Morris System
Irreverence

Philosophical
-accepting irreverence is accepting yourself; acknowledging that who you are, what you feel, how you express yourself and the way you experience the world are the most important things you have to contribute to the planet

-standing your ground and allowing, permitting, accepting and including all that you feel and encouraging the expression of that

-reality is the highest form or art

-must first achieve a Being state and from that foundation be totally willing and available to believe in the circumstance and reality.  Must irreverently follow your impulses wherever they lead

-if the choice, the need, or reality is strong enough, the actor as a person will attempt to change the outcome of the play

-actor must have the courage to create reality and absorb himself in that reality above and beyond his concepts – then he can irreverently follow his impulses and feelings where they take him

Rehearsal

-perhaps in the rehearsal stage the actor is most irreverent

-use rehearsal to explore and discover where choices lead, let all responses be expressed

-irreverence is a commitment to truth and does not have an alternative

-irreverence is a part of a very specific and disciplined process of work that has rules and structure

-it depends on the identification of creative responsibilities and the exploration of techniques that ultimately fulfill those responsibilities
-the rehearsal process is like following either a detailed roadmap or a specific blueprint

-he begins by asking very important questions about material

-wherever the actor starts, the reality of every single moment is what must be established and maintained

-by being irreverent he stands to gain a variety of important things:  reality rather than representation, discovery of where the choice leads, incredible satisfaction of expression, real life on stage, and facets and dimensions of life that can come only from reality

-rehearsal process can be adventurous and exciting time for the actor, loaded with experimentation and discovery

-if their belief is far greater than their concern with “acting” the scene, the kind of behaviors they will both experience will be filled with a large variety of impulses that go beyond the conventional qualities of the piece

-you never make something happen; instead you create a climate of stimulation and allow it to happen

-once its time for performance, the author’s intent must be met

-another benefit of irreverence is it allows and encourages the actor to ventilate many facets of his personality

-if the actor “plays” anything, it is a false state, an unreal state, and can only represent an emotion without really Being the entire emotional state.  Every emotion we feel is part of an entire network of impulses

-must not become complacent in work not for one moment

BEING

-acting is the art of creating genuine realities on stage

-fundamental question:  What is the reality and how can I make it real for me?

-in process of discovering themselves, actors become aware of how they feel on a moment to moment basis and scores of things that have affected them throughout their lives
-when an actor functions from a Being state, all that he feels is included in the life being expressed, then the resulting emotion contains all of his personal truth and reality

-when actors approach a being state they become much more theatrical and meet obligations of the material on a more complex and imaginative level

-the actor brings to his work the undeniable uniqueness of himself and the work takes on a personal quality – it is unpredictable to the actor

-it has a crisp “one time” feeling – that makes audience believe that it is happening here and now fro the first time

-to be you must first find out what you feel and express it totally

-do no more or less than you feel.  Being is the only place from which you can create organic reality

-each actor’s true state of Being and the things he does to avoid Being are unique

-the craft of acting is the art of Being

-you have to find a system that works for you, that happens by experimentation

-you’re the only thing you have

-acting problems are often life problems

-as an actor you must spend the bulk of your time in the training process finding and freeing yourself

-what stops Being?  Consequences, Fear of ridicule, Rejection, Violation on our “image,” Fear of failure

-talent is the ability to be affected by an enormous number of things and to express imaginatively the fullness of everything you feel

-the moment you stop one impulse, the flow of your being stops

-the whole concept of Being, Being before Doing, Being before Acting, is based on the acknowledgment, the acceptance and expression of everything you feel
-there is nothing negative or positive about what you feel.  All emotions have equal value

-you expose your limitations, and let people see them, you no longer have anything to hide.  You functioning on a level of reality and from which point you can be creative
-you go from your existing state of Being to the state of Being required by the material

-the unconscious is where you talent lives

-part of each actor’s growth depends on his ability to perceive and articulate his process of work

-what’s difficult, what gets in the way are your obstacles to Being.  Which are your obligations – theatrical, social, emotional.  All of your obligations get in the way

-can’t make a separation between life out there and life on stage

-when an actor is functioning organically and honestly, he is anything but smooth

-he may even look somewhat “unprofessional,” untechnical, undisciplined, untrained

-you have to find a way to go from this Being state, where you are now, to that Being state

-many actors fail because they try to jump from here to there in one step.  You might need to move yourself through several interim steps in order to grow from your depression to joy

-progressively you encourage one Being state to give way to another

-it is so important to know your instrument thoroughly, to have a large repertoire of choices, and the skill to use them to get where you want to go

-each moment carries over and mixes with the next moment and you see the emotional subtleties of the change

-you cannot create life from the absence of life

-natural process of responding to life stimulus – effect – response – expression.  Being promotes this chain of response

-the actor who premeditates his behavior, short-circuits the process anywhere along the line

-instead of going with the organic response, his expression becomes prostituted by what he things the character should do or say

-when the actor short-circuits the natural process by assuming behavior, by imposing attitudes, by “acting” he creates “splits” in his instrument

-Being is ground zero.  Implicit in Being is the inclusion of all your impulses, including your problems, as well as the infinite colors of your emotional rainbow

OBLIGATIONS
-are the responsibilities of the material that must be met

-they are realities of the piece that the actor must make real for himself.  How the actor does that is what craft is all about

-the obligations in a scene are impelling elements that stimulate behavior organically
-if the need if real, the behavior will be dimensional and unpredictable.  It will be filled with variety and change

-we respond and behave as a result of the impulse that we experience.  If the actor uses his energy and his craft to “set up” the stimulus, then the instrument functions naturally

-the blueprint:

Obligation: What do I want to feel or experience in this scene?  

Choice:  What would make me feel that way or relate that way?

Choice Approach: How can I make it real for myself?

-the seven main obligations are categories that blueprint an actor’s responsibility to a given piece of material

1. Time and Place

-where and when does it take place
-very often it has an important effect on characters

-use as much available stimulus as possible, create the rest – must be specific

-allow self to have emotional reactions to environment

2. Relationship

-two parts: the fact of the relationship and the emotional obligation of the relationship

-who are the other people and what does your character feel about them?  What are the relationships between characters?  How does the emotional life change?

-actors must address relationship responsibility by creating a stimulus that parallels the reality of the material

-sometimes you can relate to available and existing features and behaviors that are very much like that of people you know well or are close to

-once you have established who the character is to you, then you must find out how you feel about them

-must create relationships to every character in play

-the emotional elements and impulses usually undergo many changes, as piece progresses, and the actor must adjust, change, and even work for new choices to accommodate the involvement of the emotional life of the play

-Questions to ask:

-who is this person to my character?  What is the nature of relationships?  How long have they known each other?  How does my character feel about this person?  How does that change in the play?  What are growth elements in relationship?

3. Emotional Obligation
-is what the character feels in a scene

-the emotional life of the character and the variety of changes that take place in his behavior

-a common trap is to deal with the resulting elements of the emotional obligation.  This kind of involvement leads to singularly dimensional emotional responses

-the emotional obligation is those feelings, impulses,  and inner life that the character is experiencing; love, hate, passion, confusion, exultation, joy, pain, ambivalence, rage, depression, hopelessness, attractions, needs, satisfaction, invisibility, ambition, lust, greed

-every emotion is filled with a large variety of complex and subtle elements

4. Character Obligation
-the physical, emotional, intellectual, and psychological 

-four elements are what the actor must address in himself when dealing with characterization

Questions:

-what kind of person is he?  What is his physical makeup?  Is he frail, beautiful, unattractive?  What kind of person is he mentally, is he stable, insecure?  What is his level of intelligence?  What is the nature of his emotional states?  What about temperament; easy going or volatile?  Is he suspicious, paranoid, macho?

-all factors have real bearing on how the character behaves and relates to life as well a to people around him

-begin by identifying differences between you, and the character

-isolate each part of the character elements and begin to identify the difference between you and the character

-the other consideration is to identify the similarities between you and the character

-relating to character obligation is the systematic involvement of identifying the differences and similarities and bringing them all together so the character can inhabit the actor

Finding Clues to character:

1. What the author says, the description

2. What the other characters say about him

3. What he say about himself

4. Actions and interactions of character, his activities, involvements, and idiosyncratic behavior – what he does

-use craft to pique those same aspects of personality in yourself, encouraging them to rise to surface and become predominate traits

-when you absorb a character into your person, all that you are in terms of your unique way of relating to the world, your impulses, thoughts, and responses will be included in everything the character does

-an actor makes a unique and personal statement through every part he plays
-the character becomes you

-Physical – includes all of characters movement, his demeanor, his actions and the use of his body

-Emotional – the way the character relates to the world in an overall sense – emotional fabric

-Intellectual – how intelligent or unintelligent the character is, and how he uses or doesn’t use that intelligence

-also his education, intellectual station in life, use of language, and his ability to communicate from the specific level of his intelligence

5. Historical

-relates to time in history that the story takes place

-must research time period thoroughly

-become familiar with customs, morality, mores, concerns, economics, laws, rules, etiquette, politics, dress, sexual attitudes, awareness and consciousness of people of that time and geographical local

-investigative process should always start with questions 

-all these elements have impact on how character looks at life, how he relates to people, speaks, thinks, acts, walks, talks

-dress governs many external behaviors

-must find substitutions

-must acquire manner of speech, thought process, concerns, and beliefs on an organic level, truth comes from a place of truth

6. Thematic

-this responsibility carries the “statement” of the play

-it is what the writer is saying to the world

-very often a writer will single out one character as his spokesman

-does my character have a responsibility to promote the statement of this piece?  What is the author trying to say through my character?

-sometimes theme is subtle, other times it is blatant

7.  Subtextual
-relates to things unsaid in the play, the statements and feelings which are inherent in the piece and motivate the characters behavior but are a kind of under-life in the piece
-sometimes the essence of the material, the quality of the play, the ambiance

-there may be an “understatement” – a style, or feeling emanating from the material that communicates itself to an audience and produces an overall response to the piece

-obligation is typically subtle and elusive

Choice Approaches

-tools an actor uses to create the choice he has selected

-some approaches work in certain material situations better than others

-a craft technique is a choice approach that can be used in conjunction with other choice approaches

-the goal of the involvement is to make a choice real to fulfill obligations of the material

1. Sense Memory

-is a foundation approach, plays an integral part of many approaches 

-is instrumentally tied to an actor’s “risability” and affectability
-the ability to perceive and respond is a sensory process. The senses have their own memory of experiencing stimuli

-it is a responsive process.  Senses can be trained to respond to objects as if they are really there.  It is an explorative process

-attempt to create an object, person, place, or thing, that the actor feels would affect him in a specific way

-the actor asks specific sensory questions and responds to them with his individual senses

-it is a very specific involvement

-must ask questions in areas he knows will lead to greater affectability.  Must include all senses in the process

-all responses take place in the senses that the questions are specifically directed towards

2. Available Stimulus

-should be first consideration when you are preparing to work

-it means relating to anything that actually exists in the environment, it is really there

-is there anything in the place that would affect me the way I want to be affected
-could be anything, the people, the play, the sounds, objects, energy of environment/atmosphere

-could be how you feel at this very moment

-it may exist in a variety of objects and many forms, but it indeed exists

-simply relate to its existence and allow it to affect you

-can use Selective Emphasis – emphasizing only part of an object that effects you

-sometimes an actor must stimulate a running stream of thoughts on an inner level in order to use Available Stimuli

-an actor must sometimes “tell himself” about his feelings in order to stimulate an effective impact

-explore the environment, using stream-of-consciousness type narrative to assure greater success in finding stimuli

-use Creative Manipulation – focus/alter/change the element so it will affect you in the manner in which you want to be affected

-the actor can selectively emphasize the most impelling realities and manipulate the “Inner Mono” to fit the scene

3. Sensory Suggestion

-combines suggestion and Sense Memory

-helps when a full sensory process is not feasible 

-to help create a quick emotional change

-if the actor attempts to create the object as well as suggest its existence and actions, he has a greater chance of being authentically affected

-can be uses in relation to an imaginary stimulus as well as real stimulus

-in relation to another actor, might suggest attitudes and behaviors that do not exist at the moment and attempt to support your suggestions by using Sense Memory in an Endowment fashion

4. Evocative Words

-relates to experience you have had in your life or certain belief structures you entertain 

-is the process of saying words or short phrases to yourself related to an experience that you have had for the purpose of re-stimulating the emotional life of that particular experience 

-can be done out loud as a preparation or as an Inner Monologue

-success of technique is dependent on picking the right cluster of words and phrases that will appeal to his emotional fabric

-allow images to pop up as words are spoken

-beliefs and ideals are impacting and impelling choices

-can say words or short phrases related to any of these belief structures and ignite responses prompted by them

-all things we feel very strongly about: beliefs, codes, morality, a sense of right, a sense of life, loves, hates

-continuously reinvest in an Inner Monologue

-use to internally verbalize your feelings, creatively manipulate a thought process, etc

5. Believability 

-is a mixture of some truth and a lot of untruth, starting with the threads of reality and adding elements

-works best in conjunction with another actor

-do a Believability approach and then carry the stimulated life right into the behavior of the scene

-is designed to create a fabric of total reality

-must selectively emphasize both the truth and the untruth in order to structure the circumstances so that they will promote the desired results

-an inner monologue can be used to further stimulate the life during the scene

-can be used as preparation to reach a particular Being state

6. Selective Emphasis
-using it is dependent on isolating a part of something; or an element of a whole
-can be done in relation to real or imaginary object or in relation to a thought process

-process of isolating a part of any whole and relating only to that part of the place, person, or object

In relation to other Approaches

Available Stimulus – depends on isolating the part of the object that will affect you

Evocative Words – saying the right words – the loaded phrases that will impel you to feel and to respond

Believability – creatively leads himself to subjects and events that he knows will affect the other actor

Imaginary Monologues – can isolate certain parts of that person’s behavior and experiences he has had with the person, and then selectively emphasize what he talks about

Affective Memory –emphasizes the right kinds of questions and isolates the right parts of the experience to relate to

Personal Reality – using what is real in your life at this very moment and emphasizing parts of those realities
7. Endowments

-involves the process of changing an object or a person by endowing that object or person with qualities, elements or features that the object or person does not possess

-process is done sensorially

-start with an “available” object and slowly adding elements to it or changing its size, dimensions, color, shape, weight, texture, you end up relating to a totally different stimulus

-are virtually no limitations to what can be accomplished

-can endow other actor with emotions that are not really there: change attitudes, complexions, distort the body of the other actor

-actor asks some kind of sensory questions

-you relate to an already existing object with the goal of effecting a change in it

-the goal is to change your emotional point of view of something

-can endow other actors with features of someone else

-can systematically endow other actor with features, mannerisms, and essence of imaginary person

-the person created by the actor and the real actor become the living embodiment of the imaginary person
8. Imaginary Monologues

-activated by talking to an imaginary person as if that person was here now
-should be someone who is meaningful to you and toward whom you have an emotional point of view

-you talk to the person about things (selectively emphasized), that will create a desired emotional fabric

-can be used as a preparation or in a scene as an Inner Monologue, under and between the dialogue

-perhaps the most commonly uses approach

-actor can creatively manipulate and selectively emphasize the context of the monologue to suit any purpose

-picking the impacting words is a matter of knowing what will affect him

-can support process with sensory supplementation to dimensionalize the reality

9. Imaginary Dialogues
-the act of two people doing Imaginary Monologues

-best done out loud so actors can hear each other

10. Externals

-the goal of the technique is to get a physical sense of all the above through your own instrument

-animals, people, objects, and insects

-experiencing a sense of any External through his own body

-when properly translated into human behavior, an actor can reach the necessary part of himself for the role

-can be used to access deep primal attributes

-helps create physical attitudes, the way a particular character relates to the world and objects around him
-elements manifest themselves in the body, the movements, the attitudes, and entire essence of a person

-Purposes of approach: 1) fulfill character obligations 2) stimulate emotional impulses, point of view, thought processes and behavior that other approaches cannot 3) pique primal and primitive elements in us 4) effect a total change in physical instrument 5) effect a change in the way we relate to the world itself 6) to address as many of the obligations of the material

-Approach Techniques 

1. Overall Rhythm




2. Leading Center

3. Secondary Center




4. Limitations

5. Centers of weight, balance, power


6. Isolations

7. Corresponding and contrasting rhythms

8. Species and individual mannerisms

-begin by observing subject thoroughly

-attempt to assume or feel the rhythm by slowly repeating the movements of the subject.  Stay with rhythm until you feel it in your body.  Repeat movements over and over.  Rhythm leads you to spine of subject

-the leading center is the part that seems to cross an imaginary line first.  Each element will fit together like pieces of a jigsaw puzzle.  Each new element will help solidify a previous element

-secondary center is part of body that closely follows the leading center across the imaginary line.  Do best you can to overcome differences between your body and body of subject
-limitations vary from subject to subject.  
-center of weight, balance, power – the part that often propels it to leap, spring, run, etc.  By approaching subject one element at a time, you are building the sense of it in your own body

-isolations inform the parts of your body to function independently of one another.  Thus freeing the body from conditioned patterns, and allows it to move more variedly.  Another reason for isolations is to break the subject down into component parts and put it together again

-corresponding and contrasting rhythms relates to the parts that move together and in harmony with each other, and the parts that seem to be in contrasting rhythms.  

-the tempo is the speed of the rhythm of the subject and should be explored when you have a full command of the various rhythms.  You can “sneak up” on the tempo, by starting at one tempo and increasing the speed
-species mannerisms are those which an entire species have in common, and individual are peculiar to your one particular subject.  

-systematically put the techniques together and separate them until you can approach the subject through your instrument with all the different elements

-after getting a sense of subject, must be translated into human behavior

-translation should be done slowly and in degrees.  You must maintain the elements of the subject throughout the transition process.  If you lose subject at any point, just return back to beginning.
-as you master approach you will be able to translate more quickly and with greater confidence

-begin to make rhythms, tempo and mannerisms more subtle.  Retain the centers but make all the elements less defined.

-the degree to which you refine the subject depends on the role and the character you are dealing with

-in some cases you may want to retain obvious outward manifestations.  At other times, you may want to refine so there are no outward manifestations at all

-your goal is to accomplish an inner sense of the subject complete with the emotional impulses stimulated by retaining that inner essence

-accomplishing the sense of your subject has an overwhelming effect on you physically, emotionally, intellectually, and vocally.
-when translating, feel free to go back to the “total subject” at any point, and isolate certain areas for translation

-it is also important for the actor to explore the sounds of the subject.  

-it makes different kinds of sounds and these emanate from its changes in moods and behavior

-certain sounds reach down deep into our own primitive roots and excites the animal that lives in all of us

-you can incorporate sounds as you explore other elements or wait until you have successfully achieved a full sense of the subject

-where do the sounds come from, where in the body do them seem to start?  Do movements accompany the production of those sounds?  What are the component parts of the sounds you hear?  What is the pitch, the depth, the duration of each sound?  How does sound vary or change?  Is it always the same?  What are the different sounds?  What does each sound seem to express?  What is the animal saying?  

-play around with sound as you explore the movements

-quite often, the voice of an animal can be directly translated into the voice of the character and can provide an extremely interesting character facet

11. Objects that come in contact with the body

-relates to clothing and other objects that we wear, hold or use

-what we wear has a definite effect on how we feel and how we relate to the world
-strong emotions can be created by creating a sense of an object that contacts the body

-changes range from broad obvious changes to very subtle adjustments of behavior

-use the sensory process to create object

-sensory exploration must be thorough and complete

12. Affective Memory

-the process of re-creating an entire experience from your life, including everything that led up to the very moment of the experience

-entire process is done through the use of Sense Memory

-may take couple hours to originally re-create experience

-each successive time will take less and less time

-all questions are investigated in the present

-often leads to a complete experience on stage

-the reason to do Affective Memory is to have a total experience of relationship to an environment and a time filled with people and objects that stimulate a varied group of impulses and emotional points of view

13. Inner Monologues (Approach and Craft Technique)

-process of creating an internal verbal flow – sometimes just a stream of consciousness, other times a structured and selectively emphasized subject or theme
-create a structured verbal process internally, which is made of a specific verbal monologue

-a monologue that promotes the thinking of the character in the play.  Is like creating the inner life behind the lines

14. Personal Realities

-something the actor believes – a belief structure, prejudice, feelings he has, a sense of life – anything that really exists and can be related  to which might confront and fulfill an obligation of the material

15. Creative Manipulation

-a craft technique

-process of directing yourself into the area that you want to be in

-helps get right to the target of a choice

16. Sub-Personalities

-various approach techniques
1) Voice Dialogue Process
-a facilitator relates to various selves

2) Role-Playing
-one person involvement similar in essence to voice dialogue 

-actor gets into his aware-ego state and asks for a specific part of himself to come forth and speak

-once he elicits the energy, he encourages it to express itself in an uninterrupted monologue

3) Using a Journal 

-appeals to subparts that are reluctant to respond to verbalization
-promote an aware ego-state

-have an ongoing dialogue with the subpart in the journal

4) Movement or Dance
-some energies are not responsive to verbal techniques

-especially when energy is more instinctual than rational

-their makeup is nonverbal and they respond on a physical level

-sometimes sexual, primal, or child-like

-experiment with wide variety of movements and rhythmical dances

-thus discovering who they are and what appeals to them, and what elicits their energy

-must experiment and explore

5) Music
-music appeals to many parts of us

-experiment and explore

-maintain awareness of changes in being

6) Using Externals 

-explore different externals and see where they take you

7) Imaging (4 parts)

-achieve aware ego-state.  Pick a self to summon

-feel out the spot where that energy may inhabit

-begin to imagine what subpart looks like (do not impose a concept)

-once you have a general sense of outline or appearance of subpart, you begin to create it through imaging

-must have an intimate sense/feeling of image

a) create image with Imaging/Sensory process in front of you

b) then move into that exact space and allow yourself to inhabit that energy – like putting on an overcoat.  Encourage your entire being to step into that energy field and become that energy

c) find a mirror, look into it and continue imaging process.  Observe any physical changes in body/face – look for its presence in eyes/facial muscles.  Express sounds, move around feeling the energy

d) encourage energy to relate to environment from own energy.  Begin to image objects and people based on energy’s will.  Allow self free reign in stream of consciousness imaging process. After deeply in energy allow it to begin to relate to the text

17. Sharing Monologues

-talk about an experience or event in your life that will hopefully stimulate a desired emotional state

-can talk about how you feel at the moment

-selectively emphasize and keep focus on specific goal

-can be used as a preparation or continued as Inner Monologue

18. Selective Enhancement

-craft technique

-enhancement means making more of it, making it bigger, better, more interesting, more “anything”

-essentially enhancing something to make it more compelling to you 

-process of using what is already there and enhancing it

-imagination plays large part in process

19. Evocative Images

-similar to evocative words but appeals to visual rather than auditory sense

-deals with either an experience or a belief structure

-suggest images to yourself, but encourage sensorial responses

20. Imaging 

-images are the language of the subconscious

-an image is a mental picture, something we see with our inner eye

-there are literally no restrictions that should be place on the kinds of images we experience

-the basic premise is that by imaging repeatedly, the mind, from a conscious place, influences the unconscious, which in turn influences the performance of the body

-if you image a place, an event, or a belief structure indigenous to a character, you are on the road to creating an unconscious support and belief system, actually structuring the thoughts, responses, feelings, and prejudices of the character
-as you see yourself, so you shall become

7 types of images:

1) Involuntary Imaging – consist of thoughts and images that jump into your consciousness.  Is an automatic process without premeditation.  Our moods and are very often affected and controlled by them

2) Symbolic Imaging – is automatic and natural, is unpredictable and hard to interpret.  Important to find out how these affect you.
3) Fragmented Imaging – can be done with theme or impulsively.  Create unending stream of fragmented images.  Do not have to connected linearly or make sense.  Can be done quite quickly.  Use creative manipulation to help get desired results.  Direct and steer process along

4) Free-Association Imaging – is done by voluntary design.  Encourage whatever images to pop in your head.  Allow to happen without any preconceived notions.  Allow to happen.  Do not lead.  

5) Story Imaging – is more conventional type of imaging.  We follow a story and a logical sequence of events to carry us through an experience.  Happens when we daydream and fantasize.  There is a plot, with a beginning, middle, and end.  
6) Verbalized Imaging – making the process audible – imagining out loud. Encourages the use of auditory sense.  Can be applied to other forms of imaging.  Is more of a discipline than a technique and helps keep actor on track.  Can say “I see, I hear, I feel,” respond with senses.  Allows and encourages you to express your emotional responses.  Must accompany the words with the specific image that is shared by all his senses.  Can use words to “punch up” images that had already been evoked

7) Guided Imaging – can be by yourself or with another actor.    

-begin imaging process by relaxing
-bring images outside of head, make them sensory experiences and become part of all your images
-two ways to image – with Sense Memory and with Imaging Sensations
-Sense Memory – see elements with inner eye, and then transfer outside of yourself.  Begin asking sensorial questions and responding with senses.  Fill in with specifics.  In imaging framework, respond will all senses simultaneously

-Imaging Sensations – the sense function without the question-and-response process.  The actor images the choice or the event without the intellect.  Believe all senses have equal power and value to create images.  Shift moment to moment emphasis on each sense.  All senses must function simultaneously.  Use when you don’t want the Sense Memory process to be intrusive to the flow of the image

-imaging elevates the imagination, it stimulates a willingness to believe, and it intensifies the gullibility of the actor.

-also to become more emotionally accessible, to elevate his vulnerability, to believe in the circumstance, to stimulate the desired emotional life and the relationships of the material, and to pique unconscious responses

