autonomous imagination.  We have dipped into that realm and emerge with something wholly new

-the autonomous imagination is distinguished by its non-volitional nature.  It is independent and generative; something emerges that did not consciously exist before its appearance.  Even if it contains bits and pieces of our conscious life, it erupts into our world altering the equilibrium of energy, injecting something that feels radically new

-although it may resemble what consciously mixing and matching experience to the text might have constructed, it is more suggestive, eloquent, and momentous.  It is often nonlinear and symbolic rather than literal.  The contents of the autonomous imagination are whole and precise, recognizable though not necessarily understandable.  Their impeccable precision is so compelling, however, that our rational mind and all other imaginative faculties resign themselves immediately, or at least temporarily, to the force of a better idea

-actors who transcend moment-to-moment reciprocity of action and reaction, who develop nonlinear associative dimensions in the relationship between emotion and behavior, often evoke autonomous imagination

-a territory they know fully but cannot explain.  This great acting does not pacify: it is unsettling and demanding.   In some fundamental way it refuses to answer conclusively the questions posed by the playwright.  It responds instead.  It is a present, living dialogue between the actor, the character, and the world

-it goes further than cause and effect.  The character reveals the sum total - at once - of his human desires and conflicts.  He is an utterly human, expressive presence

-great performances participate in all three kind of imagination, for they are all linked

-imagination is re-articulating itself

-each manifestation is essential, each has its place, and all participate in the realization of a great performance

-while it is useful to think of imagination as having distinct levels, we cannot forget they are part of an organic ecosystem

-the world they are a part of is our body-world.  Imagination resides throughout the entirety of our bodies

-an embodied, sensory response is directly linked to an outpouring of imagination, and imagination is directly linked to an outpouring of sensation

-it is useful to think of imagination as residing in a series of infinite regressions in every cell of our body

-one cannot reject the reflexive imagination as inferior without doing damage to the autonomous imagination.  And one cannot reach the autonomous without traversing the reflexive and the constructive.  

-the technique we developed using incubated dreams as a source touches on all three of these imaginative territories and gives each its due.  It brings actors into proximity with the reflexive and the constructive imaginations en route to autonomous output, acknowledging them and using any richness that can be found there

-all three imaginative phenomena are required

-unless the actors were prepared with a strong inner structure, the contents of the autonomous imagination were so potent that they flooded the whole

-as appealing as it seemed to create from the wildest source, the actor’s bodies were not ready to accept the torrent of imagination.  This technique that allows actors to disembark directly on imagination’s shores requires a sturdy vessel.  With that secured, the actor can enter the flow and let it manage him

-this book offers a new acting technique that intentionally generates dreams on a play.  They are the character’s dreams created out of the actor’s raw material.  From these we establish an energized network that becomes the characters’ body  

-this dreamworking is a technique that “evokes brimstone,” one that embodies the “physical knowledge of images and a means of inducing trances,” a technique that finds an analogy in a theater gesture to the gesture made by the lava in a volcanic explosion

Stories We Tell Ourselves
-imaginations function is storytelling at its most majestic levels

-we use imagination in life to explain life to ourselves.  It arises in the form of regulatory structures, theorems, metaphor, and philosophies - all of them stories to help us picture the life we lead.  The more lifelike the metaphor seems to a culture, the greater its currency

-it is through stories that our parents tell us our lives and provide imaginative constructs that enable us to succeed and fail

-all of us require organizing metaphors to make order out of chaos and disorder of our passions.  These metaphors are leaps of imagination that set us apart from any other species

-expressive language is impossible without the converting action of imagination translating our desires and emotions.  Meaning itself is not possible without imagination

-the kind of imaginative expressivity a theater audience is after depends on the collective story it desires to be told.  In today’s popular theater we crave magical realism

-the impulse to convert that which shames and confuses us into flights of sentient words is still part of the human experience.  We want, we need, imaginative stories to make sense of the mute, irrational aspects of our nature

-imagination converts irrational social rules into acceptable stories

-imaginative stories are the sine qua non of our ability to understand the world, much less our shifting selves.  The stories given to us by the autonomous imagination are invariably lifelike and precise, although often challenging

-the present is just passing; observation itself alters the present and turns it into the future, and the interplay between man and his environment, or one another, changes us in every moment.  Intelligent, observing people require a good imaginative story to cope with the slippery slopes of our ever-becoming selves

-an actor must tell an ageless story and fill it with newly envisioned variations on a hoary old theme.  It will be his story of the story.  If he is skilled and imaginative, these variations will delve beneath ornamentation and open a world of insight into character and the landscape of the play.  Accomplishing this requires a good story to spring the imagination.  

-a delightful story is one of imagination’s greatest delicacies.  Imaginations tells us stories, and at the same time there is nothing that activates and then nurtures imagination’s presence better than a good story

-the effectiveness of a technique is proportionate to how well the actor’s imagination is captivated by its story.  The better a technique is, the more it harnesses the themes human beings find endlessly interesting

-a good technique leads an actor to a solid sense that she will be able to find that place, that tangible boundary, and situate herself in relation to it so that information will unfold

-the more physically conscious the process, the more reliable the results will be.  The more conscious the actor is of sensing the boundary to be explored, the easier it is to get there.  The boundary becomes an embodied place, not an abstract idea

-all good acting techniques define the boundary that is to be attended, and then grant the actor a structure in the form of a story that enables him to approach and dwell there

-by simply redrawing the field of perception great insights and newly discovered lands emerge at these points of contact

-more importantly, the actor has fully identified with his body

-he discovers that consciousness suddenly resides throughout his body.  His whole body becomes an imaginative realm.  The body invites the presence of imagination, memory, and emotion, and continuing the exercise as a body in space sustains these entities

-the craft of acting develops strategies and techniques for actors that seek to deconstruct the dualisms of mind and body, inner and outer, observer and doer, in order to act.  We focus on the practical necessities of being alive in the moment onstage, and many techniques wholly succeed in unifying the actor in these aims

-the story the technique tells is to watch the transactions at the boundary between self and object.  The story imagination rebounds is observational and behavioral; indeed a relationship can be brought into existence between self and object

-you must observe and then identify with your observation, and finally use the object to fulfill the task.  The technique is not designed, in itself, to take the actor into the domain of the autonomous imagination.  Rather, in the line of Stanislavsky, the public privacy it creates prepares the way to the threshold of the unconscious

-time pressures cathect different body states, different body-worlds

-the doing will create new information that stems from a new body-world.  The different time frames reveal to us how relational imagination is.  And once the imagination is engaged, it constellates a different body-world in any entirely relational way

-Meisner’s repetition exercises operationalize the interpersonal boundary of individual body to individual body, which is an enormously powerful arena of contact, ripe with information, sensation and stimuli

-the text they will perform when they act in a play is fictional, bu the relationship they develop onstage is not.  Each actor can and must affect each other.  When they allow this to happen, each will inevitably re-mold the other’s body-world - and that will be the primary text the audience “reads”

-we humans have mastered most of our impulses to such a degree that we barely register them.  The actor’s job is to sensitize himself to impulse, so that he spontaneously acts and reacts in the moment, with interest, variation, and surprise (to himself, the other actor, and the audience)

-the boundary created by repetition exercises remains a vital and lively one through the actor’s life because it is the font of responsive spontaneity 

-once actors familiarize themselves with its location they find the authenticity, spontaneity, and excitability found in interpersonal contact

-focused sensate engagement allows an actor to approach the boundary between himself and wider imagination.  Maintaining this flow holds reflexive habits in check.  Attention to the actuality of the present moment, whether it is connection with objectives, the body, impulses between two actors, the relationship between the actor and the sounds of words, or any avenue of technique, invites the possibilities of new thoughts, behavior, images, and feelings to emerge and develop

-this new material emerges only with disciplined attention to his senses in contact with the wider, or subtler world

-even more importantly, the actor identifies the process of locating this informative boundary and can return there at will

-it is our humanity at its most revolutionary.  Let’s assume that we exist within the universe of imagination.  No, lets go further and assume we are ultimately of imagination.  Let us take this assumption even further, that our intangible thoughts, our dreams, our bodies, and everything around us - clouds, food, water, stone -are the active play of imagination.  “We are such stuff as dreams are made on,” and we dwell in a landscape of material imagination.  By widening the field to the vastness of the universe the points of imaginative contact are boundless

-the participants will all behave as if the universe, including oneself, were living imagination.  It led us to a remarkably fresh perspective, and sprang forth wildly imaginative acting

Let’s Work on Your Imagination
-I sought the surprising.  I wanted to be ambushed by what was utterly simple and true - not by flamboyant dramatics.  I wanted to enlist the imagination in the service of those idiosyncratic things we see people do in life but rarely onstage.  I wanted to watch a character’s body betray her will and to see the subtly textured interplay of conflicting and simultaneous desire.  I wanted to see characters driven by a rich, complex, and profound inner life.  In sum, I wanted to see behavior that was so immediately recognizable - but not immediately understandable - that it would shake me to the core

-all acting techniques are a dialogue with imagination, but they all, to the best of my knowledge, use something else as the conduit

-could one work directly on the imagination with a consciously applied technique

-since autonomous imagination expresses itself most luxuriously in dreams, could a link be forged between the actor (and his imagination) and the play (and the playwright’s imagination)?  What about a link between the actor’s imagination and the character’s imagination?  We envisioned an acting technique that gave direct access to this rich sea of imagination that envelops both actor and play and holds them in a common sphere

-the dreamer normally experiences the dream as a real event

-the spoken dream describes a linear story because we translate what is essentially symbolic analogy into a digital language in order to communicate it.  We focus on a detail and then move to the next in order to make sense of the total content.  Dream content, however, is more like a sculpture than a film.  In a dream the whole is given all at once and is encoded in the image

-the object of his dreamwork is to re-experience the dream in its landscape in waking life, allowing the images to become re-infused with their original sculptural qualities.  While re-experiencing them, the images are felt to be abundantly fed by personally significant symbolism.  The idea of re-experiencing dreams instead of merely telling them would become a cornerstone of our dreamwork acting process

-I re-entered the dream at a relaxed, unthreatening instance - never at a moment of crisis or intensity.  From this starting point, Robert broadened the scope of the dream images by asking me how I experienced them in body.  Where did I feel sensation that simultaneously arose with the image?  What was the quality of that feeling?  I might not have noticed this sensate data on my own, but when directed to so, it readily revealed itself if it were there

- in my recall and initial telling of the dream I did not possess this information.  It emerged upon questioning only when I re-entered the dream landscape

-by fusing the dream image with my physical experience, its sensate and emotional content blossomed, suffusing my body.  I was both the dreamer and the dreamed - able to observe and experience simultaneously

-entering into the body or inner being of any of a dream’s images - whether an object or a person - and experiencing it framed another key concept in our work together.  We call this transiting
-I remain astonished by the noncritical ease with which people immediately accept the penetration of self and other

-imagination rushes willingly to the forefront and lubricates the way

-if asked how dream characters responded, even when I didn’t witness that response in the dream, I spontaneously imagined her response.  Robert and I call it bound active imagination because it is bound by the data of the image

-as I re-experienced the dream and inhabited its territory it became a concrete landscape that allowed me to experience its inherent intelligence.  The fusion of the image with bodily sensation - and the attendant emotion - began to reveal the dream imagery as mysterious, vital, unified whole that expressed itself in and through me

-we wanted the images to retain their symbolic potential and to become grounded in the actor’s body

-the body is the file for memory, and it is through its experience that images arise

-its most egregious flaw for me - is that it places the mind at the center of imagination without reliable access to the sea of imagination our bodies inhabit

-the quality of a light in a room is tremendously evocative.  The light touching our skin forms a primary boundary between I and other.  We respond to light whether we know it or not.  We either take it in willingly, are taken in by it, or fight its effects.  In dreams light will infuse the imaginary space, setting not only the tone for a scene, but its symbolic referents

-feel the sensory and visual until they are fused together.  This has become the most frequent prompt in our dreamwork

-the boundaries of the body are able to exchange and contribute sensory information not merely in the present world, but in any world inhabited by a sentient body.  We made the body sentient by exploring its sensations, however imagined.  An actor re-inhabiting a memory had actually been there, but a dreamer inhabiting a dream had actually been there as well.  All that was required for our purposes was a sentient body

Pilgrimage to the Temple
-an incubation image is comprised of a short series of discrete images from the scene under examination.  The idea is to first explore the images and couple them to the emergent sensate information found in the body.  Then we extract these fused sensate images from the scene and make certain the subject can move easily from one to another; in other words, she can easily call up the image and the physical sensations it evoked.  She then recalls them fully (as an image wed to an embodied state) for twenty seconds before sleeping in order to catalyze a response in the dreams that follow

-an incubation image is far more than a summary of a scene’s content and conflict.  In effect, it poses a question to the autonomous imagination, and the imagination responds in similar language - with the images of dreams.  The more seemingly irreconcilable the question, the greater the ingenuity and delight in the imaginative response

-our hope was that a collaboration with the Gods - with the realms of an actor’s imagination - would yield inspired results

-ritual evolves within a specific cultural context that plays an important role in its effectiveness

-the actor, like the fearful patient, must be emotionally engaged

-in place of the patient’s offerings and prayers, an equivalent preparatory process must take place that serves to dedicate the actor completely to the task at hand

-the incubation image should be comprised of contrasting or opposing images or states, just as the ailing main held hopes for health and fear of illness in the same state

-the dreamworker would stand in for the priest, working homeopathically by using the actor’s words and visions as the “treatment” for generating dreams

-one of our underlying assumptions is that dreams are a product of the imagination, and that imagination is by its very nature intelligent and playful

-we assumed that if we addressed the imagination homeopathically, in its own language, it would respond in kind.  Dreams are imaginative imagery so we would seed them with imaginatively engendered visual images.  We hoped the actors’ dreams would rebound with a depth of creativity that the reflexive or constructive imaginations alone could not supply

-to say it simply: if the actor presents a charged image directly to her imagination, her imagination will playfully do something with that image.  And that something is likely to be far more profound and surprising than anything she could willfully invent

Prayers and Offerings
-our first step is to ask the actor, “Which moment in the scene do you find most compelling?”

-we specifically do not ask, “What do you imagine?”  Asking an actor to imagine places him under pressure.  And we all know that imagination does not respond to force: the faster you run after it, the faster it recedes, like trying to catch your shadow

-seeing is a precise, immediate action that we know occurs in the present - the best place for an actor to be

-willingness on the part of the questioner to be emphatically present in the actor’s unfolding experience is essential

-distilling a clear and concise incubation image is the next step, and it brings this part of the process to a close

-Linda will recall these three reference points and experience all of their sensual parts for twenty to thirty seconds prior to going to sleep each night

-Linda’s dream images were densely charged with intimate personal significance because they were hers and with relevant meaning because of the interpretation of her imagination of the play

-specific images emerging from the overlap of Linda’s imagination and the play’s imagination.  They whispered their meaning into her being

-each imaginative stroke is simultaneously of the play and awash with personal, emotional relevance for the actor

-if acting is sacred to the god Dionysus, and the work of th actor is to invite the God into his body, then action is based on the infusion of the God into human form

-acting is both a machine and a miracle, and one mechanistic process catalyzes countless connections

-maintaining the integrity of the vessel must take precedence over any other aspect of transformational work - be that work alchemical, psychotherapeutic, or theatrical

-I feel the need to inject theater with more of the chaos of life; the conflicting drives that have equal pull, until one valance loses some of its potency.  I want more life on the stage.  We act from such a variety of necessities and drives that we cannot even tell what we’re about half the time

-acting could be more lifelike by permitting greater, nonlinear (yet recognizable) chaos

