Power of the Actor
-acting is a complex and elusive art to define

-the words are not just read with sterility from the page.  They are performed and brought to life by actors

-the difference between the Chubbuck Technique and those developed in the past is that I teach actors how to use their emotions not as an end result, but as a way to empower a goal.  My technique teaches actors how to win

-virtually all drama and comedy, you will find the will to win is the one constant element

-in every story, a character wants or needs something (their goal) – love, power, validation, honor – and the story documents the way in which they try to win that particular desire or need 

-while what and how the character try to win is defined in many ways and takes many forms and shapes, when you distill these goals down, you find that every character’s conflict and struggle is about fighting to whatever their goal is

-I teach actors how to win because this is what people do in real life.  They go after what they want.  Interesting and dynamic people go after what they want in interesting and dynamic ways, creating greater emotion and intensity in realizing their goals
-I saw that coddling one’s pain, in life and on stage, creates the opposite effect.  It seems self-involved, self-pitying and weak, they key characteristics of a victim.  Not the most compelling choice for an actor to make

-when I examined the lives of successful people, I noticed that they seemed to use their physical and emotional traumas as a stimulus, not to self-indulgently suffer, but to inspire and drive their great achievements

-I realized that an actor must identify their character’s primal need, goal or Objective.  With this Objective in mind, the actor must then find the appropriate personal pain that can effectively drive this Objective
-I understood that the pain must be powerful enough to inspire an actor to fearlessly commit to doing whatever it takes to win their Objective

-but when the appropriate personal pain is paired with an Objective, it connects the actor to the character’s predicament, making winning the Objective real and necessary for them as a person, not just as an actor playing a part

-this work will show you how to take your conflicts, challenges and pain and turn them into something positive

-watch someone do anything and everything to override pain in an attempt to accomplish a goal or an Objective puts an audience on the edge of their seats, because the outcome becomes alive and unpredictable

-it’s not enough for an actor to be honest.  It’s the actor’s job to make the kind of choices that motivate exciting results

-this technique will teach you how to use your traumas, emotional pains, obsessions, travesties, needs, desires, and dreams to fuel and drive your character’s achievement of a goal.  You’ll learn that the obstacles of your character’s life are not meant to be accepted but to be overcome, in heroic proportions.  In other words, my technique teaches actors how to win

-more than two thousand years ago, Aristotle defined the struggle of the individual to win as the essence of all drama.  Overcoming and winning against all the hurdles and conflicts of life is what makes dynamic people

-the greater the obstacles and the more passions these people brought to overcoming their obstacles, the more profound the achievement or contribution they made.  They didn’t become amazing, accomplished people despite their challenges, but because of them.  These are qualities we want to duplicate in characterizations

-a winner doesn’t have to actually win to be a winner – a winner tries to win, a loser accepts defeat

-the better you know yourself, the better an actor you’ll be.  You need to understand what makes you tick, profoundly and deeply

-your dark side, your traumas, your beliefs, your priorities, your fears, what drives your ego, what makes you feel shame and what initiates your pride are your colors, your paints to draw with as an actor

#1 Overall Objective

-what your character wants over the course of the script
-the Overall Objective is the tool that gives a script a beginning, middle, and end.  It defines the journey for the actor as well as for the audience.  All the other acting tools must serve and support the Overall Objective
-if you want to be a poignant and powerful actor, you must duplicate the true behavior of dynamic, powerful people.  And theses compelling people are always, in one form or another, goal-oriented

-it’s how you use your emotions to fuel your goal that makes the art of acting exciting to play as well as to watch.  Without the purpose of a goal, without the struggle to win, the purely emotional actor will be a victim to the circumstances of the script, and no one likes to watch a victim be a victim.  We want to watch a person change their life, not accept abuse

-an actor must learn to use emotions, not as an end result, but as a tool to provide the passion to overcome the conflict of the script

-the Overall Objective also infuses the action with a sense of urgency

-ask yourself, “What does my character want from life?” “What is my primal goal?” This is the Overall Objective
-the Overall Objective is the main need that drives your character.  Your Overall Objective should always be a basic human need, a primal goal such as “I want to find true love,” “I want power,” or “I need validation”
-man’s survival instinct makes us goal-oriented.  Our emotional lives come only as a result of getting or not getting our goals

-emotions are a reaction to an action, not the other way around
-you OVB first keeps you from having to pump emotions before you begin acting, and it allows the emotions to emerge in a more natural, human way

-working scene to scene to win your OVB creates real behavior in every scene.  As you fight for your character to overcome every obstacle, to achieve the OVB, real and unique behavior will instinctively emerge in our journey to achieve your goal.  
-your pure concentration on accomplishing a goal makes you unaware of what you look like, and allows you to naturally distinctive mannerisms and quirks to come forward

-people will be more likely to support another person if they feel their struggle is the same as their own

-we, as the audience, can’t find a way to understand feelings, if all those wonderfully profound and accessible emotions are not attached to a reason – a need to win a goal

-I see manipulation as a strong and conscious effort to get what one wants.   Using manipulation as a way to win an important OVB actually makes the character effective, and effective people are always very appealing

-for an actor, the OVB fills in aspects of plot and gives them a high-stakes, viable way to personalize the role.  The OVB essentially constructs a journey for the actor and the audience.  At the beginning of a story, the character (and actor) starts at A, at ground zero.  This is where they need to establish the goal they need to accomplish.  The rest of the play or film is how that particular character goes about accomplishing the goal to ultimately earn the right to get to Z

-the script provides the raw material and specific information that makes a character do what they have to do.  This includes the character’s socioeconomic background; history of traumatic events; geographical location in which the character was born and raise; the time period; the character’s history of personal and professional success and failure; the character’s dreams; the character’s modus operandi; how the character sees himself; and how the other characters view him
-your character’s OVB must be worded in a way that establishes a change in their life that is necessary for physical and/or emotional survival

-these are big-picture, universally human issues that can drive a character’s journey of an entire script:


-to find love

-to get power

-to be unconditionally loved


-to have children
-to get married

-to be love by parents


-to get ex back

-to have a great career
-to be validated


-to stay alive (to survive)


-to protect and keep a loved one alive

-Shaw said there are no new plots, only new ways for people to negotiate and create relationships

-how your character attempts to win their OVB, which is based in an essential human need, is the journey

-we don’t need an actor’s interpretation to provide plot.  The script gives us that
-an audience can always relate to the human element of people attempting to establish, build or negotiate relationships

-the OVB should be simple, basic, and active
-it doesn’t get any more primal than protecting your unborn child

-don’t intellectually decide your OVB
-a behavior may be evil, but if your work from a righteous, primal reason, the audience will perceive a real and vulnerable person dong what is necessary to win
-even the most vicious criminals have a sympathetic reason for their behavior.  It’s up to the actor to find it

-the OVB has to be a simple, bottom-line, primal need that will make sense throughout the script

-the OVB must provide a coherent and focused “throughline.”  Where your character begins and where your character ends up provides clues as to what your OVB might be

-it’s important to read the entire script many times.  You can determine more specific elements about your character and begin to think about how the other character relate to you and talk about you, even when you’re not there

-don’t judge your character.  See the character as someone injured by the previous circumstances of his life

-never judge your character or hi Objectives
-a stupid person never thinks they’re stupid.  An evil person doesn’t think they’re evil – they always have a righteous reason for what they do

-you can’t contaminate your canvas with moral doctrines and societal values

-art needs room to breath, with the freedom to discover without restraint.  The colors you use in your work have to include a buffet of attributes.  This consists of the good, likeable parts of who you are, but it also includes the parts that make you bad, the darker elements that reside in all of us

-it’s the darker parts of being human that usually drive us to seek a goal with vengeance, passion, and urgency – making the journey taken by the OVB a more exciting one

-abusers, rapists and killers usually see their victims as symbols or representations of the original person who raped or abused them.  So when the act – abuse, rape, and kill – they feel they are getting revenge and hurting the person who cruelly took their power away.  Striking back at a symbolic tormentor is often the only way the rapist/abuse/killer can cope with their horrible child abuse

-to stop feeling like a victim to the childhood abuse and instead feel empowered.  This makes the act of raping/killing in a performance justified

-you must analyze the psyche of the character and find a way of making your character feel righteous in his behavior by investigating the probable primal issues that makes your character behave the way they do today
-personalize your character’s OVB

-all acting is relationship driven in one way or another

-without OVB or Scene Objective, there’s no need, no point, no consequence, no path, and most important…no journey

#2 Scene Objective
-what your character wants over the course of the entire scene

-the Scene Objective has to support the OVB.  Each SOB cannot negate the OVB of the entire scene.  This is because each scene is a consecutive link, collectively building into one chain that completes the arc of the entire story

-each successive scene is going to shape your character’s path

-a SOB is the specific drive of intercommunication between you and the other character within a scene, whereas the OVB is the broad strokes of what your character seeks throughout the entire script.  The SOB is the precise way that you’re going to achieve the OVB, informed by the dialogue and activity of the particular scene that you’re breaking down

-by using SOB, a symbolic relationship is formed in which everyone benefits

-your SOB should be worked in a way that requires a response
-something you can get from the other person in the scene.  Going after your SOB should include the other person, which prevents you from talking at the other actor – instead it makes you talk to him.  In this way you are looking for a reaction

-you have to bottom-line your needs, taking out the intellect and wording the SOB so that it is basic, needy and primal.  This will allow you to act from you body, not your brain.  When you are being rational, you are in control.  But when the stakes are high – whether you’re incredibly angry or sexually charged – your rational brain goes out the window, your body and emotions take over, and you end up behaving in a way that often surprises you
-“where did that come from? I’m usually never like that,” is the thought that should arise as a result of a good bottom-line, high-stakes, basic-needy-and-primal SOB

-no matter how smart or stupid your character is, primal needs are always the same – they’re primal

-people possess the same primordial human drives, such as a need to be loved, they just manifest them differently

-you can avoid overintellectualizing your SOB by trying three or four SOB with the dialogue.  The one that seems to make the most sense, the one that includes your body and emotions as you’re saying the words out loud, is the right one.  It will be obvious because the most effective SOB will fit like a glove

-the scene objective never changes midway through the scene

-if the SOB changes or feels like it changes somewhere in the scene, you have picked the wrong SOB.  A SOB has to make just as much sense at the beginning of the scene as it does at the end in order to have a beginning, middle, and end

-the complexities of your acting come from how that particular character manifests his needs.  In other words, how the part is played will change radically depending upon the unique background, experiences, personality, and priorities emanating from the character and the actor who is playing the part

-it’s the who-am-I of the character as well as who you are as a person that brings in the nuances of individual behavior for that character

-the SOB has to be something you can process from your mind, heart, gut, and sexuality – simple human needs like:


-to get you to love me

-to get you to give me a job

-to make you validate me


-to make you my ally

-to get you to give me my power back
-to get you to have sex with me


-to make you wrong so I can be right




-to get you to give me hope

-to get you to worship me





-to get you to help me feel better

-acting is the interplay between people
-change the other person.  Force them to react

-it helps to think about the SOB as an affective action you need to take in order to establish a human relationship of some kind

-you have to change the other person to ultimately get what you want
-it  must affect the other actor in a manner that generates a need within him to give a response.  The back-and-forth interplay of two actors trying to win what they need from each other is as exciting as watching a good boxing match

-going after a SOB that requires a reaction will always keep you present because you have no idea how the other actor is going to react.  And based on that unknown reaction, you don’t know how you’re going to respond.  It keeps the acting work you’re doing truly a moment-to-moment experience

-in fact, it might help to actually think about acting as a kind of boxing match.  If you’re in the ring, you don’t know what moves the other boxer is going to use to try to win the match.  You only know what the other boxer is going to do when he actually does it.  You start the bout with your best punch.  The other boxer will respond with, say an uppercut.  You then respond to his uppercut by first taking it in and then countering it with the best counterpunch you’ve got, trying for the winning edge.  The other boxer takes in your response to his uppercut and responds with his own countermove that will hopefully enable him to win, and so on.  All of the action is present and in the moment

-objective is your most important acting tool
-yes, your emotional life is important.  But without the sense of movement, which an Objective gives you, and without using the emotions to fuel a goal (Objective), your emotions just lay there, a quivering mass of useless feelings.

-when an actor just emotes, the audience experiences it as a self-indulgent performance.  Inner work by itself, without and Objective, creates a static emotional arena and scene, because emotions by themselves have no forward motion.  Emotions are the reaction to an event or stimulus.  

-what you do with those emotions to achieve your Sob is what creates a powerful performance.  Let the emotions be the impetus, or motivation, to achieve your SOB, not the end itself

-the will to win is so ingrained in our human makeup that once you connect with it, it’s hard to go back.  Begin to see your work and scripts not as the opportunity to reveal your rich emotional life, but as the opportunity to gain and accomplish something.  This allows you to incorporate the innate human survival instinct – whether that survival is emotional or physical – into your work
-most actors try to please the writing rather than thinking about and looking for what the character’s human need and goal is
-always make the SOB about relationship – Don’t play the plot

-if all an audience wanted to see is plot, then we wouldn’t need actors

-actors exist to interpret the script by bringing in the humanity.  This boils down to creating a relationship of one kind or another

-make the SOB involve sex and love can open up a whole can of worms to play with

-SOB gives the scene a forward through-line and journey

-it also gives a scene a reason for being – it answers the question, “Why does this scene exist?” SOB makes the material make more sense by giving each character movement and direction for the emotions and ideas in the scene

-pure emotions, by themselves, are not part of the human spirit; they evolve from our need to gain or accomplish something

-if you have a strong SOB, the other actor and the audience will get it

-figure out where and how the particular scene fits into the entire script
-a SOB must support the OVB in order to enable your character to take a journey that begins at A and logically ends at Z.  The path must be straightforward and easy to follow for both the actor playing the character and the audience that is viewing it.  This requires you to consider exactly where that particular scene fits into the whole script.  Does it take place in the beginning, middle, or end?
-as time progresses in the script, the drama and the stakes rise exponentially.  The best way to understand this scene-by-scene build is to think about the way a relationship evolves

-when an SOB is a human need that requires a response, is generates a human interaction

-an actor also has to keep in mind how the script ends, and earn the right – scene by scene – to get there.  

-if the script ends with you being together with the other character, every scene has to be, in some form, about going after the love.  If the end of the script finds you split up, then you must earn the right to break up

-even if your character dies, you must earn the right to die
-if you kill someone, you must earn that too
-don’t judge you SOB
-don’t contaminate your choices with societal views, morality or personal issues.  That judgment becomes a form of censorship.  And censorship contradicts art.  Sometimes what looks like a horrible situation can be viewed as something positive

-you must find the human reasons that compel the SOB, even when your character seems to be engaging in heinous acts

-play with the gray areas 

-watching two characters struggle with their guilt, their need to free themselves of it by making it the other person’s fault, becomes very human.  That’s what we do.  Nobody takes responsibility for being a bad person.  Blame, making it the other person’s fault, is a great way of alleviating responsibility

-introducing this kind of human equation to SOB makes a potentially black-and-white story gray, and thus artful, because it makes the viewer question, it disturbs convention and it affects the viewer’s awareness.  You must read between the lines to make the most compelling choice
-there’s always a goal, or a SOB, when you are communicating and conversing with someone else.  Always
-your SOB will never be “to get you to leave me alone” or “to make the other person leave.”  If a conversation is more than two sentences, then you must have a reason to want to engage in dialogue with that person.  If you really want to leave, you leave
-if you bother to have a long, involved conversation, then it’s clear that there’s something more that needs to be resolved.  Perhaps you don’t want to split up after all (SOB “to make you want me back”) perhaps you want closure or piece of mind (SOB “to make you take the blame” or “to get you to give me my power back”) or perhaps you want that person to suffer – a payback, of sorts (SOB “to make you feel my pain”) so that person can feel as bad as you feel.  In any of these cases, there’s a reason to stay in the room or need the other person to stay

-always make selfish choices

-we always do more to get something when it involves something for ourselves rather than for someone else.  To help another selflessly can make you feel good, but it doesn’t have the heat to it because there’s nothing personally at risk for you
-there is a SOB in every scene, no exceptions
-generally there’s one person in a scene, someone you do everything for.  All the other character’s then serve to be a witting or unwitting ally in your attempt to accomplish your SOB
-objectives are the most important tools
-all the following tools that you are about to read and learn are there solely to make your Objectives more real and more urgent.  You must figure out your OVB and the SOB before filling in any of your other choices.  In this way, you are driving a scene by a goal, making it active and interactive.  Basically, you’re creating communication

-do not do your inner work first then try to layer Objectives on top of it – cart before the horse, as they say.  If you do this, the SOB ceases to drive the scene

-once you’ve figured out the best, most effective SOB, the rest of the choices you make regarding the other acting tools will be easy – they’ll fall into place in a logical manner

#3 Obstacles
-the physical, emotional and mental hurdles that make it difficult for your character to achieve his Objectives
-Obstacles give power and intensity to your Objectives by making your goal harder to accomplish.  If your Objectives have a risk to them, then it brings physical and emotional jeopardy and danger to the goal

-winning is only satisfying when there is a possibility of failure.  The possibility of failure emanates from Obstacles
-first you must figure out the Obstacles that make sense to the character in the script and your OVB and SOB.  Then you can go back through the scene and personalize them, making the Obstacles make sense to your life

-once you’ve identified your character’s Obstacles, then you must find personal Obstacles that correlate to your personal and unique history, which might include rejection, sexual fears, body image

-Obstacles are both internal and external.  They are anything and everything that get in the way of your Objectives
-attempting to overcome Obstacles, large and small, to finally achieve your OVB and SOB is what generates heat and the stakes in your acting and the script
-the more difficult and risky it is to realize your OVB and SOB, the greater the journey for you as an actor as well as for your audience.  The more Obstacles you put in a scene, the harder you work to get your SOB

-a scene begins.  Your character begins to confront and try to overcome the innate Obstacles in SOB’s path.  The scene progresses.  Your character continues to attempt to overcome the many Obstacles that come up along the way.  The more your character tries to overcome the Obstacles as the scene progresses, and the more they can’t, the harder they are going to try.  This effort creates the “arc” of a scene.  Working with Obstacles keeps the intensity growing, driving the need and meaning of the scene, which eventually brings it to the crescendo that all scenes must have.  It’s also true that the more difficult it is to achieve a goal, the more satisfying it is to try to accomplish it and to watch it

-Obstacles generate the difficulty that make for a more dramatic result
-most Obstacles fit into one of three categories: physical, mental and emotional 

PHYSICAL OBSTACLES:


-physical handicaps

-race and religion

-physical size extremes


-appearance


-financial


-mind altered

-medical


-professional


-social status


-place



-event

MENTAL OBSTACLES:


-brain capacity


-political beliefs and principles
-mental illness


-secrets and lies


-formal education or lack thereof

EMOTIONAL OBSTACLES:


-relationship issues

-personal problems

-deviancy
-anything that creates a hurdle, conflict, barrier, or a stumbling block to accomplishing your OVB and Sob is fodder for being an Obstacle

-the possibility of failure, the possibility that you might not get what you want, will always be an Obstacle in every script you ever analyze

-when you are breaking down a script and looking for Obstacles, find as many of them as you can – physical, emotional, and mental – because the more Obstacles a character has to overcome, the more intricate the performance

-the obstacles you infuse in your work should always be the hardest, most demanding, problematic, and challenging

-the more difficult to win, the more satisfaction you feel when you have achieved the goal.  The Obstacles give you the difficulty factor

-the Obstacle makes you fight more passionately.  You’ll do more if you have a mountain of Obstacles to overcome, making your journey to reach your OVB, through your arc of SOB’s, that much more moving

-obstacles produce desperation, and desperation creates comedy
-Obstacles are there to heighten and intensify the drama, and the more Obstacles you have to overcome in realizing your SOB, the more desperate you’ll be in going after the SOB.  In the name of wanting something really badly, we often find ourselves behaving in a silly, crazy, and outlandish manner

-Obstacles help you better understand the motivations of your character
-“loneliness” is an Obstacle that can drive us to be in a relationship that doesn’t always make sense
-when a person doesn’t have the original primal person to resolve their issues with, they find someone who is just like that person.  This will enable them to resolve their childhood traumas with their parents via a parental surrogate

-all of your character’s Obstacles are not necessarily written in the script
-when determining your character’s Obstacles, some will be obvious – they’ll be written in black and white on the pages of the script.  Others you’ll find by conjecture and supposition based on the facts of the script

-it’s up to you to find them.  Without Obstacles and conflict, your character’s journey to accomplish the OVB and the SOB will be too easy and therefore unsatisfying.  It’s stimulating to watch a storm and very dull to watch the calm

-once you’ve identified the most challenging Obstacles, never give up on your SOB, even if the Obstacles seem impossible to overcome

-don’t ever admit defeat.  There’s always a possibility that you will be able to overcome an Obstacle.  Even if the chances are small, know that there’s always hope

-the person who gives up too easily, is often perceived by the audience as a loser.  You always want to act from a winning, anything’s possible point of view

-so always keep in mind that it’s not over ‘til it’s over.  Continue the struggle to overcome your Obstacles even a few beats after you exit
-it may sound obvious, but the first step when identifying Obstacles for a scene if to read the scene with a pencil in hand and note them as you go along.  Then you can go back through and add another layer, and another.  Obstacles should be written in pencil (this gives you a chance to erase if you change your mind) directly on the script

-do not solely consider your scenes or your lines when reading for Obstacles, because many of your Obstacles will be a result of the actions and words of other characters
-personalization of your Obstacles can only be specifically determined by the choice you make for your Substitution.  And your choice of Substitution will change the choice you make to personalize the Obstacles

#4 Substitution

-endowing the other actor in the scene with characteristics of a person from your real life who best represents the need expressed in your SOB

-I will show you how to take your character’s Obstacles and, considering your Substitution choice, make them personal and relevant to your life.  In other words, first you will find the most compelling and appropriate Substitution.  Then you will learn how to personalize those Obstacles you’ve already identified in the script to make sense to your Substitution choice

-Substitution gives you an immediate history with another character or problem and all the layered emotional responses that come with it. 
-using Substitution enables you to attach emotions – emotions that have depth and complexity that usually take years to develop to another actor

-your character has had an intricate, lengthy relationship with the other actor’s characters in the script.  

-with Substitution  you can endow the actor playing, for instance, your mother, with the involved history you have with your real mother – her love; the certainty or uncertainty of her love for you; and the memories, both joyful and painful

-will make your interplay with the other actor as nuanced and complex as your relationship with your real mother – in every line, glance, and gesture.  In other words. Substitution creates a truly human relationship, not an acted out interpretation that is merely motivated by a cerebral source

-we have all noticed that we act differently around different people.  Likewise, a performance can change radically depending upon whom you are thinking about and responding to (your Substitution)

-we have a multitude of emotional responses to each person we come in contact with

-nobody just loves someone.  Real-world love has moments of anger, pain, competition, jealousy, hate, and sadness attached to it.  Few of the complexities and minutiae of a real loving relationship – the layers of history and emotions – can emerge by acting a loving relationship from our imaginations.  

- Substitution is effective because we have such unique responses to each individual we come into contact with.  Different aspects of our personalities are drawn out when we encounter different people.  Each Substitution choice will provide different reactions and stimuli

-it’s important to use real people in your acting work because you don’t know how you’ll really behave in front of a person when there’s a lot at risk.  You think you do, but you don’t

-life rarely goes as we see it

- Substitution personalizes your work so that your actions and reactions are from your heart and body.  In other words, it makes your behavior real
- Substitution grounds an actor’s work, providing them with real people to react and interact with.  This leads to appropriate, real, and original behavior, which even to you, the actor, will often be a surprise

-using a Substitution from your real life creates an arena for you to be whoever it is that you are around that person, with all the layers that naturally emerge

-the Practical Application:


-begin by finding one thing about the other actor’s face that reminds you of the person you’re using as the Substitution.  It can be anything.  It’s very important to use one specific feature, because our minds have a hard time latching on to vague ideas.  Once you decide what it is, then concentrate on that one feature until the feeling of the person comes to you in your gut.  You should simply wait to feel that person’s essence in front of you.  As you do this, remember key events (both traumatic and joyful) with the person you are using, while looking at that one facial feature

-you must find a person who provides the appropriate emotional and physical reactions

-how do you find that person?  Your SOB answers that question.  If the SOB is “to get you to love me,” who is it that you need love from the most?
-don’t worry about the appropriateness of the script’s character to your Substitution choice.  Work from your SOB. Because our psyche is strange, complicated and frequently incomprehensible, we aren’t always aware of what we truly feel and need from the people in our lives.  So it’s important to try every person that feels even slightly right in answering the question of who best represents the need expressed in your SOB

-the Substitution choice that generates the most powerful and fitting emotions for the scene, and therefore the Substitution that you will most likely want to use, will quickly become clear

-don’t get stuck in the physical world – make choices that make emotional sense.  The results are much more effective

-don’t be literal about your Substitution choice – look at it from an emotional point of view

-more often than not, we get involved with a mate who is, in psychological terms, a parental substitute.  It’s a simple psychological concept that most of us are more likely to be attracted to and attached to a mate that embodies the same unresolved issues that we have with one or both of our parents than with someone else who does not push these emotional buttons

-your family members will often be your Substitution choice
-you don’t know if it will work until you try it
-the best Substitution choices are people that are currently important to your life and are emotionally charged

-I also discovered that you can’t hate that much unless you love that much

-so, you just don’t know what will work until you try it.  Art is rarely rational.  Don’t intellectually make choices

-you Substitution is not always going to be a linear or literal path form the character in the script

-not all scenes require a Substitution

- Substitution is a tool that’s there if you need it.  Sometimes the person you’re acting with already provides you with the motivation to accomplish your SOB, and you can use the person who’s right in front of you
-Substitution is a tool that you use if you need emotional history

-for instance, for sexual connection you wouldn’t use a Substitution, you would use the actor who is right in front of you.  Why?  Because using a Substitution takes away the intimacy.  A Substitution is there to provide a strong emotional connection, not a physical one.  Sexual connections are what help create chemistry between two actors – which is essential in making a movie a hit

-an emotional connection is different than a sexual one.  If the character who your character is sexually interested in also includes an emotional need, then use a Substitution as well

-you’ll find that there are only a handful of people in your life who are powerful enough to use as Substitution
-only a few people really shape and affect our emotional lives

-because there are so many layers to these relationships that need to be resolved and understood, these people can and should be used again and again as Substitution

-instead of feeling sorry for himself, which is a common response to trauma like this, Nicholson used his pain to fuel his work.  The result: full, ever-present and terrifically oddball characters

-substitution provides catharsis

-acting allows us to do things we can’t normally do because real events or convention keep us from experiencing them.  Death takes away a relationship, but in our acting fantasy we can keep that person alive.  That fantasy can extend to many issues. Whatever we dream of or truly want to be or do is doable in our acting

-acting allows our fantasies to take form
-every time you use a Substitution that is infused with a loaded subject, the unresolved relationship gets worked out a little more in both your conscious and subconscious mind.  Things you’d like to say or do to a high-stakes person in your past and/or present life – but can’t do in real life – you can do in your acting

-if, as you are doing a project, something more distressing, crucial or more relevant happens in your life that introduces a better Substitution choice, by all means change your Substitution

-take risks with your choices
-to create risks there must be huge, risky Obstacles to overcome.  If you make a Substitution choice that allows you

to easily gain your SOB, there’s no real need to do anything exciting to get what you want

-there must always be inherent Obstacles attached to your Substitutions
-when making a Substitution choice, always ask yourself:


-who do I most need to get my SOB from? And from that list…..


-who is most unlikely to give it to me?

-this brings the possibility of failure into the equation, which will create unpredictability for you, the other actor and the audience.  The possibility of failure also allows your personal flaws to emerge, which will create affectations and mannerisms that are unique to you

-your choices have to be actually tried out – on your feet, speaking the dialogue.  It becomes clear upon trying each of your possible Substitutions choices which one affects you the most.  Look for these reactions:


-touching you emotionally


-giving you passion to succeed in achieving your SOB


-having inherent Obstacles


-making sense to the script itself

Few examples of possible Substitutions

Father: one common son/father dynamic is for a son to feel intimidation and fear toward his father.  A son will put his father on a pedestal and feel that, no matter what he’s accomplished, he has, in some way, disappointed his father.  This makes the son constantly attempt to make his father proud and at the same time, feel that whatever he does is never enough.  A primal choice like a parent sets up an uneven power struggle, which is inherent in a parent/child relationship

Step-parent: children often have problems with the person who steps in as an authority but hasn’t earned it through blood ties.  A stepparent relationship is wrought with issues, whether real or imagined (to a child, there’s no difference).  A common problem is the power struggle to capture the real parent’s attention and focus.  The child often loses this battle because the blood parent will often side with the person who shares their bed.  As a result, having to ask this person for anything can be painful

A Teacher: it’s common for a person who’s thrust into a position of power and authority to abuse power
Your Boss: it is rare that we have a healthy, fulfilling relationship with our employers.  Your boss holds your present and future in their hands and is seldom responsible or held accountable for their actions.  The appropriate power struggle is inherent in the employee/employer relationship

An Ex:  exes are our exes for a reason:  we have major issues with them – especially power struggles.  To request something – anything – from an ex is humbling

An Older Sibling:  this choice is all about sibling rivalry

Current Mate: this Substitution can be used if there are major problems in your relationship.  If all is well, barring the occasional flare-ups that plague all couples, there will be no conflict and nothing to really overcome to get your SOB

An Abusive Friend: no matter how emotionally healthy we claim our friendships to be, most of us seem to retain at least one abusive friend.  You know the one
-once you’ve determined your Substitution, you can personalize the script’s Obstacles.  The personalization of Obstacles will be determined by whom you are using as a Substitution.  The conflicts or problems that exist are unique to each person in your life.  Your needs, thoughts, and issues are different with each person

-thus, it’s important to understand who your Substitution is before you can analyze any of your inner work, because it will change radically depending upon who you’re talking to.  After you’ve determined your Substitution, it’s time to personalize the script’s Obstacles

-the first thing you do to personalize the script’s Obstacles is to review the Obstacles you’ve already listed and defined that are established from the script itself.  Then, with your Substitution in mind, determine what similar Obstacles exist within your relationship with your Substitution
-each Substitution will change your personal Obstacles.  But the personal Obstacles should still echo the character in the script’s Obstacles

-personalizing Obstacles creates a more powerful and intimate investment in the material and adds need, heat, and substance to your performance

-as with Substitution, personalizing the script’s Obstacles isn’t always a linear thought process

-the Obstacles that need to be personalized are not always obvious or written in the script

-people who have chosen show business as a career often have an array of vices to choose from.  It’s nothing to be ashamed of.  It’s what makes you an artist

-dig deep; look below the surface to those dark, tortured and hidden places that reside inside of you
-when you personalize a script’s Obstacles, it requires you to look at you demons – especially those places we’re often in denial about.  Finding the appropriate Substitution and personalizing a script’s Obstacles asks you to dig deeper within yourself and be rigorously honest about who you are and who and what pushes your buttons

-there’ll also be personal discovery.  When you try different choices, it’s sometimes really surprising what works and what doesn’t.  Issues you think you’ve resolved are not.  People you think no longer hold any power over you still prevail in your heart.

-what is effective in your work is the real truth of what you feel.  That’s why it’s important to try many choices, even the ones that seem wrong.  Because underneath, in your heart and gut, there may be residual unresolved feelings – no matter how much your conscious mind may fight it.  Working this way not only gives you a better performance, it gives you a better understanding of yourself

-the Substitution you choose colors and changes what choices you make for all the inner work, including the mental images that are created by what it is you are talking about and what it is you are hearing
#5 Inner Objects

-the images and pictures you see in your mind when speaking or hearing about a person, place, thing, or event

-in life, there’s a natural movie that passes behind our eyes when we talk and listen.  These rolling images are associations we make based on our past and present experiences.  Likewise any character you play must also have a movie behind their eyes

-you need to make your own personal and appropriate associations to find the right pictures.  This is so that when you say or hear dialogue, the visuals and pictures that come up should feel like they are emanating from your own personal life.  If you don’t have clear associations to the words, they will seem and feel meaningless

-it’s your job as the actor to personalize the words that come from the author’s mind and make it appear and feel as though they come from your mind.  Using Inner Objects makes this happen

-our Inner Objects are never random. Think about how we learn to speak

-our Inner Object movie plays constantly.  Your mind never goes blank.  Ever.  Every person, place, thing, or event you talk about or hear another person talk about must have an Inner Object attached to it.  Why?  Because we are always thinking

-to evoke any sense of reality, you have to have your mind continuously generating images that will inspire your character’s reality and feelings

-the reality is that when someone says, “I’ve got something to tell you…” you suspect it’s something bad and your thoughts race trying to figure out what the bad news could be
-you job as an actor is to have pictures and thoughts going on in your head as you talk and as your co-star lays out whatever news they have to tell you.  This means that there should be Inner Objects for every person, place, thing or event in the script

-the Substitution choice you’ve made will determine your choices for the Inner Objects.  This means that if you’re using your mother, your Inner Objects should relate to your experiences with her.  This way your work will track, filling out the larger inner story you’re creating.  

-do not use one Substitution and then work with Inner Objects that relate to another person.  It’s too confusing to keep track of and ultimately creates a befuddled and unfocused performance.  

-if you find that you’re saying to yourself, “What am I thinking about now?” then you’ve made the wrong Inner Object choices.  Your Inner Objects should flow, fitting together with your Substitutions, Obstacles, SOB’s, and OVB like a good jigsaw puzzle
-actors who don’t work with Inner Objects will try to picture some generic image rather than one that means something to them.  The result of generic choices will be general, vague, and well generic.  A generic image has no personal meaning, relevance or emotional connection

-the picture in your head is not infused with all the joys, traumas and real-life events that are attached to the places that have a real emotional history for you.  Instead, you can use Inner Objects and make charged choices

-you Inner Object choices should be made on an emotional level, not a physical one
-Inner Objects should have inherent Obstacles attached to them

-the more specific and angst-ridden your choices are for the Inner Objects in a scene, the more they will evoke an emotional response for you, the other actor and the audience.  

-generally, high stakes are created by conflict – if a choice is unproblematic it becomes too easy to assimilate and therefore not particularly interesting.  The point is to not only concern yourself with finding Inner Objects that make your performance the most honest, but to find the pictures that are the most precarious and risky

-using something like cancer as your Inner Object choice is based on a real fear.  If the choices you make for your Inner Objects aren’t infused with history and high stakes, then it won’t naturally emerge when it comes time for performance.  The hotter the choice you make the more likely you’ll organically remember your images without having to think about them

-it’s not just your own dialogue that requires Inner Objects – the other actor’s words must be attached to pictures that mean something to you

-people hear in pictures.  Using Inner Objects when the other person is talking also enables you to react more honestly.  One of the biggest complaints that directors and casting directors have is that actors don’t listen.  The just wait to speak their dialogue

-but if the words mean anything to you and aren’t summoning pictures in your head, then you’re not effectively listening
-when we listen, we don’t try to imagine another person’s life, we relate everything we hear to our own world
-when we hear people speak, we don’t try to imagine what their pictures look like, even if we casually know the person, place, thing or event they’re talking about.  We listen with out own personal pictures because they mean something to us

-to truly listen as we do in life, we naturally match the other person’s thoughts to relatable ones of our own.  It’s how we try to understand and relate to other people’s emotional reality

-the function of Inner Objects is to use them not physically but rather emotionally to duplicate the pictures used in the dialogue

-make your own Inner Objects personal
-no matter how altruistic you are, you’ll always do more for you and the things that matter to you (i.e. your family) than you’ll ever do for others or their ideals

-Inner Objects choices are not always linear
-Inner Objects can take a negative experience from your life and make it positive

-Inner Objects are enormously effective when working with material that is rich in jargon, be it political-speak, financial lingo, psychobabble, science or techno-gibberish

-in order for anyone to like a character they must relate to that character in some fashion

-not being trained actors themselves, producers often don’t have the right language to describe what they want.  It’s up to you to translate their words into a great performance by introducing the human quotient (yourself), making it exciting and reactable to the producers, the director and your audience
-make the most current and high-stakes Inner Objects choices

-using recent painful circumstances from your life keeps you present and raw because you are still unaware of the ramifications of how it will resolve itself.  Find the pictures that are presently the most volatile and risky

-try different Inner Objects choices
-as with all the other tools, don’t intellectually decide what should work.  By trying different Inner Objects you’ll find the ones that are the most effective

-when you are rehearsing and performing, the weaker Inner Objects choices will float away – that is, they won’t stick in your mind.  However, the good Inner Objects choice will stick.  

-you won’t have to think about it – the pictures will emerge, organically, naturally.  You’ll even find that a strong Inner Object choice will magnify your feelings

-everyone has a wealth of significant experiences to call upon, and each and every experience has loads of pictures to match up.  Most of us have fears to fill several volumes.  Just look into your personal Pandora’s Box and you’ll find good, strong Inner Objects choices

-writing Inner Object choices on the page; The Practical Application:

-to establish your Inner Objects choices, write in pencil so that you can erase if you change your mind.  Handwrite each Inner Object choice directly beneath the words that it is attached to

-after each rehearsal with your scene partner, change the less effective one to try ones that you think will work better.  Your work isn’t done until you’ve either finished shooting or the theatrical run is over.  There are always new places you can go that will change and improve your work.  

-acting is an infinite experience; there’s always something more to learn and more to experiment with.  It’s not over ‘til the fat lady sings, and in art, the fat lady has laryngitis

#6 Beats and Actions
-a Beat is a thought change.  Actions are min-Objectives attached to each Beat.  Beats and Actions are the various approaches one takes to achieve the SOB

-whenever a thought changes in the script, a Beat changes
-put a bracket around each [Beat] to indicate when one Beat ends and the next Beat begins.  

-a Beat can be one word, one line, or even as much as a page of dialogue.  The criterion for a Beat change is when the dialogue indicates a new thought.  

-as with al these acting tools there are no absolutes.  What will seem like a Beat (thought) change in your initial script analysis might change when you are saying the words out loud.  And the Beat change might differ depending upon how the other actor is responding to you

-staying open and being available to other choices will keep you present and raw.  Think of Beat analysis as an outline for you to draw from, a foundation you can use as a solid base to make the natural, in the moment adjustments that will arise in the heat of the live action

-Actions are mini-Objectives, the different approaches you take to most effectively achieve your SOB.  Actions are accomplished both verbally and behaviorally

-Beats and Actions produce a distinction between the various tactics you use to accomplish your SOB.  They are more precisely worded than SOB and must support the forward motion necessary to win your SOB
-working with Beats and Actions allows you to go after your SOB with specificity and a range of behaviors.  Beats and Actions give the scene variation and diversity, not only affecting how you say the words, but also your behavior.  As you go after a Beat and Action verbally, you’ll find that your body feels compelled to join in the pursuit.  Thus behavior is formed

-like the SOB, Beats and Actions have to be worded to elicit a reaction, to affect the other person, not just talk to them

-using Beats and Actions to affect the other person allows you to work moment-to-moment.  Without the need to change of affect another person, it’s easy to fall into the trap of memorizing a way of being.  This is not particularly human.  You want to duplicate the part of your life that is unconscious, unintentional and unplanned, because this will produce unpredictable, spontaneous results

-Beats and Actions allow you to be present and authentic
-when you are going after a Beat and Action to get a reaction, it can’t be planned.  You not only have no way of knowing how you’re going to say it (because you are focused on the other person rather than yourself) but you also have no idea how the other person is going to react or how you are going to react to that person’s reaction, and then their reaction to your reaction.  As a result, life – rather than a simulation of life – is allowed to take place

-your need for a reaction from the other person (Beat and Action) empowers that person, because it makes the other person feel necessary and important

-Beat and Action choices must be worded to get a reaction, so that you can establish interaction with the other person and, thus, a relationship.  The wording gives you a way to make the other person your focal point and keeps you from being self-conscious and self-indulgent

-feelings do not provoke a reaction
-phrasing you’re Actions as interactive feelings causes an introspective result as well as a reality that has no goal, need or desire for human interaction.  Consequently, no movement and no relationship is being established

-Actions have the power to change meaning and intention
-this gives you the freedom to discover more interesting and unique ways of being and speaking the dialogue.  Without Beats and Actions, you are likely to make an obvious, literal reading

-the Beat and Action you choose will determine what you’re trying to communicate, regardless of the actual words.  The Beat and Action make the meaning of the words change drastically

-the gray area is literally and figuratively blank and begs for interpretation that is inspired by specific Beat and Action choices

-ask yourself, “What do I want to win (SOB)?  And how is the best, most effective way (both verbally and behaviorally) to achieve it (Beat and Actions)?”
-the Actions must support the SOB to create a focuses thread that weaves throughout the entire scene.  The more you go after trying to win your SOB, Beat by Beat, Action to Action, (using different approaches and tactics in both speech and physicalization), the more you find that you are not winning your SOB, the more you’ll be driven to try harder.  This causes a crescendo to the arc you’re creating in the scene

-apply Beats and Actions to Nonverbal Moments
-even when the other actor is speaking, your Beat and Actions should never stop
-when you are listening you still need to make sense of what you want from the other character – with or without words.  When you stop talking and the other person is speaking, you must continue to attempt to get the desired Action with behavior.  Your needs don’t stop just because your words do

-the are no right or wrong choices, just more effective or less effective ones

-you must consider you character’s Modus Operandi, the “Who-Am-I”
-keep in mind the “who-am-I” of your character, the specific M.O. of how your character would be most effective in winning the SOB

-a seductress or player generally wins a goal (SOB) by using his or her sexuality.  An intellectual generally wins a goal by using mind games and his intelligence.  A class-clown type is going to use humor as his M.O. to win.  A mobster, fighter, or gang member, would use violence and aggression to get his way.  In other words, always keep in mind who the character is and how they generally operate in life when making specific Beat and Actions choices

-you must consider the other character’s Modus Operandi, “who-they-are”
-you also have to consider the type of person the other character is, which will help you determine how to get what you want.  You have to attempt to appeal to a person on their playing field, because they’re more likely to give you what you want if they’re getting what they want

-your Beat and Actions choices should be focused and driven

-all your Action choices should come from the feeling of having a proverbial gun to your head

-when the stakes are high, as you know, every little thing that you do or say is important.  Nothing is ever a throwaway.  Every how, why, or what means something

-every scene should be about trying to resolve, overcome and accomplish something that is extremely valuable or meaningful to you, too

-your Beat and Actions must complement and further the realization of an extremely important goal (SOB).  This infuses your work with the power of a life and death struggle.  

-that means you can’t discount any moment or call anything irrelevant.  Everything you say or do should advance the accomplishment of your goal, making the use of Beat and Actions imperative for the entire script

-don’t go after your Beat and Actions as though they are a list of things to be accomplished, performing one after the other like a runaway train
-with words or behavior, consciously pursue the Beat and Action.   Determine whether or not you have provoked the desired reaction or not.  Take in your emotional responses to winning or losing that Beat and Action to fuel your response, and then go after your next Beat and Action, response to response – until you walk off the stage or the director yells “Cut”
-it’s important to go after your Beat and Action and then see what kind of reaction you’re getting, feel it (the good and the bad) and then respond accordingly

-working to get a reaction keeps you out of your head and in the moment
-when you are deeply focused on getting a reaction from the other person, it’s difficult to watch yourself and set or preplan a way of saying and performing the dialogue.  This creates spontaneity

-you can repeat a Beat and Action in the scene
-try different Beat and Actions in rehearsal to identify the best ones

-as with many of the tools, do not intellectually determine your Beat and Actions.  Let me repeat: Acting is a physical art form that requires you to experiment out loud and on your feet.  You will not know what the most effective Beat and Actions are until you test drive them and discover whether or not they effectively propel your SOB

-Beat and Actions realize the words
-what usually makes us laugh is not what someone says, but what someone does.  Beat and Actions not only serve the dialogue, but also create behavior that goes along with it

-commit to your Beat and Actions
-go after your Actions boldly and without fear.  Push the envelope.  And don’t be afraid to boldly realize your Beat and Actions.  The more risks you take and the more fearless you are, the more exciting the end result will be

-don’t censor yourself

-try anything that might seem even vaguely appropriate.  You’ll be surprised at the choices that work the best

-consider what the character is really trying to do in accomplishing the SOB.  Read between the lines

-as long as you are being true to your SOB, the who-am-I of your character, and the who-they-are of the other character, you can use any of the hundreds of possible Beat and Actions choices

-your Beat and Action approaches must support the character’s SOB, which supports the OVB
-look at the Beat and Actions as a subset of SOB, and SOB as the subset of your OVB
-seeing them this way, you can see how they make sense and fit together.  They must drive an overall journey for the entire story

#7 Moment Before

-the event that happens before you begin the scene gives you a place to come from, both physically and emotionally

-the right Moment Before will drive your SOB, inspiring great need and urgency.  There are three questions yo must ask yourself when looking for the MB


1. What do I want? (SOB)


2. Why do I want it so badly?  (Obstacles, Substitutions, and Inner Objects)


3. Why do I want it so badly right now?  (MB)

-the moment before increases your need to win your SOB by giving it urgency and immediacy.  In other words, the MB provides the scene with the idea and pressures of time
-the MB ramps up your need to win your SOB immediately

-the MB is the tool that moves you into the appropriate urgent mental, physical and emotional space for the scene.  Additionally, the MB gives you a place to begin the scene, like life, a scene never starts from ground zero

-the MB helps you know why and where you’re coming from and how badly you presently need your SOB

-it’s important to know that a scene doesn’t begin where it begins in a script.  There is an assumed or implied event that has occurred to motivate the text.  The practice of using a MB makes the on-the-page scene become a continuation of an ongoing interaction rather than the beginning of one.  The MB allows you to treat every scene as if you are already in the thick of it
-the MB is an even more crucial tool for actors working in film, because more often than not, scenes are shot out of order and as separate entities

-also essential for film scenes because they are generally quite short.  You simply don’t have the time to start from nothing and build to a crescendo with less than three pages of dialogue.  To keep the tension high with material connected by many short scenes, you must start each scene from an emotionally charged place

-due to the slow physical process of filmmaking, there are frequent delays.  The MB is an essential tool for film work because it enables you to get back into character whenever you need to.  The MB is the key to effectively and efficiently reestablish the needs of your character and their predicament

Applying the moment before

1. Determine what personal event will produce a high-stakes need

2. Just before the director says “Action” or right before you walk on stage, give yourself about a minute to relive the personal event you’ve chosen.  Think about it as if the event has just happened

3. To relive the event, remember every detail.  Think about the space – visualize what it looked, felt, smelled like and what the other person looked, felt and smelled like; hear the actual words they used; and feel your actions and reactions viscerally.  Essentially, re-feel it with your senses.  Let this reliving put you into a heightened emotional and physical state

-applying the MB should never take more than a minute
-if it does, then you’ve picked the wrong event as your MB.  Your personal event choice for a MB must affect you easily and immediately. 

-many actors will spend hours trying to pump up the appropriate emotions to keep themselves in the proper headspace for the scene

-this way of working is not only draining for an actor, but also generates a huge mushroom cloud of feelings when the director finally calls “Action”!  And just like an explosion, it erupts quickly and then dissipates just as quickly.  -the resulting performance is vague for two reasons.  First, a performance fueled by unrelated emotions will not be script motivated.  This is problematic because when the feelings are unrelated to the story and the needs of your character there’s no through-line or direction for the emotions to go.  Second, pumped-up emotions don’t last very long – particularly if they are not grounded by what is happening in the script.
-unless we human beings have the gravity of an event pressing on us, pinning us to our pain, our bodies instinctively move away or shut down when there is pain

-a story-driven MB event will keep the appropriate feelings going throughout the scene because it’s related to the material and makes logical sense to the story being told.  Also, artificially inflated feelings don’t allow for the emotions to naturally build and evolve the way they do in life

-always use personal events for your MB that are recent or based on past events where the issues remain unresolved, the lack of resolution keeps your feelings percolating in your heart and your mind

-don’t use an event that has been resolved

-when thinking about your MB event, it’s important to think about what’s going to motivate you to win

-this event, for all intents and purposes, can be considered a present event because it remains unresolved in your heart and mind.  The repercussions of the event and your burning need for its resolution make the event a viable and powerful MB choice

-you’ll only know if a MB event is unresolved and usable by trying it

-as with all the tools, don’t be afraid to change your MB.  In the arts, change is inherent because interpretation is infinite

-the truth of comedy is that the inner choices an actor makes must be more desperate, painful, angry, and darker than drama

-use a What If event based on a real fear.  A What If event is what it sounds like: an imagined experience born out of a deep-seated, well-founded personal fear.  To use a What If event as your MB, you imagine all the details of an event that could happen as if it has happened
-when using a What If circumstance as your MB, it must be based on a real, plausible fear that is personal to you
-otherwise it is too difficult for you to suspend disbelief.  If it’s too far-fetched, your psyche and imagination cannot latch on to it

-people are paranoid creatures and we gravitate toward the negative.  But ironically, our negative tendencies and fears often produce a positive result in acting by providing us with weightier and more powerful MB events.  The MB event must have a germ of possibility and even better the odds of probability

-or you can take a real event from the past – a rape, abuse, violence, or abandonment event – but instead of trying to re-create the past event, imagine the same event happening again, a second time, right now
-in other words, What If it were to happen again?
-it works on two levels.  Traumatic events cause us to live with a profound fear of the event happening again.  Traumatic events will always live in our minds in vivid detail, along with the constant apprehension that it could come to pass once again.  Working with this ever-present future makes this What If Mb event accessible and intense.  Second, imagining What If happens again, now, makes the MB present.  You know how it turned out last time, but a second time leaves you with other possible repercussions

-this gives you great Obstacles to overcome, because if it happens again, it might just be your fault for being a magnet to your personal trauma, a self-saboteur.  This kind of MB drives you to especially to accomplish your SOB because there’s so much at stake

-always make a MB event choice come from an emotional, relationship point of view
-rather than an event that is exclusively script inspired.  Your MB event should come from an emotional relationship point of view.  Your interpretation should be motivated by your unique, individual life story.  This creates a more compelling and one-of-a-kind performance because there’s only one

-therapists and studies alike say that moving is one of the most stress-inducing experiences there is.  I’m sure you’ve suddenly had to move from a safe haven to an unknown, future abode, you know what an anxiety-ridden experience it is

-sometimes using a straw-that-broke-the-camel’s-back event from your life as your MB choice can be very effective

-although a particular event might not be so terrible when viewed in and of itself, when it is compounded by previous other bad events, it can turn an otherwise unpleasant event into something excruciating

-if the scene objective is “to make you love me,” then an appropriate MB is something that has happened to you recently or a worst fear event (What If) that makes you shamelessly and desperately need to be loved right now

-some examples may include


-you mate has broken up with you.  The loss of one love makes you need the new person’s love with much apprehension and immediacy


-you fear your mate is fooling around on the side


-a What If split-up with anyone that would cause your life to change if you were to lose them.  Picture the breakup, re-creating or creating it in your mind – get as detailed as you can and then start the scene

-if the SOB is “to get you to give me my power back” then an appropriate MB might be:


-you’ve just been made to feel very stupid by your boss, your lover, a family member or friend


-you’ve just been unreasonably fired and you feel compelled to seek revenge


-you’ve gotten into a violent fight with someone and lost the battle


-you’ve been raped, molested, mugged, robbed, carjacked, or have experienced some sort of physical violation that made you feel powerless


-a person has emasculated or diminished you in a horrible, life-changing way


-you’ve been lied about or to, and it has caused irreparable damage

-if your SOB is “to get you to worship me” or “to get you to look up to me” you need a MB that makes you feel so small and diminished, that you must achieve the SOB, so that you may feel confident again

-you’ve just been fired from your job


-you’ve had some recent sexual dysfunction


-your mate just dumped you


-you’ve blown yet another audition


-a parent berates you


-you’ve been cruelly blamed for something you didn’t do

-most men have some insecurity in this area, because every man has some irrational fear when it comes to issues of their own sexuality

-before first-time sex: think about your deepest insecurities in this area, what you fear might occur, or sexual issues that might emerge during the sex act.  Imagine a time when the worst of your sexual issues/fears were realized or use What If it happens again.  If you’re a man, think about size issues, sexual dysfunction, performance anxiety, weird sexual predilections that could be misunderstood and rejected

-after first-time sex: think about your deepest insecurities in this area and deal with your worst sexual fears or issues having just occurred in their full glory during the sex act and now you have to suffer the tortuous consequences of the aftermath

-the SOB for a make-up scene is usually “to get you to forgive me”or“to get you to give me absolution”

-think of an event that makes you feel that you were wrong, something that instills great guilt in you.  This makes you feel like you must fix the problem because it’s your fault

-a powerful MB choice will push your buttons immediately

#8 Place and Fourth Wall
-endowing your character’s physical reality with attributes from a Place and Fourth wall from your real life
-use Place and Fourth Wall creates privacy, intimacy, history, meaning, safety and reality.  The Place/Fourth Wall

must support and make sense to the choices you’ve made for the other tools.  

-applying information from the inner story you have created, ask yourself the question, “What Place from my life will inform and make the choices I’ve already made have even higher stakes
-say your SOB is “to get you to admit you’re wrong and apologize” and you’re using your mother as your Substitution.  You need a Place that heightens your reality – something that really magnifies the feeling of betrayal, and propels your need to accomplish your goal (SOB)

-the process of identifying the type of space and then identifying your personalized Place will help round out the inner personal story you’ve built with the first seven tools, which all support and reflect your character’s feelings and goals

-you must always consider the scene’s inherent Obstacles in making a choice for Place

-always reproduce the physical aspects of the script from an emotional point of view
-once you choose the best Place, spatially endow the existing set with the reality of what’s in the room of the personal Place you’ve chose
-create your Place, get comfortable in your Place, and make it real to you by remembering emotionally appropriate events and experiences in that Place

-the choice you use for Place should have inherent Obstacles
-use Place to create a feeling of privacy
-Place helps you feel like you are unwatched and alone.  We as the audience should feel like flies on the wall, watching something so intimate and private that we feel we’re observing events that we shouldn’t be privy to

-no matter how old we get, we always seem to vividly remember important childhood events

-you must choose a Place that has the most powerful emotional connections to produce the highest dramatic intent

-and when you add it all up, feelings of fear, powerlessness, being out of control, having no way out and on one to turn to is a perfect recipe for insanity

-the best acting you can do should make your audience feel like they’re Peeping Toms, catching real live people going through truly intimate moments

-when making Fourth Wall choices, you have to keep in mind whether it’s a Private/Inside Place, a Public/Inside Place, a Private/Outside Place, or a Public/Outside Place

-personalizing a non-speaking person around you in a Public/Inside Place will enhance your behavior – especially if the specific person threatens you either emotionally and/or physically – because it amplifies the scene’s Obstacles

-Place and Fourth Wall lessen the feeling of being watched and judged, which is often what prevents actors from being able to stay present and in the scene.  In many cases, the self-consciousness created by a live audience or a running camera actually nullifies an actor’s feelings

#9 Doings
-the handling of props to produce behavior
-Doings are the physicalizations of our intentions through the use of props.  All the things that people do in life are Doings

-Doing also tell us more about the who-am-I of a character

-words can lie.  Behavior always tells the truth
-in conversation we often say what we think the other person wants to hear.  We use words to conceal our true feelings.  They enable us to lie, deceive and sometimes protect others from the truth

-your most honest reactions are going to emerge through your behavior.  You may be saying one thing, but your behavior betrays your true feelings.  This is because most of our behaviors are subconsciously motivated, which makes them impossible to consciously control

-the handling of props allows you to naturally behave, and the inner work will inform how you handle them

-the use of Doings is so powerful that they allow you to convey your rage even if you’re speaking softly

-doings also gives the actor an alternative place to go.  They give you a legitimate reason not to have to face the other person

-it’s surprising how much activity takes place when you’re excited or upset about something

-when we get scared, upset, angry or excited, we DO

-the choices you make for Doings flesh out the Character’s neurosis, social background, educational background, financial status, and how they really feel about the other character

-your choice of props/activities should be appropriate to the character’s life (psyche, economic background, present job status, history, sexual predilection, geographical location, time period, etc)

-Doings can create a sense of unpredictability
-Doings are essential because we see before we hear
-we should be able to take sound out of a scene and still know precisely what’s going on from the behavior

-Doings must further your SOB
-Doings spark mannerisms, unique affectations and quirky behavior
-Doings give your character a safe place to go

-Doings bring out a script’s humor

-if the Doing doesn’t rely on the scripted dialogue, then it’s up to you, the actor, to use your imagination – always considering the who-am-I of the character, the time period and the character’s SOB.

-the more Doings you have, the more behavior can emerge

-personalize your Doings by infusing information about your Substitution and Inner Objects
-you must personalize your Doings so they mean something special to you

-anything done in profound excess can be considered a vice

-when identifying your character’s Doings, consider their neurosis, career path and modus operandi

-doings visually expose a character’s neurosis

-Doings help to create a deep, visual understanding of how and why a character’s neurosis or psychosis exists

-an integral part of drug use and abuse is the ritual of getting high or stoned

-sexaholics use sex as their way to feel powerful.  Using sexuality is a great way to win what you want.  A sexaholic is aware of the power that sex has over people

-no matte what your character is addicted to, addicts take huge risks

-if you’re playing an addict, your Doings should consider and reflect these extreme behaviors

-Doings reveal your character’s Modus Operandi
-a modus operandi (how we operate) is a set of behaviors that we use to help us to achieve and win our goals
-all of us have a M.O. we use to get our way and win.  When in doubt, we use what we know has successfully worked for us in the past.  Some of us use sex; some use violence; some humor; some intellect; some use physical prowess and some use their authority or power position in life

-it’s up to you, the actor, to make sure that you’re not left with nothing to do, becoming a boring, uninteresting “talking head.”  You can bring personal props or talk to the props master and director about providing the props you need

-finding the appropriate doings is a game of mix and match.  There are no right or wrong Doing choices, let your personality and imagination be your guide

-Doings are handwritten on the left side of the dialogue (to avoid confusion with Beats and Actions, which are always written on the right)

-always handwrite your Doing choices in the general vicinity of where in the script you want to accomplish your Doings

-your Doings choice should be a general indication of what you should be doing and when it should happen

-better to have too much than be left with nothing to do

-Doings further intensify the scene’s arc as well as supports and strengthens the character’s journey

-Doings are important because behavior rarely happens by just standing there and saying the words

#10 Inner Monologue

-the dialogue inside your head that you don’t speak out loud

-while Inner Objects are the pictures and images in our minds that are attached to the words in the script, Inner Mono is actual dialogue – words and sentences going on inside our head.

-they are inextricably linked, because they must work together to create a linear and comprehensive inner story

-just working with Inner Objects is not enough.  You need a dialogue around them.  The tools complement each other, providing your brain with pictures (Inner Objects) and words (Inner Monologue) that make your character’s thinking truly human
-generally speaking, Inner Mono is defined paranoia; all the vulgar things you can’t say because it will make you seem wrong, vulgar, mean, insecure, crazy, stupid or prejudiced

Inner Mono includes:


-thoughts and ideas of what you’re going to say next


-second-guessing what you’ve already said or done


-interpreting what the other person is really saying and doing


-remembering thoughts of past history with that person, or past history that occurred in a similar circumstance


-your slanted and paranoid interpretation of what the other person is trying to say to you


-anything you would censor if you were to say it aloud

-using the word “you” enables interactive behavior as a result of the Inner Mono
-the Inner Mono is always stated in a way that connects with the other person.  Inner Mono is not talking to yourself.  Inner Mono is the unspoken interaction.  Write your Inner Mono in a way that establishes intercommunication with you and the other character

-the interactive Inner Mono will help to produce behavior, as well.  Just think about the physical actions and facial expressions you might instinctively make

-in the same way we all use spoken dialogue to generate a response from another person, Inner Mono is also used to create a reaction from your fellow actors
-Inner Mono helps you work to create a relationship even when you are not speaking.  We as an audience will pick up on an actor’s Inner Mono.  The truth of what you’re thinking versus what you’re saying will make us relate and respond.  We identify with it because we rarely say what’s really going on in our minds.  Saying what’s really on our minds is often contrary to achieving our goal
-your Inner Mono should be written out the way your mind really thinks
-your thoughts are simple, unrefined, rudimentary, uncomplicated and just plain base.  Sometimes our inner dialogue is so simplistic that it can seem akin to childlike, non-sequitur ramblings.  

-most of our intellectualizations and rationalizations take place when we’re speaking out loud.  What we say and what we think is dissimilar and often contradictory

-Inner Mono is the script attached to the ever-present movie (Inner Objects) that plays behind our eyes at all times.  By having an Inner Mono, an actor can realize their character’s actual inner life and truths, which adds details that could not otherwise be achieved

-Inner Mono is what you can’t say out loud because it will be antithetical to winning your SOB

-handwrite Inner Mono in quotes and in pencil underneath the dialogue it relates to in the script

-Remember: SOB, Obstacles, Substitution, MB, and Place/Fourth Wall are written at the tops of the scene; Inner Objects underneath their attached words; Beats and Actions to the right of the Beat parenthesis; Doings to the left and Inner Mono in quotes, below and across the page exactly where you would thing it in the script

-Inner Mono infuses your portrayal with human vulnerabilities.  This makes your character more audience friendly, because an audience can feel and relate to at person who is insecure and apprehensive more than they can relate to someone who is fearless and confident

-Inner Mono makes you work harder to win your SOB
-because your spoken words are frequently so different than what you’re really thinking it forces you to gush and overdo as a way to make the other person believe what you’re saying is true

-the equation goes something like this: the bigger the greeting glee, the bigger the hatred

-Inner Mono is indicative of what you are really thinking, but can’t say without repercussions
-our Inner Mono can spice things up when we’re having banal, boring conversations
-having inappropriate, vulgar, illicit thoughts makes these conversations a whole lot more exciting

-sexuality is a primal force that everyone can relate to making boring dialogue and a boring scene hot

-Inner Mono provides info that the actual dialogue does not – helping you earn the right of future events in the script, which is not in the written word because it would reveal too much too soon

-people don’t generally put the moves on someone unless they feel there’s a good shot that they won’t be rejected and that they are wanted

-the Inner Mono helps to foreshadow events to come, which creates audience anticipation

-Inner Mono gives you something to say where there is no dialogue
-Inner Mono helps keep the listening active

-Inner Mono can give purpose and magnitude to scripted moments that seem mundane or insignificant
-when doing script analysis, there should be no moment in time or a piece of dialogue that should be considered unimportant.  When the stakes are high, even a sigh has significance; a step away, a sense of emotional urgency.  Nothing should ever be thought of as throwaway, because when you throw it away, so does your audience

-you as an actor should never make the choice of becoming helpless and victimized by life’s traumas.  The journey stops when you cease to try and change even the most untenable of situations

-Inner Mono can be the obnoxious, brazen translation of the scripted dialogue
-it should be so private, so personal and so humiliating that it creates a sense of secret, which adds to the audience’s experience by making them feel somehow in on emotions and thoughts beyond the written word

-when you personalize your Inner Mono, make sure it makes sense with your SOB, Substitution, personalized Obstacles and Inner Objects
-the use of secrets in an actor’s work is essential for producing a dynamic performance
-Inner Mono is not to be memorized, but the thoughts and idea behind the monologue are
-an Inner Mono will vary every time a scene is run, but the general concepts of what were written down will be retained.  Think of the Inner Mono you’ve written down on the page as an extensive outline, then let your imagination run from there

-Inner Mono proves us with a basic human reality

-Inner Mono makes any dialogue from any time period relevant and relatable to the actor as well as to a modern audience

-continue the Inner Mono until you’ve made a clean exit or the director has said “Cut”

-your mind continues to think even when you’re not speaking

-great actors always have a strong Inner Mono playing behind their eyes at all times

-the Inner Mono plays out on their face, in their eyes, in the way they hold their bodies, their hands

#11 Previous Circumstances

-the character’s history that makes them who they are today
-who we are today is an accumulation of past events, our reactions to these events and other people’s reactions to us
-in every script the character has Previous Circumstances that define who they are; how they move in the world, and what they feel they must do to survive, both emotionally and physically

-you have to look at the character’s who-am-I today by investigating the information provided in the script and making assumptions based on the dialogue and your character’s past and present activities.  This will tell you why your character embodies a specific nature.  

-the next step is to consider your character’s history and the kind of psyche and behavior that results from that particular history.  In other words, how the Previous Circumstances have manifested themselves in present word 

and deed. 

-finally, you must personalize by identifying how your character’s history relates to yours.  

Applying Previous Circumstances
1. You look at the Previous Circumstances of the character by reading and investigating the character’s dialogue

2. You consider how your character deals with life physically by examining the activities, past and present, that your character choose and relies on to exist and survive in their world

3. You look at why the character makes the choices they do – both socially and career-wise.  This information is derived from your exploration of the character’s Previous Circumstances, considering the actual information written into the script, as well as anything you might be able to assume based on the written information

4. Personalization.  You look at how this information relates to you and your own personal Previous Circumstances
-considering how they speak, what language they use, how they relate to others, behavioral traits and how others see them

-creating parallel similarities between the written character’s history and your own will help you become the character

-using Previous Circumstances gives you substantial reasons from past events to have to win your OVB
-it becomes a way to heal the past, creating an opportunity for catharsis

 -by using your painful Previous Circumstances as a way to fortify your need to win your OVB in the script, you are establishing a dynamic journey that will be cathartic to play and will create hope in your audience, if you can win despite all your past conflicts, perhaps so can they

-it’s those very same hidden terrible memories that supply the most potent need to win a goal

-never ignore who you are when you’re getting into character

-I’ve found that actors’ biggest fear is that they’ll be told they are overacting.  This causes them to censor their natural impulses and prevents them from taking risks

-your past constructs your present and future thereby making you are a three-dimensional human being
-Previous Circumstances will stop the playacting and help you become the character within by supplying you with the why your character is who they are and behaves the way they do

#12 Let if Go

-trust all the work you’ve done with the previous eleven tools and let it go
-once you’ve analyzed the script with the eleven tools, you will have comprehensively established a strong and detailed foundation for living the role.

-now you must take all of the work you’ve done and trust that it will be there and Let It Go

-the focus as you Let It Go should only be on your SOB, which will propel you and the action of the story forward

-trusting all the other work you’ve done, letting it go and concentrating only on accomplishing your goal (SOB) helps re-create the way we act in life
-for spontaneous and original behaviors to emerge, you need to be and feel free.  

-you must Let It Go and try not to retain all the detailed thoughts that your script analysis inspired

-you don’t want to be stuck in your head

-trust that the preparation will reveal itself naturally

-the preparation is the building of a powerful muscle structure and foundation that will activate and respond to true human impulses

-the trigger to activate these tools is to Let It Go

-without letting it go, you can’t help but be in control, trying to duplicate something you did in rehearsal and overintellectualizing 

-to reproduce real life you have to feel like anything can happen and anything’s possible

-if the choices you’ve made are weighty and have high stakes, the act of letting it go will magnify your feelings and needs

-if it is not all there, this tells you what you need to revisit and work on
-even in performance, you can change the less effective choices to better ones

-How to let it go?

-don’t think about the work (except SOB).  Don’t try to remember the choices you’ve made.  

-trust and allow the preparation to permeate and inspire your feelings and needs to organically surface

-this provides space for you to truly listen to the other person

-this creates a the invisibility of the craft

-letting go allows the actor to organically move from each action and reaction, creating a natural flow of life

-new responses will come up spontaneously because of the detailed and layered foundation you’ve established

-don’t be lazy in your preparation
-exactly how much work you accomplish will be exactly the amount of work that will remain when you Let It Go

-every time you rehearse, you’ll find more nuance and detail about the human being you’re trying to become – what’s effective and what isn’t effective

-there are no right or wrong choices, just more effective and less effective ones.  Any choice is a good choice, because no matter what, it always provides you with more information about your character

-making no choice makes the moment empty

-extensive rehearsal time, where you can continue to try new ideas and choices for each tool, is what leads you to the most powerful choices, because it provides the space for you to find the subtleties, textures, and layers of a scene

-the more you work out, the more your skills as an actor will grow

-no, you cannot rehearse too much

-the more time you put in, the better you’ll be

-be open to learning
-know that there’s always more to learn, a great actor never stops learning or training

-take risks

-fear stops the creative process.  Never be satisfied; don’t rely on safe choices.  In script analysis, always make the deepest, darkest, boldest, don’t-be-afraid-to-look-foolish choices

-work hard

-practice, practice, practice

