Intent to Live
-one of the most important things I’ve learned about acting is that you can’t separate how you live your life and how you practice your art

-that’s what we do as actors, we bring a script to life

-I hope this book will inspire you to apply and dedicate yourself to learning the craft of acting and to have faith that if you persevere and you love the craft, you can become the kind of actor who lives on stage and screen

-that’s what our work can do: we remind people that things can change, that wounds can heal, that people can be forgiven, and that closed hearts can open again

Given Circumstances:  Building From the Ground Up

-I’m teaching you to examine and understand the lives of your character and the other characters in a script and see them as real people with real lives, and in so doing you will begin to discover the over all dynamic of that play or film.  You’ll be able to define precisely what drives your character, the other characters, the story
-everything I’m teaching you about acting has one aim only: to fire you up emotionally and behaviorally so that you can give a vivid, involving, and memorable performance

-given circumstances is the term used in acting for everything the writer tells you in the script about your character and the situation they find themselves in.  Given circumstances are the facts; they are the information that is not subject to debate.  In other words, given circumstances are irrefutable.  They are the ground on which you build your creative choices, the only place you can begin

-anything the script tells you about who your character is or about what the character has done before the story starts is part of the character’s given circumstances

-that’s why it’s so important to read the text.  And read it again, until nothing in the script is vague to you

-taken all together, the given circumstances- the facts that the writer gives you- are the foundation of the performance; what you add to that foundation is your specific interpretation

-that is the actor’s job: to interpret

-John Malkovich has said if he understands his character’s point of view of the world, it gives him a great clue about how to play all the scenes
-you have to study the text very diligently until you can say, based on what the script tells you about the character’s history, how the character is treated by others, the character’s reactions to that treatment, and what the character actually does – not just what they say but what they do – that the character sees the world in a certain way.  In this way, you character’s point of view is part of, and inextricably tied to, their given circumstance

-after they have digested the material in the script, I ask them to express the character’s point of view of the world in the following way: “My name is [characters name], and the world is [six descriptive words or phrases]

-i.e. “My name is Melvin Udall, and the world is a terrifying, vicious, unfair, desperate mind field in which I must get them before they get me, and I must keep control of everything in my life so the world doesn’t explode into chaos where all the germs will get me”

-you must walk into every script with this kind of specificity about who you are, why you’re there, and your whole unique life experience

-as you study a script, write the given circumstances on a list, scene by scene.  Ask yourself:

Where does this scene take place?  Who is in the scene?

What do I as a character know about the other characters in the scene?

What are my relationships with them emotionally?

What do the other characters say about me?

Given what the script tells me, is it true?

What do I as a character know about myself that is relevant to the scene (my background, my attitudes) as I enter?

What does my character literally do during the scene?

What do other characters do to me? How do they treat me?
-when you’ve gone through the whole script and written down every piece of information it tells you about your character, you will have a list of your character’s given circumstances and you will see the way they change as the story develops

-when you are actually performing the scene, you forget everything you know except for the specific need and point of view of your character at the beginning of each scene.  We do all this homework to give your performance inner structure and specificity, but when we actually act, we have to forget what we know – and by that I mean we need to be innocent – until our character is confronted with new events.  Don’t bring into the scene something the character doesn’t know yet.  If you’re working moment to moment, these new events should surprise you and give you a chance to react spontaneously in performance.  This is what makes your character live

-don’t distance yourself from the role you’re playing by thinking of it as a character if that word doesn’t convey to you a flesh-and-blood human being

-when you’re doing script analysis, you’ll find that what your character says is not always the same thing as what they do, and you have to note this as part of the given circumstances

-characters, like people in your own life, say a lot of things, but we understand them primarily through their behavior, which is why I said earlier that you have to define a character’s point of view primarily by what they do, not necessarily by what they say

-the given circumstances are always the same, no matter who acts the part

-Stella Adler famously said “It’s not enough to have talent.  You have to have a talent for your talent.”  One of the talents you need is to be able to break down a script and to identify all the facts that the writer gives you that help you understand your character, what each scene is about, and what the whole script is about
-because only by identifying and investing in these facts can you bring you truth – your interpretation- to your performance.  Root your performance to the earth (the given circumstances), and you can begin to fly

Superobjective and Objective: What Do You Want?

-I use the word objective because I like it; it sings to me.  Other synonyms you can use and that are used in the business of acting are my want, my action, my desire, my goal.  It’s all about human needs

-the objective is what your character wants in a certain scene in order to try to fulfill their needs

-of course, your character’s wants don’t begin with that scene.  As a character you walk into a play or a film from a prior life, and something has happened in that prior life – something deeply emotional – that has created for your character a wish or dream that is called the Superobjective

-the objective of each individual scene is connected to you overall Superobjective, you driving passion.  The Superobjective is the engine that propels you through the journey of the play of film; it is the dream that moves you through story, for in plays and films as in life, without dreams we don’t take action

-the Superobjective – the dream, which comes from a deep yearning within the character – is the spine of the actor’s performance, and that the objective in each individual scene are the ribs connected to that spine
-this system of wants for each character means that the character’s desires -objectives- in each scene.  It is vital to every play or film you will act in, because without objectives, and without obstacles in the way of those objectives, you have nothing to act

-each scene will have a particular, specific objective that I pursue in order to attempt to fulfill my dream, my Superobjective

-every Superobjective has a justification, an emotional reason for its birth

-the Superobjective is so emotionally powerful to your character that it will make you try to obliterate any obstacle in your path

-the reason I’m using the word obliterate, which means to destroy, is that the Superobjective is that intensely passionate; it always comes from deep pain, deep joy, or deep fear

-where do you find the Superobjective that drives your character?  You find it in the script – the same place you find the objectives of each scene.  It’s the road that the writer provides for you.  This Superobjective, this dream, and these wants drive the story forward, and as an actor your job is to tell that particular story

-remember, you use yourself to act, but the character is not you; the character comes through you

-if you don’t separate the character as written from your own life you will miss the qualities that are imperative to capturing this person’s personality.  Yes, you use yourself deeply – your emotions, your imagination, your interpretation, your physical behavior; but I say again, the character stands on his own and your job is to bring him life

-if a really powerful Superobjective is never obtained, you never arrive at your destination.  That keeps you in a state of wanting and aliveness until the curtain comes down

-what we want, what we desire, what we must have: each scene has at least two opposing objectives –one coming from your character, the other coming from another character.  These create conflict and raise the scene to heightened reality
-these conflicting wants are among the obstacles to characters’ obtaining their objectives

-these classical plays, they are great, and they always will be great, for they speak about the difficulty of being human in extraordinary ways

-Stanley Kowalski – to stay king of my castle.  Everything Stanley does to bully, to entertain, to seduce, to create a ruckus, to destroy, and to beg - those active words that are his active intentions in each scene- is in the service of his Superobjective
-it’s not enough to identify the Superobjective intellectually; you have to justify it, to find the emotional drive behind it.  You need your own specific interpretation of the superobjective so that every time you think of it, it makes you emotional and drives you into action

-I believe that when you’re playing a part, the justification for your superobjective should be so emotional, so passionate and alive to you, that when you think about it, it makes you weep, rage, or burst into joy and fall on your knees in gratitude.  In performance, just reminding yourself of your justified superobjective may be all you need to keep you emotionally galvanized for the whole play
-one way to discover your emotional justification is to ask yourself “what if I don’t get my dream?” and imagine what would become of your life if you didn’t

-the emotional justification for the superobjective cannot be general; it must be specific.  The passion behind the dream needs to be created by your imagination as a specific, unbearable humiliating moment or series of moments

-sometimes the emotional justification is in the given circumstances of the script, and sometimes it’s only hinted at

-the superobjective, the dream, tells you how you feel about everything in the play or film, including the other characters, and in every scene it drives you to actions that you believe will help you to get what you want

-sometimes a character has a conscious and an unconscious superobjective

-say to yourself “wait a minute, what’s driving me?  Oh right! My dream, my superobjective.  Now what is happening in this scene or with this relationship that I’m involved in, and how is it connected to my superobjective 

-sometimes a character has a double-pronged objective

-so this is a comparatively rare instance when the character does get their superobjective and, because they do, a new superobjective is born

-remember that the objectives of your character in each scene are ribs on the spine of the superobjective.  Start observing your own life and see that this is true not just of plays and films but of all of us

-you can begin to see in a very practical, very human way that every day of your life you have a system of wants, desires, objectives from the moment you get up in the morning till the time you go to sleep at night

Obstacle and Intention:  How Will I Get It?
-drama is created by wants – objectives – but it can’t really be drama unless there’s an obstacle standing in the way of achieving the want.  In every play or film, there’s someone who can’t or won’t give you what you want, or you’re in a place where you can’t get it, or there’s something else you have to overcome to get it.  Having obstacles is basic to dramatic structure.  It’s also basic to life

-to ingratiate, to joke, to plead, these are all verbs, and in acting they are called intentions or active intentions

-intentions are active doings aimed at overcoming obstacles and achieving your objectives.  They are how you go about getting what you want.  The degree to which you overcome an obstacle with your intention is the degree to which you’re successful in achieving your want.  Once your character achieves what they want, a new want is immediately born with a new obstacle, because that’s what makes the story develop

-objective, obstacle, and intention are the triad of all acting

-they are in every scene you will ever play.  Once you discern the wants and obstacles in the scene, you then begin to discover and define the active intentions your character uses to try to remove the obstacles and gain your objective

-active intentions are aimed to get reactions from the other characters in the scene.  It’s by getting to react in specific ways that you gain your objectives.  When one intention doesn’t achieve your objective, you may find that the writer transitions into another or gives you the opportunity to choose another intention, and you have to be sensitive to the writing in order to see where a new intention is called for or may be appropriate and exciting

-that’s why Stella Adler said “It’s not the lines, it’s the life.”  The life has to do with what you want (your objective), why you want it (your emotional justification) and how you go about getting it (your intention) to overcome the obstacles

-the circumstances of the scene might clearly give you a way of saying good morning, but if they don’t, if the choice just seems open to your interpretation, you must make a choice that adds interesting color to your characters life and that fits with the circumstance

-the diversity of human behavior offers you many specific choices of intention to make your characters live

-picking a specific intention is the same thing as a painter picking a specific shade of hue of a color to create a certain drama on the canvas
-clearly, as an actor playing a character, you must try to accomplish getting what you want in some specific way.  That’s what moves the story forward and makes it interesting to the audience: the ways you try to get what you want.  Call the ways you do that intentions, call them actions, call them tactics, etc

-it all comes down to active doings, behaviors toward other characters to remove obstacles and get what you want

-if you read scripts carefully, you will see that most of them lay out a map of what characters say and do to get their objectives.  By breaking down a script into given circumstances, a superobjective, objectives, obstacles, and intentions, you make your own personal map of the text, and that is the basis for your interpretation of a role.  It will tell you your point of view toward your lines and it will help you to discover behaviors for your character

-I don’t see a conflict between having an intention and being spontaneous, because within the exploration of intention, you are living and responding moment to moment.  As an actor, I want to see in performance if what I’m doing is working on the other character to get me what I want.  This means observing moment to moment to see how they’re reacting to the active intentions I’m playing.  That’s what I mean by exploration.  You make your choice of active intentions in rehearsal and then you are alive in the moment during performance to see how they are working on the other characters
-in rehearsal you are exploring the most interesting and provocative ways to reveal your character by the way they try to achieve their objectives. 

-How does your character manipulate the world to get what they want?  I’m no using the word manipulate in a pejorative way; consciously or unconsciously, we all try to manipulate the world from the moment we’re born.  We have to find ways to get our needs met, and from childhood on we’re learning what works best for us.  These are the choices you’re looking for as active intentions in a scene; they make it not only clear but involving and entertaining to the audience watching

-but much film, theater, and television is realistic, and if you advertise or wear your point of view more theatrically than you would in life, it pushes the audience away.  Uta Hagen said it brilliantly “don’t show your point of view, have one”

-when you commit to a character’s given circumstances and objectives and to your choices of intentions, that commitment will stir your emotions and make your character live.  But all the characters live differently, depending on who they are.  Some characters are emotionally explosive and express themselves in very overt ways.  Others hold their emotions in.  You have to know what kind of person your character is so that you can know the amount of emotional intensity you need to bring your character alive

-you may not like directors talking in result terms, but they will, and your job is to translate what they mean and know how to do the internal work so that it will feel real to you

-you have to pick an intention because of its emotional heat, that what makes intentions so actable

-sometimes you’ll find that your intuitive understanding of your characters is so strong that you make effective choices instinctively.  That’s your raw talent and your affinity for certain roles – but not all roles

-hunt for interesting choices of intention, choices that are specific to your character and to the text and that stir you toward interesting, provocative human behavior.  But make sure you don’t cement a choice

-explore the full range of possible intentions: treating the other person like a servant; inspiring them; flattering them; treating them like royalty; tickling their funny bone; hitting them with the knife of truth; confronting their lie; persecuting them; threatening them as though they were a little puppy

-I’m using these examples because they are active verbs and phrases that should excite you to behavior toward other characters that will help you eradicate obstacles and achieve what you want in a scene while revealing your character in an interesting way.  When you commit to these intentions fully, you will feel creatively alive, because your body will join you with physical impulses and behavior as you use them to pursue your objectives

-remember: an intention is never an end in itself; it is a means to overcome an obstacle and get what you want

-be aware that your acting partners are doing specific things to you to get what they want, and when they do, it’s going to create an absolute need in you to treat them in a new way based on how you’re being treated

-remember: the play or film script is what’s important to deliver 

-phrasing your intentions in the vernacular of the particular character you’re playing – using their words and speech pattern, based on their social and economical background – will make similar intentions quite different
-describing your character’s intentions in words that they would use will help to excite your emotion and imagination.  It will also connect you deeply to the specific script and character you’re working on

-another way of looking at intentions is that they are created to help you send ideas to another character.  Now hear this: acting is about sending ideas to other people – not just emotions but ideas
-ideas are alive and good writers are filled with ideas that they are sending to the audience to the characters

-so you want to be clear about and fascinated by the ideas you’re sending.  Often the other characters’ ideas are obstacles to your getting what you want, and ideas you are sending to them are your attempts to overcome these obstacles.  How you send the idea is your active intention
-it’s the active intention you choose to send your idea with that make your idea live instead of being just a bunch of word

-you might try to seduce another character with an idea, try to intimidate them with it, try to shame their idea out of existence, to humiliate or denigrate their idea with you idea

-one intention may last as briefly as a line or two or as long as entire scene
-you have to be sure to examine the subtext – the emotions that are taking place beneath the surface – to know which intentions are appropriate for a line.  You can’t always take a line literally

-the intention is picked in order to make the other character feel or do something that you want.  You can only determine if your choice of intention will work by testing to see if the script supports it and trying it in rehearsal 

-the better the writing, the more interesting the obstacles and the more interesting your choices of intentions can be

-sometimes characters face their own inner obstacles to getting what they want.  Inner obstacles include among others, shyness, fear, stubbornness, being thin-skinned, and lack of self-worth

-remember, an intention is chosen to create a specific emotion in the other character

-an intention is always active.  Even a character who is passive is active in their intentions

-you can’t and should never try to act a mood.  Again, you have to find active behavior 

-you can’t play an emotional condition; you have an emotional condition, and because you have that condition, you try to overcome it with active doings (intentions)

-start by choosing one active verb that you think is right for a specific moment in a scene, then find all the synonyms in the thesaurus for that verb and try out the dialogue as one by one you play the different possibilities.  Each word will create different emotions within you and different physical impulses that will translate into behavior.  You’ll find that this is a gold mind of inspiration

-you have to find the right verb or verb phrase for you

-this is what the Van Gogh fence is all about: all the different tones of color you can choose from to bring something to life.  Don’t resist using the thesaurus because you think it’s an intellectual exercise; words were invented to express feelings, that’s why we have language.  But you have to find the words that are emotional for you

-choosing and exploring intentions can offer you new vistas for a stirring performance

Stakes: What Is It Worth To You?

 -how important is it for your character to get what they want?  What lengths will character go to to get it?
What will happen if they don’t get it?  These are the characters stakes

-as you explore a script, ask yourself, how far would my character go to achieve their goals?

-what do they do – not say, but do – in the script?  This tells you what the stakes are for them

-don’t ever judge or underestimate or dismiss a character you play because at first reading the character’s concerns seem unworthy to you or you can’t immediately relate to them; respect the character’s life experience and find a way to identify with their plight

-don’t cheat them by judging them.  This is one of the ways that stakes can help you.  If you analyze a script and come to understand your character’s emotional stakes, you’ll play them with depth insight, whether the story takes place in sixteenth century or the twenty-first.  For the actor, every play or film takes place now.  Compassion and empathy, actors, these are the keys for getting to the soul of your character

-the difference between a really great performance or even a good performance and a mediocre one is how much the actor makes us feel and care.  We in the audience have to feel that we’re watching a life being lived in front of us.  The actor has to not just know the stakes but make us feel emotionally how important they are
-many people fail because they don’t set their sights high enough and raise their own artistic stakes

-even in one scene you will find facts about your character.  Ask yourself:

-What does the scene tell me about who my character is: their age, physical condition, or any other defining details, including socioeconomic class, that is vital for the scene to work?

-What literally happens to my character in this scene?
-Why is my character in this particular scene?  What would be missing if I weren’t in it?

-What does my character actually do in the scene?

-Who is my character with?

-What is my character’s emotional relationship to each person?

-What are the other characters’ relationship to my character?

-At the beginning of the scene, what’s my character’s point of view? Hostile? Loving? Friendly?  Competitive? Supportive?  Humorous?

-How and why does it change, if it does?

-What do I want (what’s my objective)?

-How high are the stakes?

-What’s standing between me and what I want (what’s my obstacle)?

-What does my character do to try to overcome it (what are my intentions)?

-answering these questions helps you to make choices about your interpretation to help bring the character to life

-above all, trust your impulses and intuition.  Fly with them in the audition.  Don’t waste you r time worrying.  Be creatively active

Inner Imagery: The Life Within

-script analysis helps you digest the script so that you understand it as the writer wrote it.  The interpretive choices you make, including how you express your superobjective and active intentions, come from how the script affects you personally and how it fires up your imagination.  The next step is to use your imagination to fill in the flesh and blood of the character.  This is what helps you create an internal life for that character that makes the person you’re playing alive
-what do I mean by internal life?  I mean the thoughts, feelings, memories, and inner decisions that may not be spoken.  When we look into the eyes of actors giving fully realized performances, we can see them thinking.  We’re interested in what they’re experiencing that may never be spoken, that quality of nonverbal expression – which is as much a part of the characters as breathing and as real as what they say and do.  This is their internal life.  It helps us believe in the characters and care about them

-how do you create that internal life?  One way is through inner imagery – your internal pictures that play through your mind as you speak

-I’ll tell you what I mean by cellular resonance.  Inner imagery is the thing that makes the audience plug into their own unconscious.  Obviously they’re not going to have the same inner imagery that you as an actor have, but because you have inner imagery, it releases theirs.  And if there’s magic in the process of communicating from stage or screen to the watching audience, a great deal of it is that

-when the actor has inner pictures inside them, it releases the unconscious of the audience to show their inner pictures.  In other words, it has a cellular resonance for the audience, and this cellular resonance make the audience believe you’re not acting but living.  But as you’ll see, it’s not important if your inner pictures are personal memories or if you make them up out of your imagination; what’s important is that you have them
-it’s vital for actors to read excellent fiction so that they can exercise their ability for making movies in their mind’s eye by bringing to life in their imagination what they’re reading

-acting represents all that human beings experience, and if you want it to be “nice,” you will never be a serious communicator of the human experience

-although not all scripts have the vivid imagery of Williams or McCourt, every script contains dialogue where your character will talk about things they’ve seen, done, or have otherwise experienced that you must bring to life when you deliver the speech.  There are two ways you can do this: you can either imagine it as the writer describes it and thereby give the lines an inner life or you can find a personal experience of your own that you can match to the writer’s imagery to bring it to life
-as I learned the lines, I allowed that image to join me – to come into my mind’s eye – and I did the same thing when I rehearsed with my scene partner.  And lo and behold, as I was performing the scene in class, the image joined me vividly and my eyes filled to the brim with tears
-inner imagery is part our everyday life
-lines are just words.  What brings them to life for the people who are hearing them are the subliminal images that are waiting to join us in our minds as we describe the events because we actually experienced the things we’re talking about.  In acting, it doesn’t matter whether you actually lived it or you imagine it fully, because if you imagine it in detail in your imagination, and you commit to believing it, it is as if you’ve lived it.  It’s yours forever

-if you don’t have inner picture for what you’re describing, your performance will be dry for the audience

-what will touch the audience, what will really give you human power, is the chemical-electrical experience of feeding your body a sensorial image and responding to it as you send your ideas.  In that sense you are your own acting partner

-personalization or substitution: saying the author’s words while sensorially connecting to a specific memory from your own life that will emotionalize you in the way the play calls for that moment

-once you create your own inner pictures for everything you talk about, you will have the memories that the character has and you’ll be living a specific life, the character’s life as you interpret it.

-just words with no inner resonance.  When you do your work on the inner imagery, you may find that the words you first use to describe your active intentions change because your intentions become more emotional and real to you

-now let me make a very vital point: once you’ve done the imagery work, you don’t have to consciously bring it up during performance.  Of course you can if you need to or want to, but you will find that in most cases it will automatically join you like an eager child as you play your active intentions because you’ve rehearsed with these images
-let me repeat: work on the imagery consciously as a part of your homework, work on it in rehearsal, and then it will simply be a part of your performance

-if you think about something personal and it takes you out of the story, it’s not helpful

-you have to live in your own mind.  It has to be sensorially real.  So that you can see the experience, touch it, taste it, smell it, hear it

-say to yourself: “let me try to imagine the experience vividly so that I can feel it”

-you want to explore all of these images but ultimately you may find that one or two are especially exciting emotionally and you may find that these ignite you for the monologue.  Any images that come to you that fit the writer’s imagery – images from a movie you saw, people you glimpsed walking down the street, a photo from a newspaper, your grandparents, or people completely imagined from scratch – are usable possibilities

-if you build performance like this, if you create it with as much sensory detail as a real memory, you will be sending that imagery to your partner when you speak
-the actor’s job in performance is to send the ideas to this young woman, and because you’ve created and worked on the inner imagery as though you’ve actually experienced it, your eyes will play the movie and she will read that and it will be an accompaniment to the text.  It will make the text alive, and it will make you alive to your acting partner – which will galvanize her

-once you have done your inner imagery work, it’s there as if you’ve lived it.  In performance, you don’t do an acting exercise to call up inner imagery, you play the intention to achieve your objective.  I’m going to say it again: some of the images you’ve been working with as homework will join you in performance
-do I think of my inner imagery now?  No, you build your inner imagery and it’s there.  You lived it.

-the truth is already there in you.  Doing your homework with inner imagery will give you the conviction of truth with everything you’re saying

-there are certain moments in a play or film, however, where you can consciously bring up an image for an emotional response

-that’s a specific emotional trigger for a specific emotional response at a given moment

-there’s another technique I’m going to introduce you to that you work with in rehearsal to create a particular emotion or quality of feeling and that joins you in performance: the “as if.”  An “as if” is a combination of imagination and personalization; it’s something from your personal life that could happen by has not happened and you imagine it as if it had

-if a play or film requires you to have a reaction of grief or shock or hysteria and nothing in the script provokes you to this intense emotion, an “as if” will solve the problem

-you have to react but there’s nothing there to react to – it’s all up to you and your inner imagery

-you use people or things in your work because you love them, so it’s not negativity, it’s a celebration of love
-you can’t stay clean and tidy and be an actor.  You’ve got to use imagery of things that upset you, things that make you laugh, things that arouse you sexually, things that crash through your inhibitions

-“you thing Hamlet’s real?  It’s a story.  But it’s real if you believe it and make it real” - Bobby Lewis

-making it real to yourself is part of the actor’s job.  You have to commit to every word you’re saying, and that’s what inner imagery helps you to do
-you must believe something and the something to believe has to be specific

-everything is specific.  Only bad actors are general; life never is

-the specific inner imagery you use is part of your interpretation and part of what makes you unique

Battling Acting Teachers: Don’t get caught in a senseless war
-affective memory is a tool for calling up an unusually intense personal experience to stir up emotions when you need them for a role.  You re-create your experience by recalling sensory details

-the goal of the exercise is to know that you can use that sense memory to create that emotion 

-this can be an excellent way of working.  But it’s just one technique; it’s not the only technique

-Adler emphasized the physical action of each scene and the actor’s imagination.  She also emphasized what was particularly interesting to her: the ideas contained in every script

-all exercises and techniques of the master teachers have value

-it’s about what’s best for the actor and the script

-as an actor, you are what’s important and the script is what’s important.  You want to use whatever techniques help you to become the most specific and alive in a part

-so I’m saying, make yourself available to all possible techniques and ideas to make yourself grow as an artist.  You don’t have to take sides.  Be independent and find your own way

-your emotional life is your personal palette of colors that you can use to interpret a part, but you can’t start interpreting before you understand the play and honor the writer’s words
-I’ve taken classes that emphasized personal emotional release.  I’m grateful for the work I did in those classes because I was repressed and I needed to explode that repression and break through.  But that wasn’t acting, it was just a step towards acting.  It multiplied the number of colors I have on my palette.  The more colors you have available to you, the more wide-ranging and nuanced choices you can make.  Learning to act is learning how to make the choice

-if the play doesn’t provoke you, you’d better have a technique that puts you in touch with something you can use that stimulates you with your own rage and fear

-it doesn’t matter whether you use personalization or imagination or a combination.  Audience members only know what lives

-you work on many different plays and many different scenes from those plays, you work on inner imagery and intentions, you do everything I’m telling you and you work and work and work.  I’m very adamant about this: you’re not simply entitled to be an actor – you’re not an actor just because you call yourself one – you earn it.  And you earn it by working

-what I’m teaching you with all this work is to use your intellect to reach your emotions.  You don’t use your intellect to be clever, that’s not what acting is about; you have to reach your emotions so that you can use them in service of the play, and if you’re not reaching and activating your emotions with the choices your making, then you have to make other choices

-acting is a spiritual quest to reach human beings

-when the actor is that alive and that focused, it draws the audience’s focus and connects to something in them
-that’s what I want you to do in your performances; I want you to be illuminated

Emotion On Demand: Finding Your Triggers

-the degree of your commitment to gaining what you want in the scene (your objective) is the degree to which the audience is moved

-one of the great things I learned from Meisner was that emotion is the result of active doing.  The fierce passion to get the money from the other character, to get love from them, to be forgiven by them, to incriminate them – all justified objectives – will cause some kind of emotion.  

-as an actor, it’s not your job to judge the amount of emotion your revealing as good acting or bad; it’s your job to commit and concentrate and invest yourself emotionally in getting what you need.  The inner imagery that you work on as homework, which makes everything you say and do as your character real to you, is part of this commitment and concentration

-concentration is the key to powerful acting, and what I mean by acting is living

-in certain parts however, you won’t have a choice about how intense and explicit to make your emotion. The script literally requires that emotion from you

-like any other acting problem, it’s a problem that can be solved.  In this case, you solve it by preparing yourself with an emotional trigger

-an emotional trigger is the choice that can cause emotion to arise within you when you need it.  It is sheer technique, it is inner music, and as an actor you have to have a way of plucking the string within you to make the music

-an emotional trigger can be a sensorial memory from your life, it can be an “as if,” it can be completely from you imagination, it can be a physical gesture – like clutching your stomach, putting your hand over your mouth, or wiping your eyes with the tips of your fingers.  It can be anything at all as long as it will ignite the emotion you need to make the script work
-the reason I talk about a physical gesture at this point when you use an emotional trigger, it will probably cause you to do a physical movement.  So make sure you trust that impulse, because once you see what your body is doing to express emotion, you can use that gesture to recruit feeling

-our bodies store emotion and physical gestures are often the key to unlocking it

-there are specific things that trigger specific emotional states in everybody, not just crying but joy, laughter, tenderness, sensuality, anger, and fear

-remember, when you do this work, you must re-create it sensorially.  

-in a way your emotional trigger is emotionally tricking yourself.  You trick yourself into being emotional by staying out of the way and not demanding emotion but inviting it

-you have to work them as you would rehearse a difficult piece of music over and over again until you master it

-a seriously committed actor will find their emotional triggers and practice tricking themselves to get emotional, because it’s not magic, it’s not about psychology or therapy, it’s simple mean-and-potatoes work that you can do on a daily basis

-acting is a job that you can learn to do well, and it takes an enormous amount of practice to be good at it.  Working on emotional triggers is part of this practice

-choosing the right emotional trigger means knowing yourself, knowing what triggers you

-one rule of thumb when working emotionally in your acting; be gentle and kind to yourself but thorough and hardworking

-I’m in favor of therapy for actors, because I believe that the more you understand and resolve deep family hurts, the healthier you become, and the less frightened you are of your creativity

-here’s the key: for something to be an emotional trigger, the image or memory or whatever choice you make must not stay in your head; it should urge you to be physical.  It has to become a sensory reality on because that’s the only way it can be an emotional reality.  You may not act on the physical impulse, but is should cause one.  That’s the rule.  An emotional trigger had to carbonate feelings and behavior

-the audience will never know or even be interested in how you got there.  They just want the story

-in acting, the worst thing is to be indifferent

-as an actor you have to find what the character does care about and you have to invest yourself in it emotionally; the writer puts two people there, so you have to care

-you have to care, you have to imagine, you have to trigger, you have to know yourself, you have to be interested, curious, passionate
-you have to be deliberate and honest with yourself.  You have to say, “I have trouble being sexual onstage,” or “I have trouble laughing,” “I have trouble with grief.”  These emotions are your palette, that’s what you have to paint with, and you can’t play scenes that require these emotions without finding a way to trigger them – however painful that may be.  As the director Arthur Penn once said, good actors go to emotional places where nobody else wants to go

-to any actor reading this book; you don’t know what is waiting for you!!!!

The Actor’s Choice: Creating Your Interpretation

-a good or great performance is like peeling an onion; in every scene you reveal another layer, something the audience hasn’t seen until then.  They stay involved because they are constantly learning about and discovering the character they are watching.  They can’t take you for granted – and it keeps them hooked

-you want to find your particular peeling of the onion, your own interpretation

-each actor can bring something unique and, in the best cases, startlingly new, to a text many people are keenly aware of and some know by heart.  This is the power of interpretation: the power of choices that each actor makes in brining the role to life
-so far we’ve looked at three techniques that contribute to interpretation: choosing your own carbonating words for your superobjective; choosing your own words for your active intentions; and creating your inner imagery.

-there are several other useful tools.  These tools are: choosing a private secret for your character; making behavioral choices based on your character’s social and economic background; making choices based on your character’s blood memory, including choosing an accent; physical choices; finding the humor in drama and the dramatic underpinnings in comedy; making choices in rhythm, tempo, and nuances of meaning in your delivery of lines; and determining the size of your performance.  All of these choices ultimately affect your character’s behavior, which is what the audience sees and how it gets to know the character

-the first step of interpretation is to study what the writer wrote so that you are sure to be honoring what the writer wrote

-the second step of interpretation is your primitive emotional response to the material

-first, you have to deeply understand what the writer has written.  This includes understanding the given circumstances, the objectives, and the obstacles that are clearly written into the script.  It also means that you have to try to understand the ideas that inspired the writer to write the story; the ideas are emotional because they have the writer’s passion behind them
-don’t be arrogant and assume that you can interpret it before you deeply understand the material.

-second, as you read the material, find what moves you most strongly and make a note of it in the script so you being to find your own personal reason for playing the part.  You may find yourself identifying with your character, which is helpful, but even if you don’t, you’ve got to find something in the script that ignites your own passion

-as you read a script and familiarize yourself with the given circumstances, an inspirational flash might hit you that cracks open the entire role
-for an interpretation of a character to work, it’s vital to understand the socioeconomic level of the character:  What class are they from?  How much education have they had?  What were their financial circumstances growing up? What other social experiences – such as racism or prejudice – shaped them?  All you have to do is look at your own life and see how important these factors were in shaping your identity and point of view about life.  You can’t be general about these factors or about their effects on the character; you have to be very specific

-the missing link is understanding how the social and economic level of every character I played helps to define the character and their behavior.  Don’t think of this as a tool for just period texts.  Social class and economic circumstances affect every character you play, affecting how you dress, talk, move, and feel about yourself and the world
-another aspect of interpretation has to do with the blood memory of the character – the nationality, the ethnic roots of the character
-when you have an accent, it’s just not an accent, it’s a way of life.  It affects how you express yourself physically and emotionally

-as Meryl Streep once said, “I never give any character I play less respect than I give my own life

-a vital part of characterization is the physicalization of a character.

-when you’re playing high drama, look for where you can find humor in a scene

-don’t get caught in, “Oh my God, it’s life and death and therefore there are no laughs.”

-the reverse is also true: it’s dimensional to find drama or darker tones in a comedy

-a fundamental part of interpretation is being sensitive to the rhythms of the writer

-understanding the rhythms and the music and the tempo of each character is vital as well.  There are times when you might choose to go against the rhythm of a line and pause in order to make a point – that is your interpretation

-sometimes words are whole lines are repeated by a character in a script.  This is a particular interpretive challenge.  If you don’t bring out the nuances of meaning, the repetition will be emotionally empty.  For every line, you always have to ask yourself internally, “Why am I saying that?”  For a repeated word or line, you have to ask yourself internally, “Why am I repeating that word or line?  How does it clarify my character’s psychological development??

-size is an interpretative choice:  How much energy and intensity will you give your character, and how will that energy and intensity be expressed?

-you have to find something in every script that ignites your own passion

-don’t ever play a part without some personal investment; it’s better to get a regular job that’s just for money.  If you choose to act without passion it begins to eat away at you; you’re in danger of losing the one absolutely essential ingredient for a healthy acting career: the thrill of the challenge to be a better actor

-never underestimate the impact that positive energy has in our business

-where does interpretation become misinterpretation?  When it hurts the text

-no matter how successful you become, your job as an actor is to interpret the writer, not to “improve” the work, not to fit it to your preconceptions, and not to tailor it to your self-image
-always remember where interpretation ends and the desperation to be loved by an audience begins.  And remember that when you serve the script, you also serve the audience and yourself as an actor

Defining and Redefining Your Relationships
-you’re preparing a part.  How do you work?  You read the script thoroughly at least three times – once as audience, and simply respond; the second time on your lips to get a sense of the language; and the third time you read it out loud to hear the story and language

-and starting with the very first reading, you make notes in your script of how it affects you personally and ideas about what you might want to use to bring it to life.  If you find personalizations and “as if’s” to create life for yourself, write them in the script with shorthand notes – just one or two words – about people, places, things that you’re personalizing or imagining “as if,” and write them near the line where you’re using them

-this personalization or substitution, helps you remember organically what it feels like to experience a particular feeling or state of being

-if you have notes in your script, then when you’re dong your homework and studying your part, you’re going over all the levels of it at once, so that you’re carbonating yourself while you’re learning your lines 

-besides writing personalizations, memories, and “as if’s” in margins, you can write down your objectives and intentions

-like a musical score, your annotated script helps remind you of the active doings for different moments in the text.  It helps you when you’re learning the part and also during the long run of a play.  If you forget your original choices and start acting on remote control, then you can always go back to what we call the bible, your original script, for notes to remind you

-I suggest always writing down your objectives and intentions next to your lines.  But everybody’s different.  The vital thing is not to shortchange yourself by being sloppy and vague.  Demand specificity so that it’s always there in as much detail as in life and therefore makes you boil inside 
-on your first reading of the script, you can immediately identify each character in the simplest way; i.e. “my mother,” “my wife,” “my boss”

-you also have to define in every scene who the other character is to you emotionally and how that changes from scene to scene.  This is called the redefinition of a relationship.   As you read the script, keep asking yourself, “Who are they to me now emotionally?”  Then write the answer at the top of each scene.  It may change within the scene three or four times, but you must have a point of view about how you’re starting the scene in relationship to that person

-use highly charged adjectives and explanatory phrases to bring your relationships to life.  i.e. “this is my love of my life wife who’s cheated on me our entire marriage and I just found out about it and will never forgive her”
-these kind of statements describe your relationship in specific emotional terms; they give you a point of view that helps you start the scene with a strong emotional charge toward the other character

-you emotionalize the redefinition of the relationship scene by scene with emotional language with specific images – internal pictures like finding your spouse in bed with someone else or finding their love letters to someone else.  All you have to do is say the sentence and remember the image and you immediately know who they are to you
-emotionalizing and writing down the redefinition of relationships scene by scene is especially vital for films, because you will film out of sequence.  You need to have instant access to your feelings toward the other character at any given point in the shoot

-your notes will tell you exactly what you want to project when the camera starts roll

-another part of your homework is to physicalize these emotional reactions to the other character

-as preparation, use that emotion to activate your body in a kind of dance.  What I mean by dance is a series of physical gestures or movements that express your feelings toward another character

-you do the dance as homework, but the day of the shoot or before you go on stage, you might do that dance again because if you remind your body of the physical behavior catalyzed by your emotions, you will bring this to performance

-sometimes all you have to do before entrance is visualize the movements from your dance in your mind’s eye or physicalize it subtly

-through the dance you make the relationship real to you and to your body, you make it visceral.  Sometimes, too, you may find a gesture in your dance that will become part of your character’s physical reaction to the other character

-your character’s point of view toward another character may be redefined several times within one scene.  Sometimes the script makes these pivotal redefinitions very evident.  Sometimes it takes real work to figure them out

-if you have these redefinitions clearly inside of you, the muscles of your face will automatically reveal change in increased or decreased muscular tension.  This can be extraordinarily subtle, but in a close-up it’s wondrous

 -it’s important to stay open minded and to always really listen to whoever is speaking to you and take nothing for granted, no matter how many times you’ve rehearsed and played a scene
-in defining and playing your relationships with other characters, be aware not to leave out aspects and feelings of the character you’re playing because you are uncomfortable with them personally
-what are the possibilities of any given relationship?  Relationships are multileveled, multilayered, multicolored: as an actor you are looking for those things that make a relationship faceted like a diamond

-we all have a loving side and a dark side and to deny it or want to deny it cripples you as an actor

-if there’s great love in a relationship, be curious about where you may resent the other person or be skin-thinned regarding them.  Loving someone is to some degree being dependent on them, which means it’s not okay for you if they leave.  If you’re dependent, you’re vulnerable, so you love them but there may also be a chunk of resentment: you fear that if they leave, a part of you will die.  It’s well-known that in some long-term marriages, one spouse dies and soon the other spouse dies as well
-there are moments in scripts as well as in life that will be uncomfortable because you judge them to be inappropriate.  Regardless of your own judgments or those of others, feelings are not realities
-don’t judge you humanity, be curious about it, and find in yourself the truth of all characters you play, both the light and the dark

-in defining relationships, you’re telling an emotional story about your character.  It’s a story you have to make your own in order to make it live.  The information the author gives in the script is always just a skeleton

-it’s a skeleton until you identify your personal understanding and visceral connection to all the specifics of your character and all their relationships with the other characters in the script

-a helpful exercise that I give my students is an in-character improvisation, which is staying in character and creating your own dialogue in an event that’s separate from the play.  This exercise helps you to find behavior and specific emotional colors in your relationships with other characters

-In-Character Improvisation

-read through the script you’re working on and identify a key relationship with another character.  Then identify the critical issues in that relationship.  Keeping these critical issues in mind, begin to imagine scenes from the past and present that aren’t in the script but are connected and important to fleshing out the relationship and fleshing out the events that the characters talk about and/or participate in in the script

-now, with your scene partner, choose one of these imagined scenes that your intuition tells you would be helpful to your playing the character, improvise the scene in character.  Make the same kind of full commitment to playing it that you were if it were scripted

-it solves the problems and creates usable, interesting physical and emotional life that you can bring into performance

-as you work on in-character improvisations, you will see how they contribute very specifically to developing your character and your character’s relationships when you go back to rehearsing the text.  You will find that your performances has new life because, through theses improvisations, you will have developed ways of looking at each other, touching each other, laughing or crying with each other, and you will increase your investment in your character and the relationship

-the play depends on the audience’s believing that the relationships are real, that if characters have known each other, those relationships existed before the curtain went up, and that the behavioral idiosyncrasies of those relationships are indelibly true to life

-there’s another question you have to ask:  What is your character’s relationship with himself?
-sometimes defining your relationship with a character that’s not even mentioned in the script is essential in filling out a performance.  This is part of the flesh and blood that you as an actor must add to the skeleton the writer provides

-good actors are good detectives, and don’t make the mistake of believing people who say “You don’t have to do back story for your character.”  Asking and answering questions about the character’s past will never hurt you and it will often help you enormously 

-some scripts are so much about a relationship that the actor has to invest that relationship with extreme passion for the script to have maximum impact in performance.  Sometimes the script hands you the whole relationship on a plate, and all you have to do is commit to adding flesh and blood to the skeleton

-Michael Shurtleff says that every scene is about love.  I think he means the celebration of love, the need for love, the absence of love, the yearning for love, the betrayal of love, the missed opportunities for love.  And not just love between men and women but the love between all human beings 

-sometimes life gives you a gift: your relationship with the other actor mirrors the relationship between the character you are playing
-remember that you always have an emotional stake in your relationship with the other person you’re playing opposite, even if your character claims indifference

-just as you can’t play passivity as an actor, you can’t play indifference – you can play trying to be above feeling, trying to make the person feel they’re being dismissed, but that’s because of feeling in the relationship, not because of a lack of it

-the lesson here is that in order to have a healthy relationship with the audience, you don’t try to get the audience to love you, you don’t try to get them to laugh or to cry, you just play the reality of the scene
-every actor learns this between one time and a hundred times in an acting career: don’t court the audience, play the play!

Destinations, Business, and Gesture:  Creating Physical Life for You Character
-one approach adapted from Chekhov is to find the center of energy in the character’s body

-sometimes something as simple as finding the character’s physical life based on the character’s job can be the key to finding physical behavior for the entire performance.  This walk becomes the character’s walk, and because you’re doing it, it changes your point of view – the way you see and interact with the world when you act the part

-just as you are physically alive and expressive of who you are every moment of every day, as an actor you must make your character physically alive and expressive in their way

-you have to learn how to discover your character’s physicality and deem it as vital to your craft

-emotion unconnected to physical life doesn’t reach the audience and doesn’t teach them about the human being their watching.  Even if a character is deeply physically repressed, it’s the physical repression – the absence of movement – that illuminates the interior of the character.  In an extreme close-up, your inner imagery and thoughts can be enough to connect an audience to you emotionally, but once you’re in a medium shot, or on stage, you better find physical life associated with that emotion to express it

-the three primary ways of creating physical life for your character are destination, business, and gesture

-physical destination is where you move your body to, how you move, and why you move it.  Moving your body around a stage helps the audience feel and understand what you say out loud (text) and what your character holds back (subtext).  

-business is any kind of activity that engages your body in something other than moving from one place to another.  Sometimes you create physical business to be interesting and to fill in a space where the writing lacks excitement, but the business you create must always make sense with your character development and with the text.  Business can also illuminate text and subtext, as does gesture
-gesture is an unspoken physical choice that may or may not be repeated throughout the play or film; gesture is psychological, and it helps the audience to understand something about the character’s inner life

-to be creative and exciting with the tools of physical destination, business, and gesture, you must deeply understand the material as you are acting and begin to see your body as an exquisite conduit directly connected to the audiences’ guts.  You want to heat up the minds and feelings of the audience, and nothing does that better than unique, idiosyncratic specific human physicality
-truly embodying a character takes you beyond the mechanistic way that the terms destination, business, and gesture are sometimes used

-all right, fine, but how do I learn?  First lesson: observe life.  Second lesson: observe the best acting you can find

-begin by spending an entire day being aware and keenly observant of your body, how it feels, and how it moves

-notice that physical destination has an emotional point of view that is described with an adverb, saying not only where I move but emotionally how I move

-besides observing yourself closely, be keenly observant of others

-there is so much to learn, to see, to understand, and to give to the audience, and there is so much to learn about this amazing physical body that we have been blessed with that helps us reveal the human condition.  How can we ever be bored?

-notice how different the same actor can be in different performances largely based on their choices in physical life

-there’s an aspect of business and psychological gesture that deserves special attention: the private moment.  A private moment is a moment on stage or screen when you do something that you wouldn’t want someone else to watch.  A private moment always reveals character

-do this as an exercise.  Take a scene and work on it with a scene partner without saying the lines.  How can you make your scene partner understand your wants and points of view by how you move and behave with your body and how you handle objects?  

-remember every human being moves specifically based on class, education, nationality, gender, and psychological baggage.  Without the dialogue, you have only your physical behavior to embody these characteristics and to pursue your objectives

-come up with your six descriptive phrases for any character, then physicalize them.  Remember that in performance these physicalizations can be used broadly, moderately, or very subtly

-class, education, and social standing powerfully shape physical self-presentation

-all of this is the actor’s choice; the key is that every movement must be specific

-what are his inner thoughts as revealed by his physical behavior
-the key to destination is that whenever you move, it has to be for a reason you believe in

-whether it’s for stage, screen, or television, you bring in your ideas, and don’t ever let any director tell you that they’re not valuable, because if your ideas are coming from a deeply felt and thought-out justification, the director should – and the good ones will – see them as a gift of gold

-you would be wise, actors, to lose your false pride and get to a jazz class, a ballet class, or any dance class that makes you move in a way you’re not used to

-learning new ways to use your body opens up your range of physical choices in playing character and gives you the courage to make choices that you’d never have dreamed of before.  It also opens up the range of characters you can play

-physical business can be multilayered and reveal character in profound and unexpected ways

-Olivier always said, “If I play beggar I look for the king, and when I play a kind, I find the beggar”

Back Story and Biography:  Believing in your Character’s Life

 -when you see a performance that rivets you, it is because you believe that what you are watching is actually happening in front of you.  When the character enters, you have a sense that they are coming from a life that has been lived fully prior to this moment
-this prior life is the character’s back story or biography.  Even if the back story is not in the script, creating one can help ignite your performance

-it’s not enough to simply have an intention, an active verb.  All these intentions were usable, but I needed my back story to make it explode; the back story gives you the emotional justification to stand up for some cause at any personal cost.  It enables you to live inside your character’s skin

-in playing a role, you must never judge your character, good or bad, unless in the writing the script specifically demands as part of your character that your character judge themselves.  If text doesn’t demand this, then don’t make a judgment

-it’s a basic rule of acting that villains always have a justification for their actions that makes their behavior tolerable, and sometimes completely acceptable, to themselves
-if you’re playing a heavy, find reasons that are emotionally justifiable to you for taking whatever actions the character takes

Place:  The Richness of Where You Are

-Stella Adler used to say “Where you are is who you are”

-whether we are normally conscious of it or not, we are always affected by where we are.  Our deportment, our manner, even our choice of language adapt to the setting
-so as we talked about redefinition of relationships throughout a script, there’s also redefinition of place

-an as actor you always have to ask yourself how you feel about the place your character is in

-you must ask “what does this play mean to me in terms of creating possible behavior for my character?”

-how do I live in the space is the question you must ask yourself; why did the writer place me here and what is my job in living in this place?  What behavior can I find that grows out of my relationship with the place?

-behavior toward place expresses their emotional reaction to place

-always be interested in asking of every place your character is in:  what behaviors can I create in response to that place that make the story emotional and alive for the audience

Using Sensory Work for Character:  Cold, Drunk, Hot, Sexy
-one of the most important aspects of creating a believable performance is the behavior that stems from the sensory realities of a scene.  If it’s freezing, it affects everything you do and how you do it, from how you hold your body to how you speak.  This is work that actors should do on their own.  Never forget this rule of thumb in the acting business: nobody in the audience praises or blames the director for your performance; they praise or blame you, the actor

-as an actor playing someone who’s drunk, you have to first understand what alcohol does to the brain and then how it affects your muscle responses.  For the most part, it slows you down, although there are some people with a different chemical makeup that actually speeds up.  The script will help you to decide on the kind of response your character has to alcohol or drugs

-alcohol can increase your sensitivity to touch, or it can make you numb.  Drunkenness also goes in stages according to the amount of alcohol you’ve consumed and your individual sensitivity to it.  Some people can drink enormous amounts and barely show any sign of having had a drink.  Other people quickly lose motor control, get dizzy, and throw up.  All of these behaviors can be created through sense memory if you have had any experience that would produce these responses

-once you know the specific drunken or stoned behavior that the writer seems to suggest for your character, you have to use acting techniques to provoke those behaviors in your body.  This involves finding where in your body tension is released or increased by the particular stimulant or depressant that your character has ingested
-the more you do sense memory work, the more you will be amazed at how memories are stored in your body, the more you will be amazed at how memories are stored in your body, waiting for you to activate them.  If you do daily sense-memory work as homework, you will be prepared for whatever you need to do in a performance – whether you have to come up with a toothache, symptoms of flu, or be raging drunk.  It’s money in the bank, and it will pay off time and time again.

-all sense-memory work starts with a muscle-relaxing exercise

-The physical sensation exercise:

-choose a physical sensation that you want to work on.  Choose a monologue that you’ve memorized to use with the physical sensation.  Silence gives us a medium in which we can get to know ourselves and our instrument intimately – and that is essential to acting

-re-create in your imagination where you were when you experienced this intense cold

-one of the things that allows you – and eventually the audience – to believe that your cold is that being specific about where you’re cold causes specific physical behavior

-remember, cold makes you want to move to warm yourself up.  It creates energy as opposed to heat, which slows you down

-the more you do this exercise, the more adept you become at sensory work.  When you’re preparing for a part, use the exercise to work on the specific physical sensations you need

-the point is that sometimes a physical sensation is so accessible to you imagination that you can immediately create the behavior you need

-sense memory work is not magical; it’s just sensorially remembering sensations you’ve already experienced or can imagine as an “as if”

-once you begin to respond sensorially to the physical memory, your behavior will begin to change if you believe yourself.  Don’t judge your responses, explore them

-you can also use work based on any of the five senses to help you create a point of view of your character

-even intense hatred or disgust in the hands of talented actors can been transformed into seeming lust

Endowing Objects, Places, Persons, and Events
-your job as an actor is to find for yourself the emotional meaning of every object, person, place, and event in the script that your character talks about or relates to.  There are two steps to this process.  First ask, what does the object mean to my character emotionally?  Second ask, what can I use to provoke that emotional response in me?  Sometimes identifying with the given circumstances your character is in is enough to elicit the emotional responses that is required from a prop, but if it isn’t, you need techniques to help you

-the prop department gives you objects, but they are dead until you endow them
-choosing the specific memory is you work as an actor.  You have to endow the object with meaning before the performance.  Then in the moment you don’t have to think about your choice.  When you touch the object, it comes to life for you

-even the history you build for a watch has to affect you emotionally; it can’t be dry

-you’re job is to be subjective – to make choices that work for the script and you

-good artists always push boundaries, and when a talented actor comes along who takes that extra step into the vulnerability of human needs, it jolts the audience into feeling

-sometimes you’ll have an instinct to touch or handle a part of your costume or prop or part of the set in a certain way, even when the script doesn’t specify it.  You endow the object with special meaning for your character so that it makes you more specific and alive in the material. Trust these instincts, they are very good

-if you’re putting on a diamond necklace but it’s just a rhinestone prop, you endow it with value by the way you look at it and handle it.  That’s how the audience experiences it

-if you want to act in films, it’s vital to have the ability to endow with your imagination a place or an object that’s not there at all
The Moment Before:  Starting the Scene with Life

-the moment before is the time immediately preceding your entrance

-creating behavior based on a moment before make you more involve with your character and it involves the audience, too.  They care because you have built their belief that you have a full life offstage.  That’s why it is a mistake not to do the work that’s required to build what happens t you right before you walk into any scene on a stage or a film set

-in life, we are always on our way from somewhere to somewhere else to accomplish something.  That’s why the moment before is so important when you’re entering a scene; without knowing specifically what the moment before entering was, and bringing that experience into your performance, the performance will lack real depth and truth.  We come from a specific point of view based on out literal moment before

-if the script doesn’t specify or give you clues to a moment before, you could have a good creative time coming up with one on your own.  Uta Hagen makes a good case for having your preparation consist of cultivating the opposite emotion from the one you will call upon when you start the scene

-sometimes a script will give you many clues for your moment before

-when something is extremely private, it is therefore universal

-words are very powerful, but they are more powerful when the senses are added

-in the right hands, the specific use of sensory work intensifies the meaning of a scene and brings the writer’s world alive on-stage.  I fight for the intelligent and committed dedication to these ides, for, used appropriately and explored through the play – not separated from the text but connected to it – they can lead to an uncompromising truth
Moment to Moment:  It’s Always Improvisation

-moment to moment means that you don’t miss a moment, that you’re so present in the scene, monologue, or soliloquy that you never miss a truthful impulse within yourself.  It means that if your acting with a partner, you are so connected to them, so focused on seeing and listening to them, that you never miss a truthful response.

-when you’re acting moment to moment, you’re in the now emotionally; you never get lost in your own thoughts instead of listening  to the other actor; you never become self-conscious and start to wonder how you’re being received by the audience or whether you’re doing what you planned.

-moment to moment is about investigation, it is about exploring a choice in performance, not simply repeating it from rehearsal; moment to moment allows you to discover the scene fresh every time as if for the first time.  Moment to moment means being alive to yourself in the now and to the other person in the now

-doing your homework gives you a foundation for your moment-to-moment work.  Once you have done your script analysis, created the back story for your character, and have chosen active intentions based on their wants, then you use moment to moment as the performing technique that keeps you alive and improvisational onstage or during the shooting of a film.  If you’ve done your homework thoroughly, the impulses that come to you during you moment-to-moment performance will always be appropriate for your character and connected to the story
-great moment-to-moment acting takes place in the now of now and it is that hyper focused energy that makes the audience believe anything could happen

-to be moment to moment, you have to be available to your own impulses and to what the other person gives you.  This means to be without an inner censor, to be wide open.  

-good actors say, “I’m open, just hit me the tennis ball and let’s play.”  Indeed I tell actors to watch tennis because it is one of the most specific moment-to-moment sports.  The other person hits the ball to you and you have to instantly decide how you’re going to hit the ball back.  You don’t know what’s coming; you have to stay in the moment and watch like a hawk or you’ll miss it.  Tennis players are so trained in what they do and so present in the moment that that decision is intuitive.  If you watch tennis, you’ll understand moment-to-moment acting
-one of the keys to “playing tennis” in acting is listening

-Geraldine Page said “if we could only listen to each other on the stage like the animals in the forest do – as though our lives depended on it”

-listening, truly listening, to the idea that the other character is sending you, and the nuances of how they are sending it, provokes you into your performance, so you must listen every time you act as if for the first time.  Literally, you must believe I have never heard this before and I have to investigate it, understand it, and find out how it affects me.  Then and only then will I discover my next moment in the scene.  In life, how can we know what to say and how to say it if we haven’t truly listened to what has been said to us?  We all know people who have a hard time listening to us, and we generally find them incredibly dull
-if you lose concentration during a performance, truly listening can ground you and bring you back.  When you’re acting in a film, if you listen fully enough the editor may feature your performance because your listening may be a lot more interesting than the other person’s speaking

-most importantly, listening keeps you involved – catching the idea from the other person and responding because you got it.  Whether in film or onstage, truly listening and being affected by what you hear propels you forward to all of your next moments and adds to the peeling of the onion of your character

-plays and films are heightened reality, they are about critical times in people’s lives, so characters listen to each other  because they need to get information, even if they misunderstand what the other character is saying – which is often the point.  Even when a character doesn’t listen or only half listens, the actor needs to know why they’re not listening and where their attention goes.  And failure to listen is always a provocation to the other character

-Meisner created the Repeat exercise to help beginning actors to lose their self-consciousness and begin to look outside themselves and to find their spontaneity.  An essential part of good acting is reacting
-the Repeat exercise makes you confront your fear that if you stay truly alive in the moment, you’re going to lose control over how your present yourself.  If your alive in the moment to your impulses and to what the other person is giving you, you might get angry and you might blurt out your line or your might weep or you might get sexual, something might happen that ordinarily makes you embarrassed in life – but that’s good acting

-even authentic embarrassment becomes an important and interesting part of your performance.  That’s the moment when the audience feels, “yes, that is really how life is.  I’ve had that experience myself” or “I hopre I never have that experience”
-if you do your homework conscientiously, your impulses will work for the character and the text.  But if you don’t do your homework diligently, then you might very well have impulses that sink the scene
-part of what makes a prizefight exciting is that they have to contain themselves within the bounds of the ring – which is the same as moment-to-moment acting within the given circumstances of the text

-we don’t want actors to “attitudinize” their acting – to cop an attitude – to pretend they’re angry, to pretend they’re funny, he wanted the work to organic, to grow out of real impulses in the now

-Meisner calls this pinch-ouch.  The moment is the pinch, the reaction is the ouch: pinch, ouch, pinch, ouch; action, reaction, action, reaction

-one of the biggest obstacles to moment to moment acting is having an idea of how you should come over to the audience, an image of your-self that you want to project.  If you’re wondering, What if they don’t like me?  What if they think I’m fat?  What if I look silly doing that?  You can’t be in the moment.  Your stuck in a preconception of yourself that doesn’t allow you to use yourself in creative and different ways

-for good actors who stay in the moment, there are no mistakes
-that is the point of moment-to-moment acting – you are living and therefore a so called mistake is turned into real human behavior that you and the other actor are excited to respond to.  In film acting, the takes are so short that all they have to do is catch lighting in a bottle, once.  So mistakes that enliven a performance may be immortalized for eternity

-Meisner used a great image for moment-to-moment acting.  He said it’s very similar to being on a tightrope; you’ve got to concentrate and balance yourself all the time or you’ll fall, you’ve got to balance in the moment, you can take nothing for granted – it doesn’t matter what happened in performance last night, tonight is a complete new discovery, and I mean this even if you’ve played it three hundred times.

-to paraphrase Meisner, the stage is not for amateurs.  An amateur would never step on a tightrope and risk his or her life with no net the way a true actor will, knowing he or she could fall at any moment.  But really it’s the openness to falling that is so important, because in a sense actors do have a net – the net is having done your homework, having the text of the play to act, and each other to work off.  

-as your reading this book, imagine a tightrope walker high, high, high above the ground with no net below them, every single footstep and forward motion has absolute concentration and dedication to the now of each footstep, and nothing can be taken for granted.  Again, it’s the precariousness of being in the now of now that makes a performance vibrate with light
-another important aspect of moment-to-moment work; pauses.  The writer demands a certain tempo and rhythm for the text to work at its best.  Pauses are part of the rhythm of the line; silences are part of the rhythm of the scene

-in rehearsal you examine the silences and find out why they’re there, what their content is and how the pauses help the story move forward.  You begin to feel the rhythm and to know how long to live within the pause and fill it with life before the next line
-everyone who knows comedy will tell you, comedy is about rhythm and correct tempos

-it’s vital for you to realize that even if the writer or director demands certain rhythms and tempos from you, you still have to be moment-to-moment and grab from each other the truth of each second.  That’s what gives it life

-moment to moment is the inner life, the emotional life, the discovery of life; it’s why it’s so joyful to act the imaginary circumstance every time for the first time.  If you’re moment to moment in performance, you are open to things that you weren’t expecting to happen.  I call it catching the wave.  You surprise yourself; you go into the scene with the willingness to surprise yourself

Relaxation and Overcoming Fear

-actors work their entire lives to relax in front of an audience

-Chekhov said “an actor should be a volcano in a completely relaxed body.”  By this he meant that the body should be as relaxed as possible and the emotions inside should be ready and available to boil

-to be completely relaxed in front of an audience is impossible and undesirable because deep concentration creates a certain healthy tension, an energy that flows through the body.  The healthy tension comes from the desire to accomplish your task – you objective.  I must get what I need

-when I say healthy tension, I mean the same tension that the high wire artist has as he crosses the taut rope between two towers.  The high-wire artist’s body is not stiff with tension but is released and concentrated on a task that must be performed or he will fall

-one factor that makes relaxation a complex subject is that we talk about being relaxed or tense to describe our emotional state and also our muscular stare.  Sometimes we feel emotionally tense or keyed up, which we may call tense, but our bodies are more relaxed than we’re aware of, and other times we are unaware of emotional tension but our bodies are carrying our stress, resulting in muscular tension.  As actors, it’s our job to be aware of the difference and to help ourselves to release emotional and muscular tension that can interfere with our performance

-to expect yourself to be completely without tension is an unrealistic demand.  Unrealistic demands you place on your self only add to your tension

-the physical tension we carry in our bodies often begins in childhood.  When you are trying to hold back tears, anger, joy, or humor as a child, you have to force your facial muscles, your stomach muscles, and other muscles to stop your natural impulses.  When you try to hold back emotion, you swallow it, affecting your throat, your chest, your shoulders, and your abdomen.  When you have a bad self image, you may stoop and carry an apology in your upper body
-there is a lifelong connection between emotion repressed and the physical consequences of repressing it.  Most of the time, we’re not aware of the physical tension we carry until we get a headache, a backache, a neck ache, a stomachache, or some other signal we can’t ignore
-there’s a wonderful old adage, “what you are speaks so loudly, I can’t hear what your saying.”  As actors, we must be aware of the physical image we’re presenting because that is the physical embodiment of the character we play.  The minute your body walks on a stage or in front of the camera or into an audition, people are already responding to your carriage, your facial expression, and your physical energy.  If you’re like most people, you hold your breath when you’re frightened, and when you hold your breath, it automatically causes muscle tension

-keep breathing – don’t hold your breath

-the thrill of acting is in the amount of aliveness you bring to the characters you play

-life changes, it has tension

-to become creatively relaxed as an actor, you must go through an examination of where your body holds unwanted tension.  You must also be observant of where others hold tension in their bodies because observing them will help you delineate physical behavior for the characters you play

-this is the tension you want to do your best to get rid of.  One reason drinking and smoking and drugs are so difficult for people to give up is that they don’t know how to release physical and emotional tension in other ways.  Releasing tension is one of the primary beneficial effects of meditation

-extreme defense mechanisms are used to try to control others, and they are generated by fear and sometimes hostility.  It’s not the same as a natural exuberance or confidence, nor is it sensuality that comes from enjoying one’s movements without self consciousness
-with natural exuberance, confidence, and sensuality, the body is muscularly released and not held in an attitude.  A muscularly released body is far more attractive than a body stuck in one attitude – and for an actor being stuck in one physical attitude means that your career is likely to be stuck and limited to type casting

-The Release Exercise:

-allow yourself to become super-aware of where your obvious muscular tensions are located.  Start with the muscle that you feel is most tense.  Breathe into the muscle and on the exhale ask the muscle to relax and allow it to let go of the tension – awareness of tension, breathing into it, and breathing out to release

-you may feel emotion start to rise in you as you become conscious of the tension and release it, since often the tension is unexpressed emotion stored in the muscles.  So don’t be frightened if you feel you want to laugh, cry, or get angry.  Allow the emotion to express itself in sounds and movement as you keep breathing and allowing muscular release.  Move through your body and be acutely aware of even the most subtle tension

-what I mean by indulgent is saying to actors that relaxation is the main objective in acting or making it seem that doing a scene with some physical tension means you have failed.  This is nonsense.  Some degree of physical tension will always be present.  The key is to make an effort on a daily basis to become acquainted with your tension so that it doesn’t stop you from performing the character fully and richly

-the Alexander technique deals with physical awareness.  As you become aware of the specific places where you hold your tension and release it, you will find that the power of your physical presence and this is the point, increases in a way that can change your career.  The accompanying emotional release will send fresh energy flowing through your body and also is a great means of decreasing depression
-once your body is muscularly released, then you can begin to choose specific areas to hold muscular tension in order to reveal a character

-it’s the tension, the conflicts, the obstacles in a very quiet scene that makes it potentially so riveting and that, along with the character’s objectives, move the story forward

-the point of relaxation is not to be slack or limp or sleepy but to allow the energy to flow freely and vitally through your body

-perhaps the emotional state that creates the greatest amount of physical tension is fear – fear of public humiliation

-in my position, you are not in a vulnerable position.  Your job is to give the best performance or audition you can.  If you concentrate on you acting tasks and are more interested in your creative contribution than in your fear of being judged, you will be doing the work you need to do to give a good performance or audition

-we all like and to some degree need outside validation.  It feels wonderful.  But if it’s your main preoccupation, I can assure you that the validation will be a very long time in coming

-when you split your concentration between your acting work and your fear of negative judgment, you are never wholly showing your talent, and, by the way, you are making sure that you have no pleasure in your creative experience

-the excitement in acting is allowing yourself to explore the circumstances you’re in and having fun playing them, and if a director or a casting director gives you and adjustment, instead of defying them or feeling criticized, you get the pleasure of trying it a new way.  Being open and trying to find the truth of the scene and interesting choices for your character is the name of the game

-if you’re specific in your work and nervous at the same time it can give your performance a kind of shimmer, because your internal stakes are so high, but it all goes into your performance and works for you

-all of the work that you do in analyzing the text and committing to choices is your protection against fear

-as you inhale, say silently to yourself, I’m breathing love into my heart, and as you exhale, say, I’m exhaling fear.  Do this at least ten times and I guarantee will change how you feel, not the least because it slows your heartbeat down

-so the lesson here is that you are only a victim of your fear if you are passive about finding ways to confront and solve the problem

-what you’ll find is that underneath most anger is sadness or fear
-if you don’t unblock your emotions before a performance, you are in danger of being closed and fake

-if you know yourself well enough, you will discover whichever techniques work best to prepare you to act

-once you have learned your body’s specific tensions, you’ll get so good at recognizing and then releasing them that you begin to do it with-out conscious attention.  Releasing tension becomes a way of life rather than an exercise

-the Release exercise also puts you in a very receptive state for rehearsing the emotional triggers or sense memories that you are going to use in your audition or performance

-what makes the close up work is your intense concentration on your acting tasks

-if you concentrate instead of giving in to your self-judgment and fear, you concentration is likely to pay off

Voice, Accents, and Blood Memory
-the voice should take on the sound of the emotion you’re revealing in a part

-the point of getting vocal training is so that you can make choices.  You don’t want to lose your distinctiveness; you want to increase your options because in the long run, this will enrich your career

-vocally, it’s vital that your throat and neck muscles are relaxed, that the tongue is relaxed, and that you understand that you speak on the air and not on a lack of air.  You have to train yourself to relax your upper body and then concentrate on filling your diaphragm

-you have to have an awareness of where to breath and how breath reserve you need to have for a given text.  Where to take a breath depends on your interpretation of the text as well as your need for breath

-the resonating cavities that are I the check area parallel to your nose and your upper head resonance bring the voice forward and you should train and exercise specifically for producing more resonance on a daily basis

-different roles have different vocal demands, and some roles that are especially vocally demanding require specific exercises to prepare you for them

-I didn’t discipline myself to breathe diaphragmatically because when I did, I felt so vulnerable.  I didn’t like the emotion that came from breathing properly so I breathed improperly in order not to feel.  Not breathing from your lower torso is bad both for vocal production and emotional freedom

-when your whole body is connected to making sound, your emotions automatically begin to join you
-don’t ever underestimate the importance of complete commitment to an exact accent for a role you’re playing.  This specifically will not only make the audience believe your character as they hear it, it will add to your interpretive ability in a role.  

-by using your tongue, lips, and jaw differently from what you’re used to, and introducing new melody and rhythm in your vocal pattern, you will automatically have different physical impulses from those you’ve had before, and these become part of your characterization

-life is never general, only bad acting is

-ultimately, serious actors take on the challenge of being dedicated to absolutely authentic, specific dialects
-how we speak affects our entire behavior.  They find themselves using their imaginations more courageously and less mentally as they make their intuitive choices that come out of the entirely new way they’re speaking
-blood memory is a concept Stella Adler felt was absolutely necessary for actors to grasp.  It is related to language and accent; it means understanding the history of people you character is descended from and the land they from because that’s how their language was born and, to some degree, how they became the particular person they are when the script takes place

-Stella said that each of us as actors has the blood memory of our ancestors
-being a good actor is not about being comfortable, it’s about having a vision of your own potential and having the desire to learn about and appreciate many other cultures that you can illuminate through your work.  Actors are citizens of the world and can bring different cultures to people who have never experienced them before.  Actors are also time travelers who can bring to today’s audiences plays from centuries before and make them come to new life

-to realize you potential as an actor, you can’t limit yourself by making yourself or your world small

An Actor’s Tipsheet for Comedy
-find the rigidity in the character you’re playing
-a classic theory of comedy that has proved very useful to me is that much of comedy is derived from rigidity

-you character will have a strong point of view

-the truth of comedy is that it’s usually about pain, and we are grateful that it’s somebody else who’s going through these trials and tribulations not us

-when you approach comic texts, find the rigidity of the character you will be playing and the physical behavior that you can create from that rigidity.  Watch to discover whether the character’s rigid point of view begins to soften and change.  In those cases, an element of poignancy is introduced into the comedy.  The comedies that touch your heart usually do so when the characters begin to see and admit their rigidity and begin to respond more emphatically to others

-always play the human truth and believe in the characters stakes

-whether you’re in a drama or a comedy, you always have to play the human truth

-the stakes in Neil Simon’s comedies were sky high, and it was the degree of savage commitment that the actors brought to these stakes that made the comedy so funny

-they played it as if their lives depended on it, with true desperation.  And that, along with Neil Simon’s circumstances and lines, made it hilarious

-tailor your acting choices to the style of the text and the production

-all comedies require that you play the human truth but each requires its own way of playing the truth
-comic behavior reveals character
-comic behavior is built on real human reasons that the audience can recognize and not just try to encourage laughs and to show off.  Early in rehearsal, in grounding your performance in truth, you can go through a stage where your rehearsal process doesn’t necessarily concern itself with being funny because you are simply going for the truth.  Then you begin to find the behaviors that come from that truth that are funny

-in most comedies, the stakes become very high and it’s the passion of your needs that are part of the comic structure of the text that begin to percolate the comic behavior in you and, eventually, the laughs from the audience
-a great deal of comedy is frustration, confusion, anger, and pain

-one of the richest sources of comedy is reactions – how your character reacts to another character or to a given situation and these reactions are often silent

-like all comic behavior, much or reacting is timing, and timing grows out of what the character is going through

-what’s funny must always be human truth.  And what I mean by human truth is human feeling

-are you feeling glad? Mad? Sad? Scared? Or ashamed?

-these five emotions are underneath every comic choice – as well as every dramatic choice you will ever make

-all comedy acting is ensemble acting
-a cardinal rule of acting in comedies is that you have to play in the same style as the other people in the cast

-tempo is crucial, when in doubt, get on with it
-I always suggest to them that they get on with the line and don’t stop the ideas until the scene demands a pause

-by fast I don’t mean rushing.  I mean picking up your cues unless you have a damned good reason for taking a pause

-you cannot be fast until you know what you’re saying and why you’re saying it.  That’s why script analysis is as vital to comedy as it is to drama.  Comedy is not excuse for superficiality.  You have to take comedy as seriously as if you were playing Hamlet

-learn how to put over a joke

-jokes are written with a setup and a punch line
-you have to learn how to hit the right words in character for the maximum comic payoff and believability

-comedy is a physical art
-comedy theorists have pointed out how much comedy is based on the physical – the ways the body betrays us with its awkwardness, waywardness, and inappropriate demands, and of course how the physical world seems booby-trapped against us

-Chaplin’s physical behavior, his face, and his body, have to reveal all of his inner thought processes and feelings as well as his actions

-learn from the masters
-learn from them the commitment to a brave comic choice and how actors can feed off each other and encourage each other’s brave choices

-never allow anyone to tell you whether or not you can play comedy or what type of comedy you can play
-only you can make a decision about you and comedy, and you make it based on your own sense of humor and whether or not you are hungry to learn about how to be successful at comedy

-loosen up and don’t be afraid to make a fool of yourself
Stage, Screen, and TV:
-I tell my students, go and do television, do films, but do a play a year, minimum.  Always go back to the theater.  Why? Because in the theater you have to speak and be heard, sustain long and complex scenes, capture the audiences attention and hold it for an hour and a half or two hours or more

-on stage, you have to stand and deliver, with no excuses and no breaks, moment to moment, for the entire performance

-career survival, over the long run, depends on your commitment to developing a command of your craft
-films rarely have a rehearsal period.  As an actor, when you show up on the set, you have studied your character and broken the script down as thoroughly as if you’ve already gone through a rehearsal process so that you’re ready for immediate filming

-in theater, you generally rehearse for four weeks

-what this means is that the theater is the actor’s medium

-every time you do a new role, regardless of the medium, you have an opportunity to gain new muscles: to apply yourself in new technical ways; to interpret a new and different kind of character than you’ve played before; or to do a similar character with a new interpretation

-but what the theater gives you, because of rehearsal process, and also because the performance is nonstop, is a laboratory designed to develop your craft

-working on the stage is the best training ground I know for growth as an actor

-one of the most important technical things you need to learn in the theater is when to take a pause and when not to

-if you try and fail, you will learn something

-good competition is healthy, but when winning becomes your identity, it stops you as an artist, because it stops you from taking risks, since you’re more interested in winning than in growing

-you need to learn how to build a role from the first, more subtle and hidden parts of the character and how to creatively hide emotions through different behaviors before revealing them
-“it’s not okay to be lazy.  It’s not okay to settle for mediocre work.  It’s just not okay”

-theatrical performances require the physical choices to be larger and bolder, that’s one of the things that make theater so exciting

-I’m continually surprised by how many beginning actors drop their vocal energy at the end of a line

-“the scene is not about you.  The scene is about the story and sending your ideas to your partner so that they can understand and feel what you’re saying and can give a full response and send their ideas back to you

-but smaller choices do not have to be less varied or less interesting; they just have to be more subtle

-you voice can convey as much emotion subtly as it can loudly

-to be a leading player in feature films, television dramas, and even in certain roles in theater, there is a quality of stillness and simplicity that you must have.  It’s called presence.  Particularly on film, whether on the large or small screen, that presence must be conveyed through the eyes and not by the larger, voluntary muscles of the face

-you’ll often notice in memorable screen performances that the face stays very still.  The performance seems to emanate largely from the actor’s eyes and the subtle muscles that respond unconsciously to the intention the actor is playing.  This is not about being stoned-faced and self-consciously minimalistic; it’s about economy and subtlety

-what’s thrilling on the screen is to see someone with enormous emotion in them contain it and then send it through their eyes to the audience

-when a camera is close to your face, stillness becomes mandatory – not a holding of tension but allowing the camera to come into you as you relax your face completely without any extra tics or grimaces that put a wall between you and your audience

-if someone tells you that you’re indicating you performance, this is what they mean: you’re using your face or body signal your feelings to the audience instead of actually feeling them

-don’t show me your point of view, have one

-indicating your performance is a bad mistake, whatever medium you’re working in

-one of the prerequisites for being a good actor is having good taste and being smart enough to know how far you can go with your choices in a particular medium

-meticulous choices in acting are crucial in every medium.  Meticulous choices are specific emotional points of view about everything you say and do.  They are intelligent choices that are fueled by an emotional understanding of where your character is in their life at every moment.  They are choices that you are excited about and care about and that are challenging to you as your work on your text

-being economical – which means trusting yourself to make very simple, truthful choices instead of being busy and overly elaborate in a misguided attempt to be interesting – will draw the audience toward you more than you may realize
-Meisner said “don’t cry or get angry unless you’ve done everything to hold it back”

-there’s a lot that happens behaviorally to your body and your voice before the emotion explodes.  Holding back emotions until you can’t repress them anymore is human reality, and it also gives you more to act

-if you’re clear about what you feel and choose to hide it in a certain behavior that’s human and believable, that’s very different from not knowing what the hell you’re feeling or doing

-vagueness creates really bad acting, meaning that it’s general and not specific – shows up very clearly when the camera comes in on your face and your eyes are blank, revealing that your brain is blank as well

-when you’re silent in a close-up, it’s your job to be aware of how that close-up advances your character in terms of the story that’s being told.  Well filmed stories don’t have empty moments

-concentration, preparation, and an ability to conserve and use your energy correctly are crucial to your survival as an actor

-be professional; don’t look for fairness or support

-acting in three-camera sitcom is as close to theater as television ever gets and, therefore, sitcoms can be a great training ground for both theater and film

-being positive, hardworking, and a team player gets you a lot further in advancing your career than being difficult, snotty, self-important, or argumentative.  This is not to say that you shouldn’t stand up for yourself when your instincts tell you that you’re being threatened in some real artistic way, but even then, be a colleague, not an adversary

-the theater’s demands are extensive and consistent, eight times a week

-this is what it’s all about: commitment, regardless of where you’re doing the play; it’s the same work whether you’re in your own house or in a professional theater.  When you’re not being paid to act, there’s no reason or excuse for you not to be acting in theater, even if you do it in your own house

-the theater sustains you, teaches you, and keeps you ready.  The theater keeps your instrument and your heart alive so that you can live on stage, screen, and in television

How to Work With a Director

 -some directors understand and support the actor’s process.  There are other directors who know nothing about acting but think they do.  They really do think that you’re puppets and they don’t understand why you can’t do anything they want you to do.  You will meet them, for they are out there, and they will try to blame you for their inadequacy

-whatever kind of director you encounter, don’t be a victim 
-the good new is that the more prepared you are, the less chance you have of falling into the victim role
-a director is not an acting teacher or coach, and beginning actors need to know this right away

-and only you can discover your personal reason to play the part – your emotional connection to the role.  It’s not the director’s job to give this to you

-most small roles exist to impart information that advances the plot or to bring out certain aspects of a major character.  If you’re imparting information, don’t be busy and fussy in your choices, be simple, direct, and economical so that the information is delivered.  Remember that sending that information is your main job and be truthful as a human being while you do it.  If you are there to bring out an aspect of a major character by interacting with them, know precisely what you’re bringing out – and actively go after it

-if you have mannerisms – certain physical gestures that you tend to use again and again, vocal ruts, or if overly adrenalize  you performance or court the audience’s approval, for example – it’s helpful to have people who will gently call you on falling into your old patterns and wake you up to being pure in your specific characterization
-be intelligent and know when you’re directed well.  Learn to accept direction – take input

-you must translate what a director tells you into technical acting terms.  Newman said that when he gets a note from a director that his performance is too slow, he immediately understands that he has not justified the emotional need of his character strongly enough

-sometimes you really do just have to speed up.  Certain material doesn’t support long paused even if you’re very real in the pause.  This is especially true for light comedies, which are very verbally oriented and where pauses can kill the humor and destroy the pace necessary for success
-when you study films, you’ll see that they are successful or not because the director understands how to keep the audience’s attention by changing rhythms and tempos.  Long pauses are particularly destructive when they are about the actors getting more film time instead of serving the scene.  This is the verbal equivalent of the empty close-up

-it’s just as detrimental to work too hard on a part that doesn’t require it as it is to under prepare when you know you have a creative mountain to climb

-Gregory Peck knew when playing a simple reality was enough because he was personally connected to the scene.  He also knew when he wasn’t and had to work at it.  “It’s not enough to have talent.  You must have a talent for your talent

-since there’s little or no rehearsal in rehearsal in television dramas and most films, getting a coach to assist in your preparation can be a good way to feel confident when you show up on the set.  Top-flight actors use coacher more than you might think
-if you are allowed input, the worst mistake you can make is to get stuck in your ego about appearing attractive in a certain way that is not true for your character
-the second-worst mistake you can make is to go against you instincts and to agree to a physical image for the character that you feel is completely wrong

-whatever costume you have on, you have you have to endow it as your own.  And you must wear the costume, it must not wear you; you must move in the clothes according to the style of the period I which the play or film takes place and you must make yourself comfortable in those clothes.  The sooner you can work in the costume, including the shoes, the better

-each job is a chance to improve on an acting problem you may have had.  Likewise, it’s a chance to work on your social skills as an actor, which is part of every job you’ll ever have

-when you learn people’s names on the set and are friendly and easy to work with and then do an excellent job, you are building your career.  Don’t ever be disrespectful or unkind to anyone you work with.  And don’t gossip about anyone, ever.  Treat people as you wish to be treated.  People do talk about people on sets, and you want your reputation to be a positive one

-one final piece of advice; don’t be a brat.  It’s not just all about you.  It’s about a group of people trying their best to make a good piece of art, and if you’re a narcissistic child going “Oh it’s me, it’s me, it’s me!” You’re not an actor, you’re just a self-important little pain in the ass who is say “I want to have my way”
The Power of Yes
-the most important word in acting is yes.  If you are negative about what you attempt in acting, you’ll never be good at it.  You’ll never follow through in exploring your acting choices, and you’ll never push past your fear.  The antidote to self-criticism and fear is yes

-being nervous, high-strung, or desperate to succeed is part of almost every actor’s experience at some time in their lives.  But you can learn to use your nervousness in a positive way.  Nerves are about desire.  Being nervous is about needing something or feeling your lacking something.  That’s emotion.  So you say yes to that feeling of nervousness because it’s energy.  You focus that energy into your active intention and into the story

-everything you feel in this yes experience is positive

-what you feel or think is not an action; an action is what you do.  As an actor you have to say yes to everything you smell, see, taste, touch, or hear, yes to every bizarre fantasy you have, every dream you have.  Just when you think, “that’s too horrible, I can’t go there,” you are standing in front of a door that opens to a very usable part of your creativity.  It’s all yes 

-it takes more courage to be positive 

-if you are negative, you can never be disappointed if something doesn’t work out.  If you’re positive, you may not always get what you want: you risk disappointment.  That’s why being positive takes courage

-we’re all going to die, everyone we love will die, our world will end.  So a lot of people stay negative to remain safe, so they’re not disappointed when something doesn’t work out or when it’s all taken away.  But that means you never live fully
-it takes courage to be a good actor – and a good human.  The only way to keep growing in your work is to love your choices, your intentions, your back story, to say to yourself, I believe in me, I believe in this character and the in the story, and though I may not be feeling what I want to at this moment in a scene, I’m going to say yes to whatever feeling I have and use that energy to help me send the ideas to the other actor.  You can absolutely ruin your career and your life by saying no to yourself.  You can change your career and your life by finding the yes

-the difference is that these actors hadn’t done their homework and they didn’t fully understand the plays they were in.  Their impulses came from ignorance and self-inflation rather than from creative inspiration grounded in truthful character interpretation and living in the given circumstances of the play

-so when I tell you to say yes to your creative impulses, how do you know the difference?  Sometimes you don’t, but you will learn.  Trial and error, my friends, trail and error

-if you’ve done all the homework you can, and you’re fully invested in the given circumstances and in your objectives, and you’re truly acting moment to moment with the other actors, your impulses at each moment are going to be truthful and useful.  That’s what I’m asking you to say yes to

When Race, Stereotypes, etc, Become Issues

-obviously anger and earthiness are part of our humanity.  When actors disown crucial aspects of themselves, I believe it’s a teacher’s responsibility to give them material that allows them to crash into the problem
-please own all of yourself and don’t say no to any part of your feelings, whether you approve of them or not.  It will stop your life and your career.  What we are afraid to reveal about ourselves to the audience is sometimes our greatest breakthrough when we do reveal it because it unclogs a torrent of powerful feelings and gives us freedom

-as an actor, the moment I let shame cut me off from any part of who I am, I am literally disabling myself

-any part of you – your socio-economic background, your nationality, your race, your color, your sexual identity – that you dissociate yourself from is destructive to your artistic freedom.  Any emotion or behavior that you disown because you identify it with part of yourself that you judge, because you feel that others judge it, will be difficult for you to express and you will have to work through it 
-no actor should ever a play a racial stereotype.  The word stereotype implies generality and a lack of human specificity, and all acting is about specificity.  Even if a character as written seems stereotypical or clichéd, it’s your job to make sure they’re not.  You do this by giving them a specific personality and unique emotional life

-through the specificity of the character he created, his character became a person anyone could relate to and identify with, and thus he became universal; he became all people who suffer from persecution

The Story Exercise
-my belief is that all actors – like all people – have a story to tell, although they are not always aware of it

-the truth is that the suffering has already happened to all of us, nobody escapes suffering and suffering can be healed or lessened when you use it for your craft as an actor

-we all have unresolved emotional experiences or moments of great emotional meaning in our past, many of which are kept in our unconscious mind but are already to be tapped if we have the right tools and are brave enough

-I have witnessed actors giving birth to themselves as actors and writer by empowering themselves not to wait for someone to give them something but rather to see themselves as having a gift to give

-an actor is only as great as the parts they get to play

-Stella Adler taught me: find what you do well, and do it like Hercules

-you can access the natural reserve of energy in the body through breath, specifically by lowering the center of breath from the upper chest to the pelvis and the back of the ribs

Confidence versus Arrogance and the Work Ethic

-arrogance becomes unhealthy because it has no awareness of limitations

-you have to know what your strengths are as an actor but you also have to know your weaknesses.  That’s self-knowledge.  Confidence comes from self-knowledge combined with the ability to stand behind your choices as an actor when you believe in them, fight creatively for choices that you know illuminate the play or film, even if the director disagrees with them

-Elia Kazan said “Effort is all.”  On one level, in terms of acting technique, this means committing yourself diligently to your study and to the choices you make in a part

-on another level, in terms of living itself.  This means committing ourselves diligently to the work of knowing ourselves, warts and all, facing our terrors, our anger, our biases, our lack of education in certain areas, because if we do we become more honest people and therefore, better artists

-real growing artists are excited by and open to new ideas

-a good actor never stops growing

-my greatest strength as a young actor was my ability and my desire to have someone help me where needed

-sometimes a teacher or a friend or a director will tell you a truth and you’ve got to admit it, even if it’s painful

-the reason self-knowledge is so vital is that once you admit the truth about your weaknesses, you can change them

-I’ve seen countless people deny their weaknesses and be hurt by that denial

-I realize that people who are fulfilling their creative goals are the people who have worked at it

-one of the most important ideas in pursuing an acting career is being able to work for your own excellence because you want to

-survival skills that were effective in childhood can become prisons in adulthood if you don’t work to separate internally from the negative past

-self-knowledge is important for every human being.  But as an actor, it has a peculiar relationship to your professional life because you are your instrument.  What you can play is limited by your personal limitations and your willingness or your unwillingness to work in areas that are uncomfortable but necessary for taking the next step in your career.  I’m talking about technical and personal limitations

-as an actor, you’re always out there in the marketplace – forever.  How can you behave day to day can influence your career as much as what you can deliver in performance

-if you have personal problems but not motivation to solve them because you can hide behind your success, then your personal problems can ruin your career and devour your life

-I come from the point of view that your life is more than your career

-if you have self-knowledge, you have what I call inner structure as a human being: you know “I always have human value regardless of how my talent is judged”

-his craft fascinated him and he was motivated by something inside of himself

-you must accept the reality of being a professional actor, the reality that “I will be criticized both negatively and positively, and I can’t let either of those stop me from what I perceive to be my potential.”  And I tell them that art, like life, is about ascension.  If you can’t tolerate looking at your own weaknesses as well as your strengths, you will not reach your potential or even have an idea of what your potential can be
-each of us has a voice that wants to be heard and that we ourselves have to listen.  Part of listening to it in a way that really propels you forward is being scrupulously honest about where you are in your ascension as an actor.  I truly believe that actors never have to stop growing and augmenting their talent.  Artists must try to dies in ascension

-as you gain experience, if you are honest with yourself, you will be able to gauge your own progress in reaching your goals in each performance
-Stella Adler said “Actors must have the soul of a rose and the hide of a rhinoceros.”  You must continue to let the rose become more sensitive, you must also increase the thickness of the hide.  Translate criticism for yourself; see if it’s apt.  If it is, don’t deny it, learn from it.  If it’s not, move on

Concluding Notes

-we live in a world where a lot of people like to be seen as “cool”

-cool denies the frailties of living life and the inevitable loss of everything that is dear to us; it leaches the passion from life

-the virus of coolness that I observe in some young actors and actresses makes them appear shallow, adolescent, and self-centered, both in real life and in performance.  For theses people it becomes all about externals, that is, how I look, how I come off to other people, and a confusion that indifference somehow shows strength

-the great icons of the past were passionate, sophisticated, deeply wounded, brave, and idiosyncratic, and they blasted their way into the audience consciousness.  And Johnny Depp, despite his playfulness and ease, is one of the most serious, dedicated, and imaginative actors working today
-for fuck’s sake, be hot!  Be mad! Be witty! Be loving! Be heartfelt! Be sunny! Be fiercely cold! But Jesus, don’t be cool!

-when you have a moment a task as a moment before, you must have a relationship with that task that you commit to, so that when the scene starts and something interrupts that task, it’s a surprise
-make a list of everything the script tells me about the character, everything I do and where I’m physically at in a scene.  Just get the facts, man.  You do your investigative work and then it’s like a puzzle

-biography’s great because it creates memory for the characters and makes you fly, cause’ you don’t have to work, you have memories

-it’s that wonderful pain, that wonderful, joyful vulnerability which comes with the imaginary circumstances, which says “I don’t have to pay the human price for this as my actual life but I can visit the experience fully and vulnerably and still know somewhere in the back of my mind I am safe to be absolutely vulnerable and raw in my real life I don’t have to deal with the consequences.”  Part of an actor’s music is their raw emotionality.  It’s part of your instrument as an actor that you have to open up in order to be human in your work

-you were always in the process of trying to accomplish something rather than hanging on to any emotion

-the actor’s job is to say the writer has given me these truths and I have to imagine them in detail and fill them up with specifics and emotion

-acting work is very concrete, and it’s the concreteness of it that makes you able to tolerate the fear of being judged or rejected.  It’s the concreteness that always keeps you creative and empowered in a performance.  You’re always empowered because you’re there to show your interpretation, and if you’ve truly worked on your interpretation, what is there to be scared of

-the more technique you have the more confidence you get from it because really you feel you know what you’re doing

-your monologues are your workout program for working on given circumstances, superobjective, and objectives, obstacles, and intentions, stakes, emotional justifications, rhythms and tempos, physical choices, and other aspects of interpretation
-I suggest you do at some point every day of your life is to go into a room by yourself and move in a way that expresses what you’re feeling
