The Art of Acting

First Steps on Stage

-you will hear me say repeatedly that acting is not about you
-you need all of yourself here.  You need 100 percent honorable selfishness toward you

-carrying a spear makes you a different person.  You have to see what it means to carry a spear at that time.  You must understand those reasons.  This is the essence of our job as actors

-I learned acting by acting.  You’re here to learn a tradition that goes back two millennia

-the tradition embraces all the regional and national characteristics, all the languages, all the shifting, changing styles, the different periods of time, the different levels of society, the mores and morals of passing years, the different furniture, the very sound of the music in the air, the evolution that has changed the earthenware mug into a paper drinking cup

-the thing that makes you say “I want to do something” – that is the beginning of talent

-no actor is a success unless he feels inside himself, as long as he lives, that he is good

-that feeling, of an artist or an actress, that confidence must come from him in spite of everything.  And this is the confidence we must establish in you

-you will collaborate with the director, but you will never say “Help me!”

-an actor must be secure.  You have to keep growing in order to feel secure.  You must not have an aim that is low.  You cannot have an aim and keep your security.  Security when you get it gives you growth.  The actor that doesn’t grow is a hack

-“my aim is to be independent of my teachers and anybody else”

-my particular contribution will be to make you independent of the Method.  You will then have the strength to reformulate it and go your own way
-nowadays it’s very fashionable to be a Method actor.  Therefore it’s time to change.  When it’s really fashionable, there’s something wrong

-you must consider at each juncture, “Am I willing to trade this much work and progress for this much success and money? (and at times the money and success will be zero)

-“they can give me the part of they can take the part away.  I know I am an actor.  I know how to live with my work, whether or not they give me the part.  I know without them giving me the chance”

-I would say, for every dollar you want to make in the theatre, say, “I want and will find out how to live and work without that dollar.”  For every hour you spend trying to make money in the theatre, put in an hour’s work somewhere.  That will be for your self

-you will not only be paid back with money, but with growth, with opportunity to survive, to be without the outside sense of success but with the inside ability to grow.  If you learn how to work and grow, you will find that your life cannot be destroyed by the outside world
-at the end of work with me you must be able to say, “My life belongs to me, no matter where I am.”  You must not fail because somebody out there doesn’t give you a job

-you must be in control of everything as long as you live.  And since you are an actor, that is what you must be in control of

-you will quickly see that to achieve your true dimension you have to stretch, you have to expand

-when the artist does stretch, the entire world limbers up

-don’t for any reason, except death, stay away from class or performance

-you must have 100 percent health.  You have to be healthy and know that you are

-health is something you owe yourself and your profession.  This must be the one area in your life that is controlled
-everybody here has work to do.  It is a privilege to have this opportunity to work

-if your body is not in good shape or your voice is not in good shape, your acting cannot be in good shape.  It is held in as if you were locked up and couldn’t move

-in a time of great disorder, order is the one thing that will save your life.  Casualness is not helpful to the actor in his work

-if you insist on being casual all day long you will finally become uncaring.  By making an effort you will find your mind, heart and soul, and you will gain in confidence

-what I am after is your best.  You have to understand your best

-Only you can be you.  What a privilege!  Nobody can reach what you can if you do it.  So do it.  We need your best, your voice, your body.  We don’t need for you to imitate anybody, because that would be second best.  And second best is no better than your worst

-the actor is totally exposed.  He stands on the stage.  He stands in the spotlight.  His every movement is scrutinized.  There is no place to hide.  If you feel like hiding, you’ve come to the wrong place.  Everything the actor does has consequence.  There are no “throwaway” lines.  Every line is laid down like the track of the Orient Express

-the actor has to develop his body.  The actor has to work on his voice.  But the most important thing the actor has to work on is his mind

-actors of the past wanted to play characters bigger than themselves.  In our modern theatre, the actors often don’t raise themselves to the level of the characters.  They bring the great characters down to their level

-you have to develop size.  That is what we are here to work on

-when you approach a big writer you must live up to what is big in him.  You must take the measure of the writer’s size, and find that stature and dimension in yourself.  Acting has to do with size.  It’s the name of the game

-your job isn’t merely to do the exercise but to do it in the sense of something larger than the exercise

-a certain amount of what we do as actors is totally within our control.  Technique is first of all a way of controlling what we do on stage.  It’s also a way of helping us reach something deeper, something less tangible, something more difficult, which we must learn to wrestle to the ground

-we live in a world that celebrates smallness.  But the platform you stand on is large.  The author is large.  Only you are small.  Until now

-when you stand on stage you must have a sense that you are addressing the whole world, and that what you say is so important the whole world must listen

-you have a very small idea of what “real life” is.  You have to get beyond that

-the theatre exists on words.  It exists on the literary quality of language

-we have to learn the correct way to eat.  Eating is a tremendously good thing to correct

-nowadays people drink too much.  It mistreats the body.  The actor can’t do that.  He has to correct himself

-reading is not for play.  It is to gain knowledge

-ten years have been added to our lives.  We didn’t add the ten years to maturity.  We added them to adolescence.  We’re still “kids” when we’re 28

-I’m not telling you to give up innocence.  We’re here to train your innocence, to preserve it, to polish it.  But don’t confuse innocence with adolescence.  I want you to be innocent, wise and ninety-five

-there is one rule to be learned.  Life is not you.  Life is outside of you, you must go toward it

-the essential thing to know is that life is in front of you.  Go toward it

-tell yourself that the world is outside, that it’s not to be hidden from you, that you are going to thrust yourself forward and be relaxed in the world.  You have chosen a field where you’re going to be hurt to the blood.  But to retreat from the pain is death

-you can be afraid of me, afraid of the stage, of the audience.  Fear can upstage career

-well, you have to tell yourself you’re no longer a child and there is no Authority

-you may become terrified by how much you have to learn.  And that sort of terror is a blessing – when you’re nineteen or twenty-six

-this means you are dealing with a text, dealing with ideas.  There is no such thing as a text without ideas

-ideas are difficult because they are on paper, but if you read them several times slowly, the ideas will become yours and you’ll be able to give them back

-nothing is stronger than The Idea – not Stella, not anybody, not even God

-the whole thing about acting is to give.  The actor must above everything be generous.  He doesn’t hoard his riches.  He has to say, “I want you to hear this essay.  It has wonderful ideas

-the theatre is built on developing your mind.  It’s an education for your mind

-there’s one thing that exceeds all others: the eyes of the actor.  If he sees, he sees specifically.  He doesn’t generalize.  He must be careful.  He must learn to see the difference between different reds.  They’re three different reds.  They mean three different things.  The ability to see specifically has to do with the ability to react differently

-critical seeing, self-awareness, discipline and self-control – these are the demands we’ll be working on

-you must develop the energy necessary for the stage.  You have to work for it.  God doesn’t just give it to you

-the world is in front of you.  You have to take it in.  You have to see things you never saw before.  Then you have to give it back to the world

-everything you do as an actor is important.  You have to feel that what you can give as an actor is important.  You have to feel a great sense of responsibility about what you do.  The actor has the ability to convey moral force.  There is no limit to what an actor can make an audience feel and understand

The World of the Stage isn’t your World

-the first thing you must learn to become an actor is what the theatre can mean.  And how much it can mean

-the currency of civilization is Art.  That’s what preserved in our museums and libraries

-you have the possibility of carrying these riches or two millennia inside you.  But you cannot transmit what you have not received.  You have the privilege of forging our link from that history to the future

-you must study the theatre the way a priest or rabbi studies scripture

-inevitably the theatre must reflect all that.  The word theatre comes from Greek.  It means the seeing place.  It is the place people come to see the truth about life and social situation.  The theatre is a spiritual and social X-ray of its time.  The stage can no more lie about who we are than an X-ray can.  The theatre was created to tell people the truth about life and the social situation

-Arthur Miller wants to teach morality and justice.  So it way, so it is, and so it shall ever be.  These are the subjects of theatre.  If they aren’t your subjects it’s not too late to arrange for a tuition refund
-you’re here to prepare yourselves to ask big questions, to help great writers pose great questions

-you must be aware that even a subject of profound importance can be trivialized and degraded if you haven’t the energy and interest to match it

-Gibran, his writing has a biblical quality.  It has size

-you have to understand that the theatre is epic.  It’s large the way The Law is large, the ways Family Life is large, the way growing trees are large – you must nurture them.  You can’t neglect them 

-I’m giving you all of history in order to jumpstart your instrument, which is run down, to awaken your soul, which is in a state of catatonia 

-be honest, do you read?  If you don’t read Dante or Keats or Dostoyevsky, you don’t.  You don’t discuss ideas.  You don’t know how to reach others.  Your skimming life

-you’ll never really be great unless you aim high

-to play the big plays your acting range, your stretch, your being, your lifeline has to be big

-we have to restore theatre to its historical purpose, lift it to the level where it existed all over the world for thousands of years.  To the point where we understand that what the playwright was saying.  These are the rules, these are the cosmic rules.  That’s what playwriting is about

-the skepticism of everyday life and the loss of artistic ideals creates an environment of irreverence
-but there is a basic need in human beings that makes them want to expand themselves.  There is a spark that wants to grow.  That spark has to be kept alive.  With a clear and hardworking effort, you can grow, you can graduate from callousness and emptiness into esthetic maturity.  With proper training you can stretch you talents immeasurably.  That’s why we have technique

-the first aspect we work on is seeing, creating for ourselves that energize what we say.  When you say something, see what you’re talking about.  Don’t open your mouth until you do

-acting is not an abstract activity.  The actor must make everything he deals with real

-truth in art is truth in circumstances, and the first circumstance, the circumstance that governs everything is, “Where am I?”

-if I don’t understand the chair completely, I’ll be forced to fake it.  That’s the worst thing an actor can do.  We have to take the same attitude toward a dramatic text.  We have to understand it totally, have to know its every nick and eccentricity before we can feel comfortable with it.  We have to understand what it demands of us.  Otherwise we can’t communicate it and we become fake.  Is anything worse?

-the actor knows how easy it is to lie, to fake.  What he must do is surround himself with things that are true.  As long as he can focus on those, he won’t be tempted to lie
-the actor is always in a specific circumstance.  If you are going to be imaginative, you have to be very specific

-the more you concentrate on the circumstances that surround you, the more at ease you’ll be

-circumstances make us see.  To be specific, we have to see where we’re standing.  We cannot see what isn’t there.  And nothing will be there until you put it in.  If the actor sees it he can make his audience see it.  That’s the first rule of acting – there must be images

-the bettor the actor the more specifically he creates the circumstances

-when you stand on stage it is imperative that those little old ladies hear every word you say and understand them.  That’s your job

-when you speak to somebody, whether it’s another actor on stage or that little old lady in the balcony, the most important thing is to make them see.  Communication is making someone else see what you see.  Everything you say from the stage must be as visibly clear as that

-the essay should be open enough that everybody – no matter how ignorant they are – understands what your saying.  The theatre is not just for smart people

-your job is not to show us how clever and sophisticated you are, how you can use literary words.  You have to understand his ideas as clearly and completely as if they were your own.  And they have to matter to you as much as if they were your own for your to feel the importance of communicating them to others.  I must feel the urgency of what you have to say.  The need you feel to make the audience actually see what you’ve seen will push your voice forward

-get used to the idea that you’re not doing it as a student.  You’re doing it as an actor
-as with everything you do on stage, you must make it vital

-you become important as the idea enters into you.  It’s best not to pronounce the idea but to rather convey it so it’s understandable to the audience.  For that, the most serviceable vocabulary is the one close to what you do and who you are
-when you speak to a friend say only what really matters to you, and he won’t forget it

-you also must make us understand that these ideas are universal

-it may be the pain of Vietnam or the pain of Bangladesh.  It might be the pain of someone’s death.  It is a pain that’s manifested itself in man for millions of years that throbs inside you

-you will fail.  That’s great.  Here’s a secret for you – that’s the only way you can learn.  Learning has to cost you something.  If you fail but learn something from your failure, you will grow.  I’ve been talking over and over again about size.  You don’t achieve stature unless you fail.  You will only fail to learn if you do not learn from failing.  Falling flat on your face will uplift you

-every idea begs for a reaction, and interpretation

-this is what we should do with the ideas of playwrights – our job is to experience them and interpret them

-ultimately we do not want the author himself on the stage.  We need you, the actor, plus the author, so that the idea filters through the living performance

-you’ve got to grow up in order to be an actor.  You’ve got to be a man that knows a lot

-you can’t go on stage unless you’re filled with things that give you life all day long – and problems all day long.  That’s what develops you

-I want to give us these objects so we understand that this color and this object stand in a very specific time

-when you act you need to create a world of a very specific time around you.  The only way you can do that is to see your own world more clearly than you do

-you are in a profession of recognizing life as important and not casual

-“do any human beings ever realize life when they live it? – every, every, minute”

-we have accepted what’s around us as just there.  We accept it.  We don’t understand that what’s around us has gone on for hundreds and hundreds of years, changing slowly so we don’t see it happen.  Therefore we lose the sense of ourselves and where we come from.  We lose a sense of the continuity of history – and the sense that history continues in everyday life.  You are living or re-living history every moment of your life

-an awareness of history will help you stop taking life and its activities for granted

-you must recognize the significance of living every moment.  You don’t have to amplify it – just recognize it.  Recognize history.  Recognize you’re a continuation of history

Acting is Doing

-acting and doing are the same.  When you’re acting you’re doing something, but you have to learn not to do it differently when you act it

-eventually you must do everything on stage – no matter how complicated it is – as simply and directly as you do these things

-that is what he have to learn in every action – to make it doable

-find something, look at something.  Always something specific.  Acting is not a theoretical science

-an action has to go somewhere.  It has to have an end.  Every action has an end, an object.  An action is weak unless you finish it

-so the end gives you the strength of action, defines the action

-it is always useful to study nature, because nature is large and timeless.  Most of the time we take it for granted.  In ding so we demean life.  As actors you must make everything you see come alive

-sometimes it’s harder to notice the most obvious thing than the little subtle things, but we must see everything

-it requires a certain energy to make your partner see what you see and understand what you understand.  Simply for you yourself to see and understand it is not enough

-the words are only the result of what you have seen.  To give words alone is ridiculous.  The words come only after seeing.  That’s why it never helps to study the words o tot memorize.  You risk killing the ideas and objects you’re dealing with

-as actors, you must learn to like what you are talking about

-as actors, you must realize that what you see is a miracle simply because it exists.  After all, you chose this profession because other ways of life seemed impossible to you.  In acting you would be more alive.  Therefore, make those things you see around you live so that you can give them back from the stage

-the carnation has to be in you and you cannot push the inner truth of that carnation.  You must experience it before I can experience it

-you must give us the excitement of your choice.  Don’t explain it.  Take us there.  Show us something that belongs to you, then give it away.  The feeling evoked by the description is more important than the description itself

-every action takes place in a world.  Every time we perform an action we have to be aware of the world in which the action takes place.  The more carefully we can see that world, the easier it will be to perform the action
-who understands when I say that when you’re on stage the props speak to you?  They make it easier for you to do your job.  But you have to see them.  You have to listen to them.  When you see a thing, it exists and has a life.  See a life.  Respect everything.  Everything will speak back to you

-the next step is to see as clearly in your imagination as you do in life.  When you work creatively with your imagination there is no higher form.  It will open up in you what has been closed for years

-your imagination consists of your ability to recall things you’ve never thought of.  In order to do this readily, you must comprehend how rich your memory is.  You have a bank account that you know nothing about, for the memory of Man is such that he forgets nothing he has ever seen, heard, touched, or read about

-you use a tiny fraction of what you know.  You know everything.  It is all there.  All you have to do is recall it.  An enormous wealth of material therefore exists in the mind of the actor, never to be tapped except in plays.  There is not a single thing that you’ve ever seen or heard or touched from the time before you were born that hasn’t been stored within you
-if you confine yourself to the beat of your generation only, if you’re bound within the limits of your street corner, alienated from every object or period that does not contain your own pulse, then you dismiss the world in general, you make everything foreign

-American actors greatly underestimate their wealth of human, or national, memory

-you have dropped all tradition and sense of history, and that is harming you as actors

-to begin to exercise your imagination, you have to place a greater value on your store of knowledge and practice a higher personal appreciation of the self

-acting is in everything but the words.  Reporting on what you have seen and experiencing the seeing of it are two different things.  One is for newspaper and the other is for the stage

-one has to put in it the present, placing it there.  You particularize, and there you are at the place in the present moment, and we in the audience experience what you see

-what you see or experience now is different from what you recollect from the past

-the actor, however, can err on the side of overacting in such situations

-this results from taking the reaction from within rather than from imagining the needle, from creating a response instead of actually feeling one

-the reaction cannot be forced.  It has to be born

-I hope you see that being an actor is not just a job that begins when you arrive at the theatre in the evening.  It’s something for which you are constantly preparing

-Observe! Observe! Observe!

-he never stopped for a minute.  That’s the way you become an actor.  You cannot afford to confine your studies to the classroom.  The universe and all of history is your classroom

The Actor Needs to be Strong

-everything we do in the theatre is an action.  That’s what acting means.  So there’s nothing more important we can learn

-one the one hand acting is very simple.  It’s just doing something – and doing it as truthfully as possible. What makes it more complicated is that we’re doing these actions on the stage and must always be worthy of the platform
-that platform, that goddamn platform, holds you up.  It gives you everything you do a weight, an importance

-one of the first questions you must ask yourself is, How do you want to be seen on that platform?  Would you like to be seen at your best?  When you speak, would you like to speak at your best?

-for the acting life you can’t bring a broken body

-do you see anybody slouching in Greek sculpture or on Greek vases?  No, the bodies go upward.  They didn’t let you act unless you knew that

-the spine reaches up and the head sits there.  Everything is comfortable.  You must always be conscious of aspiring upward

-I want you to be committed to the idea that your body must pull you up

-the same is true of your voice.  For the stage you can’t have a voice that turns inward, a voice that mumbles.  It’s better to have a voice that’s too big than one too small.  If it’s too big you can always modify it

-your voice needs to stretch.  You need to find your tone to make yourself understood.  You must have an acting voice.  Unless you can talk, you can’t act.  You are dull.  And you have to be told that

-a good exercise is to read an editorial aloud every day.  First, read it in your normal voice, and your “normal” voice should be getting bigger and bigger, stronger and stronger.  Next, read it as if you want someone 15 feet away from you to hear and understand it.  Read it as if the audience were across the table, then across the room, then across the street – 50 feet away.  Add space as your vocal muscles warm up and strengthen 

-talking goes out, doesn’t it.  What does your hand do when you say “hello?”  What do you do?  You go out.  Whenever you talk, you reach out.  OUT.  OUT.  It’s a madness to talk in.  It makes no sense

-why?  Because everything has its nature.  Every time we analyze an action, we have to try to understand its nature or purpose.  The nature of talking is…OUT.  The nature of walking is…..solid

-when your body is always pulling you upward and when your voice is strong enough to fill the room, you’ll be worthy of standing on the stage

-an action is something you always give yourself and is something you can do.  You define the object of your action, and you make it something you can handle

-defining an action you can perform is something well within your capability

-there is always a world around you.  But on stage, very often, you have to create that world.  If you walk around without a world, it makes your action self-conscious.  You must always fill the stage with your imagination.  Surround yourself with it

-we’re not here to be so literal-minded.  Acting is not just imitating everyday behavior.  It’s capturing the essence of it.  It’s giving the audience the idea of an action.  What happens on stage must be more precise, more intense, more interesting than everyday behavior

-objects are not enough.  You must not just have something.  You must do something

-too many of your ideas come from the street

-even for something as simple as coming into a room, coming into a specific room, there must be a preparation.  We, the audience, have to have the sense of the place where you come from and the place you’ve come to.  How are the circumstances of each different?  We have to have a sense of you doing something, not just wandering aimlessly.  Preparation saves you the humiliation, the degradation, the loneliness, the panic of coming on the stage empty-handed

-the stage will always support you.  It will never leave you.  But you must always be worthy of standing on it, of receiving the stature it will confer on you

-every time you get on the stage you must take it seriously.  You must think out what to do.  Getting on stage is never something casual.  You project something to the audience by what you wear, but it’s more important to project something by what you do.  The audience will be reading you regardless – you can’t project nothing, only the right thing or the wrong thing

-a good playwright doesn’t start his play with words.  He starts with a place, and the actor has to give the audience, immediately, a clear sense of that place.  Every time an actor has to speak, he must ask himself, What is there that makes me speak?  All this requires preparation

-I’m afraid that you don’t know where you are.  You don’t know your stage.  And as long as you don’t know where you are, you cannot act.  Only in an insane asylum do people not know where they are.  Even if you are playing a lunatic in an asylum, you the actor must still know where you are

-you must be familiar with every place that’s given to you.  You have to be able to say, “I am at home here.”  That comes before anything, before words, before talent
-every action has its own preparations, its own requirements, its own demands.  In order to pick up a bottle you have to say, How much does it take to lift the bottle?  You have to work on it for at least twenty minutes.  You have to lift the bottle when it’s empty and lift the bottle when it’s full.  You have to do it until the muscles remember how much it takes
-practice it over and over until your muscles remember just how much strength and energy are required in each case

-this has nothing to do with the mind.  You have to respect the muscles.  You’re able to work because the muscles work.  The muscles aren’t like the mind.  The mind is very complicated.  The muscles aren’t.  Once you get them used to an activity, they remember it.
-but the muscles don’t accept lies.  The muscles are very precise.  They can tell the difference between a full bottle and a half-bottle, between a jar whose lid is loose and one whose lid is much too tight

-every prop you use on stage should represent a challenge.  They’re all foreign.  You must work with them until you make them your own

-every prop has to pass through the imagination

-you have to make these objects yours.  Realism means the ability to be at home on stage, and the way you do that is to make every object around you meaningful.  You do that through the imagination
-ninety-nine percent of what you see and use on the stage come from imagination.  On stage you will never have your own name and personality or be in your own house.  Every person you talk to will have been written imaginatively by the playwright.  Every situation you find yourself in will be an imaginary one.  Every word, every action must be filtered through the imagination

-write this down “Until a fact passes through my imagination, it is a lie”

-the imagination works very fast.  An actor must see fast, not slowly, think fast, and imagine fast

-for the imagination to come quickly, all the actor has to do is to let go.  This is an exercise you should do often

-the principle of seeing is to take an image carefully, to experience what you take in and let it grow.  You must see something in your head vividly and accurately before you can describe it.  Only then can you give it back and make your partner or the audience experience what you have seen

-therefore, understand the significance of keeping your eyes open and taking everything in visually.  Life feeds you reality.  Plays feed you imaginatively.  When you describe something, it must be born in you.  The difference between reporting and faithfully, imaginatively representing it is what makes you an artist

-the most common, inartistic way of observation is something I call Banking.  It deals only with cold facts and objects.  “I saw some grapes and pears and bananas,” then he makes a good banker.  But not a good actor.  He sees things as an accountant

-you must allow the objects to speak to you, to register personally what you have seen

-that’s what preparation is all about.  When you’ve done your preparation properly you know how to come into a room.  You know how to use the stage.  You know how to justify moving around the stage.  You learn how to do it all truthfully
-you learn to justify, not just to pick up an empty bottle and “make believe” it’s real.  Don’t do that to yourself.  It’s a bad habit.  It’s a lie, and your body will react to the lie.  You can fool your mind very easily.  You have to work much harder to fool your body.  It understands a lie immediately

-the reality you create on the stage by opening a jar or threading a needle isn’t so that the audience will believe in you.  It’s so that you’ll believe in yourself.  Acting is truthful when you yourself are convinced.  That’s one of the essences of realism and it’s accomplished by doing very ordinary things

-learn the sensory truth of muscular memory

Developing the Imagination
-as actors, our instruments are our bodies, and so we have to keep them in optimum condition

-I have told you actors should not easily get sick.  Nor should they get tired.  They belong to a different class of people.  They don’t give in.  They hold themselves together, discipline themselves, take care of themselves.  They’re alert, bright and interesting.  They don’t succumb to middle-class-married fatigue

-the general laxity of the society we belong to, which promotes self-indulgence, is not good for the theatre

-we have to have proper posture, which has great effect on the way we breathe.  We have to be in good physical condition.  To work on the stage, we must possess enormous energy

-limbering up is not very interesting for an actor.  But it’s essential for us to do our job

-a body in good condition must be second nature to you

-yet the most important thing we have to do is condition, to limber up the mind.  Learn to stimulate the imagination.  The imagination is what animates the instrument, keeps it in tune.  It’s the ignition key.  Without it, nothing else works

-there is another kind of seeing that is equally important.  There are a million things inside of you that you have to learn to see

-being an American has sapped your energy.  It cuts of the feelings, the memories, the emotions, the instincts, the backgrounds

-you must begin entering into other people’s lives, to help you get beyond that boring, personal, egocentric quality you take for “real” life

-you have to get beyond your own precious inner experiences now.  I want you to be able to see and share what you see with an audience, not just get wrapped in yourself.  The actor cannot afford to look only to his own life for all his material nor pull strictly from his own experience to find his acting choices and feelings.  The ideas of the great playwrights are almost always larger than the experiences of even the best actors

-a great disservice was done to American actors when they were persuaded that they had to experience themselves on the stage instead of experiencing the play

-the truth of the character isn’t found in you but in the circumstances of their position in life

-whatever the activity on the stage, you must first create the circumstances.  You have to get away from the abstract and into the particular

-the circumstances of the activity must be created before anything else.  By changing the circumstances, however, you can change the mood of the scene
-the circumstances are dictated by the play, and your imagination must be equal to the play’s demands

-to begin to exercise your imagination, you have to place a greater value on your store of knowledge.  You’re a storehouse of images, not just the things you’ve seen, but the things you’ve imagined.  Those images are very powerful.  They will turn on your ignition.  They will engage your body and mind

-from now on you must only live imaginatively.  You will see and act in imaginative circumstances.  To do this isn’t hard if you accept that everything you can imagine has in it some truth for you.  The actor’s job is to de-fictionalize the fiction

****-you’ve imagined it.  Therefore it exists.  Most of acting lies in this minute knowledge of what you see and what you do.  Anything that goes through your imagination has a right to live****
-in a play the playwright is never going to give you a table-cloth that belongs to you.  That is you job.  His script will simply say, “tablecloth.”  You will have to determine how old it is, how wrinkled, how threadbare, how fresh, how starched.  The playwright will only indicate what it is.  You will have to make it come alive
-as you work on the scene, the aliveness of it is what you act, not the facts.  The facts will remain dead until you realize that each thing has a life.  As actors, you must give us the miracle of life, not the facts.  For the spectator, you must give back life and not death

-life in the theatre is when you understand it.  If you understand it, you’ll know why you want to act, and if you don’t understand it, you won’t want to act

-you’re painters.  The palette comes from your self.  Underneath the words you paint with is you.  If not, the words are empty

-the imagination allows us to live in a larger, more beautiful, more exciting world

-the person you have to please is yourself.  But you’ll go nowhere if you make it easy to please yourself.  You have to be as demanding as you can

-there’s a big difference between a newspaper and the stage.  The reporter must be objective, cool.  The actor must be full of passion

-we have a dilemma.  We don’t want what we see to be flat and without interest.  But we don’t want to overdo it so people think we’re “pushing.”  The answer is that we must be truthful.  The more details we imagine, the more honest and believable and energetic our responses will be.  Nine tenths of your acting lies in the minute knowledge of what you see and what you do

-the actor is like a writer, full of impressions that speak to him

-the actor takes this all in.  He lives there, watching, seeing, understanding.  He asks himself, “what is this?  What am I looking at?” – the way a writer or a painter does

-as actors, you must give us the miracle of life, not just facts

-one way we can enliven the imagination is to push it toward the illogical.  We’re not scientists.  We don’t always have to make the logical, reasonable leap

-I might call this free association.  In acting we call it “traveling.”  You choose some object and see where it takes you imaginatively

-there are times when we can let the imagination roam.  Other times we need to reign the imagination in

-do you see why an actor has to understand these differences and how the imagination helps him understand

-one thing an actor cannot be is ignorant.  An actor has to read, he has to know paintings and music, because they help him understand the past.  They provide nourishment for his imagination

-creating imaginatively is what acting is all about

-eventually your imaginative reach will extend to other things, until you can say, I know how it feels to be in mourning, how it feels to be isolated, what it means to be abandoned, what it’s like to be engaged or to be married

-aspects of your imaginative powers will startle you

-use both what you know and what you imagine.  Make them work hand in hand

-over and over I find myself telling you, the truth in art is the truth in circumstances.  “Where am I?” is the first question you must ask when you go on stage, before you perform any actions at all

Making the World of the Play Your Own
-the only way we can make our waiting useful and not an occasion for unnecessary anxiety is to focus on what we will do when we go onstage

-the main ally we have in making that time useful is our own imaginations, which is why we must develop them.  Every time you go out onto the stage you are, in effect, preparing a garden, a setting in which you feel comfortable.  You have to build an imaginative relationship with the set, the props.  They have to be as familiar to you as the furniture in your bedroom

-everything you do on stage should be dictated by the circumstances the character finds himself in
-every object you bring onstage has to tell you about the circumstances of the character you’re playing and the world in which he lives.  You have to understand and personalize every object you work with.  You have to handle every object imaginatively.  The way you carry it has to tell us something
-as actors we have to have the ability of children to make believe.  That indeed is what all acting is made up of – the conviction of the child that the stick is a horse.  As an actor you are responsible for this belief

-before using a prop you have to know what the life of the prop is

-because he had this sense of perfection in what he was doing, because he could convince himself, the audience was convinced

-each prop has its own truth and its own nature.  As actors you have to understand every prop.  You cannot use a prop unless you give it dignity and unless you have a liking for it.  You must work with it until you know you can use it.  Personalize the props you use by endowing them with some quality that comes from you

-in the society of the hat, the human beings as well as the clothes were under strict control
-you job as an actor is to make the world of the play as real as your own, maybe more so.  You’re born into your circumstances.  If you’re ambitious, you can change them, but most of us accept them without thinking

-when you go on stage you can’t take anything for granted.  You have to examine the circumstances with great care and great understanding.  That’s the only way you’ll feel comfortable there.  One of the advantages of concentrating on the circumstances you build on stage is that you won’t worry about the audience

-relaxation comes from the truthfulness of the circumstances the actor creates

-one primary reason many actors feel uncomfortable on stage is that they don’t work from the circumstances.  They start with the words.  The words can tell you about the place, but it’s the place that will tell you how to act

-one of the most important things that you must learn, in fact, is that the play is not in the words.  It’s behind them

-the actor is always in a place.  It’s his responsibility to understand that place.  He doesn’t act in mid-air.  He has to take the fiction out of the circumstances by letting the place tell him what to do

-one of the most important things to learn is to do as little “acting” as possible.  When we let the circumstances dictate what we do, everything will have a reason, will seem perfectly natural, truthful.  It’s only when we don’t understand the circumstances that we have to “act,” that we have to fake it.  And, believe me, the audience knows that instinctively

-our job is to make the audience believe the circumstances, but if we’re completely absorbed in the world onstage and what we’re doing in it, we carry the audience along with us

-if we do it for ourselves and for the play, the audience will be with us completely.  The actor has much more fun in acting than the audience does in watching
-you have to reach the point where acting is pleasurable, not a source of anxiety

-acting can be the healthiest profession in the world, because it allows you to do things you can’t do in real life.  It allows you to understand more than just what life provides you.  This technique is about doing, not feeling

-the memory of these things can give you clues about how Hamlet feels about his father’s death, but only clues.  Whatever you reconstruct from you emotional memory is no substitute for putting your imagination to work

-in creating the physical reality, you will have created the mood.  The more complete the reality you build for yourself, the more thoroughly you understand the circumstances of the character and the play, the easier you make it for yourself

-going on stage without having built the circumstances is the same thing.  You’re naked.  You have no protection.  If the play is just about the words, the audience can stay home and read the text.  The reason they come to the theatre is to experience the life the actor brings to the words
-your curse is that you have chosen form that requires endless study.  Your job is to know what political time a play is set in what class the characters are in, what style the play is written in

-it means you have to read, you have to observe, you have to think, so that when you turn your imagination on, it has the fuel to do its job

-when you handle a prop, you’re not just “handling a prop” – the object speaks to you, and you can make the object something that helps the audience understand the play.  That’s what your job is.  If you can’t convey a deep understanding of the play to the audience, then acting is just a joke, a form of self-indulgence

-if you’ve learned anything so far, it should be how important it is to observe and to observe in detail.  What you observe and what you imagine constitute your armor as actors.  They’re what you keep you from ever being on stage naked.  How strong and protective that armor becomes is up to you

Getting Hold of Acting’s Controls

-if somebody tells you they loved the way you acted, I hope you know that means you’ve failed

-if a fellow actor tells you what you’re doing is indicating, it’s his way of saying you’re faking, and that’s the worst thing anybody can say

-nowadays we don’t want artificiality.  We want realism, and that’s why if the audience thinks you’re acting, you’ve failed them.  What you have to learn is to perform actions, because if you’re performing an action, you’re doing something.  You’re not indicating, you’re doing

-our job is to study, to analyze them, to find their anatomy, their spine.  When we study a script, we’re trying to find what actions it requires of us.  When we’re performing these actions we communicate the nature of the action to the audience

-if we truly do these actions, we don’t have to worry about “acting.”  If we’re actually doing something, we don’t have to worry about faking

-when you use a control it changes the nature of everything you do.  It forces you to act in a certain way.  They simplify your task.  You can’t play “old.”  You can’t play “young.”  But you can find physical controls that will make you seem old or young

-as an actor you have to be acutely aware of everything about your body.  You need to become muscularly facile in your work.  You need to memorize what muscles control the actions you perform.  Equally important, you need to learn how much muscular exertion each action requires

-you must repeat it often enough with a real log that you can then pick up an imaginary one.  The memory of how to do it and how much effort it takes should be in your body.  If you prepare properly, that memory stays there and is ready for action whenever you need it

-by taking a physical control you’re letting your body dictate ways to move.  If you’re concentrating on what your body is telling you, you’re doing something that is truthful.  You’re not “acting.”  You’re not “indicating.”  You’re not “faking” anything
-learning the lisp is the beginning of learning to manage accents.  Every accent requires an adjustment of the way your tongue forms words.  Once you find these adjustments you have a way to control the accent.  You’re not just doing an imitation

-another good exercise is to take a physical control like a lisp or an accent and recite a poem using it.  To do this properly the control must be so “second nature” to you that you can concentrate on text

-an actor must be in control of every part of his body

-an actor has to work all the time so he is prepared to accept any challenge the theatre offers him, so that he can perform in all styles of the theatre, from the Greeks to Shakespeare to the moderns

-an actor has to be sufficiently in control of his body that he can play many different kinds of people.  You must learn to control your body so you can perform movements you are not used to and develop ways of walking that are right for the characters you’re playing

-you have to understand the control so completely, you have to have worked with it so thoroughly that it becomes second nature to you, to the point that you can do it totally unconsciously 

-if you can’t live with the control for at least a few hours a day – or if it tires you out – you’re not ready to take it onstage

-the important thing to remember is that you must make the control seem normal.  A person with a lisp doesn’t want to be conscious of it.  He tries to communicate as clearly as possible, to overcome his lisp, not to emphasize it

-the same is true of the physical control, the stiff knee.  You have to be aware of how it affects the whole body, but you must be able to register those effects un-self-consciously
-you can build up your abilities by starting with simple exercises

-the more you’re aware of how your body behaves under normal circumstances the better you’ll make adjustments to the specific circumstances of a play

-the position of your body also has a great influence on your voice.  Certain positions have great strength in them, and they allow the voice to project

-an intense speech must be performed with all the emotion and tension in the words, but since acting is based on a lack of tension, you must do it in a state of relaxation.  That comes when you’re entirely comfortable with your body and what your body can do

-we’re all bound by social conventions.  They give us a shield to hide behind.  The purpose of the animal exercises is to rid the actor of his social mask and to free him from his inhibitions.  To become an animal, to make non-human movements and noises reduces the actor’s fear of making a fool of himself.  I want you to experience the freedom of the stage, to dare to do anything

-lose your inhibitions, free your talent.  Use yourself to the maximum
-as an animal, you must know who you are but not how you’ll react.  Being an animal teaches you about spontaneity.  Always be specific, never general, and do everything to the maximum

-nevertheless a great actor can turn even a bad play into something unforgettable 

-imitating an animal will teach you an enormous amount about your body.  Every animal has its own way of moving, and the more you can recreate these movements, the greater will be the range of your movements overall

-when you use a vocal control, when you use a physical control, when you imitate an animal, it forces you to look at the world from a different perspective.  It also forces you to move and speak differently.  In every case you are responding to very specific circumstances.  If your respond truthfully, there will be nothing fake about your acting

-a character doesn’t consist of how he feels but in what he does.  Feeling comes from doing

Learning Actions

-in the theatre that begins with Ibsen a play must have at least two ideas of equal importance – two points of view.  More important than that, two truths.  The play sets these truths before the audience with equal weight, and the audience must decide for itself which to accept

-the audience must be urged first toward one idea, then toward another, so that when they leave the theatre they’re still wrestling with ideas

-in many modern playwrights it is extremely important that the actors be able to discuss ideas

-“to talk” is the most basic form of communication

-we spend our whole lives talking about these things without really experiencing them.  Also, when we talk we don’t listen carefully.  Another characteristic of talk is that we constantly interrupt each other

-“to chat” is close to our everyday conversation, but it’s not matter of fact.  It has a deliberate lightness, as you can see in the noun from which the verb chat is drawn, chitchat.  Most of the time we’re not discussing ideas, we’re not even talking about practical matters

-another way of describing “to chat” is to say you’re “shooting the breeze.”  That’s a way of saying that chatting is pleasant, it’s polite, it’s airy, it’s light, but it’s empty.  It doesn’t matter.  Nothing depends on it.  It’s a way to pass time

-the point of gossip is to escalate what I want to say, make what I say seem more important than it is by giving it a secretive quality, as if what I’m telling you no else must know

-like “to chat,” “to converse” is on the light level.  It has particular social circumstances.  It implies the middle or upper class

-the ability to converse is a social skill, a way of behaving in a friendly manner with someone you don’t really know, but also deliberately keeping your distance

-“to discuss.”  Discussion of ideas is at the center of the modern theatre.  In every great play from Ibsen on, one finds what we call the discussive element

-the modern, naturalistic theater is a theatre of ideas, a theatre whose purpose is to make an audience think and learn about the larger questions of life

-if two people simply agree on the stage, then we’re finished.  There’s no play and nothing more to say.  The modern theatre is based on our ability to consider two points of view

-two contradictory ideas are expressed, and it’s up to the audience either to choose between them or to decide on some other course of action.  When the discussion is over, nobody wins

-the middle class has only pick-up values.  Their lack of certitude means that for every question there are two sides.  Consequently, in the modern theatre there is no one truth

-in theatre the interest comes from having an opinion.  You may have one opinion as a person, another in the theatre

-the first thing that distinguishes the action “to discuss” from all the other forms of conversation is the relationship to the partner

-to have a true discussion both partners must be serious about the issues.  This is the first action in which content really matters

-each partner has a very definite point of view, but he listens to the other person carefully.  He may not change his opinion, but he listens.  This is not chatting, not conversing, not talking.  This is discussion

-in a discussion both partners must take a genuine interest in the ideas.  Discussion should take place on a mutually interesting subject.  As an actor you have to be able to take either side.  If you can’t take both sides, it means you can only play yourself

-there’s no more important exercise than taking a side on some big issue, like the necessity of legalizing abortion, and then taking the other side and arguing it so effectively that a listener can’t tell which side you really favor

-in a genuine discussion there’s no need to win.  In a discussion you need to cut off your partner.  The ideas expressed by your partner should excite you.  The exchange should stimulate you

-it’s perhaps the most important action in modern playwriting because the audience understands both sides of the discussion and becomes the third partner in the play

-the artists who succeed are the ones who understand that these themes are universal, not personal.  These ideas are thousands of years old, it starts with God

-the level of discussion has got to be on a higher level.  It has to be on the level of what these two things bring to the world

-you think your beauty will help you.  It won’t help your art

-discussion should change the audience’s point of view or at least make them think twice about what they felt beforehand

-discussion is not just about the ideas.  We have to experience the give and take of the two participants

-we have to feel everything you say is prompted by something you’ve heard.  Don’t start from yourself.  Start with, what did your partner say that made you say I don’t agree with that?  Otherwise we have a false situation – a situation where the actions starts with your talking.  It has to start before you talk

-you can’t go on the stage unless you’re filled with things that give you life all day long….and problems all day long, ones that develop you

-discussion is a hard action for you to grasp because it’s a very civilized action.  In this country we don’t discuss.  We argue.  We’re like taxi drivers.  Our national temperament is intolerant of listening

-the action “to argue” grows out of the action “to discuss.”   It’s when you hear your partner but you don’t hear.  You understand?  You continue with what you think.  Argument has passion.  It’s not logical and mind

-the next stage after “to argue” is “to fight.”  “To fight” means there is no control, and very little listening.  You attack in all directions.  “To fight” is to go after something with no waiting.

-from arguing to fighting is a natural progression, and with fighting we’ve reached the end of the chain of communicating

Making Actions Doable

-everything is based on actions.  An actor develops a character from the things he does.  That’s why the actor must understand actions
-every action that you do has its nature, its truth

-everything has to have its logic.  It must have truth, growth (progression) and a beginning, middle and end (sequence) 

-a play is made intelligible to an audience through the actor’s actions, a series of separate but logically connected physical or psychological activities that breathe life into the play and create moment-by-moment truth

-in modern plays, the playwright provides only an outline or skeleton.  It’s up to you to add flesh and blood, to make the play-wright’s ideas lucid.  The content of the play can only be brought to life through your actions

-when we study actions there are three ways to go about it.  The first is to ask, have I done this action?  The second is to ask, have I seen this action done?  If the answer to both of those questions is no, the third approach, and in some ways the most important, is to go to the imagination
-one thing that makes a young actor very uncomfortable is he skims over everything, or he indicates it.  It’s a part of your technique that you must not skim over, not indicate physical truths that the activity needs

-it’s a trick that when the body is true, the soul reacts.  When the body lies, the soul gets frightened.  The way to be sure you’re being truthful is to focus on these tiny truths

-all activity is complicated

-now write this in your head: no physical activity with all its little truths can be done without rehearsal.  They cannot be done
-the inside of every action has to be done truthfully.  You cannot indicate it.  It must happen

-as long as your objectives are small and manageable, they’re in your control.  When you’re in control you can bring life to what you’re doing

-grownups take the life out of things.  It’s better to make things up, to use the imagination, than to kill them

-when you start work on a physical action, don’t start with the performance.  Say to yourself, I’m the director.  Let me fool around with this and see if I have it, because I don’t want to do it for an audience unless it’s easy

-every physical activity is like this.  You have to understand its logic.  You have to make it doable.  People don’t act in real life.  They experience one moment, then the next.  They react to circumstances.  The actor’s job is to make the circumstances in which he moves on stage so lively, so immediate that they can enliven his actions
-there are strong and weak actions.  To be strong, an action needs an end an objective.  There must be an end, an objective, or else the action is weak

-the technique for making real time fit into stage time we call smartening up the action, which means shortening what you do, trimming it, editing it, so that the audience, while understanding fully what you’re doing, won’t feel you’ve gone on for too long.  The audience will always be the best judge, but an actor has to anticipate their reactions.  Smartening up an action requires pre-planning

-unlike life, you don’t have a lifetime on stage.  You must smarten actions up be selecting one or two telling parts

-an action one encounters repeatedly in modern theatre is “to reminisce,” a device playwrights commonly use to introduce poetry or poetic prose.  A retreat into a more favorably remembered past, reminiscing is itself a means of escape from the sometimes unbearable realities of the present

-to reminisce is to soliloquize, to recall the past and bring it back to life.  It’s different from remembering, which is automatic and associated with daily life.  In reminiscence, a man brings back what he loves

-when you reminisce, you can sense how little physical movement is required.  When you use a lot of words, you don’t need a lot of gestures

-the anatomy of the action “to reminisce” is to relive the experience, to see again what you once saw and to remember it fondly.  When you start to reminisce, you lose the world

-when I reminisce, I become detached and my words take on a poetic quality.  To reminisce is to reinvent the world.  Remembering is simply experiencing it all over again, which is closer to description
-when you reminisce everything becomes significant because it’s gone

-reminiscence loses the present world and recreates a time in the past.  It is a giving over to life that has disappeared but still lives in you.  Time makes it more significant.  Life becomes more terrible or more beautiful
-reminiscence deals with something long ago that meant a change in your life.  This action cannot be in any sense casual.  It must be on a high level

-not caring whether the partner hears him or not, the actor tries to bring something lost, which only he can make live again.  Reminiscing has in it longing, pain, and loss.  Set on a dark level, it is neither light nor cheerful

-don’t act and don’t make believe, take time to go into the reminisce and re-experience it

-in rehearsing the action of reminiscing, the necessary steps are first to create the background for the reminiscence and make it your own.  The reminiscence has a sequence of ideas.  Paraphrase the sequence so that the ideas are in you, not in the words

-like all human beings at one time or another, he resists the attachment to reality, and longs to return to the primal source of life, which is the sea to live life more instinctually

-an action, to be an action, has to contain some of the content.  You don’t simply reminisce.  You reminisce about something, something you care about

-in paraphrasing a monologue, you must have specific pictures in mind.  Rather than words, always in preference to words, start with a place

-students seem reluctant to take on material that has size.  They seem unwilling to go to a tragic level, to recognize in the ordinary facts of the story, as in the passage above, the larger truths, such as a man’s need for a home, the sad destruction of a family, the transience of life

-Wordsworth said, “Poetry is emotion recollected in tranquility”

-you must bring it into your reality.  It must see it if you can recreate this lost world.  As a large poetic action, reminiscing is done only by people who cannot bear this world
-reminiscence is related to dreaming

-reminiscence has in it a miracle.  “And they were alive…….”  The miracle of life – it’s so long ago yet I see it.  Keep restoring the miracle

-practice reminiscing and breaking away from the action and going back to it

Building a Vocabulary of Actions

-what the actor is called upon to do on the stage is as broad and as limitless as life itself, and the range of actions he should have at his command is a very wide one

-the student of acting must begin to acquire a vocabulary of actions

-there are many actions worth studying – to take care of, to learn, to teach, to study, to reveal, to confess, to arouse, to denounce, to grieve, to wait, to be restless, to be distracted, to be shocked, to pray, to buy and sell, and to advise.  These are among the more important and frequently used actions, but there are, of course, many, many more

-the circumstances and the partner keep the action from ever becoming an abstraction
-the nature of the action also changes according to who is performing it

-you also showed us there are no small stories.  Only the actor makes them small

-at the same time you have to look for the human conflict

-as actors, we must look for the human conflict, because if you play the text without interpretation nothing will happen

-that’s why we have to study these actions, so we understand how to convey their essence

-let’s look at the action “to teach.”  This action is related “to explain.”  But it is far more consequential.  To explain is simply to clarify something to another person.  It is factual and down-to-earth

-the anatomy of “to teach” is that I give you what I know and what you need to know

-you have to listen with your soul!  Don’t listen with your behind!

-as a teacher you have to make direct contact with your partner.  Your attachment to his soul through teaching is missing.  You’re not on a dramatic level.  You’re on a supermarket level.  You have to make this important to you.

-you must make this action important to you.  If it’s difficult, you must ask yourself whether you have any importance in your soul.  What matters to you?

-you start with the action.  Acting is an extremely disciplined art.  It starts with acting.  When the curtain goes up, you don’t tell the audience you’re going to do a scene by Tennessee Williams.  You start the scene

-in action you must know what you do, where you do it, when you do it, and why you do it.  But you don’t know how you will do it.  The how is spontaneous and unexpected

-an action can be broken up into steps or “beats”

-within this action are a number of other actions, the sum coming under the umbrella of an overall actions

-as an actor, you need to agitate the circumstances to feed your action

-as an action, “to escape” is to run away from a troubling thought or image, or to run away from danger, but wherever  you run you see the danger, take it in and run away from it, like confronting your own image in a chamber of mirrors again and again and never finding an exit. Going from danger to danger is the action “to escape 

-the dramatic anatomy of escape is there’s no escape
-this exercise reinforces our sense that as actors, our primary job is to do, and the doing comes ahead of the words, or else the words will be false

-an action must have a specific end.  The end of the action determines the action and makes it strong or weak

-an action must be truthfully done so that we may believe in it continuously as it moves through changing circumstances.  An action must be justified.  

-an action must have a level or mood, a light or dark or medium level.  An action must have an epic meaning

-don’t lose your purpose.  What is the idea of the playwright?
-in every case the actor has to take the play inside of himself.  It’s not somebody else’s play.  It’s your play.  One technique for making it your play is to see how the plot and the ideas relate to you

-to do so you must us the “as if” substitution

-one “as if” that’s useful for dying is to imagine your guts are pouring out and we’re trying to push them back inside.  Eventually you’re too weakened and just collapse

-an actor must correct himself as he goes along and not let emotion distort or interfere with the action

-once you feel your talent working, there is a good side and bad side.  The good side is the pleasure of knowing your talent.  The bad side is that this knowledge will be the big experience of your lives and you’ll never be satisfied with anything else
Instant and Inner Justifications
-when we act, primarily we perform an action.  Our second objective is creating a reason for the action.  This is called justification

-the justification isn’t in the lines, but in you.  What you choose as your justification should agitate you, should help you experience the action and the emotion.  If you experience nothing, you’ve made a dead choice.  It doesn’t warm you.  It doesn’t agitate you.  You have to choose something that will awaken you
-your talent consists in how well you “shop” for your justification.  Your justification is what gives size to your actions.  You must make every action you perform epic

-working in that way makes you grow.  You grow through acting more than through living.  The ideas you get from plays will make you bigger

-Justification goes on continuously in the mind of the actor for as long as he’s on stage.  Finding the reasons for everything you do on stage keeps your actions truthful.  The creative part of your work, justification, is what you live on in the theatre

-there are two kinds of justifications, instant and inner.  Instant justification gives you the immediate reason for what you’re doing.  It removes the abstract part of acting.  If I love you, what do I do?  I sing with you, I dance with you.  I put your coat on for you.  I give you a flower

-physicalizing the emotions is essential in the theatre, and the more detailed the physicalization or justification, the better

-instant justification supplies the immediate need.  It answers the why in our series of who, what, where, when, and why questions
-with instant justification you can’t be too elaborate

-“I’m thirsty” is not a good justification.  Because it’s too subjective.  It’s a state of being.  You need to find a justification that you can do

-avoid subjective reasons when you’re making an instant justification

-you can’t go to the emotions for instant justification.  You must go to the immediate circumstances, to something really doable

-each justification must have a logic that will enable you to extend the logic

-justification must go on all the time in even the most mundane actions of daily life.  It is your prime source of awakening to do and to feeling

-sometimes students are tempted to expand on the reasons by adding.  They’re adding fiction to fiction

-for the purpose of instant justification you must deal only with what’s directly in front of you

-there’s no need to make the action more elaborate

-you take your sweater off because you’re hot, not to make yourself “feel comfortable”

-steer away from such words as comfortable, convenient, glaring, and beautiful, because they take you too far away from the impulse activity.

-if you talk to much, you’re not doing it, and if you don’t do it you are not finding the instant justification for your action

-justifications can be logical, common, or they can be creative and uncommon

-full and unqualified belief in the answer you give is always implied in your choice of the justification.  Each justification must pass through your imagination so that it becomes more personal and individual and thereby more interesting and vivid to the audience
-you must choose justifications to which you react immediately.  You must believe what you say.  Through justifications the actor has a real place in the theatre because he is giving life to the lines.  If the actor hasn’t used his imagination he’s made no contribution

-justification must have a level – light, dark, or medium

-the addition of agitating details affects the actor’s emotions.  The levels go with the circumstances.  The doing of actions, backed by instant justification, relieves the actor of the unreasonable pressure to resort to amorphous and unreliable feelings.  People don’t act.  They experience something.  They experience one moment, then the next moment, then the next moment.  The justification is your talent; don’t go where your talent can’t possibly follow

-avoid words that don’t enliven you.  When you see something, you must make me see it too.  I won’t if your choice of words is cold and remote.  

-the physical, doable side of acting is what matters

-on stage, when life comes in, we should forever celebrate it

-always, always keep yourself out of your considerations.  Say to yourself: I myself don’t count.  The world counts.  If I am beautiful, it’s not my beauty that’s important in my actions.  It’s not the beautiful and suffering side of myself that counts, but what I do

-in life, as on the stage, it’s not who I am but what I do that’s the measure of my worth and the secret of my success.   All the rest is showiness, arrogance, and conceit
-in each case the circumstances must be lively and immediate, contributing spontaneous justification for my action 

-instant justification is what gets the motor started.  To keep it running you have to have inner justification.  Instant justification doesn’t affect me inside.  Inner justification does.  It arouses and moves me.  Inner justification is what the actor contributes to the playwright’s lines

-relating to what lies behind the text, inner justification has less to do with the object, more to do with why the object is used in a certain way or why the action is done in a certain way

-the “why” is personal to the actor and belongs to him.  The author gives you the outlines but you as the actor must write the play.  When I say to a person, “You ought to stop rushing,” what I am really saying is, “You’re to anxious  

-the author doesn’t give you the actor’s contribution.  The monologue of the actor is the inner justification.  The actor’s justification is a continuous process.  What goes on within you and what you actually say are, of course, different

-one has to keep justifying all the time.  In justifying one’s relationship to the partner, to the circumstances of the scene and to the props, the motor must never stop.  If justification stops, one goes dead on the inside, and dead pockets will result on stage

-there’s no limit to how deep inner justification can go

-when you answer questions, you must always give inner justification.  If you answer them straight forwardly, factually, you’ll be a boring actor

-for example, “do you live at home?”  The successful actor is the one who, in giving his answer, experiences what made him not live at home.  By his answer he can intimate why he left

-what you can awaken in yourself is your contribution to the words.  You can’t simply repeat the facts, adding nothing.  Justification turns facts into experience.  Each person justifies according to his talent, and the justification is his talent
-if you don’t justify your actions, you’ll be caught acting

-you must not be caught acting in the modern theatre because the audience expects to see someone who looks and behaves as they do, or their aunt, or their cousin

-you need an aesthetic and a style of such plainness that your appearance and your voice won’t take on any artificiality 

-if you stop acting and instead do something, the doing will absorb the fake.  In your justification of what you’re doing, you’ll avoid indicating, and in the modern style of acting, above all, you must not indicate

Complicating Actions
-it’s not enough to study actions.  It’s not enough to understand them.  You must master them.  Make them absolutely your own

-you are in control.  You are never out of control.  You’re the master.  You own the thing

-but you’re so frightened you have no control.  That’s why you have to spend your time studying, rehearsing, so that when you come to class you can say to yourself, “I own that.  She’s not going to tell me anything new about that

-emotions aren’t doable.  Actions are doable, and if you do them correctly, they prompt the feelings

-Stanislavsky said that where you are is what you are and how and are and what you can be

-all the emotion required of you can be found through your imagination and in the circumstances of the play

-if you need an action you can’t find in a play then you can go back to your own life – but not for the emotion, rather for a similar action

-but to remain in your personal past, which made you cry or gave you a past emotion, is false, because you’re not now in those circumstances.  You’re in the play, and it’s the play’s circumstances that have to be done truthfully by borrowing what was physical from the past action, not the emotion

-you must prepare for every entrance by creating the circumstances of where you’ve come from.  This need not be elaborate.  All is should require is a tiny detail that makes that place real for you

-never start with the beginning of something.  The curtain goes up while you are in the middle or at the end of doing something

-it’s best if you can find a prop to give you a sense of the reality

-the great paradox of acting is that the actor must act real things in an unreal, imaginary setting.  If you go to your memories, you’re creating you own play, not the author’s 
-Stanislavski said that one can demand of an actor that he do something.  You can never demand of him that he feel something.  You must have a vocabulary of actions, so that you can go to them

-if you start an action outside, such as taking off your coat, and continue it as you move onto the stage, it will give you the sense of not coming onto the stage it will give you the sense of not coming in.  You’ll have come from somewhere and the action itself will have reduced the tension of making an entrance

-choose something doable, not show-able.  You must be so thoroughly involved you’ll sense if you’re overdoing it

-none of these actions are for the sake of the audience, they are for your sake

-every physical action is much better if it’s yours, if it bears your signature.  You must reach your norm, not my norm.  You must make everything belong to you

-from now on never take the simplest road.  For even the simplest action find something to complicate it

-the more little tasks you give yourself within the action the more you have to concentrate on, the less likely you are to indicate

-complicating the action doesn’t mean that you throw all logic and good sense aside

-an action is always made up of a large truth.  It’s made up of tiny little truths.  If you skip one, you’re shaken.  You’re rocked

-no physical action is done all together.  It grows from one thing to another

-justifying the action complicates it and makes it stronger

-every action grows when you imagine it in circumstances.  You need to make things belong to you

-be careful to do nothing to sidestep from the action.  Do everything to make it grow.  Don’t use props accidentally.  Externalize what’s going on inside of you.  From your physicalizations the audience will identify with your feelings and understand the action.  Make a selection of props, language and thoughts to reveal your feeling about the action and what’s going on inside you.  Be selective about your gestures.  By what a character does you discover most of what you need to know about him

Giving Actions Size

-some actions, of course, are complicated to begin with.  We need to understand them to do weightier plays

-the action “to grieve,” for example.  To grieve means to lose something forever.  Something dear to you has been taken away, and you must find this experience of loss

-“to philosophize” is to probe human behavior, to penetrate life’s mystery.  It’s an intellectual game, so there should be enjoyment in it.  It’s like discussion, but without fervor.  You frequently find it in shaw
-“to advise” means that the person needs to know something you can explain or clarify.  You advise someone about real estate, about finances, home life, their personal life.

-the anatomy of advice projects order, fluency, spontaneity.  Far from being static, advice calls for a certain rhythm that goes with the action’s characteristic gesture, pointing the finger for emphasis.  It’s a repeated action

-“to advise” is all mind.  It doesn’t come from the heart but from the head.  Advice, therefore, is not like teaching, which goes from my heart to yours

-giving advice requires logic.  You must arrange your points and deliver them in order – one, two, three, four

-in addition to cold, reasoned logic, advice is generally dark in mood.  It has something to do with being professional.  To get the necessary note of authority into the voice, an actor giving advice assures himself he knows something very important that the person receiving the advice doesn’t know

-a more complex action is “to confess” or “to reveal oneself.”  Revealing is opening up the inner self and exposing your deepest thoughts to another without holding back

-confessing is associated with strong feelings, but as in all actions, your attempts shouldn’t be to express them directly, but to focus on the action and let the feelings come in response to the action

-you can say “I’ve wasted my life and there’s no taking it back.”  It’s the experience of being trapped; a situation found in almost every modern play, a sense of helplessness and failure, the realization finally that everyone fails.  Nobody is a success

-confession is a kind of purification

-the action is tearing open the truth, a pulling out of an inner life not so clear even to oneself, a vomiting out of personal truth.  It’s one of the deepest human actions

-revelation or confession is not a manifestation of sickness or neurosis, but consists of penetrating through darkness to some truth, to the realization of what it is to be human.  It’s a biblical statement

-either through art or through science the whole quest of man is to have some size – the stature required to express to the world what you have learned about it.  The whole of man is directed to this one effort, and the whole of playwriting shows that aim.  Revealing means to take off the cover, to unmask your soul. It’s large and epic in scope

-to act you must be able to make this sort of confession.  If you say where you’ve failed, or whom you’ve failed, or how you feel about your own failure, you’ll have arrived at an action that runs unceasingly through the whole of modern theatre

-acting requires a creative and compassionate attitude.  It must aim to lift life up to a higher level of meaning and not tear it down or demean it.  The actor’s search is a generous quest for that larger meaning

-that’s why acting is never to be done passively

-instead of being critical and judgmental, we should recognize and honor others’ efforts.  Criticizing others, belittling others only diminishes us. 

-another action that requires size is “to denounce.”  This action assumes the existence of an enemy and has in it the element of attack.  To denounce is to put someone in his place, to pry him down, to destroy him.  It’s an action performed by someone with real power speaking from a platform or throne

-denunciation is not a petty action.  Denunciation comes from one archetype to another, an attack not on an individual but on the institution the individual represents

-the person who denounces believes nobody can touch him

-“to denounce” is difficult for young students because it requires size and physical presence and because the action itself is alien to our culture.  As actors you have to find or borrow the action.  Borrow an image: you are the biggest machine on the construction site, the crane, beside which everything else is insignificant

-you need to locate a sense of power in order to denounce, and it must come from inside you, must be in you before you start

-suit the body to the words.  The body must accompany the expression of the idea

-in your walk and posture, in how you stand, in how you gesture, you must find the necessary power and size.  The power is in your gut, in your stomach.  Judge how much energy or effort you need for any gesture.  Have full control of yourself physically so at any moment you can make yourself a living sculpture

-an action close to denunciation is “to defy.”  If you were to make the action of defiance with your hands, it would be a thrusting, chopping, rhythmic slashing or the air, a striking out.  

-the action of defiance is to cut down a man, to demolish his ideas as utterly as you’d chop a tree to the ground.  It is an action requiring the stature and authority of a true revolutionary or a king, which is why it is difficult for young people to perform

-every sentence should have a book behind it

-all these actions are in all of us, but we have to find them before we can perform them

-sarcasm is a symptom of weakness, not strength.  It’s shrinking from confrontation and the very opposite of defiance

-learning to act is a matter of building body and mind to the level where you can perform these actions.  Your culture encourages you to remain children long after you should, but you can’t be an actor or an actress unless you are an adult

-it’s difficult for you to find the largeness required for defiance.  Part of the problem is you tend to see actions as merely personal.  You don’t put them in larger perspectives

-actors have a tendency to become too emotional when they speak defiantly.  This implies loss of control, which is alien to defiance.  The words must not get lost in the temperament

-work on ten actions foreign to your personality.  Do this to escape your personality restrictions, presumably one reason you wanted to be an actor in the first place

-another action that appears frequently in plays is “to dream.”  Because it requires losing the present, the action “to dream” is close to the action of reminiscing, but is different because it looks to the future instead of the past.  “To dream” is to imagine something you don’t have yet but would like to have.  It is set to see something before you

-in dreaming you leave your body, much as you do when you sleep.  Your imagination takes control and you lose the present.  In the action of dreaming you’re not really concerned with where you are

-the dream is so strong in images and grows in size, expanding with the imagination.  To dream requires great energy.  Nothing weakens the action more than for the actor’s voice to drop.  In dreams we soar above our reality, and as soon as there’s a falling off in energy the action rings hollow

-“that’s forbidden,” I said.  Never start a scene by sitting down.  Use the space before sitting down

-dreaming with another person next to you is not possible unless at some point you leave the dream and address the person directly.  If a partner is present, you have to divide the dream

-an important action is “to pray.”  It comes at the end of a succession of other actions, to ask, to beg, to plead.  Each is stronger than the last, and each depends on the relationship between the person making the request and he person he is petitioning.  When I ask something of you, it implies we’re on the same level.  When I beg or plead it implies you have more power and consequently I must abase myself
-“to pray” is the final progression in this series.  There are different kinds of prayer

-nevertheless many prayers are a reaching out for help, for consolation.  You’re begging for help, and in this case you are pleading with someone whose power is infinite

-if you can reach out to one God, you can seek help from any God
-pray to Zeus, pray to Buddha.  Be aware of praying differently to different images.  Pray to get help, to give thanks, to beg for relief

Understanding the Text
-we say the actor is on display, but what we mean is he’s displaying what’s inside of him.  More precisely, he’s displaying the insides of his character
-acting is human behavior assembled in novel and interesting ways.  Even an archetypal figure like Hamlet can be portrayed in hundreds of new and exciting character interpretations

-as essential element of acting is delineating the differences between people, or character.  Their backgrounds, education, physical manner, moralities and conditioning are wholly dissimilar 

-we may start with the outside, the external part, but we have to move inward

-the acting rather is in you, not in the printed words.  The actor’s interpretations of these words must be clear and sharp.  He starts with words but then must go beneath them.  Texts must be examined.  They have a secret under and around the words.  An actor is one who uncovers and incorporates the secrets of words

-this is something we must do with every text.  Paraphrasing allows the ideas to become part of you.  By putting the text into your own words you build a relationship with it.  It becomes part of your heart as well as your head, which is essential before you can communicate the words to an audience.  If the ideas are clear to you they will be clear to them
-when you’ve understood the text’s ideas, when you’ve mastered them, made them your own, then you can go back to the words.  You can now look at them fresh.  You can see beyond the periods and the commas and the exclamation points, which only get in the way
-the playwright gives you more than words.  He gives you circumstances.  Every play is written of a social setting

-acting is only when you refuse to use yourself as the character

-characters come out of social situations.  The social situation is what leads you into depth.  Every man lives in his own time.  Every man comes from a specific economic situation.  Every man lives in a religious atmosphere, if it exists, if he wants it, even if he doesn’t want it

-every man lives in the moral situation of his moment

-every man is subject to a political situation.  The social situation is what has created the human being throughout history

-unless I know the social situation, I don’t know how to think about the character.  I just don’t know what to do with him

-so the first thing that saves you from being stranded with the play’s words is understanding the social situation.  From the words you can grab hold of the plot.  From the plot you’ll get one or two things that interest you, stimulate you, light you up

-but don’t let the words dominate you because they can only give you the convention of a human being.  You avoid the convention, the type, by going to the society that created this man, going to the character’s past, the plot’s past

-a human being, if you take him out of his social situation is somebody else

-you curse is that you chose a form that requires endless study

-it’s also your obligation to give the playwright’s ideas universality and epic size.  You have to convey the bigness of what the playwright’s saying

-the pull of the play is always toward some large theme and the danger we fall into is making it small.  The modern play questions life, questions what to do about it, questions how we must live.  So the actor must get used to giving ideas size by learning to deal with universal questions, the questions that have been around for a long time – questions of love, loyalty, and friendship, of family and children.  To be articulate about such ideas and to be effective in communicating them is your responsibility

-we should be looking for the epic quality of any situation

-all through the ages man has been guilty, and betrayal is the worst of his sins.  He must face his guilt.  The exercise of the actor is to make the play bigger – and avoid making it inconsequential and trivial 

-I advised him – and I advise you – to watch a great actor like Luther Adler or Marlon Brando show anger on stage.  The explosion is monumental, because seven-eighths of it is underneath 
-better by far to be angry with God or with mankind than have this cheap “chip on the shoulder” “you-lost-I-won” sort of anger

-better by far to reverse it and say “You lost your way and I lost mine,” rather than “If I fight you, I win and you lose”

-raise the contest and the anger to an epic level

-look for the author’s central idea – the big Why? – and find the universal content of the play

-small facts of life will reveal the large meaning.  Immense size comes from understanding your relationship to everything you come into contact with – ideas, people, objects, experiences

-as an actor, your presentation of the idea must be as large as the idea itself.  Don’t be afraid to use your voice and your body.  Give me your energy, give me an idea you’d fight for.  Enrich the audience.  Don’t leave them empty-handed or with small ideas

-your task when you approach a text is to take it inside you before giving it back from the stage.  You must first identify the text’s idea and understand how it develops.  The idea leads you to sequences, to a series of interconnected points

-look for the sequence and follow it to see how the idea develops.  Let one sequence lead you to another

-by tracing the sequence one discovers the progression

-the strongest base for a table is three legs.  If you can find three interrelated ideas in a text you have a play that’s in control

-seeing the images will help you understand what you’re talking about

-seeing helps the student care about her theme

-go from sequence to sequence in a text, not from sentence to sentence.  Don’t put in periods or commas.  By the sense of the text and by your identification of the sequences, you introduce your own periods and commas

-to create a character on stage you must have a fully realized past for the character.  You must imagine in detail the early life, family history, educational training, professional experience and personal relationships.  This is the first thing you prepare when you work on a character

-background is created out of the five W’s – who, what, where, when, why.  Answer these questions and the background falls into place

-you have to understand the same background details about every character you play.  The background should suggest why you’re doing what you’re doing

-several factors in particular play a crucial role in shaping character.  One is profession, the other is class.  Americans admit to professions.  They don’t admit to classes.  One of the problems with American acting today, in fact, is that it’s classless

-you must see that even begging is a profession

-the panhandler in the street doesn’t behave randomly.  How does he do it?  What is his technique?  Does he approach everybody?  Does he know who people are?  Does he judge?  Does he think?  Is he proud of his work?
-you have to do something.  If you do something, you become somebody

-in studying a character, almost the first question to ask is:  what’s his or her profession?  It’s the “who” in the sequence of preconditions – who, what, when, where, why, - that must be settled before an action can be performed

-the study of professions has a number of side benefits.  When you are forced to go into the everyday world to study the profession of the person you’re playing you train yourself to be observant

-professions also lead the young actor naturally into the character, for what you do is what you are

-the technique for playing a profession is simple:  build up a believable past in that profession, and, through imagined biographical data, to know how you came to be in it and who you are in it.  Your attitude will advance your action.  

-the core of being a professional is to be sure of what you’re doing, to know it so well that you’re always in control.  A no-nonsense approach to the work is a sure sign of a professional.  Isn’t it?  If you have a sense of who you are, your activities will reflect this self-assurance

-the camera is a scientific instrument.  It is made to catch the moment

-you cannot have an accident on the stage without carefully planning it before hand.  The accident may come as a surprise to the audience, but it cannot come as a surprise to the actor.  The actor must always be in control of his props
-craftsmanship is what I want, not drama.  Drama develops out of the craft

-in the school, of realistic drama, you want to convey a way of life.  You don’t want to convey a plot

-when you have a profession in a play, you let the profession give you a rhythm that’s not your own.  Often the doing of the profession takes time in rehearsal because it’s not developed until it’s been done over and over

-costume can be used subtly or clumsily to reveal a profession

-anything in your manner that’s stagey, anything the slight bit theatrical or done to show the audience turns into falsehood.  

-it’s a paradox in theater, the more you do it for the audience, the less they want it.  It’s what made Willy Loman a lousy salesman.  He was too eager

-a lot of what you do to prepare isn’t seen at all

-before you can live convincingly in the present on the stage, you must have a fully realized past.  It’s the first thing an actor should do when preparing a character

-one cannot play “serious.”  The actor must find the action that will convey the seriousness

-a good exercise to prepare to play our shop manager is to draw the circumstances of his shop on a piece of paper, to lay out the acting space.  Then put the space in your mind and use it while rehearsing in your own room

-study the professionalism of certain crafts and how it affects the character’s non-professional life.  Observe those actions away from those circumstances of the job – at home, among friends, playing a sport

-determine in what manner a professional performs his functions.  Is he nervous, good-natured, sloppy, organized, carefree, meticulous?  

-ignore no aspect of your character’s life, unless you want the gaps to crop up some night on stage

Character Elements

-first and foremost, when you get a job, read the text of the play to determine what ideas the playwright wants to give to the world

-the theatre is a platform to address the world, and the actor the means

-the actor must discover what ideas the playwright wants to reveal through his characters.  Although a play may be set in a particular locale, it’s meant to reach the world

-the more vivid you can make the characters, the more interesting and far-reaching his ideas will be

-one way we can build a character is by identifying character elements the playwright uses in creating his people.  Such as: carefree, outgoing, ambitious, enterprising, responsible, adventurous, reliable, introspective, conscientious, scholarly, practical

-you can draw upon the world for the deep knowledge of the character elements.  You watch these elements and then you put them into circumstances that are true for you

-by taking elements you observe in life, you can develop qualities in your acting that you don’t ordinarily call upon in your personal life

-let’s start with “carefree.”  A very good way to observe this element is to study birds.  A bird can land anywhere

-he’s animated, lively, in continuous movement.  The element “carefree” also has in it a lack of logic, a lack of responsibility to the outside world, a sense of being unfixed in life.  His actions have rhythm of positive aimlessness

-the opposite of carefree is “reliable.”  A well-trained dog is entirely reliable, entirely dependable.  Don’t be 

general.  Find an action that demonstrates this trait
-another character element worth exploring is “meticulous.”  A profession that requires a meticulous character is medicine.  

-in playing a part, I draw upon the deep knowledge of this meticulousness.  By exploring certain personal elements, you can even develop qualities you don’t regularly depend upon

-actors are undercover agents.  You must constantly spy on people, studying their character elements.  Acting is hard because is requires not just the study of books, but constant study of human behavior

-you always have partners on stage, and you have an attitude toward your partner.  In all cases your partner is needed to give you your action; and you have to know the partner’s attitude toward everything.  Dialogue exists not on cue but when you understand and react to your partner

-acting is reacting, and shouldn’t arise out of a false response

-what you think of a person stimulates you to behave in a certain way toward him.  Herein lies the wisdom of acting.  It’s not what a person says but the reaction to what he says that creates your attitude towards the person.  Without this attitude toward you don’t exist on the stage

-what does it mean to have an attitude toward your partner and where does it come from?  From your reactions to what you see, what confronts you, what you’re exposed to
-to allow a woman to buy her way in is opposed to everything the theatre stands for – it’s selling out

-by the variety of our responses to the way people express themselves, we develop an attitude toward a person

-in a play you can’t really work unless you develop an attitude toward your partner

-to speak on stage you must be provoked by something that will make you speak

-each time you must react as if for the first time.  Each time, you must create the images that lead you to speak while adhering to the theme and reacting to your partner.  If you remain with the theme and never fail to respond to the partner, you have a play

-resist the impulse to make the play fit you.  You must fit the play

-the larger your down payment on preparation, the greater your investment in the past, the more you’ll believe and the more understanding you’ll have.  On that sure foundation can be built attitudes and conflicts

-dialogue exists not on cue but when you understand and react to your partner

Dressing the Part
-today man isn’t a creature of the mind.  He is a creature of habit.  He hears other people’s opinions and adopts them.  Ideas rarely if ever figure in his life.  He may act for a variety of reasons but seldom from an idea
-as actors you must see that we dress the way we think

-when we put on the costumes of another time, we’re assuming another way of thinking.  We’re donning an inheritance, intellectual and spiritual

-but as an actor you must understand the past clearly enough to bring it to life

-sometimes the themes of modern and ancient drama are similar, but no the costumes, the idioms

-the real work begins when you see character in relation to time.  Clothes can give you power

-you own way of dressing isn’t about power.  It’s about being comfortable, because your comfort takes precedence over everything, I warn you now, if you cling to your comfortable habits, you’re contributing to the degradation of the acting profession

-unlike American life and culture, the stage still requires discipline.  You must respect that man has created things for man to wear, that these things have form and they give you power.  Naked man has no culture.  A man’s clothes represent his culture the way a soldier’s uniform displays his rank

-a vital lesson to learn is not to manipulate the form.  The costume dictates to you how to be an actor with power.  Pay attention to it.  Learn from it.  By what you wear and how you wear it you’re stating that you’re in control.  Everything you put on has its definition.  Obey it.

-clothes say something about your ability to be restrained, your ability to be respectful.  When you wear your own clothes, you’re limited to your own mind, your own memory.  It’s hard to act.  You can only be yourself

-the professional wears the costume that gives him his character as well as his profession
-when a man puts on a costume he also gives up something of himself, sacrifices something.  The policeman in his uniform gives up his personal self for something bigger

-the English actor’s language gives him power.  We think of all power now as oppressive, privileged.  This is absurd.  There’s noble power and evil power

-only man dresses and talks, is civilized.  You have to accept responsibility for civilization, which you do by honoring its symbols.  The actor especially must be civilized.  He must be a person of self-control.  He has to control his body and his costume.  He has to control himself in every way

-learn to respect “things” and their demands

-each “thing” is made for a purpose.  Respect it.  Learn its demands.  It’s way of knowing and respecting civilization, what man has made.  Every “thing” has its history, its life, its demands, its reason for respect

-learn to respect the spaces man has made.  Space dictates to you, teaches you control

-you have to recover a great sense of what being human is – formal, eternal, controlled

-in the Greek temples man created form.  He’s in control of nature through design and repetition.  That is power.  In our time we have destroyed form and are formless ourselves
-man announced himself by creating his world.  He took something that was there, the rock, and gave it form.  He trimmed the rock.  He shaped it.  And he repeated it.  He created a sense of community and order.  He intended it to last for thousands of years

-the sculptor takes rocks and articulates it.  You need that base, that strength to define behavior, expression, words.  In creating form man is at his strongest

-as actors, we have a tendency to learn to dress in a way that gives us power.  You must change your idea of what the human being is – you have to see him as formal, eternal, controlled

-something deep in man requires decorating.  He doesn’t walk naked in the street

-today you’re oriented toward fashion, not design or style.  Fashion merely exploits.  It’s not about power, but only about surface decoration

-we have the strength to reach up, to some larger self.  The power is in you.  Call it, or don’t call it God

-you must have a strong sense that form creates character, that character grows from a strong base

-civilization means you don’t judge or allow yourself to do anything you want.  Civilization means restraint and control
-what you put on is the character.  What you put on affects you inside

Learning a Character’s Rhythm
-if we belong to a religious order what wear proclaims our commitment to God, our aching need to serve God.  For most of you this is a very foreign way of thinking.  The cosmic value has gone out of you.  Materialism is all you’ve known.  The advertisers, after all, don’t want their good customers disappearing into monasteries

-now you see the costume is the character.  What you put on is the character, affects you inside.  What’s outside makes you feel certain things inside

-the symbol of the priest is the clerical collar.  It is the symbol of being civilized.  Everything about the priest is in order.  You also gain strength at the root.  You have no fear, no hesitation when you feel you are doing something in the service of God

-you must understand that each character has a rhythm.  In the church the rhythm is peace and quiet.  A nun doesn’t need to hurry.  She’s secure in her circumstances.  You learn this from the costume – it teaches you how to walk

-civilization develops to relate man to the world

-man recognizes he is responsible for civilization.  You must understand you break civilization when you don’t recognize its symbols.  The actor must be civilized, must be a person of self-control.  He must control his body – in costume, but also control himself in every way

-restrictions of the body make gestures restricted

-actors have to avoid the conventional, the inherited cliché.  The life of restriction isn’t sad, though it may have sadness in it.  It has its own joy.  You have to find the joy (as well as the sadness).  That gives you joy.  So does the thought that you serve God, which makes you part of the world.  You have to feel the uplifting sense of joy and security.  You have to understand the pleasure of giving.  It creates security, peace, health.  And it makes others civilized
-be very careful of gestures.  Thinking restrains gestures.  Extraneous gestures get in the way of ideas.  Our jerky, meaningless gestures need restraint.  Gestures don’t have to be as ignorant as ours usually are

-if you use gesture, it must be flowing, extended.  They can’t be personal gestures, which lack the anatomy of thought.  They have to be in the nature of a wave, a curve, nothing rigid

-you’re here to have your talent aroused.  But first you must cure the disorder in your soul

-our lives must have order.  There are patterns in life.  There are no kids in the theatre, only men and ideas

-you should want to act only because you want to be led to something bigger in life.  You should know that life will be dreary and your acting even drearier until learn to give something away.

-don’t mock institutions and ideas that have stood the test of time

-part of your preparation of these texts is to see images behind them

-when you speak as a nun we must see that you don’t struggle.  We must know that you know.  You know about man and his corruption.  You have God in you.  That gives you authority!  You minister the soul of the world.  You represent God’s knowledge.  Don’t be humble.  God speaks through you

-you must understand the size of Diving Authority

Actors are Aristocrats

-nine-tenths of acting is the obligations of the student

-this class is intended to help you get away from yourselves, from your banal understanding of language and, perhaps most of all, from your democratized mind

-as actors we have to transcend the class structure.  We’re workers, but not working class.  We’re generally from middle-class families, but we have to free ourselves from the prejudices and conventions of the middle-class mind

-if anything we should identify ourselves with the aristocracy.  There is no aristocratic class in America.  The have the money part, but lack the class

-they don’t have the true freedom, the spacious mind, the deep esthetic sense of the aristocrat  
-the sense of what the modern world has broken is extremely important to us as actors
-we’re now getting to study the aristocratic class, which has also been disinherited by the modern world.  The aristocratic class once played a decisive role in the world.  There are times it still can play this role

-we are going to study the aristocratic at his purest, when he dominated the world, when the world accepted his right to dominate them

-one of our weaknesses as American actors is the lack of tradition, of order

-actors must develop a sense of history, a realization that everything has a historical base

-the aristocratic mind has a sense of continuity.  The aristocratic lives in a world whose things have been preserved for centuries.  He lives in a world where durability is prized and beauty

-that sense of time is important to us as actors.  The aristocrat, until a few centuries ago, wasn’t worried about income.  He was concerned with his rights, his duties and his pleasures

-like the aristocrat, the actor lives in ideas.  If you speak ideas, they enter into you.  They become yours.  Accumulating ideas is what gives you power

-you must have minds capable of such ideas.  History has created the Aristocratic Mind, which can convey its thoughts to the whole world.  That’s the tradition to which you as actors belong

-have confidence in yourself.  Don’t feel it’s your destiny to be more refuse:  Free yourself!  You must feel you’re worthy of bigger-than-life ideas.  You must have a nobility of mind, a sense of your own power.  You must have a stronger sense of who you are than television does.  Television gives you a passive image.  Its whole purpose is to pacify, not to engage
-you must believe you deserve to dress and think like aristocrats.  You wear a crown, not a baseball cap.  No one ever disposes of a crown

-say to me, “I swear to you Stella, that I’ll achieve the size God has given me as an actor.  No more pizzi-caca!”

-as an aristocrat you understand the tradition of handing down.  In the case of an aristocrat, what’s handed down is social position, a sense of esthetics and morality. From what’s handed down you derive a sense that you’re not alone

-that sense of an ongoing tradition should underline the way you speak as an actor.  You have to give each important word its full unique value.  You’re a person of tradition.  Don’t speak without a sense of your inheritance

-we have to rise above our disposable time.  The aristocratic man symbolizes exuberant health

-good, strong, noble, beautiful, happy, “favored by God,” – these were the aristocratic virtues

-the true the noble aristocrat lives with confidence and openness

-a certain thoughtlessness, a brave recklessness in the face of danger, all that enthusiastic suddenness of anger, love, awe, gratitude, vengeance have been noted in the aristocratic spirit

-as actors we have to build a renewed sense that man has power and beauty, that noble man is not buried in a democratized mob.  We must learn to separate politics from culture, from character.  We must be aristocrats in a world of noble equals.  We must find and keep the best of both worlds, the old and the new

-actors are aristocrats of the mind!  And have been for well over 2,000 years

-the aristocrat assumes the right to decorate himself.  That’s also the heritage of the actor

Making the Costume Real

-character is physicalization – with truth
-everything you say, everything you do defines your character.  The outside is what counts most in character.  Your physical self is the most interesting thing in character

-when you play a character your costume should help you change your walk

-your costumes are splendid.  They should help you understand the thinking of anybody in a class society.  It’s not the costume but the mind that’s important.  The social status gave them the right to dress like that

-people are aware their clothes are saying something about their minds

-aristocracy forces you to deal with ideas, not words or feelings.  The aristocrat is concerned with clarity

-the aristocratic man is in pursuit of an articulate, creative self.  He sees himself as an individual, not as part of a mass.  He wants power.  He wants to be knowledgeable

-your costume must feed you.  Be careful of regarding your costume as “make believe.”  You mustn’t lie to your body.  If you do, you kill your talent.  What you put on is going to be part of you.  Learn to change your outside.  Become the character.  Have the inner dignity to do this work for yourself

-your duty as an aristocrat is to maintain, to uphold, to reveal the society’s finest standards

-all this modern, contemporary gesturing is perfectly all right because we have nothing to say.  When you have something to say, you need control

-you must be able to take every class into yourself – that’s what makes you an actor

-as an aristocrat you have to learn to enjoy power.  Power enabled the aristocrat to believe in such things as poetry, music, beauty.  With aristocratic man comes a sense that art is something worthwhile

-along with the aristocracy comes the idea of the importance of education

-the aristocrat represents man in pursuit of an articulate, creative self

-the artist says, “With my co-workers I create light, beauty, and form.”  The artist today no longer has that feeling, that power.  The mechanized world has taken the art out of man

-to physicalize the aristocratic mind the first thing we must insist on is formality

-you must walk in style with a clear sense of where you want to go

-if you learn to be an actor you can never be “nobody,” because you’ll be able to make ideas clear, and if you can do that you are somebody

-today we even dance like machines.  Robots in beat

-next to costumes nothing feeds the imagination as much as gestures

-what you get from both costume and gesture is an inner awakening

-what we really need is to find the esthetic body – and we do that through restrained gesture and control

-remember, emotion is the cheapest commodity in the American theatre.  Control is always more theatrically interesting.  With control the words become clear

The Actor is a Warrior

-you must dare to work.  Otherwise you’ll fade into the crowd.  You must grab the platform whenever you can.  Don’t hold back.  Go forward!

-so assume the power.  Be strong.  Actors need a kind of aggression, a kind of inner force.  Don’t be only one-sided, sweet, nice, good.  Get rid of being average.  Find the killer in you

-you are the conductor of the orchestra, not just a player.  You cannot be weak inside.  The actor must sense the power, the quality, the size of thinking in the text.  If it doesn’t mean anything to you, instinctively, you haven’t got it.  Or the part

-get the feeling that you’re part of a power moving forward, a relentless force.  Nothing can stop it!

-you must physicalize your body.  You must be willing to risk and dare

-Joan of Arc had no fear.  She’s a very good model for you.  She saw herself as a bearer of truth

-he must convey ideas without mystery, but with life’s truth.  The actor must sense the power, the quality, the size of thinking.  He must learn the ideas of the great writers, not just the lines!  You aren’t parrots

-lazy speech reflects lazy thinking

-Stanislavski made clear that an actor must have an enormous imagination uninhibited by self-consciousness

-realism is also a technique, a craft.  It’s an art form that asks the actor to reach and then reveal the truth.  Realism teaches us the idea of the play is the first consideration.  You play the play and you play the character to reveal the author’s idea.  You never play yourself.  The actor’s aim is to serve the theatre, never himself

-the main objective of Realism is to overthrow the lies of public and private life.  Realism deals with the middle class.  It finds out why the middle class is infected with the disease of inherited values, that is, values received through gossip, through the church, through education, through government

-realism gets at and uncovers the truth of the human being, of the middle class and its way of life

-the middle class lives with invalid inherited ideas.  We’ve been handed lies.  We’re corrupted by external opinions.  Truth comes from within, not from other critics, politicians, educators, journalists

-we need to understand everything we can about his characters, their professions, attitudes toward family, money, politics, sex, religion, education – everything.  For the actor this means moving slowly.  We don’t get what we need simply by looking at the words.  We have to understand the whole social situation.  We have to understand the social conflicts the playwright is trying to illuminate

-Ibsen shows the middle class is involved with money.  We’re among a class diseased with practicality and ambition

-the middle-class is both materialistic and vulgar.  They’re not concerned with ideas, with glory.  The middle class is concerned with selling, with profitable exchanges.  The middle class says, “I want something for what I’m giving you”

-the middle class mind is about producing things to make money.  To the middle class mind time isn’t something to be savored but to be spent, exploited

-people were stimulated to want more things – cars, refrigerators.  But it sold out the inner man.  The age of industrialization, of capitalism swept through the minds, hearts and souls of people.  To achieve the new aim, success, they gave up the best of themselves.  Cashed in their souls

-the capitalist point of view has infiltrated everything, commodified everything.  Ambition, success, and monetary power are all.  The curiosity to develop the mind, the soul was wiped out by industrialization

-this mentality produces a different rhythm of seeing.  It’s a way of seeing without value, without depth.  It creates an impoverished society with warehouses bursting with goods

-upper-class men carried canes.  You used a cane not just to walk but to point, to call out, to twirl, to part the curtains to see if it was raining

-if you ask someone with a pocket watch what time it is he has to take it out of his pocket.  He can’t just look at his wrist.  It consumes time to find out the time.  The implication is that time doesn’t really matter

-that’s totally different from our understanding of time.  It’s totally different from our rhythm of understanding 

-you’re industrialized, which deprives you  of a sense of self.  You’ve even gotten to the point of saying, “it’s stylish to be nothing.”  Because of the quick surface acceptance of everything you’ve lost something.  You live your life with no value but the monetary

-as an actor you have to find a way to analyze the outside world to give it value.  Trust me, it’s there.  You must be fed from the outside.  If you feed only from yourself, you’re pathological.  There’s no life where there’s nothing outside.  You must take time with things – to be nourished by them, not merely serviced

-in selling over the phone you don’t know anybody you talk to.  It forces you to neutralize your voice.  You mechanize your voice.  You’re a zero in the structure

-that’s the problem with mechanization – the machines do the living now, not us.  All we can do is watch.  There’s nothing left to lift the spirit.  So we go to psychologists

-a sign of our emptiness is our passivity, our indolence.  We spend a lot of time waiting for something to happen.  We express our impatience by tapping our feet, by drumming our fingers on a tabletop, by rubbing our hands together, by twisting a ring on our finger.  All this is the body saying, “I’m doing nothing, I’m bored”

-the practical man isn’t a man of spiritual quiet.  He’s constantly doing something.  However, you pay a price of practicality – even if nothing is happening, you keep going, going
-the middle-class also keeps talking, talking.  The talk isn’t really about anything.  It’s just as ready-made as the things they talk about – cars, TV’s, VCR’s, stocks.  It just spills out, mass production and cheap

-the ambitious doesn’t pull things down.  It involves “size.”  It involves something beyond Me.  Ambitions may imply powerful historical values as well as contemporary ones.  The accumulation of power, in the aristocratic sense, meant the continuation of values, to go on and on, after you.  It meant the establishment of museums and libraries

-can you find ambition in yourself?  Remember, you cannot reduce any character to one element.  It’s not ambitious to take care of the garden

-ambition always leads to something bigger than being practical.  Practically doesn’t involve soul.  Becoming a star in Hollywood is practical.  Wanting to act in the plays of Eugene O’Neill is ambitious.  There’s a certain difference in attitude

-implicit in many plays about the middle-class is a sense of loss, of disillusionment.  Middle-class life holds out a certain promise and lets you down.  All the running, all the acquiring doesn’t really get you anywhere

-capitalism gives you money but not peace.  It’s not a life of accomplishment

-the author’s saying there must be some other kind of life we can create in this country besides work, success, money.  Most of us are caught in this fruitless cycle.  The artist has a way out.  He’s compensated by his joy in his work.  But he’s excluded from the middle-class
-in Realism, in dealing with the middle-class, you won’t get an answer.  The audience must make up its own mind

-to play the peasant, you must give yourself over fully, muscularly, to the type.  You’ve connected with life in all its animal ways, its dirt, its sexuality.  There’s a boldness, a fullness to the peasant.  His choices are limited – he eats, drinks, sleeps, fornicates, dances.  Sex is good.  Life is good and unashamed

-his relationship with life is physical.  You must do, not say.  There’s no delicacy.  The attitude toward death is not so frightened.  The peasant is simple, direct.  There’s a spontaneity and a lack of restraint

-one reason the peasant is joyful is he has something he can never lose – the earth.  His roots are there.  That’s the cosmic truth he understands.  He knows man is tied to the earth

-the peasants joy comes from everything the earth provides – plants, vegetables, animals

-much of our life is concerned with protection from the elements.  The peasant is in direct contact with them

-in most of the plays you’ll work on there’ll be conflict.  Two ways of life contending.  It’s your privilege and duty as an actor to lift both to their highest levels, to give them size, to enhance and not to diminish the theme of the playwright

-if, as actors you’ve done your homework, there’s no cause to be humble or apologetic in applying to agents or director or producers.  You’ll begin to act when you can forget your technique – when it is so securely inside you that you need not call upon it consciously.  By opening up, you allow it to happen to you

-free your talent and let it work.  By the miracle of non-acting you accomplish your aim.  When you most succeed, you do so by seeming not to act at all

-but even success is a transient goal.  No actor ever feels he is forever good.  Even when he works well and knows it’s good, he feels tomorrow won’t be
-the actor has a built-in broken heart, which helps him to understand, but doesn’t help him win.  There’s no actor who looks like a banker at the end of life.  He looks distinguished, but not as if he’s won.  The actor pays a price, and that price is his heart

-theatre is a vehicle for discovering and disseminating the truth
-intelligence and imagination lead the actor into the mind of his character.  Acting, Adler emphasized, is an effort that goes out toward the audience, not something merely self-referential

-for Adler acting was in actions.  Actions, she said, elicit emotions both in the actor and the audience.  If the actor understands the nature of the actions he performs he is helping the audience understand its own behavior more deeply

-if anyone knew that the theater was the converging of history, philosophy, economics, psychology, color, and light, it was Stella Adler

-when Stella Adler walked into a classroom someone of spiritual aristocracy walked in

-her vision was of the actor not as an entertainer, not as a commercial entity, but as a bearer of poetry and truth

