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CHAPTER I 

INTRODUCTION 

Contemporary actor training consists of actors confronting experi

ences. These experiences should allow the actor to explore and discover 

force the actor to make choices, and encourage the actor to develop the 

confidence and means for revealing himself in performance. Contemporary 

actor training begins with the human being at the center of the actor 

and aids him in developing a life/art process capable of meeting the 

demands of any text. An actor training process helps the actor learn to 

trust himself and others. Further, contemporair/ trainir.g focuses on 

relationships, asking actors to find connections between themselves on a 

variety of levels. 

This study proposes an altered way of thinking about ensemble. 

Rather than siibjugating the individual to the group, the individuality 

of each member is heightened through the group experience. An individ

ual's unique qualities emerge through relationships-in-accion. Ensemble, 

therefore, is not a product but a process of growth that is in cons-cant 

motion. The ensemble emerges through the work process itself as members 

establish working relationships to encourage risk-taking and growth. 

Ensemble appears through definition as a group of individuals who merge, 

emerge, extend, transform, and gain energy and insights into themselves 

as persons, as actors, and as characters because of their needs and 

commitm.ent to themselves and each other. 

The purpose of this study is to examine the potential for training 

actors through an ensemble process. This process focuses en the 
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importance of the interaction between members of the ensemble for de

velopment of the person, actor, and character. In an ensemble process, 

members create experiences for each other. The following paradigm 

offers the theoretical and methodological basis for exploration of the 

actor in an ensemble process 
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1. The actual ensemble of persons develops communication skills. 

2. The actual ensemJsle of person/actors explores and expands the 
actor's range of choices. 

3. The actual ensemble of person/actor/characters applies discoveries 
to the playing of character as action from a script. 

4. The ensemi)le of actualizing person/actor/characters deals with the 
self-conscious awareness of the integration of the previous levels 

(The paradigm is developed further in Chapter III--Development of 

the Ensemble Instructional Model.) 



This model was the basis of a professional problem undertaken by 

the writer with an Advanced Beginning acting class in the spring of 

1980 at Texas Tech University. Fourteen out of thirty-five interested 

students were chosen to participate in the ensemble training process. 

Twelve completed the training. The class met for one hour every day 

for fifteen weeks for a total of seventy-five sessions. 

This professional problem is unique in that, although many theorist: 

and theatre practitioners call for ensemble, few offer a methodology con

ducive to its creation. Furthermore, ensemble is usually applied to a 

play rather than to actor training. Using the ensemble in actor train

ing has practical applications to perform.ance,. both in training and in 

production. 

The philosophies of many acting teachers support the concept of 

ensemble actor training. Robert Benedetti offers support for an ensemble 

actor training process in his view of contemporary acting: "Acting is 

not self-expression; it is self-extension. Acting is neither seeming 

nor being, it is becoming. The actor in a state of becoming is authentic. 

1 

He continually dies in order to be continually reborn."" Benedetti iden

tifies the meeting of actor and spectator, who are both involved in a 

process of becoming, as the essence of theatre: 

We confront the actor in an uncapturable, unrepeatable moment in 
time when his mortality, heightened and clarified by his art, 
confronts our own. The human encounter will increasingly be the 
basis for theatre in years to come. Thus the theatre of the im
mediate future will be neither a theatre of seeming nor one of 
being, but one of becoming, a theatre celebrating the process of 
life itself.2 



Through an ensemble process members help one another in this 

growing/becoming process. Through honest interaction members can 

choose to become whom they wish to become. Through this choice-making 

process the actor creates himself; he defines himself through action: 

When the actor confronts the form that wants to become a work 
through him and commits himself to it with his whole being 
in spite of all sacrifice and risk, he becomes the art form, 
he is the art object in the process of becoming.-̂  

Michael Shurtleff advocates the need for ensemble training by plead 

ing for actors who can "show who they are." He insists that this revela 

tion begins with a knowledge of self: 

I am constantly surprised at how little actors know themselves, 
since I expect (incorrectly) actors to know themselves better 
than other human beings do. They should. They must deal in the 
immediate use of themselves in their work, all the time, all 
their lives through. But in truth, actors know themselves no 
better than the rest of us do; their own image of themselves is 
usually standing in the way of their acting, since it provides 
both limitations ("I have no maternal instincts") and prejudices 
("I hate children. How can I ever express love for a child en-
stage?" or "I'm not queer. How could I ever imagine being in 
love with another man?"), both of which hamper freedom and 
expanded expression. . . . You have to know what your prejudices 
and limitations are; your work on yourself starts with the con
frontation of those idiosyncracies. Once they are known, you can 
begin to use them to advantage in your acting. If they remain 
unknown, you are victimized by them.4 

Further, Shurtleff calls for actors who can create relationships: 

"Creating relationships is the heart of acting. It is basic. It is 

essential." The creation of a relationship involves the sharing of 

real feelings as plays deal with moments when the need to communicate 

is greatest. "These are the needs the actor must supply." Communica

tion, however, demands a commitment to both send and receive messages: 



Receiving the feelings of another is even harder than sending 
out feelings of your own. It requires sensitivity, a heightened 
awareness of another person. It requires the investment of real 
caring; otherwise why will you undertake the formidable task of 
opening yourself up to true communication? 

Receiving requires that we be open, willing. How can we 
receive if we are closed up? Being open is an act of both gen
erosity and selfishness; generous in opening yourself up to 
receive another's needs; selfish in the greed of v/anting to know 
another person, for there is power in knowing another.5 

With the diversified scripts and extensive challenges of contem

porary theatre, an actor needs to develop his skills to meet the demands 

of any script. Often, contemporary scripts offer fewer "givens," thus 

challenging the actor to use himself to make the part whole. An announce 

ment of a faculty position from Cornell University illustrates the needs 

of contemporary actor training: 

[The department's program is] oriented to intensive classical 
training in the technical skills of voice, speech, movement, text 
analysis, mime, combat, etc.—together with the development of 
the actor's personal self toward an organic technique which empha
sizes individuality within a disciplined method of work. Respon
sibilities include a knowledge of acting teaching which moves the 
student from personal discovery and exploration of self to an 
emotionally and intellectually free, creative, confident actor, 
capable of using his/her technique in any style of work.̂ ^ 

The chapters that follow represent the discoveries resulting from 

a semester of training actors through an ensemble process. Background 

m.atarial and further information supporting the theory is contained in 

Chapter II, "A Critical Interpretation of Actor Training as it Relates 

to Ensemble." The chapter examines important actor training approaches 

by tracing internal components of ensemble. Chapter III, "Development 

of the EnsemJDle Instructional Model," outlines the theoretical basis for 

the model, clarifies terns, and defines the stages of development. The 



chapter offers the overall structure of the process, including objectives 

and' working concepts proposed as the basis for action. Chapter IV, "The 

Ensemble Process: Application of the Model," demonstrates application of 

the model through acting designs. Chapter V, "Evaluation and Conclu

sion," provides a subjective evaluation of the experience and its poten

tial for actor training. 
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CHAPTER II 

A CRITICAL INTERPRETATION OF ACTOR TRAINING 

AS IT RELATES TO ENSEMBLE 

In "The Emergence of the Director" Helen Kritch Chinoy notes: 

"The men whom we may call the visionaries of the director's art—Appia, 

Craig, Meyerhold, Copeau—were those who consciously assigned the 

director this task of discovering the wellsprings of theater." Sim

ilarly, the visionaries of the actor's art—Stanislavski, Meyerhold, 

Artaud, Brecht—are those who consciously tried to discover the "well-

springs" of the actor—what is at the center of the actor's art. Infor

mation in this chapter does not attempt a complete analysis of actor 

training, but rather it highlights the issues most salient to the 

development of the writer's ensemble actor training process. 

Although these theorists/artists differ in their ideals and method

ologies, common denominators emerge: all are striving for quality 

perfoinnances; all share a desire to make theatre happen in the "here-

and-now"; all call for a disciplined actor training process; and all 

contribute something to an ensemble instructional model. Most of these 

acting teacher/artists are connected with a performing group, and their 

theories grow directly from playxvright and performance demands. They 

all recognize the need to train actors to perform the kind of theatre 

they envision. The individuals chosen for this chapter, ranging from 

the pioneering Stanislavski and Meyerhold to the contemporary Lee Breurer 

and Soaulding Gray, meet the following criteria: each is a theorist, 
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artist, actor, visionary, director, acting teacher, creator, and 

practitioner. 

This chapter examines the internal components of ensemble explored 

by the theorists. Each of the elements provides tension points as well 

as binding forces within the ensemble. They include the psychophysical, 

political, metaphysical, spiritual, and imagistic. These components 

represent crucial elements in the theorists' processes as well as points 

of identification for the development of the writer's ensemble actor 

training process. These critical elements provide the background and 

framework for placing the writer's ensemble process in relation to the 

history of actor training. 

Psychophysical 

The term "psychophysical" represents the connection between the 

internal, psychological life of the actor and its external physical man

ifestations. Constantin Stanislavski, Vsevolod Meyerhold, and Eugene 

Vakhtangov all examined this concept through their work with actors in 

an effort to achieve purposeful, psychophysical action. Stanislavski 

explored the potential of an "inside-out" approach, striving for an inner 

truth of feeling and experience through the actor's personal involvement 

with character. His work was rooted in realistic forms and emphasized 

the psychological approach to characterization. 

Meyerhold examined the potential of an "outside-in" approach through 

intensive physical demands designed to ignite the actor's inner energies 

and emotions. Meyerhold worked with a stylized theatre that included 

spectators as creative participants. Meyerhold's approach necessitated 
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an examination of the plastic qualities of the actor. His stylized 

theatre, with its focus on form, opened the door to the world of the 

grotesque. Meyerhold emphasized physical motivation as basic to the 

acting process. 

Meyerhold stated that he and Stanislavski were entering the same tun

nel from two opposite ends and would one day meet in the middle to find a 

rich, internal life revealed through expressive external forms. Perhaps 

this meeting point which Stanislavski and Meyerhold never reached was dis

covered by their contemporary, Eugene Vakhtangov, through his ideal of 

"fantastic realism," or theatre rooted in real-life behavior yet extended 

to fantastic foiros. An ensemble is concerned with the connection betv/een 

the psychological and physical, not only in each individual actor, but 

also between all actors as well as between actors and their environment. 

Both ends of the tunnel offer potential processes for discovery. 

Constantin Stanislavski 

The history of systematic actor training began less than one hundred 

years ago with the work of Constantin Stanislavski. Prior to Stanislavski, 

2 

his supporters claim that "there was no inner acting technique." Dis

enchanted with the star system and presentational acting that was char

acteristic of the nineteenth century, Stanislavski moved toward 

discovering what is at the center of the actor's creative process. He 

sought to uncover the laws of an actor's creativity through a "conscious 

means to the subconscious^" This desire led him to the culmination of 
3 

his life's work—the method of physical actions. 

The beginning of actor training and the development of the ensemble 

ideal go hand-in-hand. The ensemble productions of the Duke of Saxe-
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Meiiiingen, Andre Antoine, and Otto Brahm influenced Stanislavski to 

develop a method of actor training capable of achieving strong perfor

mances and unity among all characters. He believed that actors in an 

ensemble must be trained in the same technique. In her writing Sonia 

Moore quotes Stanislavski regarding the realization and advantages of 

ensemble: 

Ensemble . . . is achieved when actors continually react to each 
other psychologically and physically, when a change of expression 
on one actor's face provokes a change of expression on another 
actor's face. Actors skilled in the Stanislavski System will 
form an ensemble in the first play they perform together; those 
who are not trained in this technique will not form an ensemble 
even after having worked together for twenty years.'̂  

Stanislavski's discovery and development of the psychological and 

physical connection in the person/actor is his greatest contribution to 

an ensemble process of actor training. He believed that "an actor will 

achieve a creative state when his whole psychological apparatus is in-

5 
volved through his effort to fulfill the scenic action." The key to his 

system is action, for he believed that emotions cannot be stimulated 

directly. Instead, the actor who fulfills the physical action will in

volve the psychological aspects by reflex. He demanded inner justifica

tion (a subtext of images and intentions) to provide a reality for the 

physical action. 

Of Stanislavski's nine elements of an action (The Magic If, Given 

Circumstances, Imagination, Concentration of Attention, Truth and Belief, 

Communion, Adaptation, Tempo-Rhythm, and Emotional Memory) discussed by 

Sonia Moore in The Stanislavski System, Communion, Adaptation, and Tempo-

Rhythm play crucial roles in an ensemble process. He believed that the 
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goal of art is spiritual communion with people, defining "communion" as 

mutual influence actor-to-actor. He insisted that communion involves a 

sharp use of the senses. Through direct actor-to-actor communion 

Stanislavski believed that the actor could commune with the spectator 

indirectly. (Other theatre artists later rejected this indirect commu

nion in favor of more direct actor-to-audience communion and confronta

tion.) Stanislavski stated: 

When you want to communicate with a person you first seek out his 
soul, his inner world. . . . When you speak to the person who is 
playing opposite you, learn to follow through until you are cer
tain your thoughts have penetrated his subconsciousness. . . .̂  

Stanislavski recognized that a person's behavior depends on the 

relationships and expectations of those around him. He called this 

principle "adaptation," and defines it as follows: 

Adaptation [means] both the inner and outer human means that people 
use in adjusting themselves to one another in a variety of relation
ships and also as an aid in affecting an object [person]. Adapta
tions are made consciously and unconsciously . . . The most 
powerful, vivid and convincing ones are the products of . . . nature, 
. . . and are almost wholly of subconscious origin. . , .' 

Adaptation within the ensemble requires extreme sensitivity to another's 

presence and needs. 

Stanislavski wrote about inner tempo-rhythm as it manifests itself 

in physical action. He believed that tempo-rhythm possesses "the magic 

power to affect your inner mood. . . [It] excites not only your emotion 
g 

memory, . . . but also brings your visual memory and its images to life." 

An actor first becomes aware of his personal tempo and rhythm and then 

works to find the correct tempo-rhythm for the character he portrays. 

Stanislavski found many possibilities for the actor's use of tempo-rhythm: 
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We deal with tempo-rhythm the same way a painter does with colours; 
we make combinations of all sorts of different speeds and measures. 
. . . Different rhythms and tempi are to be found in simultaneous 
action not only among the various actors performing in the same 
scene at the same time, but also inside one of them.^ 

In an ensemble process actors find the correct tempo for the whole, while 

allowing for and encouraging many individual rhythms within that tempo. 

By insisting that the most important thing is to build the life of 

the human spirit, Stanislavski suggested another important ingredient to 

the ensemble process—the person. To achieve reincarnation through truth

ful behavior of character, he insisted that the actor begin from himself 

and use his own emotions. He wrote: "You can borrow things of all sorts, 

but you cannot take feelings away from another person. . . . Those feel

ings will belong, not to the person created by the author of the play, 

but to the actor himself." 

Stanislavski advocated a communion between art and life, saying the 

actor as artist "must be an ideal human being . . . capable of grasping 

the value of culture in the life of his people, . . . of reflecting the 

spiritual cravings of his contemporaries." He advised actors, "love 

12 
the art m yourself, not yourself in the art," and cautioned, "art and 

artists must move forward or they will move backward.""̂  He encouraged 

actors to live a disciplined, varied, and dynamic life to give as much to 

their art as possible. Stanislavski followed his own advice. 

Stanislavski formulated the foundation for the actor's art but in

sisted that he did not have all the answers, warning against blindly 

following his system at any one point in its development: "Create your 

own method. . . . Don't depend slavishly on mine. Make up something 

14 
that will work for you. But keep breaking traditions, I beg you." 
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His discoveries were made after forty years of active research. Joshua 

Logan writes: "Stanislavski did not want the method to be an end in it

self, but simply a means to an end. It suggests a way of finding per

sonal truth in the creation of a character." 

Surely if Stanislavski had lived longer, he would have developed his 

methods further.. In his lifetime he worked primarily, though not exclu

sively, with realistic plays. The beginning of his ideas were intricately 

interwoven with the demands of producing and performing the plays of Anton 

Che]chov. But even Chekhov was not satisfied with the Moscow Art Theatre's 

productions of his plays and called for a more theatrical reality, saying 

that he-was after art, not life. Stanislavski claimed that his system 

was not limited to realistic or naturalistic plays but was for all persons 

and for many different kinds of plays. The realistic play is perhaps an 

important starting point leading to the more theatrical reality advocated 

by two of Stanislavski's contemporaries, Meyerhold and Vakhtangov. 

Vsevolod Meyerhold 

Vsevolod Meyerhold sought to make the theatre theatrical again. He 

insisted that the new nonnaturalistic plays demanded new methodolog-y in 

staging and acting. He proposed "theatre as art, not life," and sought 

"aesthetic rathê r than logical affects." Rejecting what he termed the 

Moscow Art Theatre's "theatre of the triangle" where the audience saw 

the director's vision, he proposed his "theatre of the straight line" 

16 
where "the actor freely reveals his soul to the spectator." 

Meyerhold claimed that the Moscow Art Theatre, by insisting on an 

ensemble created through external acting techniques and stage devices. 
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lost the key to performing Chekhov"'s plays. He insisted that the mood 

and atmosphere are created by actors who understand the rhythm of 

17 
Chekhov's poetry. To create this theatrical theatre he proposed the 

restoration of the actor to the central position in the art of the 

theatre. 

The restoration of the actor to the center of the theatre necessi

tated a reawakening of the three-dimensionality of the actor. Focus was 

placed on the sculptural potential of the actor's body. He suggested 

rhytlim as a way of catching the ear and plasticity as a way of catching 

the eye. Placing increasing emphasis on formal values—shape, line, 

color—he insisted that the "word is but a design on the fabric of move-

18 
ment." He envisioned a physical, visual, theatrical theatre. Meyer-

19 
hold claimed: "I make plastic movement express inner feelings." 

Whereas Stanislavski wanted the audience to forget they were in a theatre, 

Meyerhold wished them never to forget the fact. Because of his focus on 

the three-dimensionality of the actor, Meyerhold was inspired by sculp

ture rather than painting: 

The human body and the accessories surrounding it—tables, chairs, 
beds, and dressers—are all three-dimensional, and therefore a 
theater where the actor is the most important factor must be 
placed on the plastic arts and not on painting. A plastic 
statuesqueness should be fundamental to acting.20 

Meyerhold reacted against the lack of physical training in the 

theatre of his time: 

Clearly, the Naturalistic Theatre regards the face as the actor's 
principle means of conveying his intentions, ignoring completely 
the other means at his disposal. It fails to^realize the fasci
nation of plastic movement, and never insists on the actor train
ing his body.21 
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The emphasis on the plasticity of the actor led in part to the creation 

of biomechanics. Meyerhold explained: "Since the art of the actor is 

the art of the plastic forms in space, he must study the mechanics of 

„22 
the body." His biomechanic exercises led him to explore the potential 

of an "outside-in-approach." His physically expressive actor focused 

on gesture, movement, and pose. The biomechanical actor was linked to 

the dancer and the efficient laborer in that all were trying "to remove 

superfluous and unproductive motions and rhythms and to correctly locate 

23 
centers of gravity in the body." Meyerhold was searching for the 

essences—the essentials only—rather than imitating everyday life. He 

described his dream of the new actor, the "multifarious performer"; "The 

new actor appears now as a dramatic artist, now as an opera singer, now 

24 as a dancer, . . . , now as a gymnast, now as a clown." He continued: 

The actor of the future will subordinate his movements to rhythm; 
he will create a unique music of movement. When human movements 
become musical even in their form, words will be no more than an 
embellishment and only fine words will satisfy us.^S 

The desire to create theatre as "theatre," with the actor at the 

center, led Meyerhold into the world of the grotesque. He believed that 

the grotesque, "the triumph of form over content," could transcend all 

other theatre by focusing on the making of theatre. The grotesque 

allowed for the mixing of opposites and the heightened physicality Meyer

hold craved, making the actor "familiar yet strange." He wrote: "The 

26 
grotesque aims to subordinate psychologism to a decorative task." 

Meyerhold described the potential of the grotesque in the theatre: 

When in the art of the grotesque form triumphs over content, 
then the soul of the grotesque and the soul of the theatre will 
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be one. The fantastic will exist in its own right on the stage; 
joie de vivre will be discovered in the tragic as well as in 
the comic; the demonic will be manifested in deepest irony and 
the tragi-comic in the commonplace; we shall strive for styl
ized improbability, for mysterious illusions, deception and 
transformation; we shall eradicate the sweetly sentimental from 
the romantic, the dissonant will sound as perfect harmony, and 
the commonplace of eveiryday life will be transcended. 27 

For Meyerhold, the grotesque opened new possibilities for the artist 

by asking the artist to look at himself and his world in all its complex

ities. Meyerhold wrote: 

[The artist] concerns himself first with himself, with his own 
personal attitude towards the world. He selects the material 
of his art, not according to verisimilitude but according to his 
artistic fancy. . . . The grotesque, advancing beyond styliza-
tion, is a method of synthesizing rather than analysing. In 
turning away details, the grotesque recreates the fullness of 
life. . . . In reducing the richness of the empirical world to 
a typical unity, stylizaton impoverishes life whereas the gro
tesque refuses to recognize only one aspect—only the vulgar or 
only the elevated. It mixes the opposites and by design accents 
the contradictions. The only affect which counts is the impov
erished, the original.28 

Meyerhold used the grotesque to "cause the spectator to suddenly 

pass from a plane with which he is familiar to another plane which is 

29 unexpected." For Meyerhold the theatre was inherently grotesque: 

[The grotesque is] a deliberate exaggeration and reconstruction 
(distortion) of nature and the unification of objects that are 
not united by either nature or the customs of our daily life. 
The theatre, being a combination of natural, temporal, spatial, 
and numerical phenomena, is itself outside of nature. It finds 
that these phenomena invariably contradict our everyday experi
ence and that the theatre itself is essentially an example of 
the grotesque. Arising from the grotesque of a ritual masquerade, 
the theatre inevitably is destroyed by any given attem̂ pt to re
move the grotesque—the basis of its existence—from it.3° 

Eugene Vakhtangov 

The concepts of Eugene Vakhtangov unite the theatricality and 

sculptural form of Meyerhold with the "inner truth" of Stanislavsk: 
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Vakhtangov sought a heightened, theatrical realism capable of expressing 

the sharp-edged and vibrant life of the new revolutionary period in 

Russia. While sharing Stanislavski's desire to "destroy theatrical 

banality," Vakhtangov felt that Stanislavski also "removed a certain 

genuine, necessary theatricality," creating only naturalistic truth on-

31 
stage. He urged: "Forget the superfluous imitation of life. Theater 

has its own realism, its own truth. This truth is the truth of 

experiences and emotions that are expressed on stage with the help of 

32 
imagination and theatrical means." Dissatisfied with representation 

of external forms of life, he sought new forms in what he called "fan

tastic realism": 

In the theatre there should be neither naturalism nor realism, but 
fantastic realism. Rightly found theatrical methods impart genu
ine life to the play upon the stage. The methods can be learned 
but the forms must be created. That is why I call it fantastic 
realism. Such a form exists and should exist in every art.^^ 

Fantastic realism allowed Vakhtangov the freedom to abstract real 

life behavior without losing the connection tc life. Through this ex

tension and heightening he hoped to touch the audience's imagination 

in a more direct and immediate way. Bertolt Brecht admired the surreal 

quality that this extension gave the Vakhtangov actor. 

With this fantastic realism Vakhtangov proposed that a new inwardly 

rich yet imaginative and expressive external form b.e created for each 

production. He sought to create these new forms by eliminating the 

trivial and activating the actor's creative imagination. Ruben Simonov, 

student of Vakhtangov, claims that Vakhtangov extended Stanislavski's 

approach: "While preser̂ /ing all the richness of realistic art he went 
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further, widening the scope of the realistic theater, its means of ex-

34 
pression, its poetic essence." 

Vakhtangov believed that "the liberation and disclosing of the 

individuality . . . must become the principle aim of a theatrical 

35 
school," This creative individuality included not only creating the 

role, but also at the same time presenting it. He said: "There are 

only isolated great artists—Duse, Chalinpin, Salvini—who while act-

36 
ing are aware that they are acting." R. Ben-Ari, a former member of 

the Habimah Theatre, discusses the self-consciousness Vakhtangov aimed 

for: 

Stanislavski's slogan of complete physical and spiritual sub
mergence of the actor was no longer the question; now the actor 
must lead a two-fold life on the stage. It should appear as if 
the actor were saying to the spectator: 'Now I am crying, but 
I, the actor know about it. Look I'm wiping my tears, and look, 
I'm not only wiping my tears, but notice how I'm doing it.' 
The emphasis was placed not on what but on how. . . . The actor, 
according to Vakhtangov, has to become integrated with his in
terpretation and social approach. One must not only strive to 
play well, to excel, but also to feel one's attitude to the 
character and to history as a whole. No role may be played with
out a personal approach.^7 

Vakhtangov's fantastic realism suggests using the reality of the 

person as a basis for extending into the realm of the fantastic through 

use of the creative imagination. He allowed for fantasy, grotesque, and 

buffoonery within the unique "fantastic realism of the theatre." Nikolai 

Gorchakov, a former student, suggests that in performance Vakhtangov 

"allows spectators to see the greatest miracle of art performed before 

38 
their eyes—the transformation of a man into an actor." Believing 

that "art is search, not final form,""̂ ^ Vakhtangov attempted to create 
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an internally alive yet externally imaginative theatre. By uniting the 

theories of Stanislavski and Meyerhold, Vakhtangov hoped to express 

life-truths in poetic and exciting theatrical images. 

Political 

A political theatre artist is committed to change, both in his art 

and in his life. Both Bertolt Brecht and The Living Theatre director, 

Julian Beck, stood for such ideals. Brecht believed that theatre could 

help change society by changing the individuals within it. The Living 

Theatre proposed to change the established political, economic, and 

social structure by attacking it from many sides. Both Brecht and the 

Living Theatre insisted that the actor must live his commitments by 

taking an active role in changing his society. Both men formed com

panies to embody their vision of a new society. A life/art commitment 

and conscious choice-making characterize their work. 

An ensemble must account for the political in its development as 

members create life/art processes for themselves and for the group when 

confronting the reality of being together. The ensemble's search for 

wholeness demands conscious choices and commitment to change through 

continual growth and interaction among members and in their relation

ship to society. 
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Bertolt Brecht 

Bertolt Brecht's desire to stimulate critical thoughtfulness in the 

audience necessitated a new theory of acting based on objectivity rather 

than empathy and identification. In his "Short Organum for the Theatre," 

Brecht outlined his theories for an epic theatre. The basic components 

of his theory are the epic (narrative), historification (emphasis on 

"pastness of events" and using story and character unfamiliar to audi

ences) , and "Verfremdungsef feet, " roughly translated Alienation (the 

"technique of creating detachment" and making the familiar appear 

X 40 strange). 

Bertolt Brecht aimed to create a political, technological, and 

epic theatre to "entertain children of the scientific age" with "sensuous-

41 
ness and humor." He believed that his anti-Aristotelian theatre, by 

rejecting empathy and identification, could put the audience in a 

critical frame of mind, inspiring them to leave the theatre and take 

political or social action. Brecht sought political actors that were 

committed to change, both in their art and in their lives. He encour

aged actors to view their art in world terms, with focus on human social 

relationships. He believed: "For art to be 'unpolitical' means only 

42 
that it should ally itself with the ruling group." Brecht insisted 

that the actor be in touch with the social conditions of his times and 

"master [his] period's knowledge of human social life by himself joining 

43 in the war of the classes." No actor should isolate himself from the 

social and political concerns of his times, as "nobody can stand above 

the hioman race." For Brecht, the actor must define himself in relation 
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to his world, because, "without opinions and objectives one can repre-

45 sent nothing at all." 

The Brechtian actor does not try to transform to character. In

stead, using the concepts of the epic and historification, he con

sciously narrates the actions of another person at a precise moment in 

the past. He emphasizes that he is not the one whose action is being 

demonstrated but rather is the one who demonstrates it. There is a dis

tinct differentiation between the actor and the character. The actor 

quotes the action of another as a director might when demonstrating a 

moment of text or as an eyewitness does when reenacting an accident. 

According to Brecht, the assertion,"He did not merely act Lear, he was 

46 
Lear," would be an annihilating criticism. 

Neither the actor nor the audience identifies with character- The 

epic actor, through the concept of alienation, transcends identification 

with character, keeping himself totally free of any trance-like state-

Empathy is only an early stage in the creative process, followed by 

rational observation and implied comment as to the actor's approval or 

disapproval of character. Initial reactions to text are utilized to 

create the impression that the character's behavior is not the only 

possible choice open to him. Brecht wrote: "'I am doing this' has 

become 'I did this,' and now 'he did this' has got to become 'he did 

47 
this,' when he might have done something else." 

Brecht knew the power of tension to create identification and, 

therefore, encouraged actors to perform loose-limbed and relaxed. To 

help actors get past identification to objective awareness, he had 
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actors in rehearsal translate the text into third person and read stage 

directions aloud. All of these elements—epic, historification, and 

alienation—work together to create the deliberateness of action, 

economy, and control, all characteristics of the Brechtian actor. 

Brecht's commitment to human social relationships and the desire 

to actualize his theories led him to the creation of the Berliner 

Ensemble. He rejected the theatre of illusion where the actor works 

through introspection to merge with character, focusing instead on rela

tionships and human behavior. Rather than examining the individual 

psychology of character, he focused on how they behaved towards each 

other. Martin Esslin writes: 

In the theatre of illusion and identification the actor works 
through introspection. He delves into the character he is to 
portray and tries to merge with him. Only after this work is 
accomplished are the characters brought into relation with each 
other. The nature of the characters determine their relation
ships. The basic unit of such a theatre is the single character. 

Brecht's theatre, on the other hand, is extrovert. The iriner 
life of the character is irrelevant to him except in so far as 
it is expressed in their outward attitudes and actions. . . . 

The study of human nature is thus replaced by that of human 
relations.'4^ 

Human relations played an important role in the development of the 

Berliner Ensemble. Brecht rehearsed while surrounded by friends, asking 

for their suggestions and trying out every possibility before choosing 

what worked best. He believed in ensemble acting and employed his 

knowledge of human relations as well as his understanding of the effects 

of society on the creation of an individual in his rehearsal process. 

Brecht wrote: 
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And the learning process must be co-ordinated so that the actor 
learns as the other actors are learning and develops his charac
ter as they are developing theirs. For the smallest social unit 
is not the single person but two people. In life too we develop 
one another.49 

To help actors create one another's characters, Brecht suggested 

that the actors exchange roles in rehearsal: 

. . . the actors should sometimes swap roles with their partners 
during rehearsal, so that the characters can get what they need 
from one another. But it is also good for the actors when they 
see their characters copied or portrayed in another form. If 
the part is played by somebody of the opposite sex, the sex of 
the character will be more clearly brought out; if it is played 
by a comedian, whether comically or tragically, it will gain 
fresh aspects. By helping to develop the parts that correspond 
to his own, or at any rate standing in for their players, the 
actor strengthens the all-decisive social standpoint from which 
he has to present his characters. The master is only the sort 
of master his servant lets him be, and so on.^0 

The theatrical expression of the social behavior of human beings 

towards each other is contained in what Brecht calls the social "Gestus, 

For Brecht, the imitation of real life on stage is not as important as 

its social significance as embodied in the gestus. In The Theatre of 

Bertolt Brecht John Willett explains: 

. . . there is no single word by which Gestus can be translated. 
It is at once gesture and gist, attitude and point; one aspect 
of the relation between two people, studied singly, cut to 
essentials and physically or verbally expressed. ̂-̂  

Brecht has many applications to the contemporary actor in an 

ensemble process, the most important being the objectivity and self-

conscious awareness he demanded. The actor acts with the "eyes fully 

open," so that the audience member can receive his messages with his 

eyes open as well. Both actor and audience participate in a conscious 

act. Brecht reminds the actor of the need to be in touch with both his 
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life and art processes. Through the ensemble, actors consciously create 

one another and embody their desire for change by: defining themselves as 

people and actors in relationship to their world. 

Brecht aimed to entertain, but it is a special kind of entertain

ment. It is the entertainment of learning about social relationships, 

of gaining insight, of making discoveries, the pleasure of discovering 

new truths, and the entertainment of living one's life in art. He 

hoped that man would 

. . . enjoy as entertainment that terrible and never-ending labor 
which should insure their maintenance, together with the terror 
of their unceasing transformation. L̂ t them here produce- their 
own lives in the simplest way; for the simplest way of living is 
in art.52 

The Living Theatre 

The Living Theatre, headed by Judith Malina and Julian Beck, created 

an anarchist, political theatre dedicated to changing the whole social, 

economic, and political structure. Their name, the Living Theatre, 

symbolized their commitment to change through the living of their lives 

in art. Their goal was to involve spectators actively in an intense, 

ritualistic experience and, through their participation in the event, 

to effect change in the world. They created intense experiences aimed 

at the expansion of consciousness. Julian Beck writes: 

We believe in the theatre as a place of intense experience, half 
dream, half ritual in which the spectator approaches something 
of a vision of self-understanding, going past the conscious to 
the unconscious, to an understanding of the nature of all things.̂ -̂  

Membership in the group demanded total commitment to an alternate, 

communal life-style and an acceptance of the inseparability between 
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art and life. The Living Theatre battered down the long-esteemed sep

aration between art and politics. Beck claims that the breakthrough in 

their art came with the acceptance of their role as political activists: 

I don't think we came to a breakthrough in the theatre until we 
became frankly political. And when we insisted on saying polit
ically what we wanted to say politically, we felt free enough 
to discover breakthrough ways of doing it.^^ 

The Living Theatre believed that the actor must not "mouth words" 

but must be involved in the attempt to change the world directly. As 

the group took up political, social, and economic issues, their acting 

began to change until they eventually transcended the form of theatre 

altogether. In their later works they rejected characterization and 

appeared as themselves in performance. Furthermore, segments of their 

performance pieces were left open to improvisation and audience partic

ipation. Actors appeared as themselves and challenged audiences to 

confront their "authentic selves" as well. The actor presented himself 

as the form and content of the performance. As Beck describes it in his 

notes to Paradise Now: 

The Form. 
The Acting Form as the Form. 
The Acting Form as The Mise-en-Scene. 
State-of-Being Acting as opposed to Enactment Acting. 

Stripped of actor techniques, tricks, and mannerisms, the actor 

plays himself and undergoes a real experience each performance. For the 

Living Theatre, the actor does not have to speak better than most people 

56 . . . 
because "nothing is better than people." What is essential is the 

bodily presence of the actor and his acceptance of himself as both victim 

and priest. Living Theatre performer Saul Gottlieb explains: "It's 
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something that's very much involved with the reality of the person who 

is acting in his own life and with the reality of the world in which 

we live and with the community of the audience." Gottlieb continues: 

We're not creating a role. We are becoming a part of ourselves, 
we are developing a part of ourselves. . . . 

You're being the role of yourself. . . . You're presenting your 
real self, as real as you can get, as close as you can get to 
your authentic self.^^ 

"Being the role of yourself" involves a continual effort to stay in 

touch with one's growth and development as the actor offers his life as 

he lives it. Pierre Biner explains: 

The actor in the Living Theatre says: "I am Julian Beck and I 
play Julian Beck." Even presenting oneself as an individual, 
however, requires maintaining oneself continually in the process 
of becoming.59 

Action became the key for them, believing that "if the structure 

is to be transfoinned it has to be attacked from many sides." After 

twenty years the structure of the Living Theatre had become institution

alized. Rather than perish, the Living Theatre divided into four 

"cells" and issued a call for action: 

1. Liberate yourself from dependence on the established economic 
system. . . . 

2. Abandon the theatres. . . . Create circumstances that will 
lead to Action, which is the highest form of theatre we know. 
Create Action. . . . 

61 

3. Find new forms. Smash the art barrier. 

Their action was not confined to theatre but exploded into life. 

Their ideal was to become an anarchist community. The Living Theatre 

fought to keep its art unacceptable, "because that's the only way we 
62 

can destroy the established culture in order to set up a new one." 
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Actor Patrick McDermott summarizes his thoughts on the Living Theatre's 

action: 

The Living Theatre continually subverts itself by saying what 
theatre ought to be; theatre ought to be art, but art ought to 
be life, so theatre ought to be dead. When theatre is life, 
life will be art, and theatre can die. That's radical. That's 
also wishful thinking. But that's the Living Theatre: an 
ensemble of wish-filled thinkers.^^ 

Metaphysical 

"Metaphysical" literally means "beyond or transcending the physical." 

Metaphysics deals with things that are not subject to empirical verifica

tion. Metaphysical truths transcend perceived actuality and experience, 

choosing instead to explore the irrational. Antonin Artaud, Charles 

Marowitz, and Peter Brook pursue intensified physical and sensory 

imagery to create a metaphysical theatre. All three of these artists 

are concerned with creating a theatrical language that transcends words 

alone. This theatrical language is composed of anything that finds its 

expression in space including sounds, cries, gestures, and movement. 

Further, a metaphysical theatre addresses the connections betv/een man 

and his environment. Artaud outlined the theory, while Marowitz and 

Brook put their version of his theory into practice. 

Members of an ensemble are concerned with these connections that 

are beyond the physical, as they become sensitive to each other's 

presences. The work of the ensemble includes touching archetypes, 

releasing inner imagery, confronting the cruelty between men, and reveal

ing and accepting the pain of being human. To reveal these realities, a 

unique theatrical and spatial language is essential. 
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Antonin Artaud 

^n The Theatre and Its Double Antonin Artaud called for a theatre 

that goes beyond text and psychological concerns, attempting instead to 

"create myths to express life in its immense universal aspect and from 

that life to extract images in which we find pleasure in discovering 

..64 
ourselves. Artaud insisted that no one had "tackled the very prin-

C.C. 

ciple of the theatre, which is metaphysical." His metaphysical ideas 

concerned Creation, Becoming, and Chaos, creating a "passionate equation 

between Man, Society, Nature, and Objects." For Artaud, a metaphysical 

theatre must consider the entire mise en scene (the entire world of the 

performance including sets, language, music, actors, and audience) in 

relation to all the ways these elements can make contact with time and 
67 

with movement. 

Although Artaud never specifically defined what he meant by meta

physical, he suggested ideals for this religious and mystic theatre. 

His is a theatre which is about itself, not a copy of life. It consists 

of primary experience which assaults the senses,for he believed that it 

is only through the skin that metaphysics will reenter our minds. 

Through a bombardment on the audience's sensibilities he hoped to break 

through barriers to touch the inner, universal self—"the world of 

68 
symbols and archetypes." He believed that theatre should disturb the 

senses, free the repressed subconscious, and incite a revolt. Actor 

and audience would then become sacrificial victims signaling through 

the flames, spiritually purified through their mutual experience. 
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To create this theatre Artaud proposed that a new language be 

developed, independent of speech and stimulating to the senses. "This 

concrete language to which I refer is truly theatrical only to the 

degree that the thoughts it expresses are beyond the reach of spoken 

69 
language." Metaphysics in action is, therefore, a physical and 

poetic language that simultaneously affects the senses and every level 

of consciousness. In Artaud's metaphysical theatre forms "set up vibra-

70 
tions not on a single level but on every level of the mind at once." 

Artaud wanted actors to create and perform "poetry of the senses" 

or "poetry in space." One form of this poetry is sign language, or what 

Artaud calls "animated hieroglyphics." The Artaudian actor becomes a 

maker of signs by creating a spatial language with his body and the 

mise en scene. He believed that theatre had lost its danger, its spirit 

71 
of anarchy, and its ability to create immediate and painful effects. 

Regaining this power depended on the actors' ability to create intense, 

painful, and deeply human im.ages with their bodies and voices. Artaud 

advocated a trance-like state to free the sensual imagery trapped inside 

the actor, resulting in almost inhuman sounds and tortured physical 

images. 

Artaud called for a theatre of cruelty that will address itself 

only to total man, acknowledging that this "means a theatre cruel to my-

72 self first of all." He addressed the cruelty in each man, asking each 

spectator to confront the cruelty in himself. For Artaud, "everything 

that acts is a cruelty. It is upon this idea of extreme action, pushed 

beyond all limits, that theatre must be rebuilt." 
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For the ensemble, "metaphysical" suggests a communication and rev

elation beyond the scope of spoken language through a heightened sensory 

awareness. It suggests the potential of tapping and sharing the arche

types inherent in the collective unconscious of each individual. It 

opens the possibility of communion with one's deepest selves, both for 

actor and for audience. In addressing total man this theatre allows for 

extremes and asks each to acknowledge all that he is capable of as a 

human being. In these extremes man connects himself to all other men. 

Artaud, with his focus on the mise en scene, created the need for an 

actor who is connected to his entire environment, both inside and outside 

the theatre. He called for an actor who was willing to explore and reveal 

his innermost selves. Artaud never actualized the theatre he envisioned, 

but his metaphysical concerns—a new language for the theatre, a theatre 

to create myths, a sensorially explosive theatre—have been a source of 

creation for the artists who succeed him. 

Charles Marowitz 

Charles Marowitz, co-director of the experimental branch of the 

Royal Shakespeare company, claims that the seminal influence on the new 

acting is not a book on acting at all, but Artaud's essays in The 

Theatre and Its Double. Responding to the important challenges contained 

in Artaud's essays, he began an experimental workshop with Peter Brook in 

1963. Marowitz states that the purpose behind the workshop's creation 

was to "search for means, other than naturalistic—linguistic means, of 

74 
communicating experience and insights." In their search for this means 
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of communicating, Marowitz and Brook hoped to uncover the true meaning 

of Artaud's cruelty, a cruelty reaching much deeper than physical pain: 

The cruelty . . . did not refer exclusively to torture, blood, 
violence, and plague—but to the cruelest of all practices; the 
exposure of mind, heart, and nerve endings to the gruelling 
truths behind a social reality that deals in psychological 
crises when it wants to be honest, and political evils when it 
wants to be responsible, but rarely if ever confronts the exis
tential horror behind all social and psychological facades. 

Marowitz shares Artaud's desire to create a metaphysical theatre. 

Although he acknowledges the confusion surrounding the word, he states 

his understanding of the term: 

Metaphysical has become a pretentious word with high-falutin' 
connotations, but if one defines it as a form of imagery through 
which we can rediscover the essential links between sky, rock, 
sea, gods, and men—that is a lesson worth learning, and one the 

76 

theatre is not yet able to teach.'° 

Towards this desire to "discover the essential links," Marowitz and 

Brook created a new acting process—not Artaud's but their own. One 

of the main objectives of the work was to create a "discontinuous style 

of acting; that is, a style which corresponded to the broken and frag

mentary way in which most people experience contemporary reality." 

This acting process was intimately linked with a new kind of performance 

event that was more process-oriented and participatory. They soon dis

covered a danger in that "frighteningly quickly, actors become as ̂ lib 

with nonnaturalistic sounds and movements as they were with stock 

78 ' 
dramatic cliches." 

Through these workshops Marowitz developed a rehearsal process 

that applies to the ensemble in its desire to create a "spontaneous 

flow of feeling" from actor to actor. This process employs the use of 
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games and exercises rather than read-throughs to prevent actors from 

falling into mechanical responses, to foster an awareness of the group's 

collective identity, and to discover precisely how each individual 

actor contributes to it. Marowitz also hoped to foster a sense of com

mon purpose, to release tensions, and to gain an awareness of who is 

in the room, meaning discovering the forms their inner energies take 

when released in a physical, spontaneous way."̂ ^ The first phase of the 

rehearsal process focuses on the development of syntax, "experiencing 

in a primal way the emotions and ideas which will ultimately color the 

80 
final performance." The second phase consists of work on the script, 

that is, discovering physical and spatial relationships by playing the 

scene in a variety of ways. The third phase tests the subtext, and the 

final phase assimilates and blends these discoveries with technical 

elements into the performance event. 

Through his work with this altered process Marowitz came to several 

important discoveries which he outlines in his book. The Act of Being. 

The first discovery relates to the personal involvemient this process 

necessitates: 

When I reflect on what has been my experience, I draw the conclusion 
that an art which concerns itself with the manipulation of tensions 
and the conscious evocation of crisis in order to arouse the 
strongest possible feelings in a placid public, such an art must 
generate some of those elements in its process. Therefore, for me, 
conflict with actors and crisis in production is not a deplorable 
state of affairs, but one that suggests the right kind of chemical 
combustions are taking place.°-^ 

The second discovery relates to the advantage of a company of actors 

through which an ensemble of consciousness develops. This consciousness 

does not happen automatically: 
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The building of company-sense demands the construction of those 
delicate vertebrae and interconnecting tissues that transform 
an aggregation of actors into an ensemble. A protracted period 
of togetherness (at a rep, for instance) creates an accidental 
union between people, but this isn't the same thing as actors 
coiled and sprung in relation to one another—poised in such a 
way that a move from one creates a tremor from another; an im
pulse from a third, an immediate chain-reaction. Contact 
doesn't mean staring into the eyes of your fellow-actor for all 
you're worth. It means being so well tuned in that you can see 
him without looking. It means, in rare cases, being linked by 
a group rhythm which is regulated almost physiologically—by 
blood circulation or heart palpitation. It is the sort of 
thing that exists between certain kith and kin; certain husbands 
and wives; certain kinds of lovers or bitter enemies.^2 

Peter Brook 

With his International Centre for Theatre Research, Peter Brook 

offers insights into the essence of communication as well as possibil

ities for active, organic research. Utilizing a group of international 

actors. Brook and company set out "to try to learn for ourselves what 

83 
a holy theatre might be." Lacking a common language. Brook explored 

the possibility of creating a theatrical language understood by actors 

and audience alike—the potential of "understanding before comprehension." 

According to Brook, for the audience not to understand the language can 

be an advantage rather than a barrier, provided that the play has an 

84 
emotional reality. He chose actors on the basis of their skills and 

abilities, or what they could do; their openness toward what they could not 

do; and their commitment to this type of theatre. He found that these 

criteria limited his selection, saying, "The area between—where the 

actor is open, skilled, and interested—exists, but the choice narrows 

down very fast." 
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Brook outlines his theories in The Empty Space and pursues these 

theories with the actors in his International Centre for Theatre 

Research. He believes that theory in itself is not helpful; it must 

be put in a living situation. He searches for definitions that cannot 

be articulated beforehand, for if they could be, "the work wouldn't be 

86 
worth attempting." in so doing. Brook demonstrates the potential of 

theatre research—theory into practice. 

The centre emphasizes the individuality of each member: 

In founding an international centre. Brook was not interested in 
developing any synthetic, international acting style. The actor's 
roots remain in their origins, but they are encouraged to stretch 
out to find a working relationship with each other.°^ 

Brook surrounded himself with people who think differently from himself. 

He formed the company based on freedom through discipline and inequality, 

for each actor is assigned roles and responsibilities according to his 

unique abilities and potential. 

In 1970 Peter Brook and company traveled to Iran to perform their 

version of Prometheus Bound. Striving to find a new way into the 

Prometheus myth. Brook and playwright Ted Hughes created a new, precise, 

open, and inviting language not bound by meaning but exploring musical 

qualities and sounds: "Music is a language related to the invisible by 

which nothingness suddenly is there in a form that cannot be seen, but 

88 

can certainly be perceived." Hughes explains: "Music is mathemat

ically precise but completely mysterious and open, giving access to 

89 
deeper worlds, closed to direct analysis." Brook continues: 

As the direct communication of emotions is more powerful through 
music than through the associative im.ages of language, trying to 



36 

approach an ancient text through a technique of exploratory artic
ulation and improvisation seemed more promising than attempting 
to play it in a modem English translation.90 

Through this new language called "Bash Ta Hon Do," Brook and the 

actors hoped to get close to the original discovery of the word. To 

find the primal impulse of a word they needed to experience the creation 

of the words: 

A word does not start as a word—it is an end product which begins 
as an impulse, stimulated by attitude and behavior which dictate 
the need for expression. This process occurs inside the dramatist, 
it is repeated inside the actor. . . . The only way to find the 
true path to the speaking of a word is through a process that 
parallels the original creative one.91 

Several important discoveries came from these experiences. The 

first discovery suggests the relationship between sounds and feelings, 

and the second discovery relates to the ensemble. Brook and his actors 

found an emotional reality in sounds themselves, similar to music: 

The deeper into language one goes the less visual/conceptual its 
imagery, and the more audial/visceral/muscular its system of 
tensions. This accords with the biological fact that the visual 
nerves connect with the modern human brain, while the audial 
nerves connect with the cerebellum, the primal animal brain and 
nervous system direct. In other words, the deeper into language 
one goes, the more dominated it becomes by purely musical modes, 
and the more dramatic it becomes—the more unified with total 
states of being and the expressiveness of physical action. 
Visualization in language is at odds with immediately expressive 
dramatic action in that it is the conceptual substitute for 
physical action.92 

Playwright Ted Hughes observed that when actors have a new sound 

they must look to themselves to give the sound a reality, rather than 

relying on given meanings of words. In so doing they magnified the 

metaphorical relationship between feelings and sounds: 
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[Orghast] released the actors in some interesting ways. When they 
have a new sound which has no precise intellectual content they 
have to search their resources for an actuality which will give it 
content—unless they're just going to make an empty noise. They 
reach for the most living feeling in them at that moment—a feel
ing that might have been evoked by imagination, by their precise 
situation in a dramatic situation, or just by their life. They 
can't short circuit into the given meanings of words and evade 
the real issue. The real issue is to confront their whole 
response to that moment.93 

Second, Brook explored the ensemble. He found that an actor "who 

is representing something which he knows to be true because he's shared 

in the discovery has no embarrassment about presenting it."^ He notes 

that many actors in England are afraid of losing their personality in 

an ensemble process, but those who go through it find that a much 

greater, more precise individuality results. His ideal actor is an acro

bat, juggler, singer, dancer, and clown with his body ready and sensi

tive, his emotions open and free, and his intelligence quick. To the 

ensemble an actor brings his individuality, skills, and willingness to 

work. Within the ensemble Brook uses improvisation to bring the actor 

to his own barriers—"to the points where in place of new found truth 

he normally substitutes a lie. . . . If the actor can find and use this 

95 
moment he can perhaps open himself to a deeper, more creative impulse." 

Brook's work with the ensemble aims to "lead actors to the point 

where if one actor does something unexpected but true, the others can 

take this up and respond on the same level. This is ensemble playing; 

96 
in acting terms it means ensemble creation, an awesome thought." 

Brook is aware of the fragile, delicate nature of an ensemble: 

A developing relationship around the group will not happen by 
itself. It must be made and remade everyday and treasured. 



38 

In any group, you can see the history of the whole world replaying 
itself.97 

Spiritual 

The spiritual actor reveals his soul by expressing his deepest and 

purest impulses. The spiritual actor reveals his own existence through 

performing the;actions of character. Jerzy Grotowski, Richard Schechner, 

and Joseph Chaiken are all interested in this kind of perfoinner. The 

Grotowskian actor removes obstacles to expose his innermost self, per

forming acts of self-sacrifice. Schechner's actor reveals his authentic 

self through use of "the actual." For Chaiken, the reality of the 

actor's soul is expressed through his presence. All three theorists are 

interested in performers and audience members with genuine spiritual 

needs. Their theatre involves self-exploration and self-confrontation 

as the actor learns more about himself through his art. Their processes 

all involve discipline and recognize the need for form, for, without it, 

the actor's revelation is meaningless. The ensemble encourages and 

creates an environment for these spiritual connections and discoveries. 

Jerzy Grotowski 

No one since Stanislavski has investigated the nature of acting, 
its phenomenon, its meaning, the nature and science of its 
mental-physical-emotional processes as deeply and completely, as 

98 Grotowski. „ ^ _ , Peter Brook 

Jerzy Grotowski devoted himself to research into the art of the 

actor. With a small group of actors in Poland he found the essential 

ingredients of the theatre—actor meeting spectator. This led to his 
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ideal of a holy actor in a poor theatre, a theatre forsaking technical 

supports and relying on the actor's abilities and skills alone to 

reveal what is deepest within him. Grotowski and his actors view 

theatre as a means of self-exploration. By completing acts which the 

average person is incapable of doing, they hope to reveal what lies 

hidden in every man. He uses the word "holy" in a secular rather than 

religious sense as "a metaphor defining a person who, through his art, 

climbs upon the stake and performs an act of self-sacrifice." This 

holy actor reveals himself by removing his daily mask and exposing 

what most people prefer to keep hidden. 

The actor prepares himself for his self-sacrifice through an inten

sive physical and vocal training process aimed at eliminating obstacles, 

that is, eliminating the actor's resistence to his psychic impulses. 

This process is called a "via negativa," which is "not a collection of 

skills but an eradication of blocks." The actor no longer asks what 

he should do but rather what he should not do. The actor gives himself 

completely to this process, accepting a nearly monastic way of life. 

Grotowski believes that to reveal the actor's individuality, the actor 

must rid himself of old habits and make his body capable of instantaneous 

manifestations of inner impulses. The actor can then create the holy 

theatre that Peter Brook speaks of in The Empty Space, a theatre of the 

"Invisible-Made-Visible." This theatre demands an "integration of 

the actor's psychic and bodily powers," as a holy theatre "not only pre

sents the invisible but offers conditions that make its perception 

102 
Dossible." 
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When the actor learns to eradicate his organism's resistance to 

these impulses, he will be capable of performing the "total act," which 

Grotowski defines as "the act of laying oneself bare, of tearing off the 

103 
mask of daily life, of exteriorizing oneself." It is through this 

total act that the actor reveals his spiritual self not by everyday 

means but by exceeding and transcending his limitations. He becomes a 

maker of signs. "The sign is the clear impulse, the pure impulse," 

writes Grotowski. "[A sign is] a human reaction, purified of all frag-

104 
ments, of all other details which are not of paramount importance." 

The sign reveals the actor's soul: "A man in an elevated spiritual 

state uses rhythmically articulated signs, begins to dance, to sing. 

A sign, not a common gesture, is the elementary integer of expression 

for us." 

These acts of self-penetration are accompanied by extreme dis

cipline. Grotowski insists that these acts are not liberating without 

form and insists that they be objective acts—"that is to say articu-

lated, disciplined." Grotowski believes that it is this union or 

opposites—the spontaneity and discipline—that gives birth to the 

total act: 

The more we become absorbed in what is hidden inside us, in the 
excess, in the exposure, in the self-penetration, the more rigid 
must be the external discipline; that is to say the form, the 
artificiality, the ideogram, the sign. Here lies the whole 
principle of expressiveness.^^' 

The actor has himself as his field of study. He engages in a never-

ending process of self-development. Each discovery—each barrier that 

is removed—leads to a higher level, and the process of eliminating 
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the obstacles begins again. By sharing his inner self, the actor is 

reborn, and the spectator who shares in the process is reborn as well. 

Grotowski in his role as teacher and producer shares his experience: 

"The actor is reborn—not only as an actor but as a man—and with him, 

I am reborn. It is a clumsy way of expressing it, but what is achieved 

is a total acceptance of one human being by another. ""'"̂^ 

Richard Schechner 

Richard Schechner's research with The Performance Group furthered 

his interest in the study of primitive societies and led him to a per

formance theory involving actuals. Rather than basing the performance 

on mimesis (or imitation of life which necessitates a separation between 

art and life), "art [is viewed] as an event, an actual." For 

Schecliner, an actual is incompatible with the idea of an autonomous 

beginning, middle, and end work of art/for "at the deepest level a play 

is about itself." Focus, therefore, must be placed on the whole 

world of the performance, rather than just the drama at its center. 

The interplay of "space, time, performer, action, and audience" are 

all a part of the actual event. Actuals allow for participatory moments 

when the performance breaks down and becomes a social event. Schechner 

claims that actuals are founded on a belief in "multiple, valid, equiva

lent, and reciprocating realities. The actuals are here-and-now, 

112 
efficacious, and irrevocable." Through his research with groups 

Schechner identified five characteristics of actuals, found in both con

temporary and primitive societies: 
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1) process, something happens here and now; 2) consequential, 
irremediable and irrevocable acts, exchanges, or situations; 3) 
contest, something is at stake for the performers and often for 
the spectators; 4) initiation, a change in status for partic
ipants; 5) space is used concretely and organically.113 

The concept of the actual sets up new demands for the performer to 

account for the multiple levels of his performance reality—the person, 

the actor, and the character. Rather than becoming the character, the 

person as actor performs the action of the character. He consciously 

accounts for himself as well as for the demands of the action, creating 

a dialogue between himself and text. Working with multiple levels of 

reality, he formulates and plays out "the narrative and/or action 

structure," while simultaneously revealing his openness and vulnerabil

ity as a performer: 

Each performance he risks freshly not only his dignity and craft, 
but his life-in-process. Decisions made and actions done during 
performance may change the performer's life. The performance is 
a set of exchanges between the performer and the actions. And of 
course among all the performers and between them and the 
audience. 

The goal of this performance process is to make the performer whole. 

Schechner reminds the reader that "art began as something whole, not 

115 
separable from the commiinity." This "making whole" depends on the 

audience's willingness and need to participate—their willingness to 

allow the performer and performed to stand "whole and autonomous." 

Audiences are called upon to make connections for themselves between 

"multiple and reciprocating realities." Schechner writes: "[I call 

actualizing] this special way of handling experience and jumping the 

gaps between past and present, individual and group, inner and 
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116 
outer." He believes that "understanding actualizing means understand-

117 m g both the creative condition and the artwork—the actual." 

Schechner's account of one actual, the Hevehe cycle, applies equally 

well to the ensemble performer accounting for his person, actor, and 

character wholeness: 

In theatrical terms neither the performed (masks) nor the per
formers (villagers) is absorbed into each other; one does not 
"play the role" of the other. They stand whole and yet auton
omous. Their relationship is what Grotowski calls "confrontation." 
It is not that one reality reflects, represents or distills the 
other. Both move freely through the same time/space. The real
ities confront, overlap, interpenetrate each other in a relation
ship that is extraordinarily dynamic and fluid. 

As a working concept in theatre the actual aims to end arbitrary 

distinctions between actor cind audience and between art and life. The 

actual seeks to emphasize the wholeness of the performer as he lives 

through the event. The performer uses his actual responses to text, 

other performers, and to the moment-to-moment reality of the event as 

he experiences it. An actual begins with what exists and allows for 

the transformation to the aesthetic. Rather than creating through 

imitation or basing a working process on assumptions or pretense, what 

actually exists is used as a working reality from which to depart. 

Joseph Chaiken 

Joseph Chaiken's investigation of acting revolves around his notion 

of presence. "Presence," for Chaiken, "is the quality of being right 

here, right now, with an awareness of the actual space and the actual 

^ ..119 
moment and of the vital meeting of lives m that space and moment. 

Presence is a quality that some actors possess more than others, but 
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all must work to achieve it. He believes that this acute awareness of the 

immediate moment in actual space fosters a dynamic theatre experience. 

His goal is to create a shared living reality for all concerned, both 

actors and audience. The audience, ultimately, becomes present with 

the actorfe presence. For Chaiken, "the study of acting really consti

tutes an investigation of how people behave and how they perceive 

120 
themselves and others." A lack of presence is, therefore, an obstacle 

to living as well as to acting. His desire to explore the special 

presence of the actor—his desire to develop as a person and as an 

artist—led to his creation of an ensemble company called the Open 

Theatre. 

Perhaps more than any other theorist, Chaiken examined the ensemble 

ideal. He personally felt the need for an ensemble as he found that 

actors were not sufficiently sensitive to each other. He wanted actors 

to be aware of the whole event of the piece rather than just their indi

vidual parts. He encouraged a conscious awareness of what is happening 

inside the actor as well as what is happening around him. This concept 

of presence asks the actor to live through the experience each time 

rather than playing the results. The actor sheds prepared responses 

and becomes vulnerable. Through his presence—his openness and awareness 

of the immediate moment in its environment—the actor allows the audience 

to see the person, the actor, and the character simultaneously. For 

Chaiken, the need to share and understand connections as human beings 

comes together in the ensemble: 

Ensemble asserts the way that people are alike. We live and die 
separate. But there is a point where we are completely 
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interlocked, a point where we are brought together, all of us, by 
our participation in nature, where we are brought together two by 
two, or in threes or fours, by our participation in something 
larger than each of us.121 

Ensemble, however, is not aimed at creating carbon copies. An 

ensemble can be composed of distinctive parts, as long as each part has 

a sense of its place in the whole. Part of the ensemble's work includes 

accepting the complexity of other human beings and becoming sensitive to 

their rhythms, energies, and needs. In Chaiken's terms, empathy and 

rhythm provide the foundation for ensemble work: 

Technically speaking, I understand ensemble to have two prin
ciples. The first is empathy: one actor, instead of necessarily 
competing with another. . . would instead support the other. . . . 
There comes a point where you no longer know exactly which actor 
is in support and which actor initiated the action; they are 
simply together. 

The other has to do with rhythm, with dynamics, and with a 
kind of sensitivity wliich could be rhytJimically self-expressed. 
For example, there is a kind of inner rhythm going on all the 
time in any single person. If you would let the body go with 
the rhythm, you would discover that there is a pattern and a 
dynamic and an intensity that would change as experience changed 
during the day, a quality which, if you knew somebody else well, 
you could say is the theme of that person's rhythm. This is the 
rhythm in a room and it affects the room and it charges the room 
and it charges the people. Sometimes there is a kind of rhythmic 
battle that goes on between people when they might be quite in 
accord on what they're talking about. There is a kind of clash 
of certain rhythms, and sometimes rhythms and inner dynamics get 
together and sometimes they counterpoint. This work has been 
the second main aim in building the ensemble. 

With the Open Theatre, Chaiken developed a series of exercises 

designed to help facilitate ensemble playing including Sound/Movement, 

Transformation, and The Chord. Sound/Movement was used to help actors 

experience emotions that were difficult for them through response to 

kinetic statements initiated by other actors. Transformation, "a 
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radical change in the circumstances of an improvisation," helps tap an 

actor's "unconscious resources" and heightens his sensitivity to his 

123 
partners. The Chord, a leaderless group exercise, "became the emblem 

of the Open Theatre, standing for its form and content."''"̂ ^ 

Chaiken has long been interested in the relationship between the 

person and actor and how they affect one another. He encourages actors 

"to think of themselves as people who sometimes assume theatrical 

125 
roles." He believes that an actor's work begins with himself and 

that the actor must learn to guide his own process, discovering the 

means to put his images into communicable forms. He insists that the 

actor find personal connections to enrich and give life to the material. 

The actor, however, does not play himself; he plays the material. The 

actor must not limit or fix his image of himself or he may stifle poten

tial discoveries. Chaiken finds that actor problems are often the same 

as one's personal communication problems. He gives this example: "A 

person who feels unable to communicate successfully with others in life 

126 
will 'often feel the need to telegraph, to display on stage.'" 

Chaiken believes that the actor, by expanding his physical and 

vocal possibilities, can express something that transcends his personal 

experience. Although not a great supporter of Jung, Chaiken does believe 

that "all of one's past—historical and evolutionary—is contained in the 

body." The work of the actor is to become open to the "streams of 

human experience which are deep and constant, moving through us on a 

128 
level below sound." To liberate these streams of images and voices, 

the actor must find "a quiet place where the living current moves through 
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129 
him uninformed." By physically getting in touch with these images, 

the actor can share aspects of human experience that people normally 

do not communicate to one another. This potential to give form to 

experiences outside the actor's personal experience is why Chaiken as 

actor wants to be larger than the character. He explains: 

As an actor, I want to have a terrific size. I want to be one 
who can tolerate the character's experiences, larger than the 
character's experiences because if I am only up to the experi
ence then I'm submerged in it.l-̂ *̂  

Just as the actor, through his personal connection, affects the 

material, so too does the-performance affect the person. For Chaiken, 

both person and actor are present in the performance moment: 

When we as actors are perfoinming, we as persons are also present 
and the performance is a testimony of ourselves. Each role, 
each work, each performance changes us as persons. The actor 
doesn't start out with answers about living—but with wordless 
questions about experience. Later, as the actor advances in the 
process of work, the person is transformed. Through the working 
process, which he himself guides, the actor recreates himself. 

In former times acting simply meant putting on a disguise. When 
you took off the disguise, there was the old face under it. Now 
it's clear that the wearing of the disguise changes the person. 
As he takes the disguise off, his face is changed from having 
worn it. The stage performance informs the life performance 
and is informed by it.-̂ -*-̂  

Chaiken, through his work with the Open Theatre, of fers much to the 

concept of ensemble. Presence is an essential ingredient of ensemble 

playing. Without it, the work lacks life and immediacy. Honest con

frontation—the essence of theatre—cannot exist unless the individuals 

involved are willing to be present as persons, as actors, and as char

acters. Being present involves learning to trust the others enough to 

become open and vulnerable. Only then can actors open themselves to 
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experiences and emotions that extend their normal range; only then can 

they be aware of the entire performance; and only then can they find 

their place in the whole event. 

Imagistic 

The Theatre of Images, according to critic and author Bonnie 

Marranca, is a theatre composed of "aural, visual, and verbal imagery 

that calls for alternative modes of perception on the part of the audi-

132 
ence.""̂  She continues, "It is a theatre devoted to the creation of a 

new stage language, a visual grammar 'written' in sophistocated percep-

133 
tual codes." The works of Richard Foreman, Lee Breurer, and Spaulding 

Gray exemplify the Theatre of Images by their use of very personal aural, 

visual, and verbal imagery. All of these theorists recognize the need 

for altered processes to create this imagistic theatre. Their theatre 

must be seen to be understood, as it defies any attempt to em±>ody it in 

a conventional script. 

According to Marranca, this theatre reflects the influence of 

modern art, in that it is timeless, abstract, and presentational. As 

is characteristic of modern painting, the stage picture predominates and 

is often framed two-dimensionally, resulting in a flattening of images. 

Neither time nor space are bound by conventional law. Likewise, language 

is broken apart and disordered, and sound is used sculpturally in connec

tion with or in opposition to verbal imagery: 

In the Theatre of Images the painterly and sculptural qualities 
of performance are stressed, transforming this theatre into a 
spatially-dominated one activated by sense impressions, ̂ s 
opposed to a time-dominated one ruled by linear narrative.l̂ 'l 
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The theatre places new demands on actors who do not create roles, 

but "function instead as media through which the playwright expresses 

his ideas; they serve as icons and images. Text is merely a pretext—a 

II135 
scenario." Character is viewed as a series of actions, and emotional 

involvement is not essential; objectivity, consciousness, and focus on 

the making of art is what is important. With less given in text, new 

demands are placed on actors to create a continuous "surtext" of 

imagery with their bodies, voices, and spatial relationships. Ironically, 

the "Theatre of Images in performance demonstrates a radical refunction-

ing of naturalism. It uses the performer's natural, individual move-

l'̂6 
ments as a starting point in production." " The Theatre of Images 

allows performers a personal freedom of expression in highly stylized 

compositions. 

Richard Foreman 

Richard Foreman of the Ontological-Hysteric Theatre has taken the 

use of complex imagery and focus on consciousness to its logical exten

sion. His work represents the radicalization of Brechtian technique, 

demonstrating his thinking process during the act of writing the play. 

Desiring people who can reveal themselves naturally, he usually uses 

people without acting or performing backgrounds. It is difficult to 

identify with his characters, as they are not presented in "definite, 

recognizable situations and they do-not, except momentarily, have feel-

137 
ings, needs, goals, or ambitions." His rigorous attention to detail 

and specific staging calls for an altered acting process. He expects 

actors to memorize and execute the actions, positions, and pauses as he 
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gives them. Actors do not initiate or improvise. Within this seemingly 

rigid outline the actor must find a process for making this structure 

alive within. 

Foreman wishes to bring the special quality of the actor's soul 

onto the stage. He seeks the essence of the person through a disciplined 

fulfillment of tasks and is interested in the universality of the per

former's difficulties in carrying out the tasks he assigns. Contrary 

to traditional actor training, he often asks actors to go against their 

impulse to produce a physical, psychic, and emotional tension. """̂^ Un

trained performers are allowed a personal freedom of expression while at 

the same time appearing "highly stylized in slow motion, speeded up, non-
139 

inflectional patterns of speech or movement." His work represents 

the triumph of consciousness over the unconscious. Actors and audience 

members participate in a conscious act of experiencing events at a cer

tain time and place. 

Kate Manheim, a performer with The Ontological-Hysteric Theatre, 

noted for her creation of Rhoda in Rhoda in Potatoland and other plays, 

epitomizes the Foreman' actor. She feels free to behave or act in her 

own personal way within the given framework. She memorizes and carries 

out the physical activities precisely and then works for a consciousness 

of what she is doing and her place in the piece as a whole. Manheim 

sees the plays as removed from her personally. "She tries to fit her

self, not the character, into a world of objects, situations, and images 

that are outside her reality. . . . The result of this process is the 

140 character of Rhoda." Manheim fosters a nervousness before performance 
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and focuses within herself to heighten her energy level and to achieve 

a state of mind where she is "most alive." Her energy level is related 

to her consciousness of performing. She makes herself more intense 

when performing by tightening up muscles not used in that activity or 

by working against what comes naturally to the body, sometimes purpose

fully putting herself in awkward physical positions. She sees perfor

mance as a mosaic of herself, focusing on each separate part before the 

whole. One technique she employs is concentrating on a physical action 

which she views as a series of tiny segments. She finds this technique 

especially important when executing slow motion segments. Manheim 

describes her performance experience: 

It's almost like dying in that it's bringing oneself to a limit 
where one gets a glimpse of the other side. . . . This feeling 
of the other side I get mostly through a certain use of my body, 
I get it'through pain and through extreme, physically difficult, 
things to do, or making them difficult.141 

In Foreman's theatre actors must find a freedom within a very 

precise and exacting famework. Actors need a process or technique for 

keeping the framework alive for themselves. A strict discipline is 

essential to act in this mental, non-emotional, yet sensual theatre. 

In Foreman's terms "life=move towards" while "art=suspension." In the 

suspension moments man becomes conscious of his life. In his "Manifesto 

#2" he expresses his beliefs on art and living: 

Art should ground us in what-it-is-to-be-living. . . . 

Art should awaken a hunger for an immersion in being-conscious-of-

process. . . . 

... , . 142 Art IS a reminding tecnnique. 
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Lee Breurer 

Lee Breurer, director and co-founder of the Mabou Mines, attempts 

"to synthesize the acting theories of Stanislavski, Brecht, and 

,,143 
Grotowski." In so doing he hopes to combine the internalization and 

motivational techniques of Stanislavski with Grotowskian body expression 

and Brechtian externalization and commentary. This combination allows 

the performer to experience the feelings, and embody the physical forms 

and actions of "character," while remaining consciously aware of the 

separation between themselves and "character." (Note: Actors do not 

become the character in the conventional sense. Breurer does not believe 

in character.) 

Mabou Mines operates as a collective. Their extensive shared his

tory of personal and professional friendship provides a basis for their 

work. Decisions are made as a company, giving a "sense of purpose, 

144 
involvement, and control to company members." Their work has evolved 

as the members have evolved, changing their aesthetic to meet their 

current concerns and interests. Popart, comic books, Brecht, and the 

approaching middle age of Mabou Mines performers have suggested possi

bilities for exploration. They maintain unique working relationships 

in rehearsal as all are present all the time. They consider observa

tion part of their work. Pieces develop over the course of one or two 

years with the input of the entire company: 

Initially the writings may not be scripts but prose narratives. 
The work of the company is to deal with these writings as dra
matic scripts, to find the actions, movements, and activities 
that transform them into performance scenarios. 
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To create these performance scenarios the company works to maintain 

a performance space that is nonjudgmental and more generous and open 

than that found in life. In this environment members find that their 

relationships become more dynamic. Jo Anne Aklaitis relates her per

formance experience: 

All my relationships to people change, they become more thrilling, 
more heightened, more immediate. I feel in touch with the other 
people in the piece—and to the audience who are strangers—in a 
way that is not available to me in any other situation but perfor
mance. I think the contact is physical and from the physical 
comes the emotional.146 

These heightened relationships become critical as current work uses what 

is happening between perfoirmers at the moment they are performing. This 

use of the present moment requires tremendous sensitivity between performers 

The performance space is about that kind of generosity, that psychic 
space between performers. So that whatever they present at that 
moment, I try to be-as conscientious towards'them as I.think they 
are being towards me: to give them as much distance as I think they 
need, or as much support, to sense out their scene at that instant 
and to work with them.147 

Mabou Mines is interested in the making of art. Their focus is on 

finding a work process to reveal themselves through their art. Consis

tent throughout their explorations is the use of fractured time and 

space, altered perspectives, and fractured narrative and dialogue. 

Aklaitis no longer attempts to lose herself in the so-called character 

but rather reveals herself in performance. She writes: "In the last 

four or five years it has gone a way I wouldn't have expected; I 

,.148 
become more myself and less the persona when I perform. 

One way Breurer attempts to help actors reveal themselves is 

through the use of their personal myths-theatrical, cultural, or 
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sociological extensions of themselves. These myths are manifested in 

the actor's personal self and can help actors reach heightened levels 

of "character." Once an actor acknowledges his personal myth, he can 

begin to use the positive and negative aspects of that myth to his 

advantage. For example, an actress who sees herself as (and exhibits 

some traits characteristic of) Marilyn Monroe can use the sensuality 

and attractiveness of the myth on one hand, while also using the self-

destructiveness of the myth of Marilyn on the other. Breurer advises 

actors to start with who they are and then find the mythical extension 

of their reality, acknowledging the extremes in oneself and the duality 

of these extensions. Through this technique he suggests that an actor 

can find the source of his motivation for acting. He uses this concept 

of the actor-as-myth to give dimension and specificity to one's acting. 

He summarizes: "Your myth is what you are- and your script is your 

149 
life." 

SpauJ.ding Gray 

Spaulding Gray' s pieces are self-revelational. They are about "the 

development of a character named Spaulding Gray as a person and as an 

150 artist." Situation is not important to his work because his plays 

are about the making of art, specifically about the making of himself 

into a work of art. His pieces find their source in the archetype of 

the performer rather than in the text. No longer interested in playing 

other people's characters, he finds his roles in himself. He explores 

himself as other. 
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Gray believes that, in order to reveal self, the person must be 

present. His years of traditional training and performing convinced 

him that the text is not the only reality to be interpreted. In a 

summer stock production of Under the Yum Yum Tree, Gray found himself 

with the lead in a play he disliked and soon found himself at odds with 

and resentful of the director's demands: 

The director got angry with me during a rehearsal of the play. 
He said, "Gray, this is a comedy and you haven't smiled once." 
This director was looking to the text as the only reality to 
be interpreted and completely overlooked who I was in rehearsal. 
He did not use my real response to the text as a working reality 
from which we could depart. I felt absent and expendable.-^^l 

Gray's discontent with traditional acting led to a search for 

altered processes. From his work with Richard Schechner and the Perfor

mance Group came a new understanding of character. Character, according 

to Schechner, was simply "a series of actions that the performer, remain-

152 
ing true to himself, would enact." Spauling interpreted these 

theories: "I was free to do what I wanted, be who I was, and trust that 

153 
the text would give this freedom a structure." For Gray this process 

made acting a creative act for the actor as well as for the audience 

who were asked to make "the internal connections necessary to bring the 

,,154 
text and actions together. 

The importance of the performer's reality in enacting the actions 

of a character lead Gray to two important discoveries. First, he began 

to question "the whole idea of enacting a role at all." As Swiss Cheese 

in Mother Courage, Gray created the role out of his needs and let "text 

supply the structure for these personal actions." He continues: 
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I did not think about the play but, rather, made the role out of 
my immediate needs and let text supply the structure for these 
personal actions. The audience seemed to enjoy and understand 
my Swiss Cheese and to make clear and integrated connections 
between that role and the text. •̂ ^̂  

Second., he discovered "that text and action could exist separately and 

be understood." He began to "create an open narrative of personal 

156 actions to see if an audience could, and would, tie them together." 

He dropped text, became the role, and allowed the audience to create 

its own text. 

From Gray's discoveries and questions and his desire to be simul

taneously active and reflective in front of an audience came more per

sonal work. In his recent work he plays the tension between himself 

as a role and himself as an observer, focusing on the dialectic between 

his life and theatre rather than between role and text. He found that 

a new confrontation between self and other began within him, and he 

found and accepted himself as the source of his work in the theatre. 

Rather than curing his self-consciousness, he sought a way of using it 

in his art. He writes: 

I wanted to explore myself as other. I wanted to investigate my 
actions. I no longer wanted to pretend to be a character outside 
myself. The streets where I encountered this other were in my 
body and mind. The "other" was the other in me, the constant 
witness, the constant consciousness of self.1^7 

Gray has application to the ensemble as he uses himself for his 

creation, seeking wholeness through his work. His narcissism and self-

consciousness are used positively in his art. He has found many roles 

within himself and within the archetype of the performer and seeks to 

reveal these other selves publically. Gray also demonstrates the 
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potential of using one's personal reaction to text as a point of depar

ture, building on actual feelings rather than on pretense. Lee Breurer 

openly admires Spaulding's work, saying, "Spaulding's art is pretty 

special—he is accepting himself as his own role model. His is the 

158 
theatre of his life—he has found something really authentic." 
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CHAPTER III 

DEVELOPMENT OF THE ENSEMBLE INSTRUCTIONAL MODEL 

Ensemble as a process of actor training is the careful integration 

of the whole performer—the person, the actor, and the character. It 

stresses the necessity for utilizing and integrating these three levels 

for developing dynamic relationships leading to enhanced and strengthened 

interpersonal relationships, to expanded actor possibilities, and to 

more fully dimensional and richly human characterizations. Ensemble 

can be thought of as a celebration of self—a celebration of the dif

ferences in individuals that, once accounted for and accepted, can be a 

positive force for growth on all levels. 

The ensemble process begins with the person and explores the indi

viduals who come together for the purpose of learning more about them

selves as persons and actors. Each performer develops an individual 

process for creating meaningful, dynamic relationships, grows more 

aware of self and others, and becomes more immediate, open, energized, 

sensitive, resp-onsive, and expressive. The following paradigm illus

trates the process, viewing ensemble as a process of growth that is in 

constant motion through continual interaction and integration: 
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1) The Actual Ensemble of Persons develops communication skills such 
as identifying needs (individual and group), defining goals, under
standing one's impact on others and vice versa, and giving and 
receiving feedback. 

2) The Actual Ensemble of Person/Actors implements these skills, allow
ing the person, through choice and action, to move to the actor 
level for exploration of actor possibilities. 

3) The Actual Ensemble of Person/Actor/Characters explores archetypal 
images through work with acting centers. Person and actor dis
coveries are then channeled into the playing of character as action. 
At this level the communication skills and improvisational dis
coveries are extended to scripted work. 

4) The Ensemble of Actualizing Person/Actor/Characters is an awareness 
phase where members understand the integration of the person, the 
actor, and the character and realize how these levels relate to the 
creation of quality theatre. 
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Actual Ensemble of Persons: Developing 
Communication Skills 

The "actual ensemble of persons" focuses on communication skills 

that provide the basis for the entire process. The term "actual" 

accounts for reality as it exists at the present moment and discourages 

assumptions. Early work, therefore, explores individual differences 

as a basis for working relationships as actors. Class time is a place 

to experience and practice the communication skills needed to develop 

as a person and as an actor. The actual ensemble of persons provides 

the impetus for the development of an individual process whereby char

acter develops through the use of the person and his personal relation

ships as sources for creation. 

In order for the process to be effective, members must choose to 

be in an ensemble. An intelligent thoughtful decision to participate 

must be made, as group members are selected on the basis of their 

willingness to make personal commitments to the approach, their willing

ness to share, and their willingness to be assertive with their needs. 

A further goal of the selection process is to obtain a membership with 

diversified personality types, experiences, ages, goals, and interests. 

An ideal number of people for the ensemble should include enough people 

to offer a variety of relationships and yet be small enough to obtain a 

sense of the whole. It is essential in an ensemble process that group 

members want to invest their energies constructively in the development 

of the experience. Individuals must commit themselves both personally 

and professionally, as this process depends upon the interaction of 

one's personal and professional selves, or what Maxine Klein calls the 
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"life/art crisscross." Each person must be willing to learn how to 

express his needs, impressions, and feelings and to ask others to do so 

in order to get what he needs from the group while being sensitive to 

the needs of others. Members must also be willing to invest in the 

growth of others and to admit that they need others. The individual 

who wishes both personal and professional challenges will probably gain 

the maxim\am benefit and make the greatest contribution to the ensemble. 

The individual must be willing to give and receive helpful criticism 

and feedback, as this process depends upon honest interaction between 

group members on all levels. 

The actual ensemble of persons asks participants to look at them

selves and each other as persons first, so that the person can be the 

basis for acting and creation of character. Acting theorists since 

Stanislavski advise, "Go from yourself," but few processes allow time 

for exploration of the person. Using the sharing of impressions and 

feelings, individuals become more aware of themselves and their impact 

upon others. Each member discovers what is unique about himself and 

stores this information for use as an actor. At this stage of develop

ment the person becomes consciously aware of the limitations he has 

chosen that define him as a person. As actors understand the impact 

that they have on others, they can reduce or constructively use the 

discrepancy between how others see them and how they see themselves. 

Human beings are often unaware of their impact on others, and this lack 

of information can lead to false assumptions or misinterpretations. 

Through the ensemble process the actor gains command and control of his 
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communicative skills so that he is better able to create and to communi

cate his vision through himself to fellow actors and to an audience. 

This process emphasizes that good communication skills are essential to 

good acting. 

At this level of work members realize that no two relationships are 

identical. Exploring the uniqueness of their relationships with differ

ent members of the class provides a basis for later work as actors. 

Emphasis is on exploring and acknowledging the impact one member has on 

another member. The diversity in the membership brings out various re

actions in the group, all of which can be used in the acting process. 

One action is perceived in many different ways by different individuals. 

This relationship concept extends to the actor level, as members realize 

that each character relationship must be unique, just as each person-to-

person relationship is unique. 

An important objective is to provide a basis for honest interper

sonal communication on a human personal level. Time must be taken to 

create an honest language for communication. This language developed 

at the person level is used at the actor and character levels as well. 

Another objective of these communication skills is to improve relation

ships that will allow for interpersonal growth. Through the feedback 

format of sharing impressions, feelings, and actions, members come to a 

better understanding of how they affect others. These skills are useful 

in personal working relationships as well as in acting relationships. 

This process does not demand that everyone in the ensemble be friends 

or even that they must like each other; it demands, however, a respect 
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for the individual and a commitment to try to work at relationships. 

Members can be professionally competent but may not realize their full 

potential due to a lack of effective commiinication skills. 

This communication or feedback format provides a basis for altered 

criticism in the acting class that uses the sharing of impressions and 

feelings. This critical format asks the actor to invest himself in his 

remarks, allows for impressions without making judgments, and looks at 

the art object (in this case the actor) in its own terms. This criticism 

questions what choices are evident and how is the actor true to his own 

choices. 

To proceed in the discovery of the meaning of words such as imme

diacy, relationships, directness, honesty, communication, choice, action, 

and risk-taking through experiences with one another as persons is an

other objective of this stage of the process. These terms, borrowed 

from other disciplines, are often used in actor training, but, unless 

they are experienced, they hold no personal meaning for the individual. 

At this stage persons are asked to be immediate, make choices, and take 

risks in the "here-and-now." These words then become concrete realities 

that can be practiced in the group rather than remaining as abstract 

ideals. The actual ensemble of persons allows group members to discover 

that they are responsible for themselves in asserting their needs within 

the group. Members are asked to identify goals and to assist others in 

reaching their goals. This identification of goals is the beginning 

step for developing a personal acting process. The process asks the 

actor to accept responsibility for his choices. It asks the individual 
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to find ways to get what he needs from the group, rather than either 

waiting for others to initiate or looking for scapegoats. 

All of these objectives relate to the overall goal of setting up 

a basis for moving onto the next level—the actual ensemble of person/ 

actors. The concepts, communication skills, and discoveries that the 

members make about themselves and each other provide the basis for 

moving to the next level of work. Through experiences with each other, 

individuals come to some understanding of how other people see them and 

how they fit into the whole. The natural roles people assume in their 

lives because of their life-styles emerge at this point. Ensemble mem

bers use the discoveries of the actual ensemble of persons as a basis 

for extending and exploring new possibilities for themselves as actors. 

By identifying and becoming aware of who they are as persons in the 

ensemble, they can choose to explore new dimensions of themselves as 

actors. At the person level individuals begin to reveal who they are as 

persons and who they may become as actors. 

Actual Ensemble of Person/Actors; 
Exploring Actor Possibilities 

Progress to the next level of work is accomplished by becoming 

aware of one's self in time and space at the present moment, by making 

the choice to reach the actor level and, finally, by putting this choice 

into action. By giving feedback, members may help a person become more 

aware of himself, but the person himself must make the choice to take 

action to reach a new level. This cycle of awareness to choice into 

action continues throughout the process. The person must discover why 
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he wants to reach an actor level and what he must do to achieve it. 

Because members must make an individual choice to go to the next level, 

persons may progress forward at different rates. 

The objectives of the actual ensemble of person/actors can be 

classified into three categories: 

1. to define one's role as actor 

2. to accept self as actor 

3. to accept others as actors 

The objective of defining one's role as an actor includes discovering how 

a person prepares himself for his role as actor. Responsibility is 

placed on the individual for developing a physical/spiritual process 

for moving to an actor level. This extension includes finding ways to 

channel or refocus personal energies into creative, usable actor energy. 

Rather than asking individuals to leave their problems or personal selves 

at the door (which is difficult if not impossible for human beings) , a 

person's reality is first acknowledged so that it can be transcended. 

The energy of the person is re focused by employing that energy for a 

new action. If the person is at a level where he does not wish to 

remain, he can achieve a new level as actor. 

Another objective is to examine how the person serves as a source 

for the person/actor. Psychologist Abraham Maslow states: "A person 

2 
is both actuality and potentiality." Maxine Klein asserts that the 

actor "carries around enough emotional power to fill most any dramatic 

3 
moment six times over." If all these images, emotions, and potential 

actions are rooted in what C. G. Jung calls the "collective 
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unconscious," then the objective is to acknowledge and find a process 

for tapping these sources. If each person is capable of any action 

that another man is capable of, then all "characters" exist within the 

individual. Part of the actor's need to move to an actor level comes 

from his desire to share or reveal some important—perhaps hidden—part 

of himself. A person must want to move to an actor level in order to 

tap and reveal these potential aspects of himself through action. 

After the person acknowledges his starting point as a person and 

chooses or feels the need to move to an acting level, members can begin 

to understand the changes that occur between the person and person/ 

actor levels. This final goal of defining one's role as actor includes 

the ability to recognize that one is ready to act. This recognition is 

accomplished by developing a warm-up process to take the individual to 

an acting level. The actor can then define the elements that must be 

operative at the person/actor level. The person/actor terminology 

emphasizes the integration of the two realities. The person is never 

left behind. The actor level is an extension of the person. Some of 

the changes from person to person/actor may include the following: 

1. heightened energy 
2. intensified focus 
3. centered—in touch with sources 
4. aware of whole body 
5. vulnerable 
6. open to possibilities 
7. creative tension of anticipation—suspension 
8. freedom from physical, crippling tension 
9. in touch with and connected to self, environment, and others 
10. a need to communicate 
11. freedom to make choices 
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After defining one's self as an actor, which includes acknowledging 

one's personal reality at the moment, making the choice to reach an 

actor level out of a need to communicate, developing and experiencing a 

warm-up process to get one to the actor level, and developing a "checklist" 

for knowing when one is at an acting level, the individual moves toward 

accepting self as actor. As the person becomes aware of who he is and 

how he fits into the group (what role he generally assumes and what 

actions he has taken) , he can choose to go beyond the boundaries he has 

set up for himself. At this point the actor identifies goals (desired 

areas of actor growth) for himself and shares these goals with the class 

members so that they can help him realize these goals through their chal

lenges and support. For example, if one actor knows that another actor 

wants to explore movement possibilities, he can offer an action to chal

lenge that actor physically. Actors are encouraged to extend beyond 

what is easy for them—beyond what they now do best. The person or per

sonality of the actor is not a limitation but serves as the basis for a 

beginning exploration of oneself. The goal is to actualize all parts of 

oneself—to become as flexible and versatile an actor as possible. For 

example, an actor who is naturally warm, friendly, and supportive may 

choose to explore the more cruel, cold aspects of himself to balance 

and enrich his actor potential. 

The actor can explore all possibilities of himself. Through his 

art the actor can experience things he may choose not to experience as 

a person. The ensemble is a testing ground for the actor's potential. 

Through the honest reactions the actor receives from other members, he 
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can explore these "untested aspects" of himself that he may need as 

character. These explorations can be heightened by choosing a partner 

that can challenge and bring out these hidden characteristics. The 

goal is to experience genuine feelings and emotions within the safety of 

the class. Exploring and actualizing these new dimensions of self 

broadens an actor's range of possibilities and choices. 

The actor explores these extensions of himself through person/actor 

relationships in action. The next objective is to explore the process 

of creating a shared reality between two or more people and then to 

share this creation with an audience. Neither person compromises him

self, but, as actors, they must find an honest meeting ground for their 

involvement. In finding this meeting point for creation, both actors 

must be open to the challenges offered them. They must not make assump

tions or allow personal tensions to stop their work. Again, the per

sonal relationship is acknowledged as a tension point from which to 

extend. 

As members begin to accept themselves as actors, the necessity of 

accepting others as actors emerges. The objective is to encourage mem

bers to become aware of and to accept each other as person/actors. As 

they wish to explore their freedom as actors, so must they allow for 

others' freedom, to allow for others' actualization of self as actors, 

and to allow for others' processes and needs. 

Persons choose some limitations for themselves. As actors, these 

chosen limitations can be transcended. The person is not denied at any 

point but is used as a source for creation. The actor's natural 
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attributes as a person are identified so that the actor can, through 

choice, explore and reveal more of himself. In order for an actor to 

portray a fully developed character with human strengths and weaknesses, 

he must have a place to test these aspects of himself. The ensemble 

creates an environment where these risks can be taken. An individual's 

natural qualities are identified in order to encourage the actor to 

explore the opposite of these given qualities as well. Revealing the 

whole self—actualizing the whole person through relationships—is the 

ideal for dynamic acting within this process. 

The actor level is an important step in the ensemble process leading 

to character because it gives the actor the freedom to make choices, 

demands that character be created in relationship to other characters, 

and accounts for the actual of the person and actor, as well as the 

demands of script and audience. The person/actor is the human reality 

of the theatrical character. The person provides the starting point 

and source—the images, energy, and emotional foundation needed for 

character are all rooted in the person and freed by the actor. The 

openness and vulnerability of the actor are the qualities needed to 

reveal the person (the human) through the character. In The Actor's 

Freedom, Michael Goldman states that "the characters of drama are 

4 
actors." In order for dramatic characters to achieve theatrical life, 

the actor must make the actions of the character live through himself. 

Passing through the actor level allows for choices that give life to 

the character and connect to the person/actor creating the role. The 

actor is open to all possibilities while the character is a narrowing 
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down of these possibilities through choices stemming from text and person/ 

actor/character relationships in action. Character is formed partially 

by other person/actor/character choices. 

This actor level is essential for exploring the many possibilites 

allowed by character in a script. Moving from person to character with

out accounting for the actor level too often results in a closing down 

of possibilities too quickly. Without the actor level individuals do not 

have the opportunity to develop unique characters by using self in rela

tion to others. Just as a person's image of self is formed by his rela

tionships with others, so must characters be created through 

relationships. This interaction insists on mutual creation—on becoming 

who one is as character through one's here-and-now experience with other 

actors. Robert Bennedetti in Seeming, Being, and Becoming addresses this 

issue: 

In short, it is untrue to think of an actor creating his character; 
each actor's character is created by all the actors. In fact, 
actors create each other's characters onstage more than they cre
ate their own. 

This is done primarily through relationship, the way each actor/ 
character relates to every other actor/character; we must support 
each other's identity by creating a totally supportive context in 
which those identities will be interpreted.^ 

The choice to move to the person/actor/character level comes from 

the actor's need to channel his energy into a structure or the need to 

find a release for his actor energy. The same cycle that moves one from 

person to actor—awareness into choice into action—also moves the actor 

to the character level. As the actor feels himself pulled toward 
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character, he makes the choice and takes the necessary action to move to 

the next level. 

Actual Ensemble of Person/Actor/Characters: 
Channeling Discoveries into the Playing 

of Character as Action 

The objective of the actual ensemble of person/actor/characters is 

to channel person and actor discoveries into the playing of character as 

action. The focus is on using oneself as a source for the creation of 

character—to reveal self through character. Discoveries made at the 

person and actor levels are part of the actual that must be accounted 

for along with the actual demands of script and audience. 

The ensemble model demonstrates the creation of character from a 

script. Contact is first made by the participants at the person level. 

This simple beginning step helps insure an awareness of the two individ

ual human beings involved. From this recognition point, the persons 

move to a person/actor level for exploring the potential of their inter

action as actors. This improvisational work points toward script without 

being tied to line or to the exact progression of the text. Actors 

explore their need to come together as actors through vocal and physical 

liberation. Characters may be interchangeable at this point, i.e. charac

ter choice need not be made to begin work, but may emerge out of the 

actors' work together. 

This improvisational work leads to the discovery of the action of 

the character in the text. Action in its simplest terms means change. 

Action forms the foundation for the actor's creative work. Because of 

his discussion of action, Charles Marowitz in The Act of Bej.ng credits 



80 

Aristotle with being the greatest acting teacher of all time. Actors 

are encouraged to discover and define a clearcut action that gives them 

a reason for being in the scene—a relational choice that gives them 

something to fight for. To help the actor clearly define his action, 

the action of the character is stated with the infinitive "to" and the 

present tense of the verb: "to " (Example: to confront, to 

intimidate) . 

Through this process character becomes a rearrangement of person/ 

actor possibilities, bringing forward aspects of self needed to play the 

action of the character and pushing others back. It is important to keep 

the tension of both extremes at work—one aspect being more predomanant 

and the other held in check. The actor needs the character to channel 

and focus his energies into a definite form or structure. From the open

ness, heightened energy, and suspension of the actor, character is a 

narrowing down to a realignment of actor possibilities. 

The person/actor directly confronts the character in the text, 

accounting for similarities and differences and reaching down into him

self to meet the demands of the script. The person, personal relation

ships , actor dynamics, and demands of text are all a part of the actual that 

a person/actor must confront when approaching character. To accommodate 

these demands technical work must be accounted for along with internal 

work. The actor level is the suspension of energies and the potential 

for all things to happen. The character level is the fulfillment or 

structured release of these energies into action. 



81 

Ensemble of Actualizing Person/Actor/Characters: 

Integration 

The fourth level of work in the ensemble process is an awareness 

phase. It is important that the actors not only achieve a quality level 

of performance, but also that they gain some insight into their own pro

cess for acliieving this quality. At this level of work members perceive 

the integration of the person, the actor, and the character. Members 

gain the conscious ability to use this process on their own. 

Ultimately, the performer seeks to become an ensemble in himself, 

actualizing himself to reach his maximum potential. The human inability 

to be all things to oneself and the performer's need for an audience 

keeps the actor returning to an ensemble experience to work toward this 

ideal, all the while knowing that each experience will be unique because 

the people involved are unique and have something to offer. This ensemble 

process can then become a life process as well, leading the performer to 

realize that he must integrate his life and his work, ultimately making 

himself and his life into a work of art. 
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CHAPTER IV 

THE ENSEMBLE PROCESS: APPLICATION OF THE MODEL 

This chapter provides a step by step approach of applying the in

structional model in a class setting. It documents the designs an acting 

class used throughout a semester and provides the structure of the work 

rather than the specific content of one ensemble's discoveries. It is 

written as an acting handbook and hopefully has practical value as a 

source of ideas. The informal style of writing is used for clarity as 

well as to create a sense of immediacy. It demonstrates ensemble actor 

training theory into practice as far as can be recorded on paper. The 

designs are written as instructions for action as spoken from the per

spective of teacher to actor. The chapter does not record the energy 

and excitement of the design in action. Joseph Chaiken comments on the 

impossibility of such a task: "All living exercises must start from and 

return to the body in motion. To describe a living exercise is no more 

possible than it is to write the description of a sound." 

This chapter outlines the necessairy steps beginning with the teach

er's role in selecting members, defining goals and expectations, and 

designing experiences for the ensemble. It then progresses through each 

level of the ensemble model, defining objectives and suggesting specific 

designs. The structure of each section follows the ritual of the daily 

class session as outlined in the previous chapter: individual warm-up, 

group warm-up, communication design experience, and response/reaction. 

The.progress of the ensemble members is highlighted in an "overview 

of student and teacher response" at the end of each section. Information 

83 
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in this section includes class and student observations as recorded in 

personal journals and discussions. Accomplishments are viewed in rela

tion to the objectives of each part of the class ritual. Because each 

group is different, only a broad overview is offered. It is the 

writer's contention that specifics regarding a particular ensemble are 

not as helpful to the reader as the philosophy supported by structLire 

and designs that allowed for unique experiences and discoveries. 

The Teacher's Role 

The teacher in an ensemble process is a g\iide, a facilitator, a 

helper, an offerer of alternatives, a participant, an observer, a struc

ture giver, and a supporter. Finally, he helps students take responsi

bility for themselves, their choices, and their actions. In order to 

implement this process, the teacher uses the communication skills he 

teaches. By giving skillful feedback he models the format and keeps 

discussions and criticism immediate and focused. Honest interaction 

creates an atmosphere where risks leading to self-expanding changes can 

happen. The teacher understands the needs of contemporary actor train

ing, preparing actors for many kinds of performance opportunities, all 

originating and springing from the person. The teacher as artist encour

ages a creative approach to designing experiences for the ensemble. 

An xinderstanding of where this process leads enables the teacher to 

provide direction, structure, and a sense of purposeful exploration. 

The student cannot be expected to understand the interrelationships of 

the process until he experiences the entire cycle from actual ensemble 

of persons through ensemble of actualizing person/actor/characters. If 
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the teacher has a firm grasp of the entire process, he can create imagi

native, purposeful, and directed designs at every level that point 

towards the work at hand, rather than being ends in themselves. These 

designs help ensemble members discover for themselves through actual 

experience the connections between person, actor, and character. 

Through sensitive observation and a sense of the whole picture the 

teacher creates designs to stimulate areas that have not been tapped 

and encourages new areas of growth. The teacher provides structure 

through the design while the ensemble provides the content. Providing 

structure utilizes available time to its maximum potential. 

As the teacher gains the necessary' communication, acting, and teach

ing skills—and commits himself to this approach—the next step is 

selecting the ensemble members. The teacher decides on the number of 

participants, the kinds of people needed, and the requirements for selec

tion. A suggested number of participants is twelve to fourteen. More 

or less people can work, but these numbers are manageable while allowing 

for many different relationships to emerge. 

In choosing the kinds of people needed, the goal is to formulate a 

diversified group. Choosing different personalities, ages, and back-

groiinds creates the dynamics of the ensemble. The temptation is to 

choose people who are alike. An ideal of people who think alike, who 

care about each other, and who work harmoniously together is often pictured. 

The ensemble, however, is based on challenges stemming from individual 

differences. Unique individuals will challenge the instructor and every 

ensemble member in different ways. The members need not think alike. 
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act similarly, or love each other equally as long as the need for and 

commitment to the ensemble is great. Risks should be taken in the selec

tion process if the individual's desire to be in the ensemble is strong. 

It is best if individuals do not know each other beforehand to allow 

them to start fresh without preconceived notions, as it is easier to be 

immediate when people are just getting acquainted. Because this arrange

ment is not possible in most university theatre departments, the teacher 

can choose some people who know each other if the prospective member is 

willing to deal with the present rather than the past. Some members 

with extensive "intertwining histories" may choose to work more with in

dividuals with whom they can be more objective. 

Group dynamics literature supports the need for different roles 

within the group. There is a place for the clown, the asserter, the 

deviant, the leader, the challenger, the supporter, the questioner, the 

organizer, the experimenter, the monster, the friend, the objectifier, 

and the entertainer. All of these roles may be enacted by different 

members in the group at various times. No one person should be asked 

or allowed to play one role exclusively. Ensemble members encourage 

one another to actualize all these potential selves. 

Because this process demands a commitment beyond the minimal class 

requirements, not every student will want to be a part of an ensemble. 

For this study, students were required to have successfully completed 

one semester of beginning acting, to have a recommendation from their 

acting teacher, and to demonstrate a strong desire to commit themselves 

to the ensemble process. 
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After members are selected, the first step is to outline goals and 

expectations, both the teacher's and the students'. The expectations 

must be clear in order to avoid misunderstanding. A written sheet handed 

out to each member gives the instructor a point of reference for later 

referral. The following hand-out represents a possible outline of the 

instructor's goals and expectations (see Figure 1). 

Members formulate the rules governing the mechanics of the ensemble 

for themselves. If individuals agree to conditions concerning attendance, 

promptness, openness to challenges and criticism, they are more likely to 

internalize and abide by them than if the rules are imposed on them. 

From the very beginning the individual member needs to understand that he 

must work to formulate his own goals and assert his needs within the en

semble, as no one else can do it for him. He is responsible for his own 

direction and motivation. 

Eliciting the Student's Goals and Expectations: Sitting in a circle, 

each individual identifies why he is here and what he hopes to accomplish. 

The teacher may ask questions such as "Why did you choose to be in the 

ensemble?" or "What do you hope to achieve through your participation in 

this ensemble?" One at a time, members share thoughts, feelings, reasons, 

goals, and/or expectations with each other. 

After goals are articulated, expectations understood, and working 

procedures outlined, the class begins to develop a ritual. Peter Brook 

defines ritual as "repetitive patterns." Richard Schechner says that 

"the ambition to make theatre into ritual is nothing other than a wish 

3 
to make performance efficacious, to use events to change people." 
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GOALS AND EXPECTATIONS: 

ENSEMBLE ACTOR TRAINING 

My goals for the course: 

To implement a model and create an environment where self-expanding 
changes that apply to acting and to life can occur. 

To teach and practice skills that will help individuals to improve 
relationships as persons, as actors, and as characters. 

My plan: 

To begin with the person and then to expand and use these dis
coveries and skills as actor and as character. 

I ask for your trust, patience, and commitment to try. 

Expectations for myself and members of the class: 

1. I expect each person to invest his/her energies constructively. 

2. I expect a willingness to invest self and take risks. 

3. I expect each person to express his/her needs, ideas, and 
feelings and to ask others to do so. 

4. I expect each person to give and take helpful criticism and 
feedback. 

5. I expect each person to be willing to try to explore all 
parts of himself through relationships. 

6. I expect interpersonal honesty and responsibility. 

Key questions: 

1. Can you admit that you are not self-sufficient and need other 

people? 

2. Can you admit that you are not perfect? 
Are you willing to take action to make changes? 

3. Do you wish to be challenged both personally and as 
an actor? 
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4. Are you willing to make an investment in the growth of 
others? 

5. Are you willing to commit yourself to make the most of this 
experience? 

Choice and Action will be two key terms throughout the semester begin
ning now. 

Process Orientation 

Mechanics: 

1. It is essential that you attend class. 
If you don't attend regularly, we all lose. 

2. It is essential that you participate to the extent of your 
courage and ability. Give as much as you can, not just 
what comes easily. 

3. It is essential that you be open to the challenges offered 
you. 

4. Logs—daily logs can be a way to sort out reactions to class, 
feelings, thoughts, insights, actions, and applications of 
what the class is working on to your "real world." 

5. It is important to practice giving and receiving feedback. 
The structure of this giving and taking will be determined 
by class needs and suggestions. 

Figure 1. Handout of goals and expectations: ensemble actor 

training. 
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Here ritual is used to describe repetitive patterns or structures that 

the ensemble creates and can believe in. This ritual involves partic

ipation by all members, but the participation may be on different levels. 

The ritual should grow organically from the ensemble itself. 

In this study, the ensemble began its sessions with individual warm-

ups. These warm-ups began spontaneously and continued as a starting 

point throughout the semester. Next came a group warm-up design, a 

presentation of the communication/acting design, the design experience, 

and, if desired, a response/reaction to the experience. This daily class 

ritual will be discussed as it applies to each level of the ensemble 

process. 

Actual Ensemble of Persons 

The Ritual 

Individual Warm-up: 

The objectives of the individual warm-up are to prepare actors 

physically, vocally, and spiritually for class, to take time for self-

reflection, to work on personal goals, and to focus in on self in rela

tion to the whole ensemble. This is partially accomplished by devoting 

a specific amount of time each session for individual warm-ups. In this 

study, the first five minutes were reserved for this purpose, although 

members needing more time were encouraged to arrive earlier. 

Beginning the class with individual warm-ups places the responsibil

ity on the student to begin class for himself. The ensemble member is 

asked to act on his verbal commitment. This period of time also allows 

the teacher a warm-up and gives him an opportunity to sense student 
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energies, tensions, and concentration. Based on his observations the 

teacher can then provide comment, questions, or exercises designed to 

get into the day's work. During the individual warm-up the teacher can 

assist students with individual goals, suggest physical or vocal exer

cises, point out good work or suggest areas needing improvement or 

development. The teacher may even choose to go in a completely new direc

tion from an idea spontaneously received from the ensemble. Members are 

encouraged to make personal goals that will continue to challenge them. 

Once a goal is met, another is developed. 

Group Warm-up; 

The objectives of the group waimi-up design are to develop a sensory 

and kinesthetic awareness of the members, to begin to perceive one's role 

in the ensemble, and to build trust within the ensemble in order tc 

reveal and define self. This is accomplished by designing a group 

warm-up for the development of ensemble awareness, as well as awareness 

of individual responsibility for and effect on the ensemble. It gives 

members permission to touch and encourages sensory, kinesthetic, and 

rhytlunical awareness. 

Group warm-ups begin slowly with mild risks and build as the ensem

ble is ready for them. Constant awareness both of self and self in rela

tion to others is the goal. As the teacher sees what is happening, he 

designs extension opportunities that lead into the work. Designs that 

encourage members to reveal something of themselves and that help them 

understand how they relate to others are most beneficial. The focus is 

placed on self in relation to others, examining where a person is at the 
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moment and where he wishes to go and who he is and who he may become. 

Throughout the process the teacher strives to help actors account for 

their process of exploration, discovery, and revelation. Group warm-ups 

are a place for members to assert their needs within the group while dis

covering and creating their place and their ever-changing role within 

the ensemble. The spontaneous, improvisational nature of group warm-ups 

gives ensemble members a chance to encounter each person in the group 

and provides the basis for further exploration. 

The following designs represent some possibilities for exploration 

within the ensemble. Teachers should feel free to create exercises 

designed to actualize the full potential of the ensemble, noting what is 

happening and what is not happening, as well as opening up new possibil

ities. Any of these designs can be adapted to the actor and character 

levels as well. 

1) Physical/Sensory Beginnings: 

Hold hands in a circle.. Stretch up and stretch the person next to 

you. Fall over like a rag doll from the waist and stack the spine 

into alignment. One person fall over from the waist and the others 

fall in a chain reaction. One person rise and allow the chain re

action to follow. Anyone fall and anyone rise without planning it. 

Reach for someone across the circle. Extend the circle. Lean back 

extending the arms and keeping backs aligned and whole. Sit down 

and stand up. Be aware of the other memJaers. Try to sit and stand 

all together. 
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Hold hands irt a circle and weave in and out, under 'and over ofner 

members without talking. Explore the tension and flow that is pos

sible. Be sensitive to each other. When you are totally entangled, 

untangle without dropping hands. Try to return to your original 

position. Move without displacing your feet. Explore the tension 

and flow and the potential for extension. 

In a tight circle face one another's backs and place your hands 

on each other's shoulders. Sit down on each other's knees. Repeat. 

Enjoy the moment when you must depend on the other person. When this 

action is mastered, walk around the circle while still sitting on 

each other's knees. Find a way to work together. 

2) Loosening—Locating Tension Spots: 

Stand in a circle facing the back of the person in front of you. 

Give the person in front of you a back rub while you receive a back 

rub from the person behind you. (This exercise can also be done with 

necks and heads.) 

• ^ ' 4 

3) Body Massage or Lengthening and Widening: 

Give your partner a body massage. Try to learn all you can 

about your partner sensorially—shape, texture, smells, and sounds, 

4) Making Contact: 

Sit in a tight circle and make eye contact with a member of the 

group and then go on to someone else until you contact each member. 

DO not act for them, just relax and let them see you. See what you 

can discover about each person. 
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5) Revealing Self Through Movement: 

One at a time, take an action in center that reveals something 

about you. Everyone else mirror or create an "individualized 

mirror" of the person in center's action. (The "individualized mir

ror" takes the basic form of the action but adds variations.) Exten

sion—Repeat the above design emphasizing the transition moments. 

Someone takes over the movement of the person in center and trans

forms it into his own reality without stopping. 

6) Connecting Self to Others: 

Move through space as you the person. Now create a shape using 

yourselves by physically connecting to one another. Without destroy

ing the shape, look at what you have created. When you are aware of 

your place in the group, trace the outline of the shape on the floor 

with your feet. Explore the exterior or interior of the shape. If 

you wish to find a new relationship to the whole, do so. The only 

restriction is not to exceed the limitation (the outline) the group 

set for itself. Become a part of the shape again. 

Change. (Take this instruction however you wish to.) Change 

again. You have a two-second limitation. Change. (One-second, 

three-second, split second.) Connect in a new way. Connect to a 

new person. Keep this connection and connect to someone else. 

Connect to the person furtherest away from you. Connect with a 

part of the body that you have not used before. 
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Now close your eyes. Slowly and carefully go back to the 

place where you began the exercise. Find the same relationship in 

the same space. Is there something about the space that says it is 

yours? Have you reestablished the connections? (There are many 

possible variations to this design. The ensemble finds the vari

ations while retaining something of the original shape.) 

Move through space as yourself. Move more quickly. Move more 

slowly. When the word "connect" is called, establish a physical 

connection with someone. Make the action as precise as possible. 

Now connect without moving your feet. If you cannot actually con

nect then try to reach and extend to someone. Now anyone in the 

group can call out "connect" or "move." Now add the part of the 

body to connect with. (Connect knees, noses, shoulders, etc.) Try 

to connect in as many different ways as possible in a split second. 

T2:y to develop an awareness on all sides of you. (The instructor 

begins the design then turns it over as completely as possible to 

the ensemble itself.) 

7) Awareness of Self in Relation to Others—Awareness Questions: 

Close your eyes and answer "awareness questions." Open your 

eyes to check it out. Close eyes. What color shirt is 

wearing? Is sitting or standing? With eyes closed, one mem

ber move through space. Everyone else try to sense where he is 

going without looking. (The instructor can begin the questions and 

later let the ensemble take over. There is an infinite number of 

variations.) 



96 

8) Discovering Through Senses Other Than Sight: 

With eyes closed move slowly and carefully through space. 

When you run into someone or something else, silently explore and 

discover who or what it is. Use that discovery moment and then do 

whatever you feel the need and permission to do. With eyes closed, 

find your original partner (the first person you encountered) through 

sound. Create and use a sound that represents the initial silent 

discovery moment. 

9) Exploring Within Chosen Limitations: 

Divide into two groups. Take hands. Explore yourself and one 

another in time and space without dropping this connection. The 

time is yours to use as you wish: the only limitation is not to break 

this connection you have established. 

10) Need for Action—Personal Accountability: 

When you feel you are ready to encounter the group, come to the 

center and form a circle. Acknowledge and account for the energies 

you bring to this ensemble. If you need to take an action, do so. 

One or more members may work at the same time. Make sure the action 

is coming from you. Get out of or alter any situation or relation

ship that is not honest. Let "you" show. What are your personal 

goals for today? Can you take action to achieve them? When every

one has accomplished what they need, come to center and form a 

circle. Account for each other as people again. 

11) Where Are You? Where Would You Like To Be? 

Focus on something that you like about yourself right now, 

something that makes you feel good about yourself. Now express 
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this something in a physical and/or vocal image. Explore the 

image. Focus on something that you like about yourself that you 

would like to see come out more often, or would like to experience 

more frequently. (For example: the assertive, playful, free, 

open, vulnerable, or trusting sides of you.) Express this image of 

yourself physically and/or vocally. Now go to the person that you 

think can help bring out this part of you. Share the image with 

them. When you have shared your image and allowed it to extend, 

move through space. 

Take how you feel right now and physicalize it. Extend it. 

Intensify it. Now slowly draw it back into your center. How would 

you like to feel or what would you like to experience today in this 

class? Create an image. Physicalize it and intensify it. Extend 

it—more—more—keep it growing, do not let it get static. (The 

dancer is good at this. He can be still but is still moving and 

growing.) Draw it back into yourself. Now create an image of what 

you would like to experience today with the image of a particular 

person in mind with whom you would like to share it. How does that 

change the image? Does it soften it? Intensify it? Transform it 

in any way? Slowly take the image back into yourself. Now take 

the image to the person you had in mind. Play the action of it. 

12) Initiating New Relationships: 

One person move to center and begin a physical action that 

reveals something about your reality at the present moment. If 

those of you on the outside of the circle need to work with the 
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person on the inside, find a way in. Enter and join the person 

with your reality. What reality can you create together? Can you 

begin a relationship? Can you build a foundation to expand the 

relationship? Be aware of who is entering the circle—the energies 

they bring and how that energy affects you. When you no longer 

have a place, exit. 

Those on the outside align yourself with the person you most 

need to work with. Align yourself through body position, in physi

cal space, or through focus. Let the person know you need to work 

with them, but be careful not to intrude. Issue the invitation and 

wait until the moment is right. Stay energized. Freeze. Take time 

to breathe. Be selfish with your breath and be aware of where you 

are. If you are not getting what you need, can you do something 

about it? Offer an action? 

Call out the name of someone you have not worked with before, 

or someone you would like to extend your relationship with. Call 

out their name as an invitation to share an image. Do not lose 

sight of your needs at each moment. Stop. Breathe. Take time to 

get in touch with yourself. Without losing yourself or who you 

need to work with, reach out to the person whose name you called. 

Play your action. Stop. Breathe. 

Call out the name of someone you learned something about or 

shared something with today. As you call their name, let it say 

something about your relationship at this moment and possibly an 

offer to extend it. 
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13) What You Want To Offer Versus What Stops You: 

Create an image physically representing your contribution to 

the ensemble. Find it through a center—intensify. Now take it 

back into yourself. Portray an image of something you would like 

to offer that you have not expressed. Center it—express it. Now 

provide a physical image of what keeps you from expressing it (your 

fear or whatever). Let yoin: need to express your image gain strength 

Now what prevents you from offering it gains strength. Keep both 

energies working in opposition. If the need to express it becomes 

strong enough, take it to someone and offer it. 

Everyone in a circle. One person go to center and start an 

action of what you would like to offer with the opposition of what 

stops you. People on the outside, enter when you discover your 

place in the action. Everyone align yourself with the person you 

most need to work with. If you have another image to offer, wait 

until you get the opportunity to offer action. (Everyone is respon

sible at every moment for their place in relation to the whole and 

for getting what they need. If you don't get it right away, wait 

for your opportunity.) 

14) Revealing Unique Relationships: 

Someone call out a name. Each person in the ensemble create 

an image of your relationship with the person. When your name is 

called, respond to the images offered to you one at a time for 

just a moment until you have encountered each person. 

15) Blind Trust: 
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One person close your eyes and move in a straight line at a 

normal pace until one of the group turns you in a new direction. 

The rest of you tiry to keep his movement as smooth and gentle as 

possible. Don't stop him cold or let him run into anything. When 

the group is confident with one person, try to work with two people 

at once. Stop. People with eyes closed, where is the other person 

moving with you? If you do not know, find each other through soiind. 

Move again. Stop. Who is near you? Who is touching you? Now move 

again. People with eyes open, try to let the person in center know 

who you are through the way you touch him or through a sound, etc. 

Take the exercise a little slower and explore the uniqueness of 

your relationship. 

16) Discovering Something New Through The Senses: 

Close your eyes. Find the people who are on each side of you. 

Discover something new about them sensorially—how they sound, feel, 

smell, etc. (The senses are a good place to get reacquainted when 

needed.) Open your eyes. One person go to center and take the sen

sory discovery that you learned about either partner and put that 

discoveiry into a physical image (the softness, the angularity, or 

the smell of the person). When you recognize yourself in the 

actor's image, join and see what the two of you can make of it. 

17) Seeing Self Through Another's Body: 

One person move through space as yourself. Just walk as you norm

ally walk. Other members of the ensemble try to find their walk, 

rhythm, tensions, and body centers with your body. Walk with them. 

How do they hold themselves? How long is their stride? Tensions? 

Bounce? Lead from what part of their body? Swing? Center? 
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Someone try to show the person his walk through your body. 

Try not to let your tension, idiosyncracies, eccentricities, etc., 

get in the way. When each person has had a chance, make a circle. 

One person go to center and pick up on a rhythm, tension, etc., 

unique to an individual in the ensemble. When you recognize your

self, join the person in the center and confront that actor's image of 

you. Play the discovery moment. What can the two of you create in 

space? 

18) Statements of Personal Fact: 

Everyone in a circle with one person in center. Start with a 

statement of personal fact: 

I want . 

I believe . 

I feel . 

I am 

I need 

Make it visual and vocal—physicalize it. The rest of the group 

respond as you must at the moment to this person. Each person in 

center must account for the other's reactions to him and his response 

in return. 

19) Breath and Heartbeat: 

Breathe. Let your inhalation be silent. (Noise signals a clos

ing.) Vocalize the exhale. Listen to your own heartbeat. Let a 

movement emerge out of your heartbeat. Do not force it—let it grow 

organically. Now take it back to its source. Find a rhythm that 

expresses a part of your inner reality—let sound be a part if neces

sary—let it grow—now take it back to its source. 
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Close your eyes. Move to the center of the stage. Be aware 

of who is near you—hear their breath. Find your rhythm again. Be 

sensitive to who is near you—let it grow—take it back to its 

source—back to the breath. Listen to your own heartbeat. With your 

hand, find another person. With your hand, let them know the rhythm 

of your heartbeat. Explore the differences. If yours is faster than 

your partner's, get taller. If yours is slower than your partner's get 

shorter. Find someone else. Repeat. (By exploring, allowing, and 

enjoying the physiological differences of the members, this design 

moves toward this same process with life-style, personality, and 

process differences.) 

Now back to you. Physically find your heartbeat where it beats 

strongest. Listen to it. Try to listen only to your heartbeat. 

Listen to your heartbeat and sounds of the people in the circle. 

Listen to sounds of the whole theatre. (Repeat this process back

wards.) Now listen to the sounds of your body as it moves. Stay 

in one place. Listen to the internal sounds. 

20) Rhythm of Self-Revelation: 

Stand in a circle. One person go to center and start a rhythm 

(sound and/or movement) revealing something about yourself at this 

moment. Persons on the outside, when you are ready to enter, do so 

and take on his rhythm. The initiator must then find a new rhythm. 

Now the people on the outside can take either rhythm of self-

revelation. People in the center continue your movement until someone 

takes it over, but do not let it die. Keep it growing and transform

ing within the structure. Don't force the rhythm. Let it come from 
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you. Take over a movement that you connect with—know why for your

self. Let the person whose movement you take over know why as well. 

Freeze. 

Now take the design backwards. The last person to enter is the 

first to exit. Remember the impulses that brought you into the cen

ter. (The most beautiful moments were the discovery moments when 

two people found each other again in time and space) . 

21) Questions—Actual Ensemble of Persons: 

Each person write an essay on the following questions: 

a) What have you contributed to this ensemble? 

b) What has been your role? 

c) Are you getting what you need from the ensemble personally? 

If not, what are you willing to do about it? 

d) What parts or aspects of yourself do you wish to expand 

or explore? What is stopping you? 

e) What have you discovered? Try to be specific. 

Presentation of Person Communication Design: 

The objective of the presentation of the person communication design 

is to clarify the design and allow time for individuals to present ques

tions or concerns. This period is kept to a minimum so that maximum 

time can be spent on the design experience itself. 

Person Communication Skill Experience: 

The objective of the person communication skill experience is to 

practice and improve skills for the development of enhanced and 
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strengthened interpersonal relationships. This objective is accom

plished by presenting, modeling (demonstrating), and having the group 

practice the interpersonal communication skills of giving and receiving 

feedback which includes the sharing of impressions, feelings, actions, 

and suggestions. These skills are then used to give helpful criticism 

at the actor and character levels. 

Giving feedback begins with an understanding of one's impact on 

others. Impact is how one thinks, feels, and acts as a result of a rela

tionship with another. According to author and teacher Ben Strickland 

and others: 

Most people are not aware of their impact nor of the things they 
do to create impact. Oddly enough, the area of impact is the one 
which most people know least about. We know how others affect us, 
but we frequently don't know how we affect others.5 

This discrepancy can be reduced by letting others know the impact they 

have and allowing them to reciprocate. This process of informing a per

son as to the impact he has on others, how he affects others, how others 

feel when around him or in relation to him is called feedback. Simply 

stated, "feedback means telling another person what he causes you tc 

6 
think, feel, or do." 

When given skillfully, feedback provides a format for improving 

communication, strengthening interpersonal relationships, and building 

trust. In order to be most effective, feedback should be given directly 

from one person to another so that any confusion, misunderstanding, strong 

feelings, or whatever can be discussed and clarified. Strickland writes: 

"In giving feedback, a person indicates that he cares for another person. 
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that the other person is important to him in some way. That fact is 

particularly important to remember when the feedback is initially pain-

,.7 
ful." Feedback is neither positive nor negative; it is a description 

of one's impact on another. Feedback is not judging and can be compli

mentary. Infoinnation as to one's impact on others is essential for 

interpersonal growth and change. Withholding this information or assum

ing that others know how one feels makes the process of awareness into 

change much more difficult if not impossible. 

1. Impressions: 

Feedback consists of four parts: impressions, feelings, actions, 

and suggestions. Impressions, the first step, is what we cause others 

to think. Strickland writes: "It is easiest because we all make impres

sions, large or small, significant or insignificant. It's safe because 

it doesn't require an expression of feeling. And, others can tell us 

8 
the impression we make without having to reveal how we make them feel." 

Again, it must be stressed that impressions are neither right nor wrong; 

they are simply what one person thinks about another as a result of 

something they do or say. 

a) Sharing first impressions : Write down the impressions you think you 

make on people, using the sentence, "Generally speaking, on first impres

sion I think people see me as a person who is (fill in descriptive adjec

tives . . ' • 

Examples of descriptive adjectives: 

helpful disciplined tense responsible 
dependable strong-willed sensitive egotistical 
scattered easy-going caring giving 
friendly relaxed cold nervous 

aloof 
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Now go to someone in the ensemble that you don't know very well and get 

their first impressions of you. Take about one minute and tell the per

son the impressions you have of him using the sentence, "Generally speak

ing, I see you as a person who is (fill in descriptive adjectives)." The 

receiver is silent. One listens while the other speaks. No justifica

tions are offered. If needed, clarification can be asked for. If the 

person does not understand what is meant, another word can be offered. 

Then reverse and the silent person gives his impressions of his partner. 

When you finish sharing, move through space until you find someone else 

to share with. Then sit down face-to-face and share impressions. 

b) Comparing your impressions with others: Sitting in a circle, 

tell the impressions you heard most often from the ensemble members. 

Now share the list that you wrote for yourself. Did others' impressions 

of you match with what you thought people would say? 

What were the differences? 

What surprised you? 

Does it differ from how you see yourself? 

c) Practicing immediacy with impressions: Stand in a circle. Look 

around and see who you have not shared impressions with. This time use 

the sentence, "Right this very second I see you as a person who is 

." (Members often get a wide variety of impressions. 

This helps members realize how differently each person responds even to 

the same person at the same moment in time.) Vlhat kinds of things cre

ate impressions? What is the person doing to create that impression? 
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In other words, how do we communicate verbally and nonverbally? 

Examples: Physical appearances—dress, make-up, clothing, hairstyle. 

Body language (nonverbal clues) 

Vocal—what you say and how you say it—rhythm, pitch, inflection, 

emphasis, range, volume 

Eye contact or the lack of it. 

Assertiveness—confrontation. 

Rhythm—how a person moves. 

One's acting technique and tools (the use of one's body, voice, and 

expressive self) formulate impressions. 

It is better to ask, "What is it about this person that gives you 

this impression," ratheo? than-, "Why do you have that impression?" Avoid 

the "vhys" as it can easily get into analyzing. Try to speak directly to 

the person you are talking to. Do not talk around them or about them 

when they are present. 

2) Feelings: 

The second part of the process involves an expression of feeling. 

This segment involves more risk because the person must invest himself 

in saying how he feels about his impression of the person. It is impor

tant to say how you feel rather than talk around the feelings. 

I feel r̂ather than I feel that . 

It is important to speak for yourself rather than for the group. 

I feel rather than the group feels 

or everyone feels 
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In^ression: I see you as a person who is 

Feelings: and that makes me feel 

Examples of feeling words? 

accepted 
liked 
important 
recognized 
respected 
admired 
affectionate 
content 
pleased 
happy 
alive 
naive 
innocent 
silly 
comfortable 
safe 
obligated 
indebted 
aware 
interested 

excited 
brave 
assertive 
bold 
courageous 
resentful 
frustrated 
angry 
uncomfortable 
pained 
hurt 
fearful 
afraid 
ignored 
rejected 
alive 
alienated 
weak 
inadequate 
helpless 

depressed 
at fault 
responsible 
guilty 
empty 
worthless 
manipulated 
used 
hated 
embarrassed 
humiliated 
unwanted 
pressured 
trapped 
cautious 
hesitant 
distrustful 
overwhelmed 

3) Actions: 

The third part of the feedback format involves actions, or what you 

do or want to do in relation to a person. 

Impressions: I see you as a person who is ; 

Feelings: and that makes me feel 

Actions: and I want to 

or I 

Examples of actions: 

avoid you 
attack you 
approach you 
compliment you 
reward you 

push you 
trust you 
be cautious of you 
fear you 
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compete with you challenge you 
encourage you to continue analyze with you 
protect you reject you 
protect myself get closer to you 
depend on you 

4) Suggestions: 

The fourth part of the format involves suggestions. Change or 

growth can only occur if suggestions are given. Without them, one may 

not know what to do or how to relate better. 

Impressions: I see you as a person who is , 

Feelings: and that makes me feel , 

Actions : and I want to , 

Suggestions: It would be helpful to me if you could , 

Perhaps we could try to .̂ 

Examples of Suggestions: 

try to be on time 

be less distracting during warm-ups 

include me in your conversations 

share feelings 

be more immediate with me 

not come on so strong 

let me know what you're thinking 

Be realistic about suggestions. . Do not ask people to change something 

they cannot. Rather than telling them what they should do, a suggestion 

is something that will help you relate to them better. 
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5) Feedback Outlines: 

s) General feedback outline; 

I would describe you as a person who is 

When I'm around you I feel because 

When you it makes me want to 

It would be helpful to me if you could 

b) Specific feedback outline; 

Impressions; 

Right now I see you as a person who is 

I would like to see you . (if different from above) 

Feelings: 

Right now with you I feel . 

I would like to feel . (if different from above) 

Actions; 

Right now in relation to you I want to 

I'd like to be able to . (if different from above) 

Suggestions: 

It may be helpful to me if you could . 

9 
I' d like to see us try to . 

6) Sharing feedback one-to-one: 

Sit down with another person and share feedback using the format 

suggested. Begin with relatively "safe" feedback and progress to areas 

that are more difficult for you. In order for feedback to be helpful 

it must be: 
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a) Clear 
b) Timely 
c) Given sensitively and helpfully 
d) Relevant and direct 
e) Realistic 
f) Given as a perspective to be clarified 
g) Honest 
h) Given skillfully 

i) It must contain impressions rather than analysis of motives 

A member does not have to receive feedback if it is not given help

fully and sensitively. The receiver can ask for clarification with 

questions like the following; 

a) How would you like to see me? 
b) How would you like to feel about me? 
c) What would you like to do in relation to me? 

d) What do I do that creates that impression? 
e) Will you tell me immediately when I'm having this impact on you? 
f) What can I do to help change the impact or this imipression you 

have of me? 

g) How do you see me right now? 

h) Do you feel this way right now? 

In giving feedback remember to be immediate and direct. If you make 

a suggestion it is to help the two of you in your unique relationship. 

Feedback is an invitation and should not be given if the giver is unwill

ing to do anything to expand the relationship. Feedback is helpful for 

developing some objectivity about self and relationships. 

7) Checkpoints: 

a) Are you getting what you need from the ensemble personally? 
If not, what are you willing to do about it? 

b) How can we help? 
Who can help you the most? 

c) Are you accounting and/or allowing for how others can help you 
as well as how you can help them? 
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d) Are you perfect? If not, what would you like to expand or 
improve about yourself? 
What do you need to work on? 

e) Have you experienced honest communication, immediacy? 
Have you taken a risk? 

f) Are you willing to invest yourself in your statements? 
The group is less helpful and easier than saying I 

am or I feel . 

g) Are you finding yourself and allowing for others? 

h) Are you willing to invest in a relationship? 

i) What are you contributing to the ensemble and what are you get
ting from it? 

Response/Reaction : 

The objective of the discussion is to allow time for the expression 

of questions, concerns, and needs, and, if desired, the sharing of dis

coveries. Care should be taken not to use this time to over-analyze the 

discoveries. 

Overview of Student and Teacher Response 

Individual warm-ups began spontaneously by ensemble members. During 

the first two to three weeks of class, members worked toward physical 

goals such as achieving greater extension, improved balance and alignment, 

and changing tension into positive energy. Individuals began to ask for 

help in realizing their goals. A few class members explored the potential 

for a spiritual preparation in conjunction with their physical preparation, 

Some ensemble members discovered that the energy they offered greatly 

affected v/hat they received. Members with low energy, sickness, or over-

intensity found that members were less likely to approach them. 
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Beginning class on time was a problem for the group. Some members 

wanted to use warm-ups as a time to catch up on information while others 

found that distracting and unnecessary. A solution was suggested by 

the class members and agreed upon by all members to let greetings and 

information-sharing take place before they entered the stage area of the 

theatre where class took place. The group warm-up began at 10:40, and 

members were responsible for preparing themselves. Those that were 

ready began and those that were not prepared did not join until they 

were ready. Starting class and making good use of time was less of a 

problem following this decision. 

The individuals who identified definite goals for themselves in 

their warm-ups achieved greater focus, clearer sense of purpose, and 

more growth than those members who warmed-up superficially. The members 

without definite goals were more easily distracted, more likely to in

terrupt others, and did not grow and challenge themselves through their 

warm-up. Some pressure was exerted on unfocused members by those who 

worked purposefully. Occasionally, the normally disciplined member 

became disruptive during the warm-up. This behavior was tolerated by 

the group but was not allowed in reverse, when less disciplined members 

were disruptive. 

During the first three weeks members became more aware of themselves 

in relation to the group. From an awkward physical beginning with one 

another, they found ways to support themselves and each other through 

physical designs that demanded mutual support to achieve balance and 

extensions. The ensemble learned to work together to perform such group 



114 

warm-up designs as sitting and standing as a whole entity. A few indi

viduals suggested and led group warm-up designs for relaxation. 

During the actual ensemble of persons period (approximately three 

weeks) the ensemble searched for the balance between being an individual 

and still being part of the group, between finding or creating their 

place in the ensemble on the one hand, to being lost or manipulated in 

the group design on the other. There was a somewhat painful search for 

a balance between objectivity and involvement, between maintaining indi

viduality and wanting group identity. 

Conscious sensory and rhythmical exploration with group members 

created a greater awareness of the presence of others. Members became 

aware of others' centers and emotional realities. A kinesthetic aware

ness developed between certain members. The ensemble as a whole became 

more sensitive on all physical sides of themselves and were able to 

sense someone behind or beside them without looking. They recognized 

members qiiickly with whom they worked most positively, that is, those 

with whom they shared definite and decisive moments of contact. Members 

began to enjoy the physical, sensory, and rhythmical difference between 

individuals. There was, however, less tolerance for life-style and per

sonality differences at this point. 

On the first day of class most members were willing to share initial 

goals and expectations as well as immediate feelings and fears saying, 

for example, "I'm afraid I'll find out something I don't want to know." 

The class was surprisingly aware of the possibilities and demands of 

an ensemble process. In the area of impressions, the group as a whole 
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moved from trying to analyze or justify to sharing their impressions. 

Fewer explanations were offered. Some members tried to make their im

pressions stand for the whole group. They spoke for everyone without 

checking it out with the others, suggesting that "everyone here is 

afraid of prolonged eye contact," or "no one cares about Suzi's work 

right now." These remarks were increasingly challenged by group members, 

and some awareness of this speaking for others developed, although it 

did not stop statements like "I know I'm not supposed to say this but 

everyone sees the wall she puts up." 

It was difficult for members to share feelings, especially immedi

ate ones. Some had problems responding to the question, "How are you 

feeling right now?" There was also a resistance to pinpointing and 

dealing directly with feelings. Some individuals skirted the issue of 

feelings by using statements such as "I feel like a filing cabinet," 

or "I feel that ." Others used the group as protection 

with statements such as "the group is not being honest," or "the group 

feels . These statements were challenged with questions 

such as the following; "How does it make you feel?" "What does it make 

you want to do?" and "What are you willing to do about the situation?" 

It was difficult for many of the actors to remain at the person level 

without attempting to entertain or impress each other. 

Everyone in the group had someone that was more difficult for them 

to approach, than others. Some members were unwilling to admit that 

the difficulty had anything to do with themselves. Some younger mem

bers- were afraid to "approach t'ne older, more experienced members. 
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Some of these people started to overcome this hesitancy by realizing 

that they had something to offer. Members who approached someone that 

they were afraid of found it to be a dynamic experience. 

When the concept of feedback was introduced as "telling a person in 

a helpful, caring way what he causes you to think, feel, or do," group 

fears were expressed with statements such as, "I'm afraid I'll hurt some

one," or "What if you open up a complex or something?" Other members 

expressed the need for knowing their impact and getting helpful feedback 

as a way to improve interpersonal relationships and to learn more about 

themselves as actors. 

Members began taking greater interpersonal risks, even if awkwardly 

and not entirely helpfully. Some members "went for the jugular" and did 

not present feedback sensitively. Some individuals were unwilling to do 

anything about a particular relationship, saying instead, "There is a 

wall between us and you have to decide if you want to do anything about 

it. It's all up to you." Some feedback strayed away from the present 

and into the past. Some people tried to use others to support their 

viewpoint, while still others offered "war stories" as justification for 

their behavior. Towards the end of the actual ensemble of persons period, 

members began to discover that feedback is more helpful if two people 

are willing to discuss it in the'"here and now." Members began to dis

cover that feedback is an invitation to improve an interpersonal relation

ship and that it is more meaningful if both parties are willing to invest 

in the relationship. 
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A very diversified group of individuals in terms of age, acting 

experience, and life-style comprised this actual ensemble of persons. 

At first the group took some risks and invested themselves through the 

sharing of impressions and feelings. Then members retreated and pulled 

back as evidenced by their unwillingness to focus their attention and a 

desire to entertain or merely to share information. The ensemble ex

pressed privately their fears that the group was dividing into factions. 

Most members wrote off at least one person in the class. An exercise 

was, therefore, developed to give individuals an opportunity to work 

with the people they had not worked with thus far in the class. This 

opportunity opened new and challenging relationships as members became 

less likely to dismiss someone and tried to find out what each person 

had to offer. Through their interaction members defined themselves as 

persons within the ensemble. Further, they became more physically aware 

of one another, developed a daily class ritual, outlined goals, and con

fronted the communication skills needed throughout the semester. 

Actual Ensemble of Person/Actors 

The Ritual 

Individual Warm-up: 

The objective of the individual warm-up is to discover a personal 

process for reaching an acting level. The student starts with himself as 

a person, and through a physical/vocal/spiritual warm-up process, he pre

pares himself for his role as actor. Acknowledging where he is in time 

and space at the present moment and accounting for himself as a person 

(his pretext, tensions, needs), the student then chooses to reach the 
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actor level. He gets ready to act by taking whatever is operating at 

the person level and turning it into energy, that is, potential actor 

energy. The pretext is not a limitation (nor are students told "to leave 

their problems at the door") but is accounted for in order to transcend 

it. The actor can let pretext limit him or he can use it effectively as 

a source of energy or point of tension. 

As the individual chooses to reach the person/actor level, he experi

ences changes that occur between the person and person/actor levels. 

Each actor develops and defines for himself a "checklist" of elements 

that must be operative at the person/actor level. When these elements 

are operative, the actor knows he is ready to test his potential and 

exercise his freedom as actor. The elements are not identical for each 

person, but most actors experience the following sensations: 

1. high energy 
2. intense focus 
3. in touch with centers 
4. awareness of whole body 
5. vulnerability 
6. openness to possibilities 
7. suspension stemming from a creative tension of anticipation 
8. freedom from physical, crippling tension 
9. in touch with self, others, and environment 

10. a need to communicate 
11. freedom to make choices 

The individual warm-up finds its own momentum as it becomes more 

intense, focused, and purposeful. Actors begin to know what they need 

and learn how to obtain it. They develop the means to remove tension, 

to strengthen, to stretch, to extend, and to identify goals. Actors 

gain: an understanding of the movement from person to person/actor and 

their process for achieving this extension through awareness of one's 
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place as person, making the choice to move to an acting level and taking 

action to realize this choice. 

Individual warm-ups are purposeful when actors are working for them

selves. Students are encouraged to keep the process alive and challenging 

rather than allowing it to become mechanical or empty. At the end of the 

warm-up process, individuals consider the following questions as they 

move to the group warm-up: 

What do you want to get out of today? 

How can you use what you have brought in with you? 

Who do you need to work with? 

What extension is possible for you today? 

What are you willing to give? 

Are you willing to support others' explorations and to share your 
reactions? 

Group Warm-up: 

The objective of the group wainn-up is to focus on desired extensions 

and the person/actor that might help you achieve them. At the person/ 

actor level the class session becomes more whole and uninterrupted. In

dividual warm-ups flow into the group warm-up and into the design experi

ence without stopping. Discoveries are made through action, and less 

talk is needed. Once persons reach an acting level they are encouraged 

to remain at that level throughout the class. Even when students are 

watching others' work, they remain energized and retain the potential 

to take an active role in the process. 
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Person/Actor Communication Design: 

At this level, actors begin working with designs that can be ex

panded daily and utilized to delve deeper into the experience itself. 

The previous day's discoveries are employed in new and expanded direc

tions. The design provides the structure while the ensemble provides 

the content. It is important that actors account for structure as the 

limitation of the structure allows for freedom within it. The limita

tion inherent in the design also helps actors face their work with 

another actor directly without avoidance. Actors learn to work creatively 

within a given structure, as they must when encountering the demands of 

any script, regardless of style. 

1) Initiator-Responder (Peter Brook Exercise): 

Objectives -to develop an in-depth one-to-one relationship. 

-to allow time for growth. 

Group Warm-up Physical work. 

Design Choose a partner, preferably someone you have not 

worked with and feel the need to work with. Begin by 

looking at one another. When one of you is ready (the 

responder), raise two index fingers comfortably in 

front of you about shoulder level. The other person 

(the initator) wrap your hand around your partner's 

fingers and begin a physical action. The responder 

simply responds. (The energy sensed through the 

fingers make the movement "a dance." Any action the 

initiator takes produces a response in his partner. 
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The responder only reacts at this point: he 

responds to the movement of the initiator. If the 

activator steps forward on his left foot, the re

sponder steps back with his right. The movement is 

whole and flows together.) Freeze. 

Test your partner by stopping periodically. If 

your partner is not connected to you, go back to the 

beginning. Start slowly and progress together. 

Freeze. Change activators without breaking your con

nection. Responder, become the initiator and give an 

action in response to the first action. 

Comments Use the whole body. For variety, try some "lim

itations" if necessary to activate all parts of the 

body. For example, play action without moving the 

arms. Play action through the lower body only. 

Retain a commitment to each other throughout the 

transitions. What action did partners communicate 

to each other? What perceptions of the action were 

shared? 

2) Initiator-Responder Design Extension 1: 

Objectives -to expand the relationships begun in the previous 

design, 

-to use your discoveries and the trust you have devel

oped to take new risks. 

-to explore a new dimension of your relationship. 
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Group Warm-up Explore the differences between person and per

son/actor through the following methods. Move 

through space as you the person. Take four beats 

and then physicalize an image. Keep it growing. 

Repeat. Now transform to actor and move through 

space. What happens to your energy? Focus? Poten

tial choices? Take four beats and physicalize an 

image as person/actor. Trust your impulses. 

Design As person/actor focus on your partner from 

yesterday. Physicalize an image from an area you 

would like to explore with your partner. When the 

need is great enough, go to each other and use the 

initiator-responder design to explore new dimensions 

of your relationship. Use the discoveries of yester

day to take new risks to expand your possibilities 

together. 

Comments Working with the same partner in the same design 

demands that actors explore new possibilities to make 

their work exciting and dynamic. 

3) Initiator-Responder Design Extension 2: 

Objective -to extend the relationship through intense physical 

work. 

-to e3q)lore the possibilities of an "outside-in" 

approach, 

-to see how physical movement activates images and 

feelings. 
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Group Warm-up Work through new physical warm-ups to use often 

neglected parts of the body. (Martha Graham's modem 

dance floor exercises work well—such as Z-position, 

contractions, and leg stretches.) 

Design Begin physically with the initiator-responder 

design. Explore different physical centers through 

movement. Make sure that each movement the initiator 

offers visibly affects the responder. Search for the 

wholeness and the connections that are possible between 

you. Search for a total physical commitment. Deal 

with the essentials. Make every movement meaningful 

and necessary. 

Comments Make sure that the initiator is leading rather 

than allowing the responder to assume the leadership. 

(This structure is an important point of tension as 

the responder is forced to confront the images and 

actions offered.) Actors must not avoid this confron

tation or back off from its possibilities. The 

responder must try to give over to the initiator's 

leadership. The initiator should be sensitive to 

his partner while still offering challenges. 

4) Support and Extension: 

Objective -to explore support and extension in physical terms. 



124 

Group Warm-up Choose a partner. One person stand loose and 

relaxed, yet energized enough to support your own 

weight. Your partner holds you around the rib cage, 

moving you gently in all directions. Check to see 

if any portion of the body is inflexible. Begin 

slowly and gradually and as trust builds, take big

ger risks by extending further physically. Heads, 

necks, and legs are often inflexible and need work. 

As supporter, work slowly and gently enough to gain 

the trust of your partner. Work with "tense" parts 

of the body until they are flowing. Reverse roles. 

Design Lean on each other to create one whole form 

(connect with backs or sides and hands if desired) 

and move as one organic whole. Work with curving 

flowing lines. As one person bends back the other 

melts over him. Keep free and whole (watch heads). 

One person's movement affects the other. Nothing 

should happen that is not felt by the other. 

Explore the potential for support and extension. 

Extend to the point of dependence on your partner for 

physical support. Work in straight lines with spines 

in alignment. Again, work slowly, build the trust 

gradually and then risk. 

Interdependence — With backs together sit and 

then stand. Keep backs straight. Sit and stand 
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face to face with feet together and holding hands. 

Extend arms fully. Two couples get together and 

work through this process of melting, extending, 

and supporting. 

Comments This design offers the potential to build trust 

and take risks in physical terms. This same process 

of building trust by taking a small risk leading to 

greater risks also applies to relationship work as 

actors reveal more of themselves to one another and 

later to an audience. 

5) Playing Action: 

Objective -to play action by using one's personal reality. 

-to explore the energy generated by playing against 

one's personal reality. 

Group Warm-up Come to the center and form a circle. Are you 

ready to act? What is_the difference between you 

as a person when you came in and you as person/ 

actor now? What do you need to do to get ready to 

act? How-" can you use what you are feeling or 

thinking as a person in your acting? 

Is anyone experiencing strong feelings right 

now? Can you use them or are they stopping you? 

Look around the circle. Who would you pick to work 

with at this moment? What is it about them that 

says they are ready to work? Are they open. 
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energized, sensitive, and aware? Keep energized. 

Design 

Comments 

Try to let others know that you are ready to work. 

Are you doing anything that makes you unapproachable? 

Using what is working for you at the moment 

(your personal reality), take an action to someone 

in the ensemble. Now play the opposite of that 

action. Keep the impulse of the original action but 

try to suppress it. Begin with your personal real

ity and then extend from there. 

Students who made easy choices found that the 

other students would not accept them. It is impor

tant that ensemble members demand the very best of 

each other. 

6) Opposites and Suppressed Feelings: 

Objective -to explore the potential of suppressing feelings to 

Group Warm-up 

intensify the playing of action. 

Form a circle. One person go to center and 

start an action using where you are today. Those on 

the outside mirror the action, distort the mirror, 

or observe, but make sure that you define yourself 

at each moment. When the person-in center completes 

his action, someone else take over. As the design 

progresses, allow focus to flow freely from one per

son to the next without going to the center when 

possible. Allow a tempo to emerge from the work. 
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Find your own rhythm within this tempo. Continue to 

define your place in the ensemble by playing action. 

Freeze. 

Design 

Comments 

Take what you are feeling now and cover this 

feeling with its opposite. Take it to someone. Use 

the suppressed feeling as a point of tension. Begin 

to let the feeling surface. Now cover it. Now allow 

it to emerge completely and share it with someone in 

the ensemble. 

Covered feelings can be more intense than the 

release of them. This design asks actors to cover 

feelings but not so completely as to remove fnem 

entirely. Many plays call for this tension. 

7) Revealing Extension Moments 

Objective 

Group Warm-Up 

-to discover, explore, and reveal in a truthful, imme

diate moment a part of yourself through a relation

ship with another person/actor that represents an 

extension for the both of you. 

In a circle, one person perform a simple physi

cal action while'everyone else mirrors it. Direct 

the action tio someone. That someone takes over the 

action, makes it his, and then passes it on. 

Everyone in a tight circle with arms around each 

other's waist. Breathe together and lift the people 

next to you 11 
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°^^^^ Wô Ĵ  through action-reaction with other members 

of the ensemble in a free workshop. Use who you are 

as people. Enjoy the discovery process. Choose a 

moment from the free workshop to present to the 

class. Be selective. Choose the essential moments 

rather than the whole exploration. Find the moment 

that reveals the essence of the relationship. 

Comments Actors may occasionally need to work without a 

teacher. It is a time to test and to work for them

selves as well as a time to test their process and 

skills. It may also help members realize the need 

for communication skills. 

The process of their work shows in the product— 

the performance moment. It is important that the in

dividual make the choice to allow the extension in 

his own terms. It cannot be forced on him. The 

artistic process of choice is critical. 

8) Asking for Action from a Particular Person/Actor—Revealing Needs: 

Objective -to satisfy actor need through the playing of action. 

Group Warm-up The instructor calls out the name of each'per

son in the' ensemble,* one at a time. As your name 

is called create a sound, word, image, movement, or 

gesture that reveals something about why you are 

here today—your needs, wants, etc. 
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Design 

Comments 

As your name is called, take your action from 

the warm-up to someone and share it. Now, call out 

the name of someone in the ensemble as an invitation 

to share an action. Let the way you call him let 

him know what you need. Let the way you are called 

affect your choice of action to that person. If the 

person you are trying to call is occupied, keep try

ing. Let him know that you want to work with him 

while allowing him to complete his present moment. 

This design gives members a chance to ask for 

action from particular members. 

9) Assessment—Impressions 

Objective -to become aware of changes as perceived by self and 

others. 

Design 

Comments 

-to assess one's development. 

What growth or changes do you perceive in others? 

What changes do you perceive in yourself? What made 

these changes happen for you? Share your impressions 

of others' growth with them. How do you see them now 

as opposed to how you saw them in the beginning? 

An assessment asks actors to evaluate their 

growth thus far in the process. As ot'ners share 

their impressions, an individual can make choices to 

further his development. The ensemble's impression 

can provide stimulation, challenge, and encouragement. 
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10) Offering Action for Extension 

Objective 

Group Warm-up 

Design 

Comments 

-to extend an actor's range through action. 

From the individual warm-up, stop where you are. 

Close your eyes and come to center stage with your 

rhythm, from your center, with your reasons for com

ing. When you find someone, allow for the discovery 

and recognition process. Are most people to the 

right of you? left of you? upstage of you? downstage 

of you? Connect physically to someone near you. 

Change and make another connection. Retain this con

nection while adding cinother one. Change. Let each 

person know why you have chosen him. 

One person stand in the center as person/actor. 

Another person/actor offer a simple action that offers 

an extension possibility for the person in the center. 

Choose an area that the person/actor has expressed an 

interest in exploring. Demand honesty and sensitivity 

from yourself. Be sure to offer an action that you 

perceive as an extension for him rather than a repeat 

of what he usually does. Original actor, exit when 

the simple action is complete. Second actor, remain 

in center until someone comes in to offer an action 

as an extension for you. 

Stop and begin the design again if the actions 

offered are not an extension for the person in center. 



131 

The ensemble offers actions for new exploration by 

using members' perceptions of possible extensions. 

11) Action Around the Circle: 

Objective -to explore relationships-in-action with each member 

of the ensemble. 

Group Warm-up 

Design 

Comments 

Physical work. 

Working on a person/actor level that allows for 

a greater range of possibilities, all come to center 

and turn to the outside of the circle. Person 1, 

initiate an action with the person to the right of 

you (person 2) that you need, want, and feel permis

sion to take that allows for an extension of the rela

tionship. Then progress to the next person (person 3). 

When person 3 is available, person 2 initiates an 

action with person 3 and so forth. Continue until 

everyone has been both initiator and responder. 

This design takes about an hour with 12 people. 

It is an exciting design in that it allows each per

son/actor a moment to work with every other person/ 

actor reaching for extensions. The people who are 

far from the original initiator will have to wait 

for several minutes before anyone reaches them. 

Actors must'Stay activated and use the moments of 

suspension. 

12) Action Around the circle—Extensions: 

Objective -to extend relationships-in-action with each 

member of the ensemble. 
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Group Warm-up 

Design 

-to focus on the moments of actor anticipation. 

Move through space. Stop when you find the 

space where you need to be today. Define it as yours 

Turn away from the group. 

Extension #1—One person turn to the inside of 

the group. Do you perceive a connection or pattern 

you can follow? If so, repeat the previous design 

with emphasis on the moments of anticipation—the 

suspension and readiness to receive action. Explore 

the uniqueness of your relationship. What about 

that person sparks the action you take to them? 

Extension #2—Emphasize the telescoping of mo

ments and the definition of yourself as actor between 

those moments. Explore your perception of your role 

as actor. 

Comments The moments of anticipation between action are 

exciting. Each actor must use those moments to 

explore who he is as actor. 

13) Two Line Initiator-Receiver 

Objective -to make choices continually either to initiate or to 

receive action, 

-to gain greater insight into what action is for the 

actor. 

Group Warm-up In a circle, person 1 takes a simple physical 

action to the person next to him.. Person 2 takes the 
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same external action with a new intention that makes 

it his. Continue to pass the action around the 

circle. Imitate the form, yet give it your unique 

content or style. When person 2 is free, person 1, 

initiates another action and it is passed around 

the circle. 

Design Make two lines. Those who wish to initiate move 

upstage. Those who wish to receive move downstage. 

When ready, initiators move across the space to a 

receiver of your choice. Begin the action the moment 

you take a step. These "scenes" can be simultaneous. 

As the moment is complete, initiators may either move 

upstage to begin a new action or stay to receive an 

action. Likewise, receivers may choose to become 

initiators. 

Comments Some actors need to initiate action while others 

want to receive. This design gives them the opportu

nity to practice what they most need. 

14) "Open Meaning" Dialogue: 

Objective -to explore the words of text without "laying on" 

meaning. 

Group Warm-up Extensive vocal warm-up. 

Design Members, choose to be A's, B's, or listeners 

in equal numbers. Listeners, choose one person from 

the A group and one person from the B group. A's 
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and B's face one another as persons with the listen

ers watching. When you are connected as persons, 

extend to actor. When you perceive that your part

ner is at an actor level, let him know somehow (a 

look, a touch, a so\ind) . 

Listeners, when you perceive that the two people 

are ready, give A his line, then give B his line, and 

so forth. A's and B's continue to look at each other, 

Don't impose on the dialogue. Keep yourself open to 

the choices available. Keep contact with your part

ner and deal with the words themselves at this point. 

For tomorrow, memorize the two dialogues. 

This design is a good transitional exercise as 

actors prepare to move into character work. The 

dialogues purposefully offer little given meaning 

and therefore demand that actors make choices to give 

these lines a reality. The work begins by simply 

confronting the lines as written without imposing 

meaning. 

Dialogue 1 

A: Hi! 

B: Hello. 

A: What'd you do last night? 

B: Oh, not much! How about you? 

A: Oh, watched a little T.V. 

B: Anything good? 

A 

B 

A 

B 

A 

B 

Dialogue 2 

You're late. 

I know, I couldn't help it. 

I understand. 

I thought you would. 

I have something to give you 

Really? 
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A: Well, no. Not really. 

B: See you later. 

C; OK. 

A: Yes, this. 12 

15) Completing Action Using the Dialogue: 

Objective 

Group Warm-up 

-to complete action through dialogue. 

Everyone in a circle. Take the lines of the 

two dialogues one after another around the circle 

without stopping until all members are confident 

with the lines. 

Design 

Comments 

One person begins the action using the dialogue, 

Another enters and plays action. When the action is 

complete, exit, and a new pair begins the exercise. 

Make sure that definite choices complete the 

action. Do not stop the action when the words stop. 

This design is a good transitional exercise leading 

to character as it deals first with the words and 
y 

then with what is beyond, above, and below the words. 

16) Offering Action Through the Dialogue: 

Objective -to stay open to the action offered. 

Group Warm-up When you reach a person/actor level begin to 

move through space allowing others to affect you and 

you to affect them. Without stopping, take the 

first dialogue to someone with whom you made contact. 

Design Come to center. Person 1, go to the center of 

the circle and remain open. Person 2, enter and 
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begin the dialogue. Complete the action. Person 1 

exit and person 2 wait for another person/actor to 

enter and offer action through the dialogue. 

Comments Actors must try to make relational choices 

rather than situational choices and must resist the 

temptation to retreat to the safety of the circle 

before completing action. 

17) Playing Action Through Line Using Space and Distance 

Objective -to explore the effect of distance on the playing of 

action. 

Group Warm-up Begin to move through space allowing others to 

affect you. Physically respond to others. Now choose 

an action, "to ." Complete your action. 

Design 

Example: to ensnare 
to confront 
to challenge 
to intimidate 
to overpower 
to play 

Find a space in the room and make it yours. De

fine the space for yourself by creating your own real

ity in the space. Using the second dialogue and the 

person's name, make contact through space with the 

line. Do not continue the dialogue unless you have 

the contact. Move out of your space only if you 

must to complete the action. 

Extension—Divide into 3 groups. Different peo

ple initiate the action within the group. 
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Comments The restriction to stay in one's space unless 

it is absolutely necessary creates an exciting ten

sion. Actors must learn to use this tension and 

resist the temptation to move too easily. 

18) Questions on Person/Actor Discoveries: 

Objective -to assimilate discoveries about oneself as actor. 

Design Write an essay on the following questions: 

a) What elements are operative at the person/actor 
level? 

b) What extensions of yourself have you discovered 
as person/actor beyond what you offered as person? 

c) How do you see yourself in this actual ensemble 
of person/actors? 

d) What discoveries have you made about your role 
or process as actor? 

e) Write about a moment of extension that repre
sents a discovery moment for you as person/actor. 

Response/Reaction: 

The feedback format is a means of providing criticism at the person/ 

actor level. All members are responsible for offering feedback quickly 

following an actor's work. Members offer impressions of the person as 

actor rather than analyses or judgements. Further, members share their 

feelings and/or desired actions in response to an actor's work. The 

actor then evaluates the feedback and decides for himself if he needs or 

wants to alter his approach. Members point to specific actor choices 

that created their impressions. The sharing of personal feedback con

tinues as a means of removing obstacles to the development of working 

relationships as actors. 
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Overview of Student and Teacher Response 

Objective—to define one's role as actor; Warm-ups at this level 

became more intense. There was a greater sense of members working for 

themselves as they discovered that a physical and spiritual preparation 

helped them move to the actor level. Sound became increasingly important 

for many of the actors in their warm-up process as a way of extending 

themselves in space. Many found that creating sounds was risky for them 

because it demanded an assertion of self as actor and an invasion, of 

others' space. 

Several actors said that they must want to move to the actor level 

because of their need to act, as well as their need to share or reveal 

some part of themselves. Some actors discovered ways to rechannel per

sonal energies into actor energy by focusing on playing action. Their 

energies were channeled into a particular acting center and were used 

creatively as an important energy source. All of the members experi

enced physiological changes as they moved from person to person/actor. 

Members identified the following elements at the person/actor level: 

1. heightened energy 
2. intensified focus 
3. centered—in touch with sources 
4. aware of whole body 
5. vulnerability 
6. open to possibilities 
7. creative tension of anticipation 
8. freedom from physical, .crippling tension 
9. in touch with and connected to self, others, and ejivironment 

10. a need to communicate 
11. freedom to make choices 

Some members played action that was opposite to how they themselves 

were feeling. A few actors at this point were still stopped by the 
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personal pretext they brought with them to class. Their personal reality 

stopped them from reaching the person/actor level. Some class members 

did not want to explore any actions that they would not initiate as per

sons. Most members viewed this attitude as too limiting. 

Objective—to accept self as actor; Part of the acceptance of self 

as actor depended on how open the person was to the possibilities of his 

person/actor. Early in the work, the "actor" scared the "person," and 

the "person" wanted to back off. Later, members accepted a wider range 

of possibilities for themselves as actors. The moments that actors 

honestly extended themselves beyond their role as persons in the ensemble 

were tremendously exciting. As actors, individuals found ways to actual

ize aspects of themselves that they did not reveal as persons. These 

moments were most clear when the action was well-defined and the person/ 

actor had a reason for taking that action. These actualized aspects of 

self touched the ensemble as audience when the person was revealed 

through the action. The ensemble was not touched when the person was 

excluded, covered, or totally masked. Moments of tension between person 

and actor were often effective. 

The actors that made choices as to what they would like to explore 

of themselves progressed further than those who did not identify a goal. 

Most members made conscious choices and, with the help of the ensemble, 

progressed toward their goals. In performance moments, the actors first 

tried to recreate all of their work together. Later the class became 

more selective and chose only the essence of their work to reveal the 

relationship. Sometimes two actors found something together but were 
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unable to share it with an audience, saying, "We understand; isn't that 

enough?" Later, members were more anxious to share their discoveries 

with an audience and were, therefore, willing to look for more effective 

means of communication. 

At this level, actors discovered that they could become so focused 

into self that there was no room for anyone else. These actors later dis

covered an altered and more open process that invited participation. The 

actors became more responsive to each other. Stronger connections were 

established as evidenced through observable physical manifestations of 

connections in actor relationships. Early in the work process there were 

many mirror responses. Later actors found their own rhythms and actions 

in relationship to what was offered to them. 

Objective—to accept others as actors: As the ensemble began to 

accept themselves as actors, they became more receptive to other actors' 

extensions of self. They limited and "typed" each other less often as 

they experienced frustration at being limited by others. At first, the 

actions offered at the person/actor level were limited by the actors' 

personal'relationships. Later, the actors found that with the person 

level as a basis, relationships could extend truthfully. The previous 

tension was not disallowed but served as a source of energy. As ensemble 

members were informed about what another member wanted to explore about 

himself, they offered actions that helped a member experience that part 

of himself. 

Some members would not accept the structure of an acting design. 

They thought they had "gotten past" a design before they confronted it 
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completely and, therefore, escaped the demands of the acting design. 

Later, members used the structure and made it work for them, as evidenced 

through an increased ability to play and complete given action. 

Some ensemble members did not allow for others' exploration,instead 

insisting on their right to explore. Later, members became more support

ive and more demanding of each others' work as actors and asked more im

mediate and pointed questions. Accepting other actors' choices for 

exploration presented another problem. For instance, some individuals 

could not accept a normally shy member when she explored her inner inten

sity that erupted into physical aggression. Some actors rejected her 

action and later refused to work with her on the basis of her aggressive 

action. Later, there was more tolerance of the person/actor's choices 

as extensions for opening new dimensions and widening the actor's range. 

As individuals recognized growth in other ensemble members, they wanted 

to grow themselves and began to demand more of themselves. The class 

as a whole experienced the value of and need for effective interpersonal 

communication skills. 

Ensemble members used the discoveries of the actual ensemble of 

persons as a basis to extend and to explore new possibilities. By iden

tifying and becoming more aware of who they were as persons in the en

semble, they chose to explore new dimensions of themselves as actors. 

These dimensions of self were explored and actualized on an acting 

level through relationships in action. 



142 

Actual Ensemble of Person/Actor/Characters 

The Ritual 

Objective—to channel person and actor discoveries into the playing of 

character as action. 

Individual Warm-up: 

The individual warm-up moves through all levels of the performer— 

person to actor to character—as the actor becomes aware of the changes 

and connections between these levels. Members connect self to character 

and character to self. At the person level, individuals get in touch 

with self and acknowledge where they need to go. At the actor level, 

members explore new physical and vocal possibilities, checking to see if 

all actor elements are operative. If not, members discover and employ 

a personal process for activating these elements. At this level the 

ensemble experiences the freedom and suspension of the actor. Vocal 

warm-ups are increasingly important as actors prepare to confront text. 

Group Warm-up: 

The group warm-up keeps the ensemble in touch with each other, as 

it is easy during work with scenes to lose sight of the whole ensemble. 

Members discover the importance, of remaining open to possibilities 

and the importance of using each other to make new discoveries. The 

group warm-up flows from the individual warm-up and into the communica-

tion design experience. The teacher allows the design to flow from the 

group warm-up without interruption. Designs at this level point toward 

character. 
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Person/Actor/Character 
Communication Design; 

These designs help the person/actor discover and play the action of 

the character. The person/actor directly confronts character, choosing 

what needs to come forward to play the character's action, yet retaining 

the tension of what is repressed as well. The actors struggle with im

portant dichotomies such as finding the simplicity while still account

ing for the many-faceted complexity of character and defining a clear-cut 

action yet avoiding the temptation to flatten or stereotype a character 

by playing only a single choice. 

Begin with the person: Creating character through an ensemble pro

cess begins once again with the person. Initial personal contact requires 

communication on a basic level. Members see if their partner is attending 

to them and vice versa. They focus on their relationship as persons with 

such questions as: 

Where is your relationship right now? 
What can be used as character? 

How can you reach your partner? 
How can you help your partner? 
How can he help you? 

Persons work for a sensory, kinesthetic, and rhymical awareness of each 

other and are encouraged to continue making discoveries. The differ

ence between this and earlier work is that members are aware that this 

work leads to character. These personal connections lay an honest foun

dation for their scripted work. 

Extend to actor: When contact is established on a personal level, 

members extend to the actor level where they create for themselves the 
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experiences needed to play the character. Through experiences with each 

other as person/actors, they discover the relationships, the subtext 

(the meaning beneath the lines), "surtext" (the meaning above the lines 

created through continual visual imagery and spatial relationships), and 

action. They build on the reality they perceive about one another as 

persons, actualize their potential as actors, and channel these discov

eries into the playing of character as action. Questions such as the 

following are explored: 

What new experiences are open to you as actors? 
What new connections are possible? 
Do you know when your partner is at an acting level? 
What brings you together as actors? 

What can you offer each other? 

Members discover the need for the actor level and point actor work 

towards scene demands. Actors create each other's characters through 

relationships-in-action. Through this open person/actor level, members 

discover both characters in the scene before limiting themselves to one. 

Character action and critical moments of choice are discovered and 

tested in action rather than through analysis alone. This discovery 

process engages the person's whole being. The actor level is important 

because it encourages actors organically to discover character through 

themselves and each other. Rather than "laying on character," character 

emerges out of the relationship as they discover and experience the char

acter as action. The person/actor is an "open" place to retuim to each 

time students work with the scenes. 

Character evolves from choice: Character emerges naturally out of 

the discoveries of the person/actor level. Attention is turned toward 
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the script as students tie together improvisational discoveries and text. 

The choices made regarding physical, emotional and spatial relationships 

emerge out of necessity dictated by script as well as out of their per

sonal reality. Technical work is emphasized as actors prepare to share 

their creation with an audience which is yet another level of the actual 

that must be accounted for. 

1) Acting Centers to Liberate Archetypes 

Objective 

Group Warm-up 

Design 

Comments 

-to work physically to release the images rooted in 

what Jung calls "the collective unconscious." 

Work physically through the body to prepare the 

muscles for work with acting centers. 

Explore physically your acting centers—head, 

heart, stomach, and genitals—one at a time. Focus 

on the movement emanating from each center and the 

images that are released through this physical 

exploration. 

A physical day can provide a "shaking out" after 

intensive interpersonal work as actors. Many actors 

do not understand the power and possibilities of act

ing centers. It may be a good idea to rediscover 

and explore,the basics of acting centers. (See 

Maxine Klein's Time,Space, and Designs for Actors or 

Robert Benedetti's The Actor at Work .) 
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2) Repetitive Motion in Pairs: 

Objective -to release archetypal images through intensive repe-

Group Warm-up 

Design 

tition of a movement from a particular center. 

Move through space working through your acting 

centers. Acknowledge the other actors. Find the 

person with whom you need to work today. 

Begin to work physically with your partner. 

After about ten minutes of work turn away from each 

other. Each choose a movement from your work to

gether that seems most significant—a point of con

nection. Turn to each other and find a way to 

connect these movements. Repeat them over and over 

Comments 

again. 

Continue the same movement but let it come from 

a different acting center. Allow the movement to 

transform as it must. 

The repetition of a single movement from an 

acting center can reach levels that may not be ex

plored consciously. Finding a movement from a center 

may ignite a deeper level of emotional involvement. 

This potential should be explored, but not forced. 

Meyerhold's biomechanics and Grotowski's actor 

training exercises explore the possibilities of 

igniting intense emotional involvement through in

tensive physical commitment. 
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3) Action From Center Representing Extension; 

Objective 

Group Warm-up 

Design 

Comments 

-to use acting centers and rhythm (through a drimibeat) 

to offer new areas of exploration for ensemble members 

Come to center and form a circle. Look around 

the circle and see if everyone is at an acting level. 

One person/actor stand in the center of the 

circle ready and open for action. Initiator, offer 

an action from a center that provides an extension 

for the person/actor in center. Actor 3 use a drum 

to support their action and challenge them to inten

sify their commitment. 

This design asks for extreme sensitivity from 

the actors both to offer extensions and to support, 

rather than dictate, with the drum rhythm. 

4) Playing Given Action; 

Objective -to play the given action using the uniqueness of 

Group warm-up 

Design 

your relationship. 

Come together. One actor plays an intention 

through the drum. Other members, respond as you 

feel the need. 

One person/actor go to the center and close 

your eyes. Who wants to act with this person/actor? 

Choose a volunteer from the group. (Usually the 

first person to respond.) Another member give the 

volunteer an action: "to_ ." Person/actor 

on the drum, support the initiator of the action. 
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Person in the center, remain open to the action 

offered and respond honestly to the action. 

Comments Actors do not always want to account for the 

actualities of the givens. Comments such as: I'd 

rather make up my own text," or "the stiructure lim

ited me," indicate this tendency. This design asks 

actors to find ways to actualize the given action as 

they must with a script. Actors must account for the 

definite action they are given. How they accomplish 

this action is up to the actor and is tested by the 

receiver's response. Actors must learn to use the 

structure to their advantage and find the freedom 

within the structure. 

5) Choosing Primary and Secondary Scenes; 

Members are instructed from the beginning to start reading plays to 

work with later in the semester. Each member suggests several plays that 

interest him (or perhaps the kind of play that he wants to work with) . 

Members may have suggestions for each other to consider. A list of all 

the possibilities is compiled, mentioning possible scenes to consider in 

terms of number of characters, male-female distribution, etc. Members 

then try to narrow their choices down to two scenes, one primary and one 

secondary. Careful consideration is given to choosing a partner or 

partners who will offer challenges. 

First, each person says what play he would most like to work with 

for his primary scene, then members try to work out the logistics. 
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Members then choose a secondary scene from the list of primary scenes. 

In other words, each* member plays a role from a play that someone else 

has chosen for his primary. This primary and secondary arrangement 

gives actors the opportunity to work with different partners to see how 

a new person/actor shapes the character relationship. Members experi

ence the uniqueness of each creation while still accounting for the 

script. It also encourages members to choose the play first, then a 

partner, and then the scene. This arrangement encourages members to 

stay open as long as possible and allows time to discover the whole play, 

including all the characters, the action, and relationships, through 

experience. 

6) Discovering/Revealing Need as Persons: 

Objective -to discover the need to come together as persons and 

how that need can be used to create character. 

Group Warm-up Move through space. Allow others to affect you 

and you to affect them. Close your eyes. Call out 

the name of each person in the ensemble. When you 

find them take an action with them. Then call an

other name until you contact and play an action with 

each person in the ensemble. 

Design Situate yourself in such a way that you can see 

and be seen. Connect as persons through eye contact. 

Make sure you find everyone. Try to stay as open as 

possible as persons. When you have found everyone, 

begin again on a deeper level. Don't let yourself 

escape this commitment. 
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Find your primary scene partner(s). Connect 

with your partner(s) but do not move out of your 

space. Find each other as people. When the need is 

great enough, move towards him. Let him know why you 

have chosen to come to him at this moment. What has 

drawn you to him? In the simplest way possible, let 

him know why through physical action. Reverse. Let 

your partner(s) know why. Keep the connection. Keep 

working to strengthen it. Do nothing to weaken it. 

Keep aware of yourself and your partner(s) in this 

relationship. 

Now reverse your action. Play your coming to

gether in reverse. Go back to the initial impulse 

that brought you together. Use that impulse to move 

toward your partner(s), but you cannot move out of 

your space. You want to go to him, but you cannot 

move. Find the center where the impulse originated 

and emanates from. Intensify it. Intensify it. Let 

your inability to move strengthen the desire. Relax. 

Comments This design calls for a presence as persons, 

often resulting in beautiful concentration, tremen

dous energy, and commitment. Actors can discover why 

they come together as persons. A discussion on 

bringing the person and actor to their work on scenes 
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(character) may follow. The person/actor must sup

port the character level. If either level is lost, 

members must reestablish person and actor connec

tions and permission. 

7) Sounds and Silences of the Impulse to Come Together: 

Objective -to connect to one another through sound leading to 

word from text. 

Group Warm-up 

Design 

Comments 

Move through space when you are ready to act. 

Find each person/actor. Where are they today? Who 

v;ill look at you? Who won't? 

Find your space onstage. Go back to yesterday's 

impulse to come together and work with the sounds and 

silences of that impulse. Do not force anything. 

Allow sound to emerge out of your need to connect. 

Find the connection through sound. When the need is 

great enough, come together. When you are ready, 

let the sound transform to a word from the script. 

This design ignites emotions through sounds in 

a way similar to music. Actors search for sounds 

to express their need to connect and organically dis

cover the words of text beginning with the sounds 

that comprise them. 

8) Breath to Sound to Word to Line: 

Objective -to discover an organic way to get to the text begin

ning with the breath. 
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Group Warm-up 

Design 

Breathing exercises. 

Find each other through the breath. Let breath 

lead to sound. Let sound lead to word. 

Comments Some actors think that they do not need sound. 

but what are words but sounds that we have attached 

meaning to? 

9) Communicating Script as Actor 

Objective -to discover the lines of the script without "laying 

on" character. 

Group Warm-up Vocal 

Design 

Comments 

Read the script as person/actor. Do not "lay 

on" character. Read it as yourself communicating the 

words as written. Use the actor level to make sure 

the words are understood by your partner(s). Make 

sure that your partner (s) is listening to your lines 

and you to theirs. 

Come together in center and form a circle. Deal 

with the line as person/actor. Communicate the mean

ing of the line across space and connect with someone. 

Some actors have trouble with this design. It 

is easy to get stuck in a line reading and difficult 

to get out of it once it is set. Actors must try to 

be open and not close down the options too soon, to 

deal with the line simply as written, and to bring the 

person and actor to the role. This concept is 
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difficult to explain. Perhaps it must be experi

enced to be understood. Many actors can tell the 

difference between simply relating the lines and 

laying on character better in others than they 

can in themselves. 

Many actors seem stuck with one character in 

every role they do. Too many actors are unwilling 

or do not know how to reveal themselves through 

character. This exercise is designed to help actors 

start from a free and open position from which to 

make choices. 

10) Defining Own Space and Creating Shared Space: 

Objective -to create a shared space to play the scene. 

Group Warm-up When you are ready to work, move through space 

connecting with people as you pass. 

Design Find a space for yourself. Do not worry about 

where your partner is onstage. Define your space 

physically. Fill it with sound. Let sound lead to 

word to line. 

Connect with your chosen partner (s) through text. 

Move only if you must. Use a line of any character 

in any scene that you know. Through line find a 

shared space. 

Comments Actors build on relationships as person/actors 

to create'experiences that they can use as character. 
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11) Exploring Action Through Line Leading to Character: 

Objective -to use lines themselves to lead to character. 

-to explore character as a series of actions. 

- to work with lines from a technical perspective. 

Group Warm-up Intensive vocal warm-up. 

Design In a circle, one at a time, take a line as person. 

Shoot lines across the circle. Take lines as actor. 

Communicate the meaning of the line. Let line lead 

you to character when you are ready. Play action 

through the line. If you do not get the line (if 

the meaning and words of the line do not reach you) 

ask for the line again. Continue until a firm con

nection is established. 

Comments Here actors can address technical concerns 

(proper breath support, volume, diction) as well as 

the importance of reaching another actor with the 

words. Members account for the cycle moving from 

person to actor to character. Care is taken at the 

character level not to lose the technical means of 

communicating the line to fellow actors and audience, 

12) Exploring Physical Reality of Character: 

Objective -to discover the action of character through experi

ences with each other as person/actors. 

Group Warm-up Move through space. Keep moving. Look at peo

ple. Be sensitive and aware of your energy, rhythm, 



Design 

Comments 

155 

center, and tensions. Choose a character and begin 

to find his energy, rhythm, center, and tensions. 

How is it different from yours? 

Without using words, play the action of your 

character. What change are you trying to achieve 

in your relationship? 

Words can move actors away from one another. 

This design gives actors only their action to play 

and can help actors make physical discoveries. 

13) Playing the Discovery Moments of Character: 

Objective 

Group Warm-up 

-to put analysis into action. 

Find the need to communicate by working through 

Design 

Comments 

the sound into word into line process. 

Stand in a circle and choose a line that is de

cisive for your character, that is, a moment of dis

covery or recognition. Use it to communicate your 

action to your partner(s) in the scene. Call out the 

name of a scene. Members of that scene, step for

ward and use the line to play your action. Class 

gives impressions but no judgements. Repeat with 

each cast. ̂  

Getting criticism before the class knows what 

is "supposed to happen" is helpful. The members give 

their impressions and the actor sees if he is coming 
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across the way he wants to or if he needs to try a 

different approach. 

14) Exploring Character Physically—Why Must the Scene Begin? 

Objective -to account for character in terms of physical choices 

-to find the initial impulse to come together. 

Group Warm-up Intensive physical work. 

Design In a circle, move across space one at a time as 

person, as actor, and as character. What physical 

distinctions are you aware of? What are your im

pressions of as character? 

Use the first line of the scene to create the 

reality and find why the scene must begin. Play 

action through the initial line. Divide into casts 

and watch each other's scenes. 

Comments This design forces some choices in terms of 

energy, rhythm, center, tensions, tempo, plus aware

ness of those changes. It also demands that actors 

know why the scene must begin. 

15) Sharing Discoveries: 

Objective -to share discoveries and insights with one another. 

-to get feedback on scene work. 

Group Warm-up Find the actor level. Move through space. Find 

the connections. Now find a physical connection. 

Keep it as long as you can, but keep moving in your 

own direction until you must disconnect. Now as 
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Design 

you make a physical connection, keep it and move to

gether. Now take a line, let the line lead you to 

character. Stay in your physical connection until 

you as character can no longer stay. Then break 

apart and go find your own space. Use that same line 

to find your cast members. 

As you connect with your cast members, play the 

scene. Two casts get together and watch each other's 

scenes. Provide feedback. 

Comments Members need to constantly reestablish permis

sion , trust, and connections. Just because something has 

happened once does not mean it will last forever. 

Members must not make assumptions. - It is a good idea 

to use previous designs in a new way. This extension 

of the connection design helps to tie together person, 

actor, and character levels. 

16) Test What You Are Working On With the Ensemble: 

Objective 

Group Warm-up 

Design 

-to test actor growth by getting feedback from the 

ensemble. 

Extensive physical and vocal warm-up. 

In a circle, individuals or.casts,'take time to 

test what you are working on. The rest of the ensemble 

will give their reactions. If it will be helpful to 

you, describe what you are trying to achieve. Ex

amples: proper breath support, more physical 
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connections and reactions, the duality of emotions 

such as warmth and resentment rather than either 

extreme, or playing the action rather than playing 

emotion. 

Comments This design gives members an opportunity to 

obtain immediate feedback. It also helps some mem

bers realize the advantages of identifying actor 

goals. 

17) What Would You Like to Get—What Stops You? 

Objective -to discover the opposition or conflict in character. 

Group Warm-up Start with an image of who you are today as 

you. Find a sound that expresses this image. Now 

find a physical image and sound of who you would 

like to be or how you would like to feel. Go get 

what you need from someone in the ensemble. Go to 

someone else. 

Begin to deal with the transformation to actor. 

Take an action to someone as actor. Explore actor-

to-actor possibilities. In the relationship that 

you are in right now, begin to transfoinn to charac

ter. Use the person you are with as someone in your 

script. Now play what separates you from that char

acter. Explore why you cannot stay with him and 

why you must find the character(s) in your scene. 
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Design In a circle, one cast step forward. One at a 

time, play what you as character would like to get 

from your partner as character. Now play what you 

would like to get with the tension of what stops you. 

Let the desire gain strength and then what stops you 

gain strength. 

Comments In this design, the character's desire is played 

against the fear of making his desire known. It 

allows actors to come closer to achieving their needs 

as character than the text may allow. These needs 

contribute to the subtext of the role. Text is not 

an excuse for backing away from possibilities. 

18) Ideal Versus Reality 

Objective -to explore the tension between the character's ideal 

and his reality. 

Group Warm-up Make contact as persons—find everyone as a per

son. Call out the name of the person(s) you have 

not contacted. Freeze. In this relationship begin 

to transform to actor—let your partner in on the 

transformation. Take an action as actor. Explore 

your relationship as actors. Freeze. 

From where you are right now, begin to transform 

to character. Let the other actor become a part of 

your image. Use him as someone with whom your char

acter relates. Explore why you cannot stay with him. 
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Design 

Comments 

Why must you find the other people in your scene? 

What are your needs as character and therefore what 

actions must you take as character? 

Move to your cast members keeping the tension 

that you have discovered. Explore your relationships 

in action physically, then through sound, word, and 

line. Keep this tension but deal with the ideal or 

how you as character would like things to be if the 

conflict was not present. Find a physical image that 

symbolizes this ideal. Now let the tensions begin to 

take over. Fight to keep the ideal. As the conflict 

begins to split you apart, keep trying for your ideal. 

Lee Breuer of Mabou Mines once said, "The sense 

of an ideal in performance is too often lacking." 

Actors sometimes in playing the tension forget the 

ideal, or how they would like things to be, if pos

sible. This design helps actors focus on what they 

are fighting for and on what they need. The tensions 

created through this design are dynamic and charac

ters and relationship often gain dimensionality. 

19) Questions—Actual Ensemble of Person/Actor/Characters: 

Objective -to become aware of the changes from actor to 

character, 

-to become more conscious of one's process for creating 

character. 
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Design Write an essay on the following questions: 

a) What are the differences for you between the 
actor and character levels? 

b) Do you need to go to the character level? If 
so, why? 

c) What are you trying to create when you move from 
actor to character? 

d) Describe your process for the creation of charac
ter. Where do you begin and what elements are 
you working with to create a character in a scene? 

e) Are you demanding more from yourself as character 
than you used to? If so, what? 

f) What do you reveal about yourself through your 
character? 

g) What have you brought with you from your person 
and actor relationships? 

h) What do you need right now to achieve the level 
you want to with your scene? 

Response/Reaction: 

As with the person and actor levels, criticism is offered through 

the feedback format. Members watch each other's scenes (or moments of 

scenes) periodically throughout the process. To maximize use of time, 

members create small groups comprised of two or three scenes and give 

feedback to one another, answering questions such as the following? 

a) What are your impressions of_ as character? 

b) What did the actor do to create these impressions? 

c) How did as character make you feel? 

d) What action did you want to take in relation to_ 
as character? 
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e) What were your impressions of their relationship as characters? 

f) What suggestions can you offer that may help them extend their 
work? 

Suggestions are offered in relation to the choices made by the actors, 

rather than in relationship to how another actor thinks the role should 

be played. Actors invest themselves (their personal impressions, feel

ings, and desired actions) in their criticism. 

Overview of Student and Teacher Response 

Objective: To channel person and actor discoveries into the playing 

of character as action. Through this level of work actors achieved a 

better understanding of the concept of action. The action chosen by the 

actor progressed until he discovered the action of the character. For 

example, an actor as Biff identified his action in Death of a Salesman 

first as "to be left alone," then as "to protect myself," and, finally, 

as "to confront the truth." An actress as Martha identified her action 

in The Children's Hour first as "to let Karen know that she can't help 

me," then as "to destroy myself," and finally, as "to tell Karen that 

I love her." The actors chose an action that met the following criteria; 

1) to give a reason for being in the scene; 2) to affect a change they 

want to achieve; 3) to give them something to fight for; and 4) to in

volve a relational choice. Actors discovered that finding the action 

suggested the necessary movement and blocking. 

The actors discovered differences between actor and character levels, 

The actor level is the suspension of energies and the potential for all 

things to happen, while the character level is the structured release of 
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these energies into action. The actors explored character as an exten

sion of self and found that character is rooted in the person, opened up 

and freed by the actor. They also foiind that to reveal self through 

character, vulnerability was needed. Some of the differences discovered 

between the person, actor, and characterlevels included changes in energy, 

needs, rhythms, centers, and tensions. Actors made choices using these 

elements as demanded by the script. 

For more effective communication with an audience, actors accounted 

for technical work along with internal work. They became increasingly 

dissatisfied with making discoveries only for themselves and increasingly 

desirous of sharing their discoveries with an audience. 

Actors were reluctant to tie down character choices until they ex

plored all characters in the scene. They left themselves open until the 

characters emerged naturally out of their work as actors. This explora

tion gave them a better understanding of the whole scene and the action 

of each character. They created one another's character as much as they 

created their own. Taking time for the actor exploration added a rich, 

full quality to their scene work. For example, in Breakfast Past Noon,. the 

mother-daughter relationship intensified because of their improvisational 

work with both characters: the mother was visible in the daughter. The 

actors found that discovering the need and reasons for why the charac

ters came together was very important. They also found that they must 

need each other as actors. 

The feedback format enabled actors to give and receive better criti

cism. Their reactions and comments were focused and immediate. The 
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actors gave impressions rather than "telling the actor how he should play 

the role." It was then up to the actor to decide if he was making the 

impression he wanted to make, or if something was missing. Actors used 

the feedback to add new dimensions and levels to their characterizations. 

For example, the actress portraying the daughter in Breakfast Past Noon, 

played the hostility of the daughter towards her mother. Analyzing the 

feedback she received, she decided to incorporate her love for her mother 

as well. 

At this level of work in the ensemble process, character was ex

plored as a further development of person and actor relationships and 

discoveries. By accounting for the givens (the actual), bringing the 

uniqueness of one's person and actor, channeling energies, and choosing 

the aspects of self needed to play the action, actors revealed themselves 

through character. The ensemble discovered that in this revelation of 

self through character existed the risk, the immediacy, the honesty, and 

the excitement of the theatrical experience. The person/actor confronted 

the similarities and differences between himself and his character in the 

script. The actor level became the suspension of energies and possibil

ities, and the character level became the focused release of these 

energies into action. 

Ensemble of Actualizing Person/Actor/Characters 

The Ritual 

Individual Warm-up: 

The individual warm-up incorporates the objectives of the previous 

levels and intensifies awareness of the integration of the person, actor, 

and character. 
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Group Warm-up; 

Group warm-ups heighten actor contact and open scenes to new dis

coveries through new character relationships. Actors consciously offer 

images and challenges designed to intensify character action and 

commitment. 

Ensemble of Actualizing Person/ 
Actor/Character Design; 

Creator/Performer/Critic; The ensemble of actualizing person/actor/ 

characters is utilized when scenes become stagnant. This phase encour

ages objectification, positive self-consciousness, and an awareness of 

further possibilities. The ensemble works as creator/performer/critics 

as they begin to reveal their work to each other. Students are encour

aged to use person and actor discoveries (perhaps referring to their 

journals for new ideas). 

The ensemble learns from every scene by becoming a part of each one. 

The actors create an environment for the scene to happen or become a part 

of each scene by playing sounds, extensions, character conscience, char

acters from script, ghosts, or fears related to character and stemming 

from script. These images cause the actors in the scene to work hard to 

complete their action. The ensemble creates intense experiences beyond 

what the,actors in an individual scene create for each other. 

Ensemble members use each other's characters to extend their charac

ter's experience beyond the realm of the scene itself. These improvisa

tional exercises are designed to enrich the scene and to create quality 

theatre. At this level, members constantly rework the scenes. Class 
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time is a time to experience rather than a time for mechanical efforts, 

such as line learning and blocking. 

1) Secondary Scenes—Making Discoveries Through New Partners: 

Obj ective -to discover new possibilities for oneself as 

character. 

Group Warm-up 

Design 

Comments 

Move through space. Make connections as per

sons. Make connections as person/actors. 

Choose someone who is physically far away from, 

you to make a connection, character to character. 

Make sure it is a new arrangement for you. Begin 

work on secondary scenes. (Some actors will work 

on primary scenes with new partners.) 

Allow these new relationships to grow organ

ically. New challenges may reshape your character 

choices. 

4) Image Bombardment: 

Objective -to discover new aspects of character through new 

Group Wainn-up 

character relationships. 

Move through space as actor. Stop. Take an 

inventory of the elements that must be operative for 

you as actor. Which elements are now working for 

you? Do you have a process for getting them to work 

for you? Stop. Which element is weakest for you? 

Do you have a way to strengthen this weak element so 
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that it is no longer weak? Find a connection as 

actor with another actor. Take an action. Stop. 

From where you are, begin to transform to one of 

your characters. Use the actor you are with as part 

of your image. 

Design Form a circle. One person/actor come to center 

open and suspended. Another person/actor as charac

ter enter with an action. The person in center 

respond as character. Take your cues from the per

son entering. If you recognize where the actors are, 

enter with character action. Two people can play 

the same role to offer a myriad of images for the 

original actor to deal with. Example: Two differ

ent actresses can embody the accusing and the com

forting aspects of the mother in Death of a Salesman. 

The person in center must deal with the levels and 

constant changes, adapting to the images offered. 

Comments Actors can work with characters from either 

their primary or secondary scenes. The design 

forces the actor in center to pass through the actor 

level, which is too often neglected. Rather than 

playing on previous patterns, he is asked to respond 

to the immediacy of the moment. 
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3) Scene Emerging Out of Improvisation—Using the Ensemble to 
Intensify Action: 

Objective -to intensify and enrich the relationships-in-action. 

Group Warm-up Take an action to an actor that you have not 

worked with recently. Freeze in that actor relation

ship. Now begin to transform physically to charac

ter. Consider your choice of character rhythm, 

center, tension, needs. Play the moment that is 

suggested by your physical relationship. Use one 

another in your images. 

Design One actor step forward. Close your eyes. 

Choose one of your characters but do not tell us 

who you have chosen to become. Move through space 

in straight lines as character until someone turns 

you in a new direction. Others respond to him as 

your character might, or as a character from his 

scene. Do you know who is touching you? Do you 

know who is behind you? 

When you find your primary partner in the scene, 

play the moment. Now begin the scene from where you 

are right now. Others in the ensemble offer images, 

tensions, sounds, or characters from the play to 

support the sc^ne. Help create an environment for 

the scene to take place. Take your cues from the 

actor/character relationship. Repeat this design 

with each scene the ensemble is working on. 



169 

Comments This design is most helpful when actors are very 

secure with their lines and understand their relation

ships. The images can be intensified through connec

tions made as actors. Actors who are not in the 

scene can provide a reality or actualize images of 

characters mentioned in the scene. The teacher may 

occasionally ask everyone else to stop for a moment 

to allow the persons playing the scene to take the 

focus. 

4) Preparation for Perfoinnance Finals: 

Objective -to think critically about the process for achieving 

character. 

Design Write a paper on the following: 

a) Define character action. 

b) What is your character's action in each scene? 

c) What do you bring to the character that makes it 
special because you are doing it? 

d) What do you reveal about yourself through 
character? 

e) Describe your process for creating your character? 

f) Have you incorporated improvisational discov
eries into your scene? 

g) What moments have you found that are yours and 
yet are true to the script? 

h) Has your scene reached a level of ensemble 
playing? 
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5) Performance Finals 

Objective -to assimilate the discoveries of the semester. 

Design The final class periods are as participatory 

as possible, account for the whole process, and offer 

a beginning for ensemble members. In the first per

formance final, the ensemble presents their primary 

scenes and in the second they explore secondary 

scenes or portions of scenes as they exist in their 

process. The primary scene final is more structured, 

whereas the secondary final is more free flowing and 

improvisatory in nature. The teacher may set up 

problems that allow all members to participate in 

each scene. Actors may exchange roles or try new 

character . relationships. On both days, members are 

evaluated on their participation in the whole experi

ence rather than on their individual scenes alone. 

The following "response/reaction" section offers 

criteria for evaluation. A final design should allow 

actors to assess their growth through this process. 

For example: One actor go to the center of the circle 

and offer an image of yourself at the beginning of the 

semester and then transform to an image of yourself 

now. Others respond as you feel the need. Repeat 

for each member. 
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Response/Reaction; 

The following questions offer potential criteria for evaluation of 

scenes. Actors should consider these questions in relationship to their 

own and each other's work; 

a) What do you bring to the script and to your character that makes 
it special because you are doing it? 

What moments have you found that are yours, and yet are still 
true to the script? 

What are you willing to reveal about yourself through your 
character? 

Have you created a human, three-dimensional, yet theatrical char
acter? Have you created a character that is as multifaceted as 
you see yourself? 

b) What understanding and insight into your process as an actor is 
reflected in your work? 

Have you incorporated your improvisational discoveries into 
your scene? 

Are you playing action rather than mood or emotion? 

c) What choices have you made and are you being true to those 
choices? 

What insight into the whole script does your scene reveal? 

e) Are you an ensemble of two or three? 

f) Has your scene reached a level of ensemble playing. In other 

words; 

Are the person and actor relationships accounted for in 
your scene? 

Can we perceive the extension of you in the character? 

Can we perceive your growth process? 

Are you playing off of one another and not merely off of 

yourself? 

Does whatever one character does truly affect you and can 
we perceive its effect? 
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Overview of Student and Teacher Response 

Through the primary and secondary scene arrangement, the actors dis

covered that the particular person/actor playing a character opposite 

them affected the way they developed their character. Each new pairing 

created new challenges and necessitated new choices. Through playing the 

same scene with a different actor, new discoveries were made. 

Actors were better able to incoirporate person and actor discoveries 

into their scenes. They used relationships as persons and actors, 

extended and shaped by the demands of the text, as the basis for their 

work. For example, in The..Children' s Houy, the actresses used the dis

tance in their personal relationship and worked towards the intimacy of 

the scene. In contrast, two other, actresses used their personal friend

ship and began with the intimacy and let the distance emerge out of the 

action of the scene at the moment of revelation. Both scenes were suc

cessful. Acknowledging and using "the actual" of their personal relation

ship provided a strong foundation for their work as characters. 

The actors gained an understanding of their process for achieving 

character and demanded more of themselves as character. Actors were less 

willing to type themselves as characters. They did not want to be typed 

as people.and, therefore, saw no need to stereotype character. When 

scenes became stagnant, actors rediscovered person and actor relation

ships to find new life and levels for the scene. 

In the final periods, the class achieved a performance level of a 

very high quality and were extremely pleased with their own and each 

other's work. In addition to these fine performances, they revealed 
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through their journals and final papers a deeply rooted understanding of 

the connection between and integration of the person, actor, and charac

ter. Both the primary and secondary scene performance finals as a 

whole achieved a level of ensemble playing—a careful integration of the 

whole performer. 



NOTES 

Joseph Chaiken, The Presence of the Actor (New York: Athenuem, 
1977), p. 16. 

2 
Peter Brook, The Empty Space (New York: Avon Books, 1968), p. 47. 
3 
Richard Schechner, Essays on Performance Theory: 1970-1976 (New 

York: Drama Book Publishers, 1977), p. 26. 
4 
Robert Benedetti, The Actor at Work, rev. ed. (Englewood Cliffs, 

N. J.: Prentice Hall, 1976), p. 15. 

5 
Ben Strickland, Correlation: A Human Interaction Handbook (Beaumont, 

Texas: Childs Publishing Company, 1976), p. 40. 

^Ibid. 

7 
Ibid., p. 42. 

Q 

Ibid., p. 40. 

9 
Ibid., p. 122. 

Ibid., chapter 6 passim. 

Benedetti, The Actor at Work, p. 61. 

•'•̂ Don Finn, acting workshop, American College Theatre Festival, 
Fort Worth, Texas, February, 1980. 

174 



CHAPTER V 

EVALUATION AND CONCLUSION 

The actors selected for the project in actor training through an 

ensemble process at Texas Tech University came to the class with a 

sense of commitment as well as with individual needs, goals, skills, 

and apprehensions. Their commitment to the ensemble process allowed 

for discoveries and facilitated some positive and mutually beneficial 

changes. As they progressed through the ensemble process they real

ized that they were responsible for themselves and developed more effec

tive means for fulfilling their needs as actors. They asserted these 

needs within the group and initiated positive actions rather than blam

ing others or waiting for others to initiate action. 

As their communication skills improved, theyvere better able to 

express their immediate feelings, thoughts, and actions and were able 

to give and receive helpful criticism and feedback. By using the actual 

as a working reality from which to depart, there was less pretense. 

Actors were willing to confront one another and to allow for differences 

in life-styles and processes. They stretched to find meeting points for 

creation and established working relationships as actors. The helpful 

criticism offered by members resulted in a more positively self-

conscious actor. Further, actors were less likely to become defensive 

or tell one another what to do. If defensive behavior occurred, the 

ensemble dealt with it immediately. 
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As they realized their commitment to each other, they became more 

sensitive, responsive, and interested in each other's growth. As 

trust was built, they became more willing to risk, both in terms of 

selecting partners and in revealing more of themselves. As they real

ized the potential for the ensemble, they became more accepting of 

themselves as persons and more demanding of themselves as actors and 

as characters. They accepted responsibility for their choices, for 

actions, and for achieving their goals. The commitment to the ensemble 

heightened the individuality of each member. 

Through the ensemble, members learned more about themselves and 

their art. Effective communication allowed for helpful, caring crit

icism and created an atmosphere for risks. Members chose changes and 

extensions for themselves. Members merged or came together with differ

ent pretexts, emerged as they revealed themselves as individuals and 

defined themselves within the group, extended to meet the challenges 

offered, and transformed as they made choices to actualize aspects of 

themselves. 

The project of an ensemble process of actor training was effective 

because the individuals in the group made it work through their commit

ment and determination. Further, it worked because members had the 

necessary skills to achieve their goals. They created dynamic and 

challenging relationships and experiences for themselves. They experi

enced trust, immediacy, and risk-taking in the "here-and-now." They 

took responsibility for themselves and used the actual to their advan

tage. They helped one another meet their needs and goals and accepted 

each other as individuals. 
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The ensemble instructional model provides a process for meeting 

the needs of contemporary actor training. It offers a process whereby 

the committed student learns about himself and his art through his 

interaction with others. Communication skills are developed and imple

mented in an environment of openness and trust that allows for growth 

and change on many levels. The trust levels in the ensemble process 

allow actors to take the necessary risks to reveal more of themselves 

in performance. Action provides the means to explore these new dimen

sions of self. Character is created in relation to other characters 

and provides a structure for these energies and discoveries. Ultimately, 

members develop a personal process for the creation of quality perfor

mances. They integrate the person, actor, and character and challenge 

one another to actualize their potential. 

The ensemble instructional model reflects the influence of acting 

theorists from Constantin Stanislavski to Spaulding.Gray. These theo

rists saw the need for a process that connects the person tc character 

and ultimately reveals the person through the character. They called 

for an ob-iective, self-conscious actor who is flexible, versatile, and 

capable of meeting the demands of any script regardless of style from 

realistic to fantastic to theatrical. Further, they called for an 

actor who creates a shared, living reality through relationships and 

is in touch with his own process of becoming. 

Utilizing the instructional model, the ensemble process attempts 

to meet the demands of actor training through a careful integration of 

the person, actor, and character. Interpersonal communication skills 
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are practiced and implemented throughout the process to provide a 

basis for honest communication within the ensemble that enhances the 

actor's awareness of self. Their experiences as persons within the 

ensemble establishes a need for a similar reality and intensity at the 

actor level. At the actor level members exercise their freedom to 

extend their range of choices, actualizing untapped aspects of self. 

The character level channels these energies and discoveries into 

character action from a script. In the ensemble of actualizing person/ 

actor/characters, discoveries culminate and realize themselves in per

formance as actors understand their process for creating character. 

An ensemble process meets the needs of "a theatre of becoming" by 

focusing on the person/actor/character's growth and development. 

Through the ensemble process the actor is more aware of and in control 

of his becoming. He chooses who he wants to be as a person and as an 

artist. 

The instiructional model could be further developed to provide the 

basis for a four-year actor training program,beginning with communica

tion skills and ending with an ensemble production company. Design 

and technical aspects could be integrated into this process as produc

tions are developed co-creatively. The ensemble model could be applied 

as a production methodology for realizing many kinds of scripts, all 

rooted in the person and extended through the actor level to meet the 

demands of dramatic action. 

The ensemble model accounts for the delicacy of the connections 

between ensemble members. By allowing for individual differences it 
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celebrates its own process which is a "process of becoming," that is, 

the process of life itself. As Peter Brook states; 

A developing relationship around the group will not happen by 
itself. It must be made and remade and treasured. In any 
group, you can see the history of the whole world replaying 
itself.'̂  



NOTES 

A. C. H. Smith, Orghast at Persepolis (London: Eyre Methuen, 
1972), p. 137. 
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APPENDIX; COMMENTS FROM ENSEMBLE MEMBERS 

The following paragraphs represent the discoveries of members 

regarding their participation in the ensemble process. Each member 

is represented through an excerpt from his final paper. 

As a working process, ensemble has led me to discover an awareness 
of myself and how I affect others. . . . My definition of ensemble is 
the process through which we become aware of ourselves and each other 
and act together to fill the needs of the individual as well as the 
group. At the moment we are working to fill needs, we are an ensemble. 

I believe we have reached several goals: to become more aware of 
ourselves, to work together on an acting level which is an unlimited, 
highly energized state, and to fill our own needs by going after them 
and making decisions. We have helped each other discover the elements 
of actor, character, and what it means to give criticism in a positive 
way. By helping each other to fill our personal needs, we have 
achieved ensemble. . . . Ensemble is finally accepting each other. 

TRINA OLSSEN 

* * * * * * * * * * 

Ensemble is a way for actors to work and train together to reach 
a goal of oneness or togetherness in acting. It is a sort of checks 
and balance system that keeps the actors involved working toward the 
same end—the focus, energy, and connections that one sees in a 
scene, show, etc. As a working process, ensemble, to me, is the sup
port of others around me that enables me to go even further in my work, 
and a closeness that allows me to see other levels of work. It is not 
always getting along or even playing at getting along. Ensemble work 
allows for the clash of personalities, moods, and tempers, and part of 
the excitement of the class is learning to overcome these differences 
and still be able to work together. . . . Moments of acceptance from 
other members of the group have contributed heavily to my definition 
of ensemble. 

ROXANNE AUGESEN 

* * * * * * * * * * 

The ensemble process begins with the need for the others to feel 
complete. There is the need to find the actor and performance levels 
along with all the members. Ensemble should be give and take, 
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completely unselfish. Individual discoveries and growth are as impor
tant to one another as an actor's own personal ones are to him. . . . 
I sensed this on days when the group worked all together in a circle. 
Perhaps only two or possibly three would be acting in the center, but 
the support from the other members was present—a desire from every
one to be a part of that ensemble in the center. 

STEPHANIE GEYER 

* * * * * * * * * 

Ensemble is a working process that demands constant interaction, 
an interaction that consists of both tension and a union of two or 
more actors. These actors must bring a heightened perception to each 
scene, a continual sensitivity to the presence of others working in 
the scene. The actor must be aware of each contribution that is made in 
an ensemble scene, and with keen eyes and open ears, he must note and 
understand what his fellow actor desires to give to a scene. The 
actors bring forth pieces of themselves, pieces of their life experi
ence, and channel these discoveries into a defined structure, so that each 
scene really consists of separate, unique individuals striving to 
create a unified whole that has meaning for actor and audience 
alike. . . . Ensemble is therefore a process of ever-changing inter
action married to a constant self-awareness; it is the product of 
each group member's willingness to share the experience of revealing 
themselves to each other. 

The actor learns through the ensemble process how he affects his 
follow workers; and he comes to grips with their effect on him. He 
learns that a scene's energy comes from within him, and yet his own 
energy feeds off the presence of other actors—he is involved in a 
continual process of giving and receiving, of baring his soul and 
seeing the souls of others, and all are bound by the common desire 
to know and understand the human experience. The ensemble becomes a 
unified body, forged of individual personalities, a body that is as 
unlimited as the infinite range of hximan emotions. 

DAN FOSTER 

* * * * * * * * * 

I think of an ensemble as a group of people who work together. 
What I have learned and experienced through my work in the ensemble is 
that the "group" can comprise many unique different individuals and 
the work each does can and must have a unique specialness. 

The basis for ensemble is honesty. Honesty coupled with members 
who are open (or on their way to becoming so) and willing to be there. 
The willingness to create a space where growth can take place. Growth 
needs a nurturing atmosphere, one in which people care about each other 
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and can allow for differences. In this space, a person can feel safe 
to take a risk, try new extensions of themselves, experiment with 
varied aspects of their personalities. This "safe" space is the atmos
phere where the individual understands or experiences himself through 
the relationships made with the other individuals in the ensemble. The 
very difference of the individuals in the group are the bases for learn
ing about oneself and others. Given the opportunity and space the in
dividual can meet another in endless possible new relationships. These 
relationships are exciting new life experiences created through the 
aspects of theatre life and naturally extended into the life of the in
dividual. An ensemble is a group of people I care about because we have 
had a felt, shared experience which is the basis of all exciting theatre, 

CLARA CROCKETT 

* * * * * * * * * 

I've always thought of an ensemble as being a group of actors who 
function as a whole to present a message and compliment each other in 
the process. That's how I still think of ensemble. As a working pro
cess, I find it easier to take off all the "extras" because working 
with more than one person, I become aware of each different "extra" I 
use. Working through the ensemble also makes me aware of how many 
different levels I have to offer. 

ROSEMARY BAXTER 

* * * * * * * * * 

Ensemble as a working process to me right now is the only way to 
work. If a cast does not work as an ensemble, the show will not work. 
Ensemble as a working process to me relies heavily on first building 
person to person relationships, then actor to actor, then character 
to character. It is a process that evolves from the people in the 
group. I've really come to realize how important it is to establish 
this personal relationship before you can move on to others. In 
Steve's workshop we established that we were working to create art. 
I feel that this art can only be achieved through the ensemble pro-
c e s s . . . . 

My definition of ensemble revolves around the person to person 
relationships developed. Trust and caring for the individuals is para
mount. Caring on some level, even if it's just that the other person 
shows'up or not (that's a starting point). Awarenes of the other 
group members in a heightened sense is my definition of ensemble. 

TERRY REILLY 
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I've found that in order to act with someone there must be a good 
relationship and understanding of the others. By exploring one an
other we were actually exploring ourselves. We did this through giving 
impressions and reactions as people—or person to person. Through this 
a truthful and honest relationship develops which I feel is very neces
sary. The trust grew into much more. We explored rhythms and awareness 
of each other. . . . 

My definition of ensemble is becoming aware of self and others, 
learning to take criticism, accepting each other's faults, and a sense 
of commitment—not only being at class and not being late, but taking 
responsibility for ourselves. . . . I guess what it all boils down to 
is knowing ourselves and being tuned in to others. Through this pro
cess we let more and more of "us" into a character. As I grew, my abil
ity to act grew too. 

SARAH EINERSON 

* * * 

Ensemble is the only process possible to find the ways and means 
toward developing a product, whether that product is solo performance 
or group performance. It exists on two levels: the single actor 
level of ensemble that is a combination of the actor's own personal 
training, sensitivity, knowledge, experience, personality, and how he 
uses them in his acting; and the group level of ensemble that combines 
the single actor level with other factors—individuals working to
gether, supporting each other, criticizing each other to create more 
awareness of each other and their work, finding ways to fulfill their 
own separate creative needs without overwhelming the other's own 
strong desires and without diluting or bastardizing the playwright's 
work. 

For the ensemble process to work well each member must be totally 
involved with the creative process. They must be responsible and de
pendable, willing to give of their time, their brains, their imagina
tion, and their talent for the development of their art. . . . I 
would say the strongest role for the group in a group ensemble is 
support of the individual. 

BETH BIGGERS 

* * * * * * * * * 

[An ensemble process is] working well among fellow actors [and] 
having their respect and encouragement. . . . An ensemble is a 
group of two or more who work with each other for the same goal. 
Ensemble allows actors to experiment with action and emotion without 
fear of rejection. [An ensemble is] a finely tuned working group 
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with each person supported by others for their mutual development as 
actors. 

CHUCK CILNY 

* * * * * * * * * 

Ensemble is a way of working that demands that you get to know 
each other as people and as actors and develop a working relationship, 
The ensemble technique can then be applied each time you work with a 
cast. . . . What has contributed to this definition—what experi
ences? Getting to the point where I feel that I can work with people 
that I would not have been able to do good work with before. There 
are always the people you click with right away—that's easy—but the 
people you have a hard time with—that is where these principles are > 
important and work. . . . Ensemble should be like a well-greased 
piece of machinery in working but be alive with human feelings and 
emotions. 

VANESSA HILL 

* * * * * * * * * 

Before, the ideal of ensemble was a term that I associated with 
"nirvana," I thought of it in a romantic, poetic, nonsensical manner. 
My somewhat idiotic illusions were constantly trembling under the 
weight of reality and I frequently felt forced to come to another 
conclusion. Now I feel that ensemble means cooperation and humility, 
something quite unrelated to heaven or a perfect state of being. En
semble is a process that a group of actors may or may not attain 
depending on each individual's level of tolerance. A cast may become 
one only if the individual processes of each actor is allowed. It 
may occur if each human being can accept every other human being 
exactly as they stand. . . . The openness of one's self to ideas 
created by others can be an awesome experience. 

JOHN HAWKINS 




