True and False
-the goal of instruction is clear – to bring immediacy to an actor’s performance

-acting is doing a play for an audience, the rest is just practice

-as actors, we spend most of our time nauseated, confused, guilty.  We are lost and ashamed of it; confused because we don’t know what to do and we have too much information, none of which can be acted upon

-the Stanislavsky “Method” and the technique of the schools derived from it, is nonsense

-acting is not a genteel profession.  Actors used to be buried at a crossroads with a stake through the heart

-when a performance moves an audience to fear for their soul.  Now that seems to me something to aim for

Ancestor Worship

-the actor is onstage to communicate the play to the audience.  That is the beginning and the end of his and her job.  To do so the actor needs a strong voice, superb diction, a supple, well-proportioned body, and a rudimentary understanding of the play

-when he or she says the lines simply, in an attempt to achieve an object more or less like that suggested by the author, the audience sees and illusion of a character upon the stage
-to create this illusion, the actor has to undergo nothing whatever.  The magician creates an illusion in the mind of the audience.  So does the actor

-Eisenstein wrote that the true power of film came form the synthesis in the mind of the viewer of shot A and shot B

-the idea created is vastly stronger, i.e., more effective – than simply “following the protagonist around” i.e., using the camera to tell the story rather than using the cut; that this method of storytelling is superior because it is the viewer who creates the idea – who, in effect, tells herself the story

-similarly, it is the juxtaposition in the mind of the audience between the spoken word of the author and the simple directed but uninflected action of the actor which creates the ineluctable idea of character in the mind of the audience

-nothing in the world is less interesting than an actor on the stage involved in his or her own emotions.  The very act of striving to create an emotional state in oneself takes one out of the play.  It is the ultimate self-consciousness, and though it may be self-consciousness in the service of an ideal, it is no less boring for that

-the actor on the stage, looking for or striving to create a “state” in himself can think only one of two things; (a) I have not reached the required state yet; I am deficient and must try harder; or (b) I have reached the required state, how proficient I am (at which point the mind, ever jealous of its prerogatives, will reduce the actor to (a)

-both (a) and (b) take the actor out of the play.  For the mind cannot be forced.  It can be suggested, but it cannot be forced
-our emotional-psychological makeup is such that our only response to an order to think or feel anything is rebellion

-the response to an emotional demand is antagonism and rebellion.  If one were truly able to command one’s conscious thoughts, to summon emotion at will, there would be no neurosis, no psychosis, no psychoanalysis, no sadness

-we cannot control our thoughts, nor can we control our emotions

-it is the job of the actor to show up, and use the lines and his or her will and common sense, to attempt to achieve a goal similar to that of the protagonist.  And that is the end of the actor’s job

-in “real life” these people give no attention whatever to their own state, and all attention to the state of that person from whom they require their object.  This outward-directedness brings the actor in “real life” to a state of magnificent responsiveness and makes his progress thrilling to watch

-on the stage, similarly, it is the progress of the outward-directed actor, who behaves with no regard to his personal state, but with all regard for the responses of his antagonists, which thrills the viewers.  Great drama, onstage or off, is not the performance of deeds with great emotion, but the performance of great deeds with no emotion whatever
-this emotion is a by-product, and a trivial by-product, of the performance of the action.  It is not the point of the exercise

-the simple performance of the great deed, onstage or off is called “heroism.”  The person who will not be swayed who perseveres no matter what – that hero has the capacity to inspire us, to suggest that we reexamine our self-imposed limitations and try again
-“education being proved useless save in those cases where it is almost superfluous”

-the professional performs for pay.  His job is to play the piece such that the audience may understand it – the self-respecting person keeps his thoughts and emotions to himself
A Generation that would like to stay in school
-you readers are of a generation that would like to stay in school

-it is not childish to live with uncertainty, to devote oneself to a craft rather than a career, to an idea rather than an institution.  It’s courageous and requires a courage of the order that the institutionally co-opted are ill equipped to perceive

-part of the requirement of a life in the theatre is to stay out of school

-formal education for the player is not only useless, but harmful.  It stressed the academic model and denies the primacy of the interchange with the audience

-the audience will teach you how to act and the audience will teach you how to write and to direct.  The classroom will teach you how to obey, and obedience in the theatre will get you nowhere

-if you want to be in the theatre, go into the theatre

-the skill of acting is finally a physical skill; it is not a mental exercise, and has nothing whatever to do with the ability to pass a test

-the skill of acting is not the paint-by-numbers ability to amalgamate emotional oases – to string them like pearls into a performance (the Method).  Nor is it the mastery of syntax (the academic public speaking model).  The skill of acting is like the skill of sport, which is a physical event

-like sports, the study of acting consists in the main of getting out of one’s own way, and in learning to deal with uncertainty and being comfortable being uncomfortable
-we actors, being human, do not like the unexpected.  If we encounter the unexpected onstage in front of people, we are apt to reveal ourselves

-the truth of the moment is another name for what is actually happening between the two people onstage.  That interchange is always unplanned, is always taking place, is always fascinating, and it is to the end of concealing that interchange that most acting training is directed

-if the actor had simply opened his mouth on cue and spoken even though he felt uncertain, the audience would have been treated to the truth of the moment, to a lovely, unexpected, unforeseeable beautiful exchange between the two people onstage.  They would in effect have witnesses the true lost art of the actor

-when the actual courage of the actor is coupled with the lines of the playwright, the illusion of character is created

-preoccupation with effect is preoccupation with the self, and not only is it joyless, it’s a waste of time

-art is an expression of joy and awe

-our effect is not for us to know.  It is not in our control.  Only our intention is under out control

-invent nothing, deny nothing, speak up, stand up, stay our of school

Find Your Mark

-it is the audience that goes to the theatre to exercise its emotion – not the actor, the audience

-when we read the newspaper, we are most moved by the ordinary man or woman forced by circumstances to act in an extraordinary way

-we are moved by heroism

-similarly, at the theatre or at the film, we are truly and only moved by the ordinary men or women (actors) doing their best under extraordinary circumstances, forced to act in an extraordinary way in order to achieve their goal

-we are moved by the heroism of the ordinary person acting in an extraordinary way

-because when we see real heroism, the heroism, of the ordinary person forced by circumstances to act bravely, we identify with that man or woman, and we say, “If they can do it, then perhaps I could, too”

-rather than idolizing ourselves – which is what sense memory is all about, enthroning our power to feel and hoping that that includes the power to move

-he or she needs something the other person onstage has
-the actor is given the opportunity to be brave and simple in difficult circumstances

-our minds work with unbelievable speed assembling and ordering information

-as much as we theatre folk like to think of ourselves as intellectuals, we are not.  Ours is not an intellectual profession

-acting is an art, and it requires not tidiness, not paint-by numbers intellectuality, but immediacy and courage

-we are of course trained in our culture to hold our tongue and control our emotions and to behave in a reasonable manner.  

-so, to act one has to unlearn these habits, to train oneself to speak out, to respond quickly, to act forcefully, irrespective of what one feels and in so doing to create the habit, not of “understanding,” not of “attributing” the moment, but of giving up control and, in so doing, giving oneself up to the play

-in life there is not emotional preparation for loss, grief, surprise, betrayal, discovery; and there is none onstage either

-those with “something to fall back on” invariably fall back on it.  They intended to all along.  That is why they provided themselves with it.  But those with no alternative see the world differently
-it is both comfortable and prudent to have a fall-back position

Business is Business

-do you desire the good opinion these people?   The fools and the charlatans

-that person onstage is you.  It is not a construct you are free to amend or mold.  It is your character which you take onstage

-the word “character” in the theatre has no other meaning.  The ability to act, to resist, to assent, to assert, to proclaim, to support, to deny, to bear.  These are the components of character onstage or off

-the ideas, organizations, actions, and people you support and dedicate yourself to, mold, and finally are your character

-certainly the weak would like you to believe that character is a costume which can be put on or taken off at will.  And from time to time we’d all like to believe it.  But that doesn’t make it true

-“if not now, when?”  And if you like the theatre and the life of the theatre, participate in it like the prospector out there with his or her burro.  Participate in it

-invent nothing, deny nothing.  This is the meaning of character

-it is the writer’s job to make the play interesting.  It is the actor’s job to make the performance truthful

-when the performance is made truthful, the work of the writer is made something more than words on the page, not by the inventiveness, but by the courage of the actor

-invent nothing, deny nothing, develop that hard habit
-like the lottery, which offers not money, but the possibility of money

-to serve in the real theatre, one needs to be able to please the audience and the audience only

-let me be impolite: most teachers of acting are frauds, and their schools offer nothing other than the right to consider oneself part of the theatre

-students, of course, do need a place to develop.  That place is upon the stage

Auditions
-the members of the audience are informed by and gain enthusiasms from one another – they come to be delighted, and to share that delight with one another

-the talent agent, the casting agent, the producer, sits in a room not to be entertained but to be judgmental

-such remarks as “I am a fraud, I am no good, I was terrible tonight” are the opposite of effective self-improvement.  They are obeisance to an outside or internalized authority for pity for your helpless state

-but you are not helpless.  You are entitled to learn and to improve and to vary
-generally the “I’m garbage” and the “I’m brilliant” performance were the same

-the actor is wrong to invest such feeling with magical significance

-the purpose of the performance is to communicate the play to the audience.  If we bear this in mind, we will be less likely to go around berating ourselves.  This is a habit caused not by aesthetic, but by economic, conditions

-do you then want the good opinions of idiots and fools?
-“silence builds a fence for wisdom”

-there is no “they,” and there are no rules.  He posited the existence of a rational hierarchical group acting in a reasonable manner.  But show business is and has always been a depraved carnival

-the audience, on the other hand, can be pleased.  They come to the show to be pleased, and they will we pleased by the honest, the straight forward, the unusual, the intuitive – all those things, in short, which dismay both the teacher and the casting agent

-keep your wits about you.  It is not necessary to barter your talent, your self-esteem, and your youth for the chance of pleasing your inferiors
-you have an enormously greater chance of eventually presenting yourself to, and eventually appealing to, an audience by striking out on your own, by making your own playas and films, than by submitting to the industrial model of the school and studios

-do not internalize the industrial model.  You are not one of the myriad of interchangeable pieces, but a unique human being, and if you’ve got something to say, say it, and think well of yourself while you’re learning to say it better

-the only reason to rehearse is to learn to perform the play.  

-if one need not be employed to call oneself an actor, any number can play; and so “acting” becomes a refuge for the energy and time of the privileged class, like tatting or good works

-so these “skills,” capable of demanding the maximum of devotion, are the amateur’s friend, since, in their endless study, one can stay and play and never be tested
-acting is bringing the play to the audience

-actors must be trained to speak well, easily, and distinctively, to move well and decisively, to stand relaxedly, to observe and act upon the simple, mechanical actions called for by the text.  Any play can then be rehearsed in a few weeks at most

-any meaning past supplied by the author will come from your intention toward the person to whom they are said
-its meaning will come from the intention of the speaker toward the spoken-to

-the audience perceives only what the actor want to do to the other actor

-the words and their meaning are not your responsibility.  Wisdom lies in doing your job and getting on with it

-here, again, is your job; learn the line, find a simple objective like that indicated by the author, speak the lines clearly in an attempt to achieve that objective

-it is not necessary to believe anything in order to act

-historically, the artist has been reviled and feared because his or her job has nothing to with hard work

-there is not a wall between the actor and the audience.  Such would defeat the very purpose of the theatre, which is communication and communion
-respect for the audience is the foundation of all legitimate actor training – speak up, speak clearly, open yourself out, relax your body, find a simple objective; practice in these goals is practice in respect for the audience, and, without respect for the audience, there is no respect for the theatre; there is only self-absorption
Oral Interpretation

-the playwright is not withholding information, he is supplying all the information he knows, which is to say, all the information that is germane

-there is no character, there are just black marks on a white page – it is a line of dialogue
-you have to learn the lines, look at the script simply to find a simple action for each scene, and then go out there and do your best to accomplish that action, and while you do, simply open your mouth and let the words come out however they will – as if they were gibberish, if you will

-for to you, to the actor, it is not the words which carry the meaning – it is the actions

-if you learn the words by rote, as if they were a phone book, and let them come out of your mouth without your interpretation, the audience will be served

-just as with the politician, the actor who puts on Funny Voices is a fraud

-the audience is looking for spontaneity, for individuality, for strength

-it doesn’t matter how you say the lines.  What matters is what you mean.  What comes from the heart goes to the heart.  The rest is Funny voices

-all of acting, all parts, all seemingly emotion-laden scenes are capable of and must be reduced to simple physical actions calling neither for belief nor for “emotional preparation”
-so the investment in “emotion” makes the play not a moment-to-moment flow of the real life of the actor, but, instead, an arid desert of silly falsehoods enlivened periodically by a signpost of “fake” emotions

-but we need not hobble after false emotions.  We are not empty.  We are alive, and emotion and feeling flow through us constantly.  They are not susceptible to our conscious mind, but they are there

-your true creative powers lie in your imagination, which is eternally fertile, but cannot be forced, and your will, i.e. your true character, which can be developed through exercise

-to bring to the stage a mature man or woman capable of decision based on will is to make of acting not only an art but a noble art

-in so doing, you present to the eyes of a demoralized public the spectacle of a human being acting as he thinks right irrespective of the consequences

-to act means to perform an action, to do something.  To believe means to hold a specific belief
-let us learn acceptance.  This is one of the greatest tools an actor can have.  The capacity to accept; to wish things to happen as they do.  It is the root of all happiness in life, and it is the root of wisdom for an actor.  Acceptance.

because the capacity to accept derives from the will and the will is the source of character

-the habit of cheerful acceptance is an aide in the greater life in the theatre, too, because it induces truthful consideration: “The world is as it is, what can I do about it?”  But belief, on the other hand, induces self-deception –e.g., I believe my teachers are bright

-to deny nothing, invent nothing – accept everything, and get on with it

Rehearsal Process

-what should happen in the rehearsal process?  Two things:


1. The play should be blocked


2. The actors should become acquainted with the actions they are going to perform

-what is an action?  An action is an attempt to achieve a goal.  Let me say it even more simply: an action is the attempt to accomplish something
-here is a simple test; anything less capable of being accomplished than “open the window” is not and can’t be an action

-one is up there onstage solely to act out the play for the audience.  The audience only wants to know what happens next.  And what happens next is what you (the actor) do
-that action has always got to be simple.  If it’s not simple, it can’t be accomplished

-we all know what it means to truly have an objective.  To get him or her into bed, to get the job, to get out of mowing the lawn, to borrow the family car.  We know what we want, and, therefore, we know whether we’re getting closer to it or not, and we alter our plans accordingly.  This is what makes a person with an objective alive; they have to take their attention off themselves and put it on the person they want something from

-each character in the play wants something.  It is the actor’s job to reduce that something to its lowest common denominator and then act upon it
-all of the above are simple physical actable objectives.  They do not require preparation, they require commitment, and it is this commitment which the rehearsal process is supposed to rehearse

-if the actor goes to rehearsal with a mind and spirit dedicated to discover and perform the actions simply and truthfully, he will take this spirit onstage along with the discoveries

-the correct unit of study is not the play; it is the scene

-any through-line must involve the character, and as the character exists only on the page and as we exist on the stage, his actions are not going to be helpful to us except as guideposts
-carve the big tasks up into small tasks and perform these small tasks

-your responsibility to the character is done when you’ve chosen a simple action for the scene

-choose a simple action for the scene, and play the scene
-after you finish, one scene, you will encounter another one, with its own task; the total of them is the play.  If you play each scene, the play will be served

-if you try to drag your knowledge of the play through each scene, you are ruining whatever worth is of the playwright’s design, and you are destroying your chances to succeed scene by scene

-the boxer has to fight one round at a time; the fight will unfold as it is going to.  The boxer takes a simple plan into the ring, and then has to deal with the moment.  So do you.  The correct unit of application is the scene

Emotions

-for craftspeople in the theatre to set out to manipulate the emotions of others is misguided, abusive, and useless.  In the theatre, as outside it, we resent those who smile too warmly, who act overly friendly, or overly sad, or overly happy, who, in effect, narrate their own supposed emotional state.  Why do we resent it?  Because we feel rightly, that it is being done only to bring about or to extort something from us we would be reluctant to give in return for an uninflected presentation
-the addition of “emotion” to a situation that does not organically create it is a lie.  First of all, it is not emotion.  It is a counterfeit emotion, and it is cheap.

-the addition of supposed “emotion” to a performance is an attempt to buy off the audience.  In so doing, in playing the “happy” line “happy” and the “sad” line “sad” the strives, unconsciously, to put himself above criticism – to fulfill absolutely the requirements of the line, to “have done well”

-the greatest performances are seldom noticed.  Why?  Because they do not draw attention to themselves, and do not seek to – like any real heroism, they are simple and unassuming, and seem to be a natural and inevitable outgrowth of the actor.  They so fuse with the actor that we accept them as other-than-art

-acting, like any art, can be learned, finally, only in the arena

-acting is a physical art.  It is close to the study of dance or singing

-in a well-written play, and in a correctly performed play, everything tends also toward a punch line.  That punch line, for the actor is the objective, which mean “What do I want?”

-what is this action?  The commitment to achieving a single goal.  You don’t have to become more interesting, more sensitive, more talented, more observant to act better.  You do have to become more active.  Choose a good objective which is fun, and it will be easy.  Choose something that you want to do.  The impulse to play, to imagine, got you interested in the theatre in the first place

-actions rehearsed and performed grow stronger

Guilt
-nobody with a happy childhood ever went into show business.  The states enumerated are what impelled you to go into the theatre in the first place

-you went into the theatre to get an explanation.  That is why everyone goes into the theatre.  The audience, just like you, came to have its anomie, anxiety, guilt, uncertainty, and disconnectedness dealt with.  Your responsibility to them is this: deal with your own

-when you accept that you don’t know what you are doing you put yourself in the same state as the protagonist in the play

-Stanislavsky said that the job of the actor was to bring the life of the human soul to the stage.  That life is your life.  It is not neat and packaged.  It is not predictable, it is often terrifying, disgusting, humiliating.  It is all the things which make up your life

-the beginning of wisdom is the phrase (I don’t understand)

-the search for the perfect analysis will keep you off the stage and in the classroom

-the purpose of our simple analysis is to understand not the appearance but the mechanics of the scene

-what does that mean again?  This is where the application of the phrase “as if” becomes most helpful.  What does it mean to clean up a mess?

-these “as ifs” are just reminders, should you need them, to help you clarify to yourself the action in the scene

-that is the action, or the objective, you have elected in this scene

-you have, in simple analysis, used your powers of reason and of application to discover a simple, actable goal for yourself, which is something like that which the playwright devised for the character

-everything you ever feel onstage will be engendered by the scene.  In rejecting a situation based on guilt (I can do more, do better, find a perfect solution, and, so, avoid uncertainty), in the beginning with a frank avowal (I am confused, uncertain, and full of self-doubt), and proceeding honestly from one step to the next, you put yourself in the same position as the written character and can begin to bring to the stage the truth of the moment: your fear, uncertainty, self-doubt, courage, confidence, hardiness; yourself, in short, and your art

-acting has nothing to do wit the ability to concentrate.  It has to do with the ability to imagine.  For concentration, like emotion, like belief, cannot be forced.  It cannot be controlled
-your concentration is like water.  It will always seek its own level – it will always flow to the most interesting thing around

-the more you are concerned with yourself, the less you are worthy of note

-the more a person’s concentration is outward, the more naturally interesting that person becomes.  As Brecht said:  Nothing in life is as interesting as a man trying to get a knot out of his shoelace

-the person with attention directed outward becomes various and provocative.  The person endeavoring to become various and provocative is stolid and unmoving

-it’s not your responsibility to do things in an interesting manner – to become interesting.  You are interesting.  It’s your responsibility to become outward-directed

-concentration cannot be forced.  It is a survival mechanism and an adaptive mechanism, and it will not stand down and stop making its own connections simply because we’d like it to

-the ability to concentrate flows naturally from the ability to choose something interesting.  Choose something legitimately interesting to do and concentration is not a problem.  Choose something less than interesting and concentration is possible

-elect something to do which is physical and fun to do, and concentration ceases to be an issue

-if it’s not physical, it can’t be done

-choose those actions, choose those plays, which make concentration beside the point

-you not only have a right to choose actions which are fun, you have a responsibility – that’s your job as an actor

-no one wants to pay good money and irreplaceable time to watch you be responsible.  They want to watch you be exciting

-exercise you own power in your choice.  Make a compelling choice and it’s no trick to commit yourself to it “Concentration” is not an issue

Talent

-a concern with one’s talent is like a concern with one’s height – it is an attempt to appropriate prerogatives which the gods have already exercised

-I do not think it is the actor’s job to be interesting.  I think it is the job of the script.  I think it is the actor’s job to be truthful and brave – both qualities which can be developed and exercised through the will

-a common sign in a boxing gym: Boxers Are Ordinary Men With Extraordinary Determination

-an actor is, primarily, a philosopher.  A philosopher of acting.  And the audience understands him as such
-your task is to tell the truth.  It’s a high calling.  Cultivate the habit of pride in your accomplishments, large and small.  To prepare a scene, to be punctual, to refrain from criticism, to learn your lines cold – these are all accomplishments, and while you pursue them, you are learning a trade, a most valuable trade

-cultivate a love of skill.  Learn theatrical skills.  They will give you continual pleasure, self-confidence, and link you to fifty thousand years of the history of the profession

-a person who has done his job that day has fulfilled his responsibilities and pleased God.  That person can sleep well

-cultivate the habit of mutuality.  Create with your peers, and you are building a true theatre

-cultivate the habit of truth in yourself

-in choosing the stage, you offer yourself constantly to the opinion of others.  Mediocre minds must, of necessity, have mediocre ideas of what constitutes greatness.  Consider the source

-be your own best friend and the ally of your peers, and you may, in fact, become that person, that friend, that preceptor, that benefactor you have always wished to encounter

-that is not a character onstage.  It is you onstage.  Everything you are.  Nothing can be hidden.  Finally, nothing can be hidden in any aspect of your life

-if you have character, your work will have character.  It will have your character

-the theatre belongs not the great but to the brash.  And it is your job as theatre people to point out – both in comedy and in tragedy – the folly of the whole thing

-our job is and should be that of professional detractor

Performance and Character

-whether or not lying in general is justifiable offense is a question for moral philosophers.  Onstage it is never justified.  Better to miss a laugh, an “emotional oasis” moment, a beat, than to add an iota to the “performance” in order to make sure the audience “understands”

-if you decide to be an actor, stick to your decision.  The folks you meet in supposed position of authority – critics, teachers, casting directors – will, in the main, be your intellectual and moral inferiors.  They will lack your imagination, which is why they became bureaucrats rather than artists; and they will lack your fortitude, having elected institutional support over a life of self-reliance.  They spend their lives learning lessons very different from the ones you learn, and many or most of them will envy you and this envy will express itself as contempt.  It’s a cheap trick of unhappy people, and if you understand it for what it is, you need not adopt or be overly saddened by their view of you
-an actor should never be looking inward.  He or she must keep the eyes open to see what the other actor is doing moment to moment, and to call it by its name and act accordingly

-to face the world is brave.  To turn outward rather than inward and face the world which you would have to face in any case – such may not always win the day, but it will always allow you to live the day as an adult

-a word about teachers.  Most of them are charlatans

-don’t leave your common sense at the door of an acting school.  If you don’t understand the teacher, make the teacher explain

-it is not that we are stupid, but that we are suggestible

-the audience will accept anything they are not given a reason to disbelieve

-you don’t have to portray the hero or the villain.  That’s been done for you by the script

-this is drama.  Human beings contending bravely with their fate, their circumstances, and their nature

-most actors are terrified of their jobs.  Not some, most.  They don’t know what to do, and it makes them crazed.  They feel like frauds

-you are going to bring your unpreparedness, your insecurities, your insufficiency to the stage whatever you do.  When you step onstage, they come with you.  Go onstage and act in spite of them.  Nothing you do can conceal them.  Nor should they be concealed.  There is nothing ignoble about honest sweat, you don’t have to drench in cheap scent
-and when you go onstage determined to act, that is, to get what you came for, and not be denied, you can come offstage at peace

-act as you would in your fantasy.  Give yourself a simple goal onstage, and go on to accomplish it bravely

-that dedication is up to you.  Everything else is with the gods

-as we progress further down the chain, both the students and teachers are attracted not to the new but to the approved

-yet those ancestors were no more perfect than we – they were unsure and brash and arrogant and wrong and right as the rest of us

-it goes so quickly.  You can pass your life waiting for a break – and it will pass in the blink of an eye

-your life in the theatre, like mine, will pass before you are aware of it.  And you will realize why the old folks reminisce – it is not that they are nostalgic; they are stunned.  It went so quickly

-to do so, one has to buy a ticket.  The price of admission is choice – the choice to participate in the low, the uncertain, the unproved, the unheralded, to bring the truth of yourself to the stage.  

-not the groomed, sure, “talented” approved person you are portraying, not the researched, corseted, paint-by-numbers presentation without flaws, not the Great Actor, but yourself – as uncertain, as unprepared, as confused as any of us are

-art does not flourish in subsidy, and it does not flourish in the studio – it is more frightening,  more sordid, funnier, and truer than the certainties of the instructor.  It is the stuff of the soul.  It is the counterbalance to the reasonable view of the world; and so, it is likely to be despised

-to cherish, rather than despise it – that’s the job of the artist

-the simple truth may stem from a natural disposition, or come from years of arduous study – it’s nobody’s business but your own

-it is not a sign of ignorance not to know the answers.  But there is great merit in facing the questions

